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PE4 YPEAHUKA

Tema aBapeceT ocMor 6poja yacomuca , My3UKOAOTHja“ IPOUCTEKAQA je U3
mehynapoane Hayune xoHdepenuuje Pycko-cpiicke fiojauke sese, KOjy je y OKTOOpy
2018. ropuHe opraHu3oBao Mysuxosomku nHCTUTYT CpIicKe akapeMuje HayKa
ymerHoCTH Y Beorpaay. BumeBekoBHe My3HuKe, yMeTHHUKe U KYATYpHe Be3e usMelyy
PYCKOT M CPIICKOT HApPOAA UCTPASKMBAAK Cy U IIPOYYABAAU HAYUHHIIU 00€jy 3eMarma,
aAM 6OraTCTBO M 3HAYAj THX Be3a M3KCKYjy HOBA HCIIUTHBAKbA U TyMaderba.

Y oBoM 6pojy yacommca ,My3HKOAOTHja“ OKYIIHAH CY Ce My3HKOAO3H, pHAOAO3H 1
HCTOpHYAPU AUKOBHUX yMeTHOCTH 13 Cpbuje 1 Pycuje A2 Ha BpeMeHCKU M TeMAaTCKU
IMHAPOKOj X MHTEPAUCIIUIIAUHAPHOj OCHOBU OCBETA€ TeMATHKY PYCKO-CPIICKHX
IPOXXUMAKA § AOMEHY IJpKBeHe YMETHOCTH H My3H4KOT H3BOlamTBa.

Temy 6poja ypeanaa je op Becua Ileno, Hayunu caBeTHUK My3HKOAOLIKOT
uncruryta CAHY, jepan op Bopehux cTpyumaka y 06AacTH BU3BAHTOAOINIKE
mysukoaoruje. OBaj 6poj ,Mysuxoasoruje” orBapa meH pap KOjU OArOBOpa Ha
IHTakbe KOAMKO AQHAC 3HAMO U KOAMKO He 3HaMO O PYCKO-CPIICKMM IT0jadKHM Be3aMa.
Tarjana Cy6otun-Toay6osuh aaje cTyAnjy 0 pyckoM TPHOAHOM CTUXHPApY C Kpaja
XII Bexa — xuAaHAApCKOM pykomnucy 307. Hataanja Mocjaruna nuie o necmama y
JacT KHe3a Aasapa y CTapopycKuM HOTHpaHuM pykonucuma. A Hataauja Pamaszanosa
Ce MOCBETHAA AHAAM3H CAYXKOU Y YaCT PYCKUX M CPIICKHX CBETUTEHA Y KOHTEKCTY
rOAHILIEer KpyTa 1jpkBeHor mojama y XVI u XVII croaehy.

ABe cTyaHUje 0CBeTHaBajy PYCKO-CPIICKe Be3e Y 00AACTH AUKOBHUX YMETHOCTH.
Baapumup Cumuh mocmarpa 0oAHOC IOAMTHKE, IPABOCAABAA U YMETHOCTH M3
acmekra pycko-cprckux Beza y XVIII Beky. Jeaena Mexuncku Muaosanosuh
caraepaBa MpUMepe Mpey3uMara PYCKUX MOAGAQ Y IPKBEHOM ABOPCKOM CAMKApCTBY
U TPAAUTESCTBY, OCTBapemUMa pyckux emurpanara y Cp6uju usmely ABa cercka
pata. Hajsaa, jeAHa My3sukoAomKka cTypuja mocseheHa je HCTOPHjH My3HUKe
unreprnperanyje. Mapuja Toay6osuh caear rocToBarba caaBHOT X0pa AOHCKHX KO3aKa
y Mehyparaom Beorpaay, y oraepaAy apxHBCKHX H3BOPA M IIEPHOAKKE OHOTA BpeMeHa.

Py6puxy ,Varia“ caunmaBa IIeT CTyAHja Pa3HOBPCHE TeMATHKe, Y BpeMEHCKOM
PAcCIIOHY OA peHecaHce A0 caBpeMeHOT A06a. Paposu JKapxka Isejuha u Cenke
DBeauh mpucTymajy cTyanjaMa peHecaHCHe MY3HKe KOja je IIOCACABHX FOAMHA
Hamaa BpcHe obpahupaue mely Mysuxoro3uma 1 MySHUKMM TeOpeTHYapUMa Y
Cp6uju. Esa IlIpaj6ep ce 6aBu HoBoM 0e4KOM IIKOAOM U HE€HHUM OAjelMa KOA
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opabpaHux KOMIIO3UTOpa Apyre nosoBuHe XX Beka. Y papy Aparana Aarununha
OmuCyje ce NpUMeHa I[eHTPaAHe poTaliyje, jeAHe OA HajBaKHMjUX H30MEeTPHjCKUX
TpaHcpopMalKja, Ha IPOjeKTOBaHEe METPO-PUTMHUYKE eHTUTETE MOjeAUHAYHIX
XapMOHHKA CIIEKTPa. JeAHa CTyAHja y pybpuiin ,Varia“ mpumapa eTHOMY3HKOAOTHjH:
Maja PapuBojesuh aHaAusupa TpapHIIMOHAAHY BOKAAHY My3HKy Baaxa y Xomony,
IpeMa 3BYYHUM 3aIMCHMA CauyBaHHM y 3a0CTAaBIITHHH eTHOKOpeoaora Oausepe
Maapenosuh.

Py6puxka ,Hay4Ha KpuTHKa 1 MOAEMHKA“ Ca CBOjUX IET MPHAOTA O KIbUTaMa U
3BYYHHM H3AABKMA IPEACTABSA HEKe OA HAj3HAYAjHUjUX Pe3yATaTa 60TaTor HayYHOT
PaAa M M3AABAITBA ¥ 0OAACTH MY3HKOAOTHj€ U €THOMY3HUKOAOTHje.

3aBpUIHMM 3aIHCOM YacOTHC , My3HKOAOTHja“ ce OIpalTa 0A IlekheHe KOACTHHHUI]E
Becne Mukuh, pepoBror nmpodecopa na Kareppu 3a mysuxosorujy Qakyarera
Mys3H4Ke YMEeTHOCTH Y Beorpaay, xoja Hac je mpepaHo HamycTHAA.

Y ume uaanosa Pepaxiimje yaconuca ,Mysukoaoruja“ 1 y cBoje AMUHO uMe
U3paXkaBaM CPAAYHY 3aXBAAHOCT peljeH3eHTHMaA 33 TeMesHO YUTalke PapOBa U
KOpHCHe CyrecTuje.

Y Beorpaay, 1. jyra 2020. ropune
Aaekcanpap Bacuh, raaBHu 1 OATOBOPHHU ypeAHUK



EDp1TOR’S FOREWORD

The main theme of the 28th issue of the journal Musicology originated from the inter-
national scientific conference Russian-Serbian Chanting Connections, which was orga-
nized in October 2018 by the Institute of Musicology of the Serbian Academy of
Sciences and Arts in Belgrade. The centuries-long musical, artistic and cultural ties
between the Russian and Serbian peoples have been researched and studied by scien-
tists from both countries; nevertheless, the richness and significance of these ties
require new research and interpretation.

In this issue of the journal Musicology, musicologists, philologists and art histo-
rians from Serbia and Russia gathered together to shed light on the topic of Russian-
Serbian permeations in the domains of church art and musical performance on a
temporally and thematically broad and interdisciplinary basis.

The main theme of the issue was edited by Dr. Vesna Peno, principal research
fellow of the Institute of Musicology of the Serbian Academy of Sciences and Arts,
one of the leading experts in the field of Byzantine music. This issue of Musicology
opens with her article, which answers the question: how much we know — or do not
know — today about Russian-Serbian chanting connections. Tatjana Subotin-Golu-
bovi¢ provides a study of a Russian Triodon Sticherarion from the end of the 12th
century — the Hilandar manuscript No 307. Natal'ia Mosiagina writes about poems
in honour of Prince Lazar of Serbia in the Old Russian notated manuscripts. And
Natal’ia Ramazanova analyses services in honour of Russian and Serbian saints in the
context of the annual circle of church chanting in the 16th and 17th centuries.

Two studies illuminate Russian-Serbian connections in the field of fine arts.
Vladimir Simi¢ observes the relationship between politics, Orthodoxy and art
from the aspect of Russian-Serbian ties in the 18th century. Jelena Mezinski Milo-
vanovi¢ observes examples of taking over Russian models in church court painting
and construction, the achievements of Russian emigrants in Serbia between the two
world wars. Finally, one musicological study is dedicated to the history of musical
interpretation. Marija Golubovi¢ follows the guest appearances of the famous Don
Cossack Choir in the interwar Belgrade, as reflected in archival sources and periodi-
cals of that time.

The section “Varia” comprises five studies on various topics, ranging from
the Renaissance to the modern age. The articles by Zarko Cveji¢ and Senka Beli¢
approach the study of Renaissance music, which has found excellent analysts among
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musicologists and music theorists in Serbia in recent years. Ewa Schreiber deals with
the New Viennese School and its echoes with selected composers of the second half
of the 20th century. Dragan Latin¢i¢’s article describes the application of central rota-
tion, one of the most important isometric transformations, to the projected metro-
rhythmic entities of individual harmonics of the sound spectrum. One study in the
“Varia” section belongs to ethnomusicology: Maja Radivojevi¢ analyzes the traditi-
onal vocal music of the Vlachs in Homolje, according to sound recordings preserved
in the legacy of ethnochoreologist Olivera Mladenovi¢.

The section “Scientific Reviews and Polemics” with its five articles on books and
CD releases presents some of the most significant results of rich scientific work and
publishing in the fields of musicology and ethnomusicology.

With the final article, the journal Musicology says goodbye to the esteemed colle-
ague Vesna Miki¢, a full professor at the Department of Musicology of the Faculty of
Music in Belgrade, who left us too early.

On behalf of the members of the Editorial Board of the journal Musicology and my
own, I express my heartfelt gratitude to the peer reviewers for their thorough reading
of the articles and constructive suggestions.

In Belgrade, 1 June 2020
Aleksandar Vasié, Editor-in-Chief
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How Mucua WE Do (NoT) KNow ABOUT RUSSIAN-SERBIAN
CHANTING CONNECTIONS®

Vesna Sara Peno'
Principal research fellow, Institute of Musicology,
Serbian Academy of Sciences and Arts, Belgrade, Serbia

KoAMKO (HE) 3HAMO O PYCKO-CPIICKUM IOJAYKUM BE3AMA

Becna Capa Ileno
HaY‘IHI/I CaBE€THUK, MY3I/IKOAOIHKI/I I/IHCTI/ITYT
Cpricke akapseMuje Hayka u yMerHOCTH, Beorpaa, Cpbuja
ITpumaeno: 15. Mapra 2020.
Ipuxsaheno: 1. Maja 2020.

OpI/II‘I/IHaAHI/I Hay4HH pap

ABSTRACT

There are still no argumentative answers about the extent to which and in what
way the share of Russian singing practice in Serbian church singing is present.
The ways in which the Serbian melody reached Russian singers are not known
either. The paper presents the results of research on Russian notated collections
kept in Serbian libraries are also presented. Certain stereotypes regarding the
crucial Russian influence on the newer Serbian church singing have been critically
considered. New research tasks related to Russian musical manuscripts are listed,
after which the exchange of singing experiences between Russian and Serbian
church singers will become clearer.

KeywoRbDs: Russian church chanting, Serbian church chanting, chanting connections,
musical manuscript, liturgical collection

ATICTPAKT
Jom yBex He moCTOje apryMeHTOBAaHU OATOBOPHU O TOMeE Y KOjOj MepH 1 Ha KOju Ha-
YHH je IIPUCYTaH YACO PycKe IleBauke IpaKce y CPIICKOM I[pKBeHOM mojamy. Hucy

OBaj paa je HacTao y okBupy HaydHOUCTpakuBaike opranusanuje (HI1O) MysHUKOAOLIKI MHCTUTYT
CAHY, xojy ¢punancupa MUHHCTApCTBO IIPOCBETE, HayKe U TEXHOAOIIKOT pasBoja Baaae Pemrybanxke
Cpouwje.

sara.kasiana@gmail.com
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IIO3HATH HU ITyTEBH KOjHMa je CPIICKa MEAOAH]ja AOAA3HAA AO PYCKUX ITojaria. Y paay
Cy IPEACTaBAEHHU PE3YATATH UCTPKUBAbA PYCKUX HOTHPAHHX 300pHUKA KOjHU ce
4yBajy y cprckuM 6udanorekama. Kpurnuku cy pasmorpenu oppehenu crepeo-
THUIIM Y BE3U C IPECYAHHM PYCKHM YTHUIIajeM Ha HOBHUje CPIICKO IIPKBEHO IIeBambe.
HaBeaeHH Cy HOBU HCTPKUBAYKH 3aAALN Y BE3H C IIOCTOjeiuM PYCKIM My3HYKIM
PYKOIINCHMA, HAKOH KOjux he HaM pa3MeHa [IeBauKUX HCKycTaBa u3Melyy pyckux u
CPIICKMX LPKBEHHX II0jalla IOCTATH jaCHHja.

KAYYHE PEYM: PYCKO IPKBEHO MOjambe, CPIICKO IPKBEHO II0jarbe, II0jauke Be3e, My3HIKH
PpyKomHuc, 60rocAyx6eHu 360pHHIK

Y epu AaKO AOCTIDKHMX MHOPMAIHja U CABAAAMBHX MPEUHIIA Y IIOCTH3AY OP30
BUAMSHBUX PE3yATaTa MOXKE Cé CMATPaTH ONIPABAAHUM IIOMambKake UCTPAKHUBAYKOT
€AaHa 32 MaTepHjy KOja Ce peKOHCTPYHIIIe Ha OCHOBY BUIIIe HETO CKPOMHHX U3BOPa, a
TO YIPaBO jeCTe CAyYaj C jeAHOTAACHUM CPIICKUM IIpKBeHUM IojameM. Hakon a0 capa
CIIPOBEAEHOT APXUBCKOT PaAd, YBHAA Y Pa3AMUUTE BPCTe PAaCIOAOXKUBE — IPUMapHe
u apyre rpabe, Hamehe ce yTrcak Aa je y Be3u ¢ My3HYKOM IPAKCOM Y CKAOITY AHTYP-
rujckor mpepama Cpricke IpKBe, HajBaXKHHUje II03HATO, Te AQ HOBU MCTPasKHBAUKH
MIOAYXBATH OIIIITY CAUKY jeABA AQ MOT'Y YIIOTITYHHTH, jOII Matbe OUTHUje M3MEHHTH.
OBOM HeCTHMYAATHBHOM Ocehary AOIPHHOCH U YHMIEHMIIA AQ je Y HALIIO] HAYYHOj
AuTepaTypH oppeheHHM Te3aMa y BesH ¢ pa3BojeM HCTOYHOXpHInhaHCKe ICaAMOAHje
U IeHUX ,HAI[MOHAAHUX  OIpaHaKa, 6e3 oueKHBaHe HAYYHOOOjeKTUBHE apryMeHTa-
1mje, o6esbehen craryc akcroMa, Te AQ KPUTHYKOM IIPEUCIIHTHBASY jOII YBEK H3MITY
Ipe BHIIE AelleHHU]ja IAACHpaHe HHTepIpeTalitje U TyMayema.

C yBepemeM aa IpoBepe, YIIOPHA UCIMTHBAbA M IPOMHUIILAAKA jEAHOM AOHETHX
3aK/vyYaKa MOTY IIPOMEHHUTH [IEPCIIEKTHBE U3 KOjHX ce Ha oppeheHy MaTepujy raepa,
Ia 4 CaMe AGAATHHKe KOjU elMCTUMHAOIIKE CTABOBE He KpPeHpajy NPBEeHCTBEHO
BoheHn AnyHuUM ybehermima, IporermsyjeM Aa ,CKacka“ 0 CPIICKOM IPKBEHOM I10jaby
Y KOHTeKCTY Pa3HOAHUKE, HO ¥ AYXy jeAMHCTBeHe ITPaBOCAABHE [I0jaHe MOAMTBe, HHje
oxoH4aHa. [llTasuine, y crojy c ApeBHMM 1 HOBHjHM PYCKHM ITjeHHjeM, beHa TOBeCT
j€ Ha ITOYeTKy.

TakBo yBepeme ce IOKAa3aA0 U3BECHUM Yy KOHCTPYKTHBHOj Pa3MeHU HCTPaXKH-
BAYKUX HCKYCTaBa C PyCKUM UCTPAKUBAYKNMA, TOKOM IIPETXOAHHX HEKOAMKO TOAMHA.*
Takohe ce moTBpAKAO A2 oppel)eHe ycBojeHe HaydHe CTaBOBE, [1a M YCBOjeHY, He Uy

2 Ilopea yuecTaAnx cycpera Ha HayJHUM KOH{pepeHIMjaMa ypusndeHux Ha Kareapu 3a crapy pycky
nojauxy ymetHoct npu CaHKTIIeTepOypiKoM ApykaBHOM KoHsepsaropujymy ,H. A. Kopcakos', 3ajeAnndku
PaA C PYCKUM KOA€TaMa je TOKOM IPETXOAHE AelleHHje OPraHU30BaH y AOMEHY jaBHHX IIPeAABamba CTYACH-
THMa, TIOCTAMIIAOMIIMMA U AOKTOPAHAMMA, OPraHM30Bakba MACTEP KAACA HA PA3AUYHUTE TeMe Y Be3H C BU3aH-
THjCKOM H CPIICKOM IIPKBEHOM MY3HKOM, Ka0 1 Y AOMEHy 3ajeAHMUKHX KOHIIEPTHUX HACTYTIakha IPHAUKOM

KOjI/IX Cy MHTEpIIPETHPAH! HAIIEBH M3 PAa3AMIMTHX HOj AYKUX TpaAmmja TIpaBOCAABHUX HapOAaQ.
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CBUM CAyYajeBUMa OIPaBAAHY HayYHY TEPMHHOAOTH]Y Y BE3H Ca CPIICKOM M PYCKOM
I10jaYKOM TPAAMIIHjOM, Tpeba MOCTABUTH II0A HOBO COYHBO, KaKO O1 ce IperusHHje
YTBPAHAO Y KOjOj MEPH 1 Ha KOjH HAUMH Cy Ce Y AA»0j, Oall Kao ¥ HOBHjOj NCTOPUjU
ABa YMHOTOME CPOAHA HapOAQ, TPOXKKMMAAe HHXOBe AUTYPTUYKe IpaKce, My3HdKa
YMETHOCT M KyATYpPa y IleAUHH. Y OBOM paay hy ce 3aApyKaTH Ha IIperAeAy yuHmbeHOT
Y AOMeHY L]pKBEHOT jeAHOTAAca U yKkasahy Ha HeKa 0A KAYYHHX OTBOPEHHX IIUTAbA
KOjuMa 6HCMO ce y CKopHjoj 6yAyhHOCTH MOpaAH TOCBETUTH.

CaoBeHCKe My3HUKe Be3e OHAe Cy HECYMIbUBO BUTAAHE Y AAAEKOj IIPOIIAOCTH, O
ueMy cBepoue Cruxupap 6p. 307. u Mipmoaoruja 6p. 308 — ABa HajcTapHja cadyBaHa
HOTHPAHA PYKOIIKCA, IIOXPambeHa Y MAHACTUPY XHUAAHAADY. YBHAOM y OMOAHOTEUKH
¢$oHA cprickor MaHacTupa Ha CBeToj [opu pycku ucTpaxkusaun crapuHa us XIX Bexa
— apxumanaputu Ilopdupuje Yenencku (Ilopdupnit Yenencxkuit, 1847) u Buxrop
UBanosuy [puroposuy (Fpuroposuy, 1877), sarum K. IT. Amutpujes-Ilerkosuu (K.
I1. Amurpues-IleTkoBuy, 1865), ITasea U. CeBacrjaHoB (ITaser N. CeBacTpanos;
Buxropos 1881) u Aeonup A. Kaseann (Kaseaus, 1877) — ocTaBuau cy u Geaermke o
ABeMa [TOMeHYTUM II0jauKUM KibHrama, 13Hocehu y cBOjuM KpaTKUM KOAMKOAOIIKUM
OIICHMA HeTayHe IIPOlLieHe y Be3U C IOPEKAOM U TUIIOM HOTaIluje KOjuMa Cy HalleBH y
mrMa 3a6eaexxern. O XHAQHAAPCKUM My3HYKIM PYKOIHCHMA [IMCAAM CY U AUMHUTpHje
Aspamosnh (1847, 1848), Crmpuaon Aambpoc (EmvpiSwy Adunpog) n xuaaHAapcku
6ubanoTexap monax Casa (1894, 1896), kao u apxumanaput Huhudop Ayuuh xoju
je mpBH 1884. 11 1895. TOAMHE 00jaBHO jeAHY CTPAHHUITY HEYMCKOT TeKCTa KAo IpHMep,
KaKo je BepoBao, cprcke Hotanuje (Ayunh 1884, 1895).

Kao Hu meroBu IpeTXOAHHIHY, A HU caBpeMeHHIH, apxuMaHAput Huhuop uuje
3HA0 Ad Ce PAAU O PYCKMM II0jadKUM KibUrama, koje he, roroBo unTaB Bek KacHuje,
6uTH GakcUMUAHO 06jaBreHe Mel)y mpBuM uspamima Monumenta Musicae Byzantinae
(TTeno 2015), mo3HATe eAULIHje y OKBHPY BU3AHTOAOIIKO-MY3HKOAOLIKE IIKOAE OCHO-
BaHe IpH AaHCKOj KpaseBckoj akapeMuju y Komenxareny 1931. ropuse. Ilppoburhe
yBuae Pomana Jako6cona (Poman Ocumnosuy SIko6con), npupehusaua daxcumuasor
M3AQba XMAAHAAPCKHX 360pHuUKa 6p. 307 11 308 (Jakobson 1954), u Oausepa Crpanka
(Oliver Strunk), ayropa npBe 06UMHHje aHAAUTHHYKE CTYAUj€ y BE3U C IHXOBHM CaAp-
KajeM, apxeorpadpCKUM 1 XUMHOTPadCKUM 0COOEHOCTHMA, HEYMCKOM ITaAeorpadujoM
¥ MEAOAMjCKUM KapakTeprcThKaMa HareBa (Strunk 1966, 1977), AomyHuAa cy node-
TKOM, OAHOCHO KpajeM He3aeceTux roanHa XX Bexa CBOjUM HCTPaXXHUBAIMA ABOjHIIA
CPIICKMX My3HKOAOT4, IO OcHHBamy Mysuxosomxor nacruryTa CAHY npBux capaa-
HMKA aCHCTEHATa, a IIOTOM, Y HACTaBKy HayYHHUKe Kapujepe, akTuBHE y CAA. Muaomnr
Beaumuposuh je y okBupy cTyauje y K0joj je pa3MaTpao yTHIjaje BU3AHTHjCKOT [I0jarba
Ha mupy Tpapuniujy CaoseHa npoydasao u Mpmoaorujy 6p. 308 OrcesxxHy My3HKO-
AOIIKO-TTaAeOrpadcKy aHaAM3y xuaaHaapckor Cruxupapa 6p. 307 CIIpoBeo je y CBOjoj
He06jaBAoeHOj M 3aAyT0 Ha HallleM IIPOCTOPY HEIIO3HATOj M HEAOCTYIIHOj AOKTOPCKO]

3 Beammuposuh je y OKBHpY CBOje AOKTOPCKE AHCepTaljHje, y KOjoj je Pa3MaTpao yTHIjaje BUSAHTHjCKOT
nojaa Ha Py TpasuLyjy CAoBeHa, AeTamHO aHaansupao Mpmoaorujy 6p. 308 (Velimirovié 1960). O Tom
eMIHEHTHOM BH3aHTOAOT'Y, KOjH je IopeA Ipodecopcke Kapujepe Ha OPOjHIM aMePHIKIM YHUBEP3UTETHMA,

aKTHBHO y4eCTBOBAO y mpojekTuMa Monumenta Musicae Byzantinae, Buperu ITero 2008.
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aucepranuju Crojan Aasapesuh.* ABe pycke Iojauke Kibire U3 XUAAHAAPCKe PH3HHUILIE
CIIOPAAMYHO Cy M y3Ipe IPHUBAAUMAE Ky My3uKoaora Maahux renepanuja, a
HHX0BA ,3ByYHOCT OCTAAA j& AO AAHAC HEAOCTYIIHA, OaIll KA0 U IIOY3AAHO HITYHTA-
Bakbe YUTABOT KOPITYCa IPUKHX U CAOBEHCKUX MY3HYKHX PYKOIKCA C HOTAIIHjOM 3a KOjy
jOII yBeK He IOCTOjH yCaraalleH ¥ A0 Kpaja IPUMeHASHB Ky TpaHckpunyje. CraTyc
Aarux pykonuca konneM XII u moserkom XIII Beka, kapa je yrBpheHo aa cy ucnu-
CaHe, BUXOBe eBeHTyaAHe crenuuune ocobenoctn 6uhe moryhe ycranosutu ek
HAKOH CPaBIbeHba Ca 3HATHO OPOjHUJIM CTAPH)UM U IIPpeMa BpeMeHy HaCTaHKa MAahim
BH3aHTHjCKIM M PYCKUM KOAEKCHMA HCTe BPCTe, a IITO Cy CBAKAKO y U3BECHOj MepH
Beh yUMHHAY IPETXOAHO IIOMEHYTH HCTPAXKUBAYM.®

ToKOBH IpKBEHE KbIDKEBHOCTH, IICAAMOAH]j€ U AyXOBHOT XUBOTA y IIeAMHH, Melyy
HAPOAKMA BH3aHTHjCKOT KOMOHBEATA OUAM Cy OTBOPEHH TOKOM YHTABOT CPEAET
BeKa, HO [TO3HATO je Aa je kpajem XIV, a moce6HO TOKOM ApyTe moAoBuHe XV cToaeha
YCA@AMO T3B. APYTH BEAVKH jy>KHOCAOBEHCKH YTHIIAj, YCAEA KOjer Cy e CPIICKO-PycKe
Be3e AOAATHO yuBpcTrAe. MelyTrMm, moyspaHHX Tparosa o pKBeHUM HaleBHMa Ha
TOM ABOCMEPHOM CPIICKO-PYCKOM ITyTY 3a CaAd joIll yBeK HeMa. AeAaTHOCT TpojuIie
HMEHOM U AGAOM ITO3HATHX CPIICKHX MeAOAd 13 XV Beka, Vcanje, Huxose u Credana,
KOjH Cy, TpeOa HarAQCHTH, IPEBACXOAHO KOPHCTHAM IPUKH je3UK KOMIIOHYjyhu cBoje
MeAOAHje Y AyXy BUAHTHjCKe My3HUKe TPAAHIIHje, HUje A0 CAAd CATAGAAHA U3 ,pyCcKe”
IepCIIeKTHBE, YIIPKOC IIOTBPleHNM yBUAMMA IPUKOT My3ukoAsora AnmuTpuja Kono-
moca (Dimitri E. Conomos) koju je y mHMa MPerno3Hao ,,CTapuju CAOBEHCKH CAOj
(Conomos 1974: 78, 80-81). Hamme, y cKAOITy KyATypHHUX MUTpaLuja Koje Cy obeae-
JKHA€ KACHH CPEAH BEK H, TOCEOHO, Y KOHTEKCTY jeAMHO-BAAIIKOT — MOAAABCKOT,
KaKO Ce y My3UKOAOIIKOj AUT€PATYPH Ha €HIAE€CKOM U CPIICKOM je3UKY IOIPeITHO
HasuBa pykonucHo Hacaehe XV u XVI Bexa, ¢ KojuMa Cy GAKCKO IIOBe3aHa TPOjULA
nomenytux Cp6a, morpeOHO je y 6yayhHOCTH HCTpaXXUTH U HOTEHLMjAAHH ,PYCKU"
eaeMeHT. [IpucycTBo pyckux MOHaxXa OA KOJHX CY IOjeAMHU OMAU AYXOBHH 1 KyATYPHH
CTOXKepH, He CAMO OHAAIIBIX MAHACTHPCKUX OPATCTaBa y BAAIIKO] PerHjH, HEro u
3HATHO IIHpe, Ha NpocTopy baakana, yBaxxaBanu u Ha Cseroj ['opu, Huje jomr yBek
caraepaHa OYMMa HCTOpPHYAPA IIPKBEHE My3UKe. Y My3HKOAOIIKOj AUTePATypH He
IIOCTOjH, HAXKAAOCT, HU TeMEe/SHHUJH YBUA Y IIMPe CAOBEHCKE PeAalfyje Y AATOM IIePHOAY,
0 KOjUMa yKa3yjy HalleBH Y jy>KHOPYCKUM — KHjeBCKUM My3HIKIM H3BopuMa. [lopea,
AOKAAHUX PYCKMX BapHjaHaTa HalleBa, O3HAYEHMX Pa3AUYUTHM HA3UBUMA, Y BbHMA Ce,
HapounTo op XVII Beka, cpehy 1 MeAoaHje y3 Koje Cy IUCcapy HEABOCMHUCAEHO AOTIHCH-
BAAM OAPeAHHMITe Oyrapcka, OAHOCHO CPIICKA. JeAHA TaKBa MEAOAH)A jeCTe U IIpUYacHa

4 Crojan Aasapesuh je na Yansepsurery y Unkary 1969. FOAHHE OADPAHHO AOKTOPCKY AUCEPTALIH]Y TTOA HA3HBOM
The Chilandar Sticherarion: An Early Slavic Hymn Collection with Music, y k0joj ce, 13 My3HuKOr 1 maaeorpadcxkor
acriexra, noApo6Ho Gasro Crixupapom 6p. 307. Tpyaom ap Arekcarapa Bacnha, nayunor capaarnka Mysuko-
AOWIKOT MHCTUTYTA CAHY,quoxonnja Te, y BpEMe KaAQ je [MCaHA AParoLieHe CTYAH]E, TOCTAO je AOCTYTIaH CPIICKO]
Hay4HOj jaBHOCTH. Kormja ce Hanasny Bubanorern CAHY ny Bubarnorern Mysukoaoukor uxcruryra CAHY,

5 Cryauja aop Tarjane Cy6orun Toay6osuh y oBom 6pojy Mysukosoruje AOHOCH HOBe BaKHE YBHUAE

Y KOAMKOAOIIKE KapPaKTePHUCTHUKE XHMAAHAAPCKOT CTUXHPapa.
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xuMHa XBaauTe [0cIopa mpBor raaca, Koja je y pyKomucuMa o3HaueHa Kao ,cepocku
kuHOHHUK (UMIIKOBCKAS 1999).

Y XVI croaehy y pyckum mojaukum Kiurama mojasuhe ce IpBy 3HAMEHOM HOTa-
111jOM 3a6eAe)XeHH CIIOMEHH CPIICKUX cBeTuTesa (UHmKoBcKast 2002). Y mopobaseHum
CPIICKMM KpajeBHMa, Ha IHpoko cxpaheHoM npocropy baakaHa, MOAUTBeHe XUMHE y
IBHXOBY YaCT IIeBaHe Cy Ha MEeAOAH]je KOje Cy CPIICKM CBEIITEHHIH U MOHACH YIHAHU H
HPEHOCHUAU UCKAYIUBO YCMEHOM IIPEARjOM.°

Tpeba MOMEHYTH Ad je HEIIOCTOjarbe CPIICKe HOTUPAHE I0jadyKe KIbHTe, Y BUIIe-
BEKOBHOM KOHTHHYYMY, IPETXOAHA TeHepaljija HAIIMX My3HKOAOTa ObjalnmaBaa
MPEeBaCXOAHO TEIIKHM HCTOPH)jCKUM OKOAHOCTHMA IIPH KOjUMA Cy YHHIITeY OUAN
HajropaoxkHHjU pykonuck (Peno 2011). Ta Te3a Huje HeTaYHa, aAM HHje HU y IIOTITy-
HOCTH TaYHa, HAPOUHMTO KAAQ Ce M Y BUAY A Ce Y CPIICKMM OHOAMOTEYKHM GOHAO-
BHMa M3 BpeMeHa 0OHOBe CKPHIITOPHja, TOKOM ApyTe mososuHe X VI, a HapouuTo
tokoM XVII u XVIII Bexa, HallIAO TeK HEKOAUKO HOTUPAHHUX KOAEKCA, H TO UCKAY-
9UBO PYCKUX U IPYKHUX.”

Y Ilarpujapmujckoj 6ubanorerm u Apxusy CAHY y Beorpaay, xao u y Bu6ban-
orenu Marune cprcke y Hosom Caay 4yBajy ce Tpu 06uMHa pycka 300pHHKa
Cc KBappaTHOM HoTanujoM (TpBa ABa Cy pyKonucHe Kibure, Tpehu je mramnanu
s60pHuk). Ha cpricky cTpary OHU Cy HajBepoBaTHHje IPUCTHUIAH C y9UTEASUMA PYCKOT
HOPEeKAQ, IPEABOAHHITMMA IPBUX OPTaHU30BAHMX T3B. CAABEHO-AATHHCKHUX IIKOAA Y
Kapaosaukoj murpomoauju rokom XVIII Bexa. Y Cpemcke Kapaosre je u3 Pycuje
1726. pommao yuures Makcum Tepenrjesia Cysopos (Makcum TepenTbesud Cysopos
?-1770), KOjH je, OpeA OCTaAe IPUPYYHE AUTEPAType, ca CO60M AOHEO 06MMaH
360pHUK (OA 442 CTPaHMIlE, AAHAC TIOA CHTHATYPOM 133 Y $oHAy [laTpujapmmjcke
6ubauorexe y Beorpaay), Tuma 06uxoaa, Tj. Mysuuke antoaoruje. Kibura je npuma-
Aara MakcumoBom ony TepenTujy CyBopoBy, 0 ueMy IIOTBPAY IIPy>Ka BHIIE 3aITHCca
C BeTOBHM HMEHOM H3 1709. ToprHe. O TOM pYKOIIUCY IIPBa je pap Hamucasa AaHuIa
ITerposuh u y memy je o6jasraa nomuc unnunura necama (Petrovic 1985). TTaae-
orpadCKy U AeTaSHHUjy MY3HKOAONIKO-PHUAOAOLIKY AHAAU3Y TeK Tpeba CIIPOBECTH.

6  PapoBu pyckux KosernHuIia Ha Mel)yHapoAHOj HayuHO] KOHepeHLuju Pycko-cpiicke liojauke se3e,
OAprKaHOj y oprarusanuji Mysukosomkor unctutyta CAHY y Cprickoj akapeMuju HayKa 1 yMEeTHOCTH,
22-23. OKTOOpa 2018. TOAMHE, 0A KOJUX Cy IIOjEAMHH 3aCTYILLEHH Y TeMaTy oBor 6poja yaconmca Mysu-
KOAOTHja, IIPY>Kajy AParolieHe yBUAE Y CTPYKTYPY 3aIMCAHHX CAYXKOH OAQOPAHHX CPIICKUX CBETHX Yy
PYCKHMM M3BOPUMA M BBUXOBUM MEAOAUjCKIM ocobenocrima. He3ao6MAa3HO je IIOMEHYTH U Ad Ce CAYX-
6ama cprickux ceeturesa CaBe n ApceHHja y PyCKHM M3BOPUMA IPBa royeaa G6asury Eaena Bukroposxa
YHImkoBcKa, OAOPAHHUBIIH 2002. AOKTOPCKY AricepTarujy CayncOot cepOckum c6smuim no pycckum pyxko-
nucam XVI-XIX ss. Cos. Cassa u Apcenuii, Ha Kareppu 3a caBpeMeHe npoGAeMe My3HUKe [IeAATOTH]e,

obpasoBaa 1 KyAType, Ha Pyckoj Mysnukoj akasemuju ,Iibecun’

7  Hsyserak mpeacTaBsa XMAAHAAPCKA PYKOIMCHA pH3HHUIIA ¥ K0joj kpajem XVIII u moueTkom XIX
BeKa [10jauKe KibUre OalITHHE CBETOrOPCKY MOjauKy TPAAUIIH]Y, HCIIMCAHY KACHOBH3AHTHjCKOM, OAHOCHO
pedopmucanom Heymckom HoranujoM. O rpuknm nojauxum pykormcuma X VIII Beka y cprickum 6ubAn-

oTeyknM PpoHAOBMMA BUAETH I1eHo 2016: 95—98, 219—-221.
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ITorpe6HO je yhu aAybae y Tpar 1eroBoM CacTaBbady, YKOAHKO je TO 3amcTa 6uo
Tepenruje CyBopoB, yITBPAUTH, aKo je Moryhe, Aa AU je IpeMa OCHOBHO] IIPEOKY-
MaLHji OH OMO LIPKBEHH II0jal], y9HTeN [0jarba M/ HAH IIHCAP, Te C THM y Be3H yCTa-
HOBHUTH CITeL[IPUIHOCTH HeTOBOT ayTorpada, H360p mecama u MEAOAHU]ja, IIOAYAAD-
HOCTH M €BEHTYaAHA OACTYIIAEba 0A YOOHUajeHe CTPYKType PYCKHX OOMX0AQ; HaIleBe K
FHXOBE OAAMKE IIOTPEOHO je MUHYIIMO3HO aHAAMBHPATH U YIIOPEAUTHU C ICTOUMEHHIM
MEAOAMjCKUM HalleBUMA U3 APYTUX PYCKHX, Tj. KUjeBCKHX H3BOPA, A Y Iy OTKPUBakha
HpelU3Huje IPOBeHHjeHIHje CAMOT PYKOIIMCA U MOTryhMX My3HUKHX YTUIAja Y OKPY-
JKemwy Y KojeM je HacTao. ['puko mopexao Meaoauje Tpucsere mecMe y TOj 1ojadkoj
KIbU3H, Ha KOje je caM IIMCap y HACAOBY yKa3a0, Pa3AOr je BUIE A Ce Pa3HOPOAHUM
T0jaYKHM BapHjaHTaMa y PYKOIIUCY IIOCBETH IIOCeOHA MaXXba.

CAMYHY 3aAAITM IIPEACTOje U Y BE3H C jOII jeAHHMM OOUMHIM PYKOIIUCOM, Op. 64, U3
1674. ToAMHe KOju AaHac nipumapa Crapoj 36uprm Apxusa CAHY y Beorpaay.® Cacra-
B/oad TOT KOAeKca 6110 je JoBaH 3aAaBCKH, IHCAP 3a KOTA Ce Be3yje TPaAULHja jy>KHO-
PYyCKe PYKOIIHCHE IIKOAE U KOjU Ce Y AATOM PYKOIKCY IOTIIMCABAO ¥ NMPUAKIIOM 1
AaTuHUOM. HemmosHaHuIa je y xojoj je Mepu 3aAaBCKM IIPaTHO aKTyeAHeE IOjauke
TeHAEHIIUje Ha PYCKO-TIOACKOj — HCTOYHO-3aMIAAHOj PACKPCHHIIM Ha KOjOj je AeAOBAO,
M AQ AM je BeroBa IMCapCKa aKTHBHOCT Be3aHa 3a HeKu oppelheHu ckpunropuj Ha
jyry Pycuje. Ha ocHOBY kpaTke HanoMeHe ¢ IodeTka Te pykonucHe 36upxe (¢. 1p)
KOja TAACH: ,3a MUTpoIoAuTa Jony ", Aanuia Ilerposuh je npe Buire op Tpu Aenje-
HHje U3HeAa XUIIOTe3Yy Aa je JoBaHa aHra)KoBao POCTOBCKH U japOCAABCKU MHUTPOIIOAUT
Jona (poben oko 1607; MUTPOIOAUT 1652-1690).° ToBe3aHOCT MUcapa ¢ HOMEHYTUM
apxujepejeM MOTPEOHO je AOAATHO PACBETAUTH, C 0O3UPOM Ha TO Aa je BpAO Moryhe
Ad je psyOuTes LIPKBEHOT OAArONSeIHja M HAAAAEKO [IO3HATH I[PKBEHHU IPAAUTEN, C
HCTaHYAHUM YKYCOM 32 (PeCKOIHC U MKOHOIINC, CAbMPao U KAAUTPadCKU HCIIMCAHe
borocayxbeHe 1 Mysuuke Koaekce, Mel)y koje ce ¢ mpaBoM MOXKe YOPOjaTH U [0jauKy
360pHMK 3aAaBCKOT KOjH OOHAYje ACTIMM 3aCTABUIIAMA M MHIUjAAUMA, H Y [IeAMHH
HpeACTaBAba AparolieH Kaaurpadeku mpumepak XVII Bexa. 3amakamuMa IIPOUCTEKANX
U3 YIIOPEAHUX IIPErAeAd CaMOT PYKOIIHCA Ca IITAMIIAHUM 30OPHHIIMMA KOjuMa je A.
ITerposrh pacnioaaraaa y BpeMe Mucama CBOT YAaHKA (YAAHAK je 00jaBseH IIpe TOTOBO
TeT AeLieHHja, TA4HH]je 1972. TOAUHE), GHAO 61 KOPHCHO IIPHAPY’KHTHU HOBE aHAAU3E
CaBpeMeHHjHX My3HYKUX H3AAFbA KUjeBCKHX/ yKPajUHCKHX IJPKBEHHX HAEBa,  HAPO-
YUTO YCTAaHOBUTH MO3UIIHjY CAMOT PYKOIIUCA Y KOPITyCY HOTHPAHHX MOjadyKUX KIbUTa
C XOMOHHjOM H 6e3 e — CIeIMPUIHOT HAUMHA IPOUSHOLIeHA IIPKBEHUX TEKCTOBA,
CaMUM THM H BeIOBe MEAOAUjCKe IIPaTHbe, Koja je, n3Melyy ocTasor, 61aa MOABprHyTa
BHILIECAOjJHOj OOTOCAOBCKO] pedpOpMH KOjy je HHULPAO pycKu marpujapx Hukow.

O6uxopu y IMTarpujapmmujckoj 6ubanorernn u Apxusy CAHY, kao Hu pparmenTn
IIPKBEHHX lecaMa Ha IITAMIIAHOj YHUjaTCKOj KibU3H 3epIiar0 60r0CAOBUH jepOMO-

8  Aarm pykomuc uma 323 ff.

9 Y cTyAujaMa Ha pYCKOM je3UKY y B€3H C MUTPOIIOAMTOM JOHOM yjeAHAUeH je IOAATAK O HeroBOM
cpeameM umeny — Cucojesny, a He CukojeBud, xaxo je A. ITerposuh HaBesa mpema xmwusu Asbepra

Awmana (A. M. Ammann, Storia della Chiesa Russa e dei paesi limitrofi); yn. Petrovi¢ 1972.
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Haxa Kupnaa TpackBuaroHa 13 1615. TOAMHE, O KOjuMa je Takol)e mucasa AanHuna
ITerposuh (Petrovié 1978), He 0Aajy Be3y HHXOBHUX PyCKHX KOPHCHHUKA C €BEHTY-
AAHHM CPIICKHM IOjIIMMa AU 6ap ydeHUIMMA Hojama. HeMa HU mocpepHux, a Hu
HeIoCpeAHHX HCTOPHjCKHMX IT0AATaKa KOjH TOBOPE O HACTABH I10jamba KOjy Cy PYCKH
0OrOCAOBH CIIPOBOAMAH ¥ CAABEHO-AATHHCKUM IIKOAAMA, YKOAHKO CY je yOIluTe
ApkaAn. YiosHaBambe ¢ Beh yBEAHKO 31)KHBEAOM PYCKOM IIPAKCOM H3BOhema mapa-
AMTYPTHjCKMX ITecaMa — KaHTa M IIKOACKHX APaMa,’® 3aCUTYPHO je IPeACTaBA»AAO
IIAPOKO OTBOPEHMU ITyT HOBOM 3BYKY U MY3UYKOCII€HCKOM MCKYCTBY C KOjUM ce
CPIICKH XMBasb CyCPeo Y APYTauujuM KYATYPHHM M APYIITBEHUM, I1a U LiPKBEHHM
YCAOBHMMA Y MHOBepHOj IlapeBHHH. I]a umak, kapa je KOHKpPeTHO ped O pa3Bojy
CPIICKOT IIPKBEHOT jeAHOTAACA, HOBMja HCTPaXXMBaha Cy TOKa3aAa A je HEOAD-
JKMBa, Y HAIIOj My3UKOAOIIKOj AUTEPATYPH 3aAyTO NAACHPAHH, T€3a O TOME Al je
y XVIII croaehy yrumaj pyckor mjernja 61o mpecysaH y Kpenpamwy caMOCBOjHe
CpIICKe IT0jauKe BapHjaHTe, IO3HATHje jOII B I0A Ha3UBOM KapAOBAYKO IMOjame."
ITa umax, Kkapa je KOHKPETHO pey O pPa3Bojy CPIICKOT L[PKBEHOT jeAHOTAACa TeIIKO
je oApxuB cyA Aa je y XVIII Bexy yTuIIaj pycKOT IOjama MOTa0 OUTH MpecyAaH
Y KpeHpamy T3B. KAPAOBAUKOT II0jarha. 3arOBOPHHUIM IIPEKPETHHIle KOja je OAMKe
oapebeHa kao 3a0KkpeT 0A MOAAAHE BH3AHTHjCKe KA TOHAAHO] eBPOIICKOj MEAOAH)CKO]
OCHOBHM, HUCY OCIIOPHMAU yTeMebeHhe CPIICKOT MEAOCa Y KACHOBM3AHTH]jCKO]j IICaA-
MOAHjU 1 0Apel)eHe KaCHOBHU3AHTHjCKe MEAOAUjCKe KAPAKTEPHUCTHKE KOje Ce Y lheMy
Mory npenosHary. Mmak, 6e3 4BpCTHX AOKa3a, a MOCeOHO He3 KOHKpeTHe aHAAU3e
Ha 0ArOBapajyhiM MeAOAMjCKUM Y30PIIMMa, YBPEKHAO Ce MHUIILbEHE A CY Y HOBH]jO]
HCTOPHjU Y CPIICKUM L[PKBEHHM HaIlleBUMA Y IIPBU IIAAQH AOIIAE AO H3Pa’kaja ,TOHCKe
OAAHKE 3aIIAAHOEBPOIICKe My3HKe H HOBH OOAHII MEAOAHjCKE U3IPAAIbE, CATUHE
kujesckoM pocnjesy (Ilerposuh 1986: 318).

Taj jeAHOCTpaHO ycMepeHH 3aKsydak AEMAHTY]Y, C jeAHe CTpaHe, HeYTIUTHHU HCTO-
PHjCKM IOAQAIM U3 BpeMeHa GOpMHUpaba T3B. KAPAOBAYKOT I10jakha, a C ADYTe OHH KOjU
Cy y CTBapH IIPaBH [POTArOHKMCTH IIPeOKpeTa — BoAehu cpricku MeAorpadu jpKBeHOT
nojama y XIX Beky,” Hajsaa, U CIpoBeAeHe YIOpeAHe aHAAM3€e YUTABOT KOpIryca
CPIICKO-TPYKUX ocMoraacHux Haresa (Ileno 2000).

Ao capa obpahena ucropujcka rpaha y Be3u ¢ HacTojarmbeM CPIICKUX MHTPOIIO-
AWITa AQ CPIICKUM jyHOIIaMa 00e36eae aAeKBaTHO 00Pa3oBarbe U TAKO YMAIbe AejCTBO

10 O npakcu u3Bolersa KaHTa 1 MKOACKHX Apama Kop Cp6a Ha ITIOMeHyTOM HayYHOM CKYITy FOBOPHAQ
je Ap Karapusa Tomamesuh y ckaorry caonmrera mop HasuBom ,Mysuka Ha 6apoxHoj crenn CpeMcKknx
Kapaosama (1718-1739): cycper Hcroka u 3amapa“

11 OBaj cTaB ce y Pa3AMYMTUM KOHTEKCTHMA I10jaBayje y Opojunm Hamucuma Aanuiie ITerposuh, a

OCBe eKCIAMIMTHO y caepehmm: Petrovic 1974, 1979; Ierposuh 1986.

12 O cBOjeBpCHMM MHKPOHHTEPBAAMMA KOjH Cy IPU MEAOTpaduCamy IIPKBEHIX HalleBa 3aAaBaAK
HeBone Kopueanjy Cranxosuhy, a xoje je cBecHO i caMOBOSHO M3 CBOjUX MeAOIPAdCKUX 3aIIKCa
nsocrasuo CreBan Mokpararj, IHCaAn Cy 060jHIIa My3HYapa; IPBU y HeAelIKaMa Ha MApTHHAMA CBOjUX
PYKOIIHCA, ¥ TO KOHKPETHO y Be3M C MEAOAHjaMa IeCTOT F'Aaca OCMOTAAC)a, a ApYTH y pearosopy Cpiickoi

Hapogroi ypxeenoi iiojarea (Crojanosnh 1908: 4).



24

MY3UKOAOTHJA / MUSICOLOGY 28-2020

jaKe IPO3eANTCKe IPOMaraHAe PUMOKATOAMYKUX ITPEAATa, MA€ Y IIPHAOT TOME AA CY Y
AoMeHy 6orocayx6eror nojama y Cprickoj upxsu TokoM XVII u XVIII croaeha, snar-
HUjU YACO MMAAH I'PYU AACKAAH OA PYCKHX MarucTapa. Ao6po je II03HaTo i 0 ToMe y
BHIIIe PAAOBA MTHCAHO AA CY Y BHIIE MAaXOBa I'PUKe II0jIje KAPAOBAYKU U HeOrpasCKu
eITHCKOIIM AaHTAXKOBAAHU KA0 yUUTese IIpKBeHe My3suke.® O ToMe je, yocTasoM, y cBoje
BpeMe, u3BemTasajyhu Cunop Pycxke nipkse o npuankama y Beorpaay, mucao cam
Maxkcum CyBopos.* IToueTkoM 1723. OH je obaBecTHO cBOje HappelheHe Aa je MuTpO-
noAuT Mojcuje HajMHO TPUKOT yuuTesa — craprja KoHcTanTHHA Ad CPIICKY aelly yuu
IPYKOM YHTamy U IUCamy." Y ripksama y Beorpaay, micao je jomn CyBopos, amocToa
u jeBanbese UnTajy ce Ha IPUKOM je3HKy, HA ICTOM je3HKY Ce U KaHOHAPXYje, AAKAe,
neBa. Y MHUCMHMa opacAaTiM y Pycujy pycku marucrep je nomumao u I'pka Hukoay
AorujaTa, popom u3 CoayHa, koju je nocae KoncranTuna, 6e3 yrosopa ca cprckum
apxujepejeM, a MOXAQ 1 0e3 BeroBOTr 3Haka, OA CPEAUHE 1728. HAKPATKO BPIINO
AyxHOCT yanTesa (Crankosuh: 221).

YBa)XMBIIH TPYA CBOT IIPETXOAHUKA HA MHUTPOIIOAUTCKOM IpecToAy, Mojcujes
HacAepHUK BukenTuje JoBanosuh mpeayseo je rcre Mepe y Liuay eAyKarjyje CPIICKHUX
MAapuha ¥ cBelITeHNKA HEIIOCPEAHO IIOIITO je XMPOTOHHCAH 1731. roause. ITopea
TOra IITO CY Ce IerOBOM I03KBY Beh 1732. OAA3BAAM HOBU PYCKH yIuTeNH, Mely mrva
HajnosHatuju Manyrao Kosaunsucku (Mamyna MBanoswy Kosaunsckmit, 1699-1755),
MHUTPOIOAUT BHKEHTHje je YAOXKHO AOAATHH HAIIOP AQ YCTAHOBH M IIKOAY y K0joj he
Cce TeMesHHje M3y4aBaTH IPUKH je3UK U I0jarbe, Te je Ha Hberos mpepsor ynyheHa
CIIeIjaAHA AeAeTallija UryMaHy OparcTa MaHacTHpa Baromep Ha Caeroj Topu, xoju
je 3aMomen Aa opapear 1 Cpbuma yiryTu ucKycHor 1ojua koju he haxe ocriocoburn y
IPYKOj [ICAAMOAMjH."

13 O ToMe AeTasHO, C TO3MBAMKEM HA PAa3AMUMTE H3BOPE U AUTEPaTypy, BuAeTH y ITeHo 2016: 91-95,
215-219.

14  Hapepenu mopanu y Besu ca CypoBseBUM H3BEINTajeM OTIIOCAATHM y MOCKBY Ipey3eTH Cy U3
pykomnucHor Marepujaa nmpote XKusojuna B. Crankosuha, Ipaha 3a ucitiopujy cpiickoi ypkeenol iojatea,
230231, ApxuB Mysuxoaonikor uncturyta CAHY.

15 Mojcuje ITerposuh je op pyckor rapa Ilerpa Beanxor Tpaxkso HOBaj 32 pycKe yuuTese U HEOI-
XopaHe 6orocayxbeHe KibHre, aAU 1 32 U3APKABaIbe IPUKOT yUIUTeMA KOjer je mpeTXOAHO Beh 6ro anra-
»xoBao. Hosary 3a rpukor packasa Huje A00HO, I1a je 3aTO U3 COICTBEHOT (pOHAQ, TOAMHE 1720. HAH 1721.,
y Beorpaay ocHOBao rpuxy HIKOAy y K0joj je cayxx60Bao usBecuu I'pk Tepacim. MUTpPOIIOAUT je rpuxor
yuHTeSA PEAOBHO MCIIAANMBAO 3a IIPY>KeHe YCAyTe, O YeMY je AUYHO BOAHO eBHAEHIINjY y CBOjUM Oeael-
kama. [epacMOBO MMe ce HAAA3M M Y M3BELITAjy Ca susumayuje npkasa y aeay Cpbuje koju je mocae
TToxxapeBauKOr MUpa IPHUITA0 AYCTPHjH, @ KOjH je [0 HAAOTY IIOTOMer MUTponoAuTa Bukenruja JoBaHo-
Brha 06asuo ersapx Maxcum Parkosuh. ITumyhu o HuBoy obpasosama csemrenuka, Parkosuh, nsmehy
OCTAAOT, HABOAH AQ je MAaAH noxkapesauky jepej Jocud Casuh, popom u3 Beorpapa, kop packasa Iepa-
CHMa ,y9HA FPedeCKH YMTATH U IIMCATH U TOBOPHTH IO IPEYeCcKH’, a 3HAO je ,lI0jaTH IPedecKy 1 cepOcKi

camoraacuo“ (Butkosuh 1884: 156-157; PyBapar 1926: 537).

16 Y obauiayuju xojy je , Aupaackas op Arorcke Tope, n3 Baromepa” mornucao, cTajao je i CIucak Keura

KOje je ca coboM AOHEO U Ha OCHOBY KOjHX je II0jarbe IIPeAaBao: ,aHaCTaCH, CTHXepapH, marmapahu, upmo-
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O ToMe KOAMKH je CTBAPHH YACO Y OOAUKOBaky HOBHjer CPIICKOT I10jarba HMaAad
rpUKa IIKOAQ 32 IICAATOTIEBYHKeE, He MOXKe Ce HUIITA Moy3AaHo pehu. Maao je Bepo-
BaTHA IIPETIIOCTABKA Ad je 32 HEKOAMKO TOAMHA OHAO MOTyhHO MONpaBUTH BeKOBHMA
3aIapAOKEHO CTambe Y Iojaukoj mpakcu Cpricke IjpkBe. ApXHjepejcKy HaMeCHUIM KOju
Cy 061AQ3MAY ellapxuje U O CBUM TekyhuM Ipo6aeMrMa 06aBelITaBaA 6eorpaacko-
KapAOBauKe MUTPOIIOAMTe mucaAu ¢y cpeanHoM X VIII Bexa pa Mehy jepejuma 1 MoHa-
cuMa BehMHa He 3HA HU AQ YHTA, jOII Mambe A IOje. 3a MHOTe CAY’KAIIye HABEACHO
je HampocTo Aa ,mojaty Bect yurua”. Op 3Hauaja cy, MehyTum, 1 mosutuBHe oeHe
nojauxor ymeha cprickux jepeja. Melyy suma cy Hajuenrhu koMeHTapH: ,,CAMOTAACHO
3HA [0jaTH" 1 ,[I0jaTH IPEYeCKH i CepOCKU CAMOTAACHO 3HA", @ CACBUM CY yCaMAdeHH
61AM OHM Koju Cy neBaau ,pocucku’ (Pysapar 1902: 318). Ha xoju HauuH U y k0joj
je MepH ,POCUCKHU" HalleB OHO 3aCTYIAEH Y CPIICKHM ITeBHUITAMA, 3d CaAd Ce HUIITA
usBecHuje He Moxxe pehu. Konkperan Tpar koju y 6yayhHoCTH cBakako Tpeba cAeAUTH
Ipy>xa KpaTka sabeaemika us momeryror O6uxosa Tepentunja CyBoposa koju je mehy
OCTAAMM KHbUIaMa CBOje mpupy4He 6ubanoreke y Cp6oujy pooneo Maxcum CyBopos.
Ha xpajy Tor pyxonuca HCIyHeHOT HaleB1Ma Ha KBAAPATHO] HOTAIMj1 HeIIO3HATH
Y4eHHK je TOCBEAOUHO AA CY U3 He YIHAH IIPKBEHO OCMOTAACje: ,AAHAC T0YeCMO YIUTH
tpehn raac”.

IlomenyTu aprymenTu pro et contra y Besu C AOMMHAaHTHUM PYCKMM yTHIIajeM
Y HOBOBEKOBHOj CPIICKO]j I10ja4KOj MPaKCH, HUCY HU jeAUHH, a HU IPECYAHU AEAOBH
CAOKEHOT IJPKBEHOIIOjauKOT MO3aHKa Y KOjeM jOII yBeK MMa AocTa mpasHuHa. Op Beh
IIOMEeHYTOr KOH3ePBAaTHBHU]jET CAOja KOjH je Ipuku My3ukosor Konomoc npenosxao
Y CTPYKTYPH CPeA’OBEKOBHUMX AMTYPI'HjCKUX HaIleBa, IPEKO 3aKOHUTOCTH 3ajeA-
HMYKOT IIOMMaka OCHOBHOT My3HYKOT HyKAeyca — pOpMYyAe Y PYCKOj M CPIICKO]j TPaAH-
uuju (TleHo 2012), BUAHKX y HalleBUMa HOBUjera A06a, H CPIICKUX, OAHOCHO PyCKHX
MeAOAHja KOje Cy MOCTaAe CACTaBHU A0 PYCKOT, OAHOCHO CPIICKOT MEAOAMjCKOT

AOTHOH, APYTH HPMOAOTHOH, MaTeMaTapH, Kparumarapu'. Ty 30 OpHHIIM Cy, IITABHIIIE, OA Hera OHAK
OTKyTLA€HH 3a TOTpebe CPIICKUX Mojalia HOYeTHUKA (PYKOIHMCHU yroBOp C IPYKAM AACKAAOM HAAQZHO
ce, ipe 60MbappoBara 1941, y Hapoatoj 6ubanoreru Cp6uje o 6p. 1294; yr. Maruh 1936). IlIkoaom 3a
ncasmones4uxe AHaTOAHM]je je PYKOBOAHO CBe AO CBOje CMPTH, a KACHHje Cy y H0j HACTAaBHAM AA PaAe ApyTa
ABOJHI}a BATOIIEACKHX AACKAAQ, KOJH Cy CBE AO 1745. OCTaAK y Beorpapy. Ycrex y mmojauxom 6aazobenujy
6110 je BHIIe HETO BHAQH, IIITO j€ Y jeAHOM CBOM MHCMY TIOTBPAHO caM matpujapx Apcenuje IV (Pysapan
1926: 540). HaBuKHYTH Ha BpAO CBedaHe CBETOrOPCKe CAy>K6e, BATOIIEACKU MOHACH Y, 6e3 CBaKe CyMibe,
OArOBapaAd U MUTPOIIOAUTY BHKeHTH]y KOjH je, Kao U meroB nperxopHuk Mojcuje IeTposuh, Apsxao Ao
AeTioTe IIPKBEHOT I[lepeMOHMjaAd U HorocAysxerba. Y3 Pyce mpomoBeaHKe, KOju Cy, MOITyT AHATOARjA, ¥
Beorpap CTUIrAH IO O3KBY TOMEHYTOT MUTPOIIOAHTA, 3aayTo ce Mely Cpbuma mpeHocHAa Ipra pa cy
gerpaecerrx roauHa XVIII croaeha y Caboproj npksu cBemrreHocAyxuTesu 6uan Cpou, mojuu cy buam
Tpuy, a Pycu cy 6uan nponoseanntu (ITerposuh 1946: 43). 3ararame 6e0rpaACKUX MUTPOIIOAUTA Ad
yipaBocaasy CpOu Hayde rPUKHM je3HK M PasyMejy [IPKBeHe KibKre IIPATHAA je, peMa pednMa AuMu-
Tpuja PyBapiia, u muxoBa xema A ce melyy Cpbrma , paimupu 1 yIBpCTH AUBHO IPYKO — HOTAAHO ITjeHHje,
KOje Ce H IIOCA€ IHXOBe CMPTH 0co6uUTO K0A Kaayhepa y @pymkoj Topu, a 1 Kop MHOTMX MUPCKEIX CBEII-

Tennka y CpeMy, a [0 HeTAe M y APYTHM enapxujama oppxkasaro” (Pysapart 1926: 541).
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pemeproapa,” pycka u CpIicKa, Kao u mupe cxBaheHa caoBeHCKa IICaAMOAH)A
HeCyMIbUBO IPYKajy ob1ne TeMa 3a 6yayha mpoyuasama.
CucTeMaTHYHUjH 1 00jeKTUBHUjU YBHA Y PACIIOAOKHBE PYCKe MY3HUKe H3BOPe
U IIOCpeAHa UCTOPHjCKA M APYTa CBEAOYAHCTBA Y IPUAOT PYCKO-CPICKHX ITOjauKHX
criona npomupuhe nocrojehe i oTBOpHUTH HOBE HCTpaXKUBaUKe mepcrekTuBe. Mehy
3aAalMMa KOju HaC 049eKyjy Ha IIPBOM je MeCTy peaAn3aliyja HHUIIMPAHOT, 3aje AHHIKOT
npojexra Mysukoaomxor uacTuryTa CAHY 1 Kareape 3a crapopycky mojauxy ymer-
Hoct CaHKTIeTepOypIIKOT APXKaBHOT KOH3epBaTopHjyMa ,Pumcku-Kopcakos®, mop
Ha3uBoM CpIICKH CBeTUTEAH Y PYCKUM IojadkuM Kiburama. Ouekyje ce aa he mpumena
YIIOPEAHOT 1 MHTEPAUCIUIIAMHAPHOT METOAOAOUIKOT KOHIIEINTa, peKOHCTPYKIIHja
CPIICKOT, 6alll Kao M PYCKOT IOjauKor HacAeha OUTH IIOAUTHYTA HA BUIIK HUBO OA
OHOT AO KOjer Ce AOCAAAIIBUM HCTPAKHBAYKIM PAAOM AOLIAO, Te A he Ha Taj HaunH
6uTn 0besbeher TemesHu U 32401 32 6yAyhy HayuHy CHHEpPrHjy Y IIPaBLy IPOyYaBarba
PYCKO-CPIICKUX MY3UYKHX U CBEYKYITHUX KYATYPHHX Be3a.

IIpunoOT

06uxop JoBaHa 3anasckor, Apxve CAHY, 6p. 64, ff. 105v—106r.

17 Hose yBHAe y Be3u C IpOXXHMameM CpPIICKe U PyCKe I10jauKe TPAAULIHje ITPYKa AOKTOPCKA AHCepTa-
muja Ase A. EBpoxumoBe (AAAa AnexceeBHa EBAOKI/IMOBa), oa, HasuBoM OcMoraacHuk B 3arvcu CreBaHa
Moxpansna: cep6CKo-pyccKiie LiepKOBHO-TIEBYECKIIE CBSI3H, OAOpameHe Ha HIDKeropoAcKoM Ap>KaBHOM
konsepBaropujymy , M. F. Tarnka“. O npucycrBy Meaopuje XepyBUMCKe T1ecMe KOja je Y CPIICKMM HOTHHM
300pHHIMMA O3HAYEHA KA0 ,PyCKa'’, Ha TOMEHYTOM HaydHOM CKyITy Pycko-cpiicke iiojauke 8e3e TOBOPHAQ je

Ap Harama Mapjaxosuh, y ckaorry cBor caommressa , Pycka’ xepyBHka y 300pHHIIMMA CPIICKOT II0jamba .
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Brecua Cara ITEHO

CKOABKO MbI (HE) 3HAEM O PYCCKO-CEPBCKUX OTHOLIEHUSX B OBAACTHU
IJEPKOBHOM MY3BIKI?

(PE3IOME)

HecmoTpst Ha cKpOMHbIe, XOTsI 1 OCHOBAaTEAbHbIE 3HAHHS O PYCCKO-CepOCKuX
NOAMTHMYECKUX U O6IIeCTBEHHDBIX OTHOMEHHSX (0cO6eHHO B HOBellme uCTOpHH),
KyAbTypHbIE M, KOHKPETHO, CBSI3H B ADEBHOCTH B 0OAACTH MY3BIKH ABYX, BO
MHOTOM OAMCKHX TPaBOCAABHBIX HAPOAOB, IIOUTH He BbLICHeHbI. MccaepoBanms
IpPOBeAECHHBIE B 00AACTH Pa3BUTHS CePOCKOI MeBYECKON TPAAULIUH He AAAU
HAAEKHBIX OTBETOB, TOAKPEIIACHHBIX API'YMEHTAMU O TOM, B KAKO! CTENIEHH U
KaKMM CII0COO0M B HEM IIPUCYTCTBOBAAA PYCCKasl IIeBUeCKasl IPAKTHKA; TaK XKe
He M3BECTHO KAKMMH Iy TSIMU CepOCKHIT MEAOC MPOHUKAA K PyccKuM. CKpOMHbIe
CA€ADI IPUCYTCTBUS PYCCKUX IEBYECKUX KHUT COMPOBOXAAKOTCSA MHOTUMHU
HEeM3BEeCTHBIMHU, HAYMHAsl C OCHOBAHMS XHAAHAAPS, CepOCKOro MOHACTHIPS
Ha AdoHe, a Tak Xe U [0 OTHONIEHHIO K IIPUBACYEHHUIO PYCCKUX YUMTEAeH,
KOTOpbIE, IPEATIOAOKHTEABHO, CEPOOB YUUAH, MEXKAY IIPOUHM, U I}epKOBHOMY
MeHHIO B TaK Ha3blBaeMbIX AaTUHCKUX U [ToxkpoBo-Boropopunkux mkoaax B
teuenue XVIII Bexa Ha Teppuropuu uHosepHoit [a6cOyprckoit Monapxuu. B
KOHTEKCTe HeOIPOBEPKUMBIX MCTOPUYECKHX (PaKTOB, KACAIOUIMXCS TOTO, 9TO,
3aIIUIIASICh OT arPECCUBHOIO KATOAUYECKOTO MPO3EAUTH3MA U, OAHOBDEMEHHO,
3a00TSICh O HAPOAHOM IPOCBEIeHNH, CepOCKUe BHICOKOIIOCTABACHBIE AYXOBHbIE
AWIIIa B IIEPBYIO OYepeAb 0OPaIjaAuCh K POACTBEHHBIM MM PYCCKHM, B CepOCKOi
My3BIKOBEAYECKON AMTEPAType 00pamasoCh BHUMAHIE U Ha PYCCKO-cepOckue
neBYecKre OTHOMEeHHU. XOTs aHAAU3, IOAHOCTDIO OXBAThIBAIONIMK 3TH BOIPOCHI U
IO Cefi AeHb He IPEAIIPHHIMAACS, B IIPOBEACHHBIX HCCAEAOBAHISIX OBIAO BHICKA3aHO
MHEeHHe, 4YTO B GOPMHUPOBAHUH HOBOH TPAAHIIMU CEPOCKOTO OAHOTOAOCHOTO M
MHOTOTOAOCHOTO IIePKOBHOTO TIEHHs PEINAOIINM ABASETCSI UMEHHO BAUSHUE
PYCCKOI1 LIepKOBHOM My3bIKU. B AaHHOI paboTe MONAET peusb O TOM, Ha KaKUX
HPEAOCBIAKAX OCHOBBIBAAUCE TE3HCHI O PYCCKO-CePOCKUX MeBYECKUX CBS3SX, B
KaKOH CTENeHH OHU AOCTOBEPHBI U, IIPEXKAE BCETO, B Y€M OIO3HAETCS PYCCKO-
cepOCKuMit MOTEHIMAA B 0OAACTH AUTYPIUYECKON My3bIKAABHOM IIPAKTUKH. PaboTa
TaK>XXe IIPeAAaraeT HOBble HCCAEAOBATEAbCKHUE TIePCIEKTUBDI, YbH PE3yAbTATHI
AAAYT BO3BMOXHOCTb 60A€e CHCTEMATHYHO M 00DeKTHBHO O3HAKOMHTCS C
AOCTYITHBIMH My 3bIKaAbHBIMU HCTOYHUKAMU 1 ITOCPEACTBEHHbIMH HCTOPHIECKUMU
H APYTHIMH [IOTBEPKACHISIME B IIOAAEPIKKY PYCCKO-CePOCKUX ITeBYECKHX CBS3EHL.
YKa3aHO, MeXAY IpOYeM, ¥ Ha MHHUIIMPOBAHHbII IpoeKT ,CepOCKue CBsIThIE B
PYCCKUX IeBYeCKUX KHUTAX ", KOTOPBIA IPOBOAUTLCS COBMeCTHO MHCcTHTyTOM
mysbikoBeaeHnss CAHM u xageapoii ApeBHEPYCCKOTO IIeBYECKOTO HCKYCCTBA



32

MY3UKOAOTHJA / MUSICOLOGY 28-2020

Canxr-Tletepbyprckoii rocyaapcTBeHHOM KoHCepBaropun umenn H. A. Pumvckoro-
Kopcakosa, a peasnsanus KOTOPOTO IPaKTHIECKH HAYaAACh IPOBEACHUEM
MesxAyHApOAHOM HayuHO KOHPepeHIuK Pyccko-cepbckie meByeckue CBSI3H.
Osxmpaercs, 4TO MpUMEHEHHEM COIIOCTABUTEABHOTO M MHTEPAMCLUIIAMHAPHOTO
METOAOAOTHYECKHX KOHIJEIITOB PEKOHCTPYKIHS KaK CePOCKOro, TaK M PyCCKOTro
IIeBYECKOTO HACACAHS OYAET ITOAHSTA Ha BBICIIHI YPOBEHbD, YeM OH SIBASETCS
ceropnsi. TakuM crioco6om 6yper obecreueH 60Aee OCHOBATEABHBIN 3AA0T AASI
OyAy1Ieil HayYHON CHHEPIHH [0 HCCAEAOBAHHIO PYCCKO-CePOCKUX My3bIKAABHBIX
Y BCEOXBATHIBAIONIUX KYABTYPHBIX CBS3eH.

KAIOYEBBIE CAOBA: PycCKoOe IiepKOBHOe IIeHHe, cepbcKoe 1jepKOBHOE IIeHHUe, [IeBUeCKie
CBSI3H, My3bIKAAbHASI PyKOIIHCh, 60r0CAy>KebHbIi COOpHHK
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ABSTRACT

MS Hilandar 307, a triodion sticherarion from the late 12" century, is one of the
oldest Slavonic manuscripts kept at Hilandar. The manuscript has not survived in
its entirety — it is missing the first part which contained stichera of the Lenten cycle;
the extant part contains the pentecostarion cycle of stichera. It was written in the
Russian recension. The manuscript has probably been kept at the monastery ever
since its establishment and could have been even procured by St. Sava at the time
of the formation of the monastery library. Its presence at the Serbian monastery
confirms that there were no linguistic or practical liturgical obstacles to its use in
religious services. Since the Serbian manuscript heritage does not include surviving
sticheraria as a type of liturgical book, its content is highly interesting. This paper
explores the interrelationship between the sticherarion and corresponding services
in the oldest Serbian triodion, copied in the first half of the 13* century and now
kept in the National Library of Russia in Saint Petersburg (F. m. I. 68). Two services
were selected as examples — the service for the Mid-Pentecost (Midfeast) and
the service to the Holy Fathers of the First Ecumenical Council. An initial careful
comparison already revealed the appearance of different translations of the texts
shared by both manuscripts. Also, it was found that only a part of stichera in the
sticherarion appear in full triodion services, in which stichera make up just one
segment of the service as a complex hymnographic ensemble.
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ATICTPAKT

Pyxomuc Xuaanpap 307, Tpuopnu cruxupap c kpaja XII Beka, jepan je op
HAjCTApUjUX CAOBEHCKHUX PYKOIIHCA KOjHU Ce YyBajy Y MAHACTUPY XHUAAHAAD.
Pyxomuc HHje cauyBaH y 1]eAOCTH — HEAOCTAje Heros MOoYeTakK y KojeM Cy ce
HaAa3HMAe CTHXMpe YCKPIIImber ITUKAYCa; Y CAuyBaHOM AEAY, HaAa3e ce CTHUXHpe
u3 Ilenrukocrapa. Hamucasn je pyckocaoBeHckuM jesukom. Pykomnuc npumasa
HajcTapujeM GpOHAY MAHACTUPCKUX PYKOIIKCA, & TY je BEPOBATHO AOCIIEO jOII
y modeTHOj paszu popmupama 6ubanoreke. Fheroso nmpucycrso y cprnckom
MaHAacTUPY HOTBphyje Aa HUje OHAO je3MYKMX AU MPAKTHIHUX AUTYPIHUjCKHX
IpernpeKa 3a beroBy ynorpeby y oksupy 6orocayxema. Byayhu aa y cprckoj
MMCAHOj TPAAULIUjH HeMa CAuyBaHHUX CTHXHPAPa KAO MOCEOHUX AUTYPTH)jCKHUX
KIbUTa CAAPYKaj OBOT PYKOIIMCA je BeOMa 3aHHUMAUB. Y OBOM PaAy UCTPaXKyjeMo
opHOC usMely cTuxupapa u oprosapajyhux caysx6u y HajcTapujeM CpIICKOM
TpUOAY, IpenucasoM y npsoj nmososunu XIII Beka, a xoju ce uysa y Pyckoj
HapoaHoj 6ubanotenu y Canxr ITerep6ypry (F. 1. 1. 68). Kao npumepu opabpane
Cy ABe cAyxbe — cay»x6a Ha ITpemosoBaeme mpasHuka u cayxba Cserum Orpma
ITpBor BaceseHckor cabopa. Beh moueTHo AeTasHO opeherse oTkpuBa pasamanTe
IpeBoAe TeKCTOBA KOjH ce jaBnajy y 06a pykomuca. Takole, ycranoBuan cmo aa
Ce CaMO A0 CTUXMPA U3 CTHXMPAPa M0jaBAYje Y LIeAOBUTHM CAYXKOaMa y TPHOAY,
¥ KOJHIM CTHXHpe YMHE CaMO jeAAQH A0 CAyXOe.

KsYYHE PEYM: CTHXHPAp, TPHOA, CAYKOa, XHAAHAAD, TUIIHK, I IpernoAoBserbe mpasHuKa

Xuaanpap 307, TpuoaHu cTuxupap c kpaja XII Bexa, jepaH je oa HajcTapujuX CAOBEH-
CKHX PYKOIIHCa KOjU ce 4yBajy y XuaaHpapy. Pykomuc je ucmucas HOBropoa-
CKUM IIPaBOIIMCOM M CAAPKHU paHy HeyMcKy HoTanujy (Boraanosuh 1978: 131). On
HeCyMIUBO [IPHIIAAA IPBOOUTHOM, HajcTapujeM POHAY MAHACTHPCKe OUOAHOTEKE H
cacBuM je Moryhe para je ceeru Capa, y BpeMe OCHHBaHa CPIICKe 0OKTesH Ha ATOCY,
AOOHO Ha TOKAOH MAH Hab6aBHO 13 pyckor MaHacTupa Ha Csetoj Topu.* Aoayie, morao
ra je HabasuTu u y Lapurpapy, y rpaay y KoMe je y BUIle HaBpaTa 60paBHO, a y KOMe
je y To BpeMe IIOCTOjaAa BeAMKA PyCKa KOAOHHUja. XHAAHAAPCKHU PYKOIIUC CaAPKHU
muKAyce cruxupa op Llseru ma cee o0 Heaeme mepecernune. Kaxo pyxormicu osor

2 Aomenrnjan npunosepa Aa je Casa mo npucrehy Ha Aroc 6opasuo y pyckom Manactupy Cseror
IManreaejmona (Aomentujan 1988: 60). Teopocuje y JKurujy cserora Case HaroMutbe A2 Cy y CpIicke
3eMAe 4eCTO AOAA3HMAM CBETOIOPCKU MOHACH PAAU MUAOCTHIbE, T€ AQ je jeAaH oA BUX, nHade Pyc, Tako
OIMCa0 MOHAIIKU XUBOT A2 je CaBa 0aAyumo Aa moberne Ha Ceery Iopy (Teoaocuje 1988: 8). Kako je
seh yrBpheno, pycko-cpiicke Bese 6uae cy ycnocrassene seh y XII Bexy, jom nipe Crepana Hemame.
Pycuamu y cprickum pyxormcnma XITI Beka yKasyjy Ha IOCTOjare GAMCKHX AOAMPA Y CTApHjeM IIEPHOAY.

O oBome peramuuje: TpudyHnosuh 2001: 145-151. (ca crapujoM AuTeparypom).
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THIA HACY Ca9yBaHH y CPIICKOM PYKOIIMCHOM HacAely (ITo He MOpa Aa 3HAYH AQ HECY
HH TIOCTOjaAH), HETOBO je IPUCYCTBO Y XAAQHAAPCKOj GMOAMOTeIM TUM HHTEPECAHT-
Huje. Moxe ce, Takol)e, IPETIIOCTABUTH U AQ je CTUXHPAP OHO y aKTHBHOj yIIOTPeOH
y BpeMe AOK jOILI yBeK HHje 61O y LieAMHH (pOPMHUPAH H MOITyHeH OHAj OCHOBHH POHA
AUTYPIHjCKHX PYKOIINCA, HEOIIXOAHUX 33 OABHjatbe TUITHKOM ITPOIICAHOT OOrOCAY-
XKemba, a cacBuM Moryhe — u xacuuje.’ HajcTapuju cprickur pyKOIMCcH KOjuMa AQHAC
pacrmoaaxeMo IOTUYy Tek op kpaja XII Beka, Maaa uMa U HeIITO ¢pparMeHara M3
CpeAUHe U ADyTe IIOAOBHHE TOra cToAeha Koju HeABOCMHCAEHO CBeAOYe O KOHTHHY-
MPaHOM 6OTOCAyXKelby Koje ce OABUjaAO HA CPIICKOCAOBEHCKOM NoAPyYjy (Tpudy-
nosuh 2001; Cy6otun-Toay6osuh 2019: 571-584). Yumenuna jecre, mehytum, pa
CY HajcTapHje CpIICKe KIbUIe KaKBe AAHAC II03HajeMo, pe3yATaT IpoMeHa Koje Cy ce
TOKOM BHIIle BEKOBA OABHjaA€ Y CAOBEHCKO]j cpeArHH. O CTapujuM eTalaMa peljerniyje
1 Pa3BOja PyKOIMCa AUTYPTHUjCKOT CappIKaja Ha Jy’)KHOCAOBEHCKOM IIOAPYYjy HE MOXKe
Ce TOBOPHTH YIIPABO 300T OACYCTBA PeAEBAHTHOT MATEPHjaAl, MAAA Ce AO U3BECHUX
3aKAydaKa HIIAK MOXe AODH, M TO HajBHIIe 3aXBasyjyhi TEKCTOAOIKIM HCTPaXKHU-
BamuMa U nopehemem cprckor Marepujasa ¢ pyckum us XI-XII Beka, ma u Oyrap-
ckum (XII-XIII Bek), K20 ¥ YBUAOM Y OATOBapajyhu rpuku matepujan.

Ho, aa ce BpaTuMO XHMAQHAAPCKOM CTHXHPApPY. ApXeorpadcku ¥ KOAUKOAOIIKU
omuc pykomuca A20 je Aumurpuje Borsanosuh y Karasory hupuackux pyxonuca
MaHacTupa XHMAaHAAPA Te TAKO 3HAMO AQ OH MIMa 109 AUCTOBA, MAAMX je AUMEH3Hja
(227 x185 mm); HepOCTaje My 6apeM 10 AO 11 TOYETHHX CBEITMULA. TeKCT 3alodHmbe
cruxupama Ha AazapeBy cyboTy, a 3aBpimasa ce cruxupama y Heaemy mepecernure
(mocaeamy Hepeny ipes Basneceme). 13 oBora mpousnaasu Aa je caqyBaH yTAGBHOM
NEHTUKOCTAPHH A0 LuKAyca. Huje mosHato kaaa je pBu Aeo (Koju cappxku cTuxupe
TIOCHOT LIMKAYCa) U3ABOjeH U3 IPBOGUTHOT MHOTO OGMMHUjET KOAEKCa; AO AAHAC Taj
HepocTajyhu peo Huje npenTHHUKOBAH Y 36upkama hupuackux pykomuca. Tpeba
AoaatH A2 je yTBpheHo aa ce jeaan anct (koMme je mecto usmeby A. 72. 1 73. caBpe-
MeHe MarMHanyje), AaHac Haaasu 'y 36upiu Pycke HanpoHaaHe 6ubanotexe y CaHKT
Ierep6ypry (Qu139) (Ipancrpem 1953: 21). Hukoaaj TuxoMupoB npoHamao je u
HMAEHTHPHMKOBAO jOII HEKOAMKO AUCTOBA M3 OBOT CTUXHPAPA; jeAaH Ce AAHAC HAAA3H Y
Bubanorenu AH takobe y Cankr [letep6ypry (AMUTpHjeBckU 44).* Jom Tpu AucTa
U3 OBOT pyKomwuca uyBajy ce y Hapoanom mysejy y Ilpary (6p. 207) (Vasica and Vajs
1957: 444—445; CBOAHBIN KaTaAOT 1984: 157—158).

Pyxomuc Xuaauaap 307 Beh je 61o npeaMeT 036KMAHOT HAYYHOT HHTEPECOBAHA.
Crojan Aasapesuh je 1969. ropune Ha YruBepsurtery y Uukary oAOpaHHO AOKTOPCKY
AMCepTallMjy y KOjOj je CAOMIITUO pe3yATaTe CBOT MPOy4aBama OBOT PYKOMHUCA

3 OBoM NpBO6UTHOM QOHAY XMAAHAAPCKHX PYKOIIHCA IPUMAAR U jEAAH PYCKH MPMOAOTHOH (XuAaHAAp
308), aarupan y noderax XIII Bexa. Y XuaaHpapy ce HaAQ3H TeK A€O PYKOTIHCA (72 AUCTa), AOK Ce IIpeo-
cTaau peo dyBsay Mocksu y Pyckoj Apxasnoj 6ubauorenu (PT'B, Pym. 1719) (Boraasosuh 1978: 131).

4  3HameHwTH AMTYprudap Asexcej AMUTpPHjeBCKH je TOKOM cBor 6opaska Ha Cseroj Topu yseo oBaj

AUCT, aAH je OCTaBUO GeAellIKy KOja je OAAKIIAAa MAEHTHUKALHjy pyKorHca us kora norude (CBoAHbI

KaTaAOT 1984: 157).
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(Lazarevi¢ 1969). ITpBu Ae0 meroBe AuCepTaLyje je MOCe6HO MHTEPECAHTaH, TIOIITO
je Aasapesuh MOKyYIIA0 AQ YTBPAH IIOPEKAO TPHOACKOT CTHXUPAPA Y TPAAHIIM)H BU3AH-
THjCKOT OOTOCAYIKeEba, a 3aTHM 1 AQ YCTAHOBH Y KOje je BpeMe XUMHOTrPpadCKu 30 0pHUK
TAKBOT CACTaBa Morao 6uTu mpeseaeH Kop CaoBeHa. OH je 3aKAYUHO AQ Y BpeMe MUCH-
OHapcke akTHBHOCTH Hupuaa 1 MeToauja CTHXMpapu TaKBOT CAApyKaja jOII YBeK HUCY
61AK GOPMUPAHH Te AQ HUCY HA MOTAU OUTH IIPeBEACHH 3a IIOTPebe HOBOIIOKPIIEHUX
npasocaasuux Caosena (Lazarevié 1969: 280).

Aazapesh je, y3eBIm y 063up YHIbEHHITY AQ Y jy>KHOCAOBEHCKOM MaTepHjaAy HeMa
IOTBPAE [IOCTOjarba PYKOIIMCA OBAKBOT THITA, OHO CKAOH AQ Bepyje Ad CY CTUXHPAPH
6uan npesepenn y Kujey 3a morpebe HOBOYCTaHOB&EHE PyCKe IIPKBe 110 IPUMAkLY
xpumhancrsa (Lazarevié 1969: 289-292). On, MehyTrm, He nckaydyje y moTIyHOCTH
MOTryhHOCT AQ Cy CTHXMpPApH YAA3HAH Y KOPITYC AUTYPIUjCKUX KEbHTA Ha jYXKHOCAO-
BEHCKOM IIOAPYYjY, T€ Ad CY CXOAHO TOME MOTA€ IIOCTOjaTH M ABe He3aBHCHE PeAAK-
IiMje OBHX 300pHHKA.

Y ApyroMm peAy cBoje AucepTanuje Aasapesuh je 0Baj pyKOIHC AeTasHO 06paAno
¢ Mysukoaomxor craHosuinTa. OH je ycreo Aa nAeHTHHKYje 3HaYajaH OPOj IPUKUX
CTHXMpA YHjU Ce IPEBOA HAAA3H Y OBOM PYKOIIMCY, a Y CBOME PaAy Ce€ OCAOHHO Ha
HEKOAMKO PaHHX IPUKuX cruxupapa us maHactupa Cseror Case Ocsehenor y ITasec-
THHY, u3 Beauke AaBpe Ha ATOCY, Kao 1 Ha BUIlle IPYKUX PYKOITHCA KOjU Ce 9yBajy y
pyckuM 36upkama. OBH PYKOIIUCHU Cy paTUpaHu y meprop oA X Ao XII Bexa.

3a Hac je MOcebHO MHTepecaHTaH MPBH Ae0 AasapeBrheBOT HCTPAKUBAA, Y KOjeM
je OH AOIIA0 A0 3AKAYYKA AA CY Ce XUMHOTPA(CKHU 300pHUITM KaKas je XMAAHAAP 307
MOTAM Pa3BUTH Y BpeMe KOje je YCAGAUAO TI0 OKOHYAHY HKOHOKAACTHYKHX CyKo0a, ¥
OKBHPY AUTYprujcke pepopme crposepere y CryauTckoMm MaHactupy y Llapurpaay.
YseBIu y 0631p HCTOPHjCKe OKOAHOCTH, OH je M3HEO MUIILAEHbE AQ je TIPBH CAOBEHCKH
HpeBoA XUMHOTpadpCKUX 360pHUKa Mehy KojuMa je 610 1 cTUXHMpap, MOra0 HACTATH
HajpaHuje moyeTkoM X BeKa, Ha jy>KHOCAOBEHCKOM IOAPY )y, To npucnehy y Byrapcky
Y4eHHKa COAYHCKMX MACHOHapa nporHanux u3 Ilanonuje (Lazarevié 1969: 280-283).
Y TOM CMIHCAY, OH je cBaKako 610 Ha A0OpoM Tpary. MicTpaskuBamba MOCACAIX TOAMHA
AaAa cy, MelyTuM, HelTO ApPyTadKjy XpOHOAOLIKY U TOIIOTPadCKy CAUKY, 3aCHOBAHY Ha
MaTepHujaAy OTKpUBEHOM 1975. y MaHacTHpy Cere Karapune Ha Cunajy. Meby Tasa
npoHal)eHNM pyKOIMCHMA HAIIAO Ce U jepaH Opoj pykonuca Hactaaux y VII-VIII Bexy
KOjH HECyMISHBO IIPEACTaBAAjy IIpeTede HellTo IO3HHjUX cruxupapa. Camu nmucapu
HA3HBAAH Cy Te PYKOIICe TPOIOAOTHOHNMA.* Mel)y HOBOOTKPHBEHHM CHHAjCKUM PYKO-
IMCHMA HAaIIAO Ce M BUIIE ITPeNKca IPYy3HHCKOT TPOIIOAOTHOHA PaHOT ePHOAR, ITO
jé IOACTAKAO Adma HCTPAXKMBAhA U AOTIPMHEAO AOHOIIEeHY NOYAAHHjHX 3aKAyYaKa O

5 Aucepranuja Huje mybOANKOBaHA AAH HeHY Konujy nocepyje Mysuxoaomku uacturyt CAHY.
3axsanyjem Koaerama Ap Becuu ITeno u Ap Aaekcanapy Bacuhy xoju cy My Ha 1y yKasaAn.

6  Tpeba HarAacuTH AQ je jOLT OA ITOYETKA POIIAOT cTOAeha 61O IO3HAT jeAQH IPY3MHCKU PYKOIIUC TOTa
THIIA, HECYMIbUBO IIPEBOA HAYMIbEH Ca IPUKOT IIPEAAOIIKA, MAAA y BheMy Beh HMa i OpHIHHAAHMX CACTaBa
HACTAaAMX y IpysuHckoj cpeannn (Kekeanase 1907: 350-372). OBaKBU PyKOIUCH Ce y IPY3HHCKOj TPAAU-

1uju Ha3uBajy japrapu (XeBCypHaHU 2009: 419-424, Ca CTAPHjOM AUTEPATYPOM).
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HACTaHKY 300pHHMKa TakBoOT cacTasa. Tako je yrepheno Aa je popmuparme HajcTapujux
TPOIIOAOTHOHA BE3aHO 32 JepyCaAUMCKY LIPKBY, Te Ad Ce Taj IPOIIeC OABHjaO0 Y AyXKeM
BPEMEHCKOM PAcIIOHy OA IIETOT A0 ocMor Beka Beka ( Kylomaxuesa 2013: 31-35; Huku-
$oposa 2013: 18). PeAAKTOPCKH paA yYeHNX CTYAUTCKHX MOHAXa YCACAHO je KacHuje,
TeK [0 OKOHYAHY MKOHOKAACTHYKUX CYK00a, i CBAKAKO je AOTIPHHEO KOHAYHOM YOOAH-
4aBamwy CTuxupapa. VcTpaxuBauu Haraamasajy A2 y OBOM PaHOM IepPUOAY HUje
jacHa pasamka usMelyy Tpomapa u cTuxHpe, Te A Ce 0Ba ABa TEPMHHA PABHOIIPABHO
KopwucTe 3a ucTh xumHorpapeku sxanp (Hukudoposa 2013: 48). Crora ce Tporoso-
THOH MOYK€ CMAaTPaTH HEKOM BPCTOM IIPOTOCTUXUPapa. PaHu cTuxupapu HUCY cauyyBaHH
Y KOPITyCY jy’KHOCAOBEHCKHX 60TOCAY>KOEHHX KIBHTa, AAH 61 Ce MOTAO IPETIIOCTABHTH
Aa cy mocrojasn. Flamene y 60rocAysk6eHoj IpakcH yCAOB&SABaAe CY U yIIOTpely ceOu
Ca06paXKEHNX AMTYPIUjCKHX KIBUIA, T€ Cy CTHXUPAPH HECYMIbHBO BpEMEHOM H3AIIAK
u3 ynorpebe. CauyaH je Behu 6poj pyckux TpuopHUX i MUHejcKux cruxupapa us X1I
BeKa, ITO oMoryhyje Aara HCTpaXKKBamba U TEKCTOAOMIKA opehersa ¢ oAroBapajyhum
TEKCTOBHMA KOjU Cy KacHH]je YIIAH y CAcTaB TPUOAA 1 MuHeja’ (CBOAHDII KaTaAor 1984:
130-134, 157-158). PycKku cTHXMpapu Cy NPeACTaBHULM jeAHe apXaKdHe eTalle y peliell-
IHj1 OOTOCAY)KOEHHUX KEbHTIa KOA IpaBocAaBHIX CAOBeHa.

Tpuxu pykonuc 6p. 56 (VIII-IX Bek) manactupa Csere Karapune na Cumajy moxa-
3yje Aa cy ce y paHoj pasu popMHUparma KOMOMHOBAAA ABA LIUKAYCA — IIOKPETHH H
HermokpeTHH. Tako je usmelyy 28. pebpyapa u 23. anpraa yMETHYT XUMHOTPadCKH
MaTepHjaA KOju IPHITaAa IOKPETHOM IIUKAYCY, a IOCAE 22. Maja — TeKCTOBHU 3a Basne-
ceme u [leaecerrmiry (HHKI/I(})OPOBa 2013: 31—39).

Hema cymme pa cy 360pHuIm XuMHOTpadcke cappskuHe (MHHE], TPHOA M OKTOHX)
CBOje IIPEIIO3HATAHUBE 00ANKE U CTPYKTYPY AOOHAM 3axBasyjyhur peAakTOpcKOM papy
CTYAUTCKUX MOHAXa y BpeMe Koje je YCAEAUAO HeIIOCPEAHO IO 3aBPIIEeTKY MKOHOK-
AacTrykux cyko6a. Taj mocao 6uo je 3amouer jour y BpeMe Tpajarba Cyko0a, a i je
0HO Aa Ce IIPUKYIIe B ypeAe OPOjHH XUMHOTPadCKH TEKCTOBH PA3AMYHMTOT XKAHPa,
KOjH Cy ce KOPHCTHAU Ha 6orocayxessy.’ Tu cy 300pHHIIN TOKOM BpeMeHa AOXKHBAA-
BaAM IIPOMEHe, CTAPHUjU TEKCTOBHU Cy OMAM 3aMerbHBAHI TEKCTOBUMA APYTHX, MAahux
ayTopa Te Ce eTare HMXOBOT Pa3dBoja MOy IPATUTH U IO 3aCTYILAEHOCTH AGAQ T10je-
AMHUX BU3aHTH)jCKUX XUMHOTpada. TpHop je Kimbura uuju je paspoj Hajayske TeKao,
cBe A0 XIV Bexa. To je cBakako IOBE3aHO U Ca YMHEHUIIOM Aa Ce, CA CTAHOBHUINTA
AUTYPIUKe, IUKAYC IIOKPETHHX NPA3HUKa AOCTa Ayro popmupao (Mupxosuh 1961:
142-238). 360r 06MMa XMMHOTPaCKOT MaTepHjasa KOjH je HEIPeCTaHO 61O AOAABAH
HPBOOUTHUM TPHOAUMA, OA jeAHE KIbUI'e HACTAAe CY ABE — IIOCHH U IJBETHH TPHOA.
Tpuop cappxu CAy>KOe MOKPeTHOT FOARIIEbET ITKAyCa, oA Heaeme MuTapa u dpapu-
ceja oo Hepene cBux cBeTHX, TO jecT — A0 IpBe Heaese nocae Basuecema. OBa Kmura
je Aobnaa nme o ckpaheHUM KaHOHMMA KOjH Ce CacToje oA cBera Tpu mecMe (rpd.
Tp1810v). CAOBeHCKM Ha3uB 3a OBy Kiury je Tpunecnay. [Ipoyuasarmy ncropuje

7 Ty je PErUCTPOBAHO OCaM Ml/[HejCKI/[X 1 TPU TPHUOAHA CTUXHMpPapa.

8 O papy CTYAMTCKMX MOHAXa Hajbose roBOpe 6pOjHH XMMHOIPadCKM TEKCTOBU KOje Cy OHH CACTABHAK

¥ KOjH Cy YIIAU y CACTaB CBa TP MOMeHyTa AUTyprujcka s6opHuka (Beck 1977, Ha Bumte Mecra).
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¢opmupama rpuxor ITocHOr TpHOAQ, Ka0 U HEroBOj PeleNiiju KOA MPaBOCAABHUX
CaoBena, mocserno ce VBan AaexcejeBud KapabGuHOB y cB0Ojoj 0OUMHOj CTYyAHjH
Koja je, 6e3 063upa Ha 6pojHa HOBa ca3Hama, jou yBek akryeaHa (Kapabunos 1910).
Kapabunos je Ha BuIe MeCTa y CBOjOj CTYAHjH, TOBOpehH reHepaaHO 0 TPHOAY Kao
BPCTH 60rocAyskOeHe KibHre, HATAACHO AQ je BEOMA TEIIKO TAYHO THIIOAOUIKH OApe-
AHTH 1 Pa3TPaHUYUTU TPHOAE, jep ce Beh y IPUKHM PYKOIHCHMA II0jaBAYje BEAUK
0pOj CTPYKTYPHHX, CAAPXKUHCKHX U TEKCTOAOIIKHX PA3AHKA U BAPHUjaLjHja KOje Cy ce
KACHHje OAPA3MAe Uy CAOBEHCKOM MaTepHjaAy. KapabuHoB je, Ha OCHOBY cacTaBa U
CTPYKType [OjeAMHHX CAY>KOH, H3ABOJHO IIET TUIIOBA I'PIKOT (M CAOBEHCKOT ) TPHOAQ.
Aupnja CaaseBa je cAOBeHCKe pykomuce pasBpcrasa’y derupu rpyme (Caasesa 1972:
93-116; CaaBeBa 1986: 78-88). Maja MoMuHa je MCKa3aaa MULLbeRe AQ je HajIpuMepe-
HHja KAacuUKaIMja CAOBEHCKUX PYKOIKCA TPHOAA OHA KOja je 3aCHOBaHa Ha CacTaBy
KaHOHA Y Hepeve, YeTBOPOIIECHAIA — Y CyOO0Te U TPHIIECHAIA Y OCTAAE AAHE Y CEAMMUIIH
(Momuna 1983: 29. 1 Aane). MOMHHA je IPEAAOXKHAQ TIOACAY HA ACBET AO jEAAHAECT
THIIOBA TPUOAA Ha OCHOBY KpUTepHjyMa Koje je popmyancara (Momuna 1982: 102-122;
Mommuna 1983: 25-38). Tarjara Bopucosa je 3akmydraa A2 ce CAOBEHCKH PYKOIIHCH
Hacraan y nepuoay XI-XIV Bexa mory passpcraru y ocam rpyna (Bopucosa 2016).

JeAaH op BaXKHHX eAeMeHATa Ha KOje Cy MCTPAXKUBAYH YKA3aAH jeCy U OpojHe
TEKCTOAOIIKE BapUjaHTe Koje Ce II0jaBsyjy Y CAOBEHCKOM ITPEBOAY TPHUOAQ; OHE ITOKa-
3Yjy Aa je 0Baj TEKCT aKTHBHO JKUBEO TOKOM Ay>KeT BpDeMeHa Y CAOBEHCKOj CPeAHHHU.
Huje, mehyTum, moryhe yTBpANTH Ia€ Cy ce 1 Kapa OBe PeAAKTOPCKe aKTUBHOCTH
OABHjaA€, 2 y3eBIIH ¥ 0031p OPOjHOCT U KapaKTep TEKCTOAOMUIKHX PA3HOUYTEHHja jJACHO
je Aa ce Taj IIpoIiec He MOXXe Be3aTH CaMo 3a jepaH IeHTap. CBe moMeHyTe KAacHbH-
Kalluje TPHOAQ, U3BPIIeHe Ha OCHOBY Pa3AMYUTHX €AeMeHaTa M KpUTepHUjyMa, oKa-
3yjy KOAMKO je HheroB XMMHOIPadCKH MaTepHjaA 6oraT U pa3HOBPCTAH U KOAUKO je
TEIIKO Ta9HO OIIPEASAUTH IOjeAHHE THIIOAOIIKe TpyIIe. Y TOM KOHTEKCTY CTUXUPAp
KOjH CAAPKH XMMHOTPadCKU MaTepHjaA KOjH je KaCHHje Y HeKOM TPeHYTKY YIIao y
CaCTaB PYKOIIICA CAOXKEHE CTPYKTYPe, IIPEACTaBAA 32 HCTPAKHBAYA II0CeOaH HHTepec.

Ipe Hero mTO Ce MOCBETHMO XHAAHAAPCKOM CTHXHPApy, CKpeHyheMo makisy
Ha jOII HeKe YHibeHHUIle. 300pHUIIN XUMHOTPA(CKOT CaApKaja paHHje Cy ce ImocMa-
TPaAM UCKAYYHBO KaO HeKe BPCTe aHTOAOTHja IIPKBEHOT IIeCHUIITBA KOoje ce IMmoje
TOKOM 6orocayxema. ITocMaTpasn cy ce Kao He3aBUCHE jeAUHHMIIE, IPU UeMy Ce
3a60paBAHAAO AQ OHH MMAjy jaCHY HaMeHY, Te Ad Cy ycKaaheHH ¢ THnMImMa Koju y
TOM TPeHYTKy Bake. MoxaAa 3By4H MMapapOKCAAHO, AAM THITUIIU CY, 3alIPaBoO, HajBaX-
HMje KIbHTe IIPABOCAABHE IIPKBe, HAKO He CIIAAAjY Y TPYIy 60TrOCAyKOeHUX KIbUTa.
THIHK je CHCTEMATCKO YIIyTCTBO KOje PeryAuiie IIOPeAaK CAY>KOH AHEBHOT, TPHOA-
ckor (moKkpeTHOr) M MeceqHOT (KaAeHAAPCKOT, HelloKpeTHor ) kpyra. [Torpe6a 3a
OBAaKBUM KIbHIaMa II0jaBHAQ Ce y BpeMe Kaaa cy ce Beh popmupasa Tpu momenyra
6orocay»xbOeHa ITUKAYCa, ¥ KaAd j€ AUTYPIUjCKU MAaTepPUjaA HAPACTa0 AO TAKBOT 0OMMa
Ad Ce KAMPHK TEIIKO MOrao y mweMy cHahu 6es oarosapajyher npupyunnka. Tunuk He
AOHOCH HHIITA HOBO Yy IIOTAGAY CAAPIKaja CAYXKOH; OH Ce OcAamba Ha mocTojehu mare-
pujaa u yckaahyje merosy ynorpeby TokoMm 60rocaysxema.

Y 0BOM KpaTKOM HCTPa’KHBAKY KEAEAH CMO AQ YCTaHOBHMO KaKaB OAHOC BAAAQA
u3Melyy XMAQHAAPCKOT CTHXHpapa M HajCTapHjer CPIICKOT TPHOAA — pyKomuca Pycke
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HanoHaaHe 6ubanorexe F. 1. I. 68. TTomMeHyTH TPHOA OKBUPHO Ce AATHPA Y IIPBY
noaosuHy X1II Beka.” CTuxupap mpHumaaa CTyAUTCKOj AUTYPIHjCKOj Tpasunuju. Mapa
AO Capa Huje OHAO IOY3AAHUX MTOTBPAQA O MPHCYCTBY CTYAMTCKOT THIIMKA Y CPIICKO]
LIPKBH y cpeareM Beky, Tpuoa E. 1. 1. 68 uma cBe opAuke cTypAuTCKe ITpakce. Y OKBUPY
IbeTOBHX CAY)XOU MaTepHjaA je U3A0KEH Ha HAYHH HA KOjHU je TO yOOU4ajeHO Y OATO-
BapajyhuM pyckuM pyKomrcHuMa 3a Koje je moy3AaHo yTBpheHo Aa cy ycaraameHu
ca Cryautcxum TunukoM. ITomrTo je MaTepujaa y 06a pykomuca BeoMa OOHMMaH
3axTeBa MAXKAHBY M CBEOOYXBATHY AHAAM3Y, OAAYIHAM CMO AQ U3 6OraTor XUMHOTrpad-
CKOT CaApIKaja M3ABOJUMO TeK HEKOAMKO IpuMepa koju he moxasaru melyycobuu opHOC
TEKCTOBA CAAPKAHHX Y PYKOIIMCHMA KOjHU Ce OBAE Pa3MaTpajy.

Jeana op nHTEpecaHTHUX IT0jaBa jecTe M IIPOMeHA IAAca Y KOjeM ce MOjeArHe CTUXUpe
nojy. Taxo ce Hip. y moHeaesax Bearke Hepene crrxupa [0CMoAH . ChERPLIEHAIA MBICAHTH .
(EOIA HAKAZAMA OYfeHHKAI (...) — IOje y IeToM raacy, Aok ce ucra cTuxupa y F.mw. 1. 68 noje
y TIPBOM raacy. AOK y CTHXMpapy HeMa Ha3HaKe Koja OM yKa3aAa y KOM AeAy CAy»KOe oBa
cTHXIpa Tpeba Aa ce TI0je, AOTAC BUAMMO AQ Ce OHA Y TPHOAY TI0je IIOCAE KAHOHA, KA0 jeAHa
oA cruxupa Ha Xeaautiie Tociioga. Y TeKCTOAOIIKOM ITOTACAY PA3AUKeE CY 3aHeMapAUBe, Te
Ce MOXKe 3aKAYUHTH A Cy 00e PeaaKIjyje MpeBoAa IIOTeKAe U3 HCTOT U3BOPA.” Jomr jeAHa
IPOMeHA rAaca y KojeM ce CTUXHpa MMa rojaTu rorspheHa je 'y Cay»x6u orma ITpsor
BaceseHCKOT cabopa. H3 yriopeAHO H3A0KEHOT TEKCTA MCTe CTHXHPE Y ABA IIPEIIHCA BUAK
ce Aa II0CTOje OApel)eHe TEKCTOAOIIIKe pasAMKe Koje TOTBPHYjy Ad Ce PAAU O PABAMMUTIIM
npeBoprMa. Morao 61 ce OCTABUTH U ITUTAEE AA AU CY TEKCTOAOLIKE OAAHKE IIPEBOAL
MOTA€ YCAOBHTH U3MEHY TAACa Y KOMe Ce CTHXHMpPA MMa MOjaTH.

CAY>XBA OILIUMA [IPBOT BACE/ASEHCKOT CABOPA

3a Hepeny Cserux orana IIpBor BaceseHnckor cabopa, Xua. 307 uma caepehe
CTHXHpE:

1. ANOCTOAKCKKRIX' MPEAAHHH HCTORHH XpAHHTEAH BRICTE ... (raac Tpehn)

2. MoAKERHOVI MAMATh ABHKCh ... (tAac ueTBpTH)

3. TAHHKIA ABHKCh . AOVXORKHKIMA TPOVERI ... (Taac mecrwm)

4. ChUOTPEHHIA TAHHOY ChKPOREHOVIO ... (rAac mecru)

S. GRATRIHXR OThI{h AHKh ... (TAac ocMm).

9  Pykomuc Pycke Harmonaane 6u6anorexe (PHB) HajcTapujy je MO3HATH CPIICKH TPHOA M CAAPXKH
CAyX0e I[eAOT ITOKPETHOT IIUKAYCA Y jeAHOj KEbU3H Te IPUNAAA cTapujeM Tuiry Tpuoad. OBo je, nHade,
jeAQH OA PETKUX CPIICKMX XMMHOTPadCKHX 300PHHUKA y KOMe ITOCTOje Tparosu crape BusanTujcke TUTA
HOTanuje (CBOAHMIZ KaraAor 1984: 239—240).

10 TexcroAromka GAMCKOCT ABA IIPEINCA UCTE CTUXUPE IIOACTHYE Ha PA3MHILAAbE O OCTOjakby
jy?KHOCAOBEHCKOT IIPEBOAA CTUXMPAPA KOjHU je KaCHHje MOTao MOCAY>KHTH U KAO OCHOB 3a ADYTH IIPEBOA,
nau pepurosame Beh mocrojeher, kos, Pyca. Haumau cMo Ha joIr HEKOAMKO CAMYHHKX IIPHMePa, AAU AQ
OH ce MOTa0 M3BECTH IIOY3AAH 3aKAYYAK MOTPEOHO je CHCTEMATCKH HCTPAXKUTH CTUXHAPAPE U yIope-
AUTHU XUMHOTPa(CKU MaTepHjaA KOjH Ce Y BbUMa HAAA3H Ca HCTHM TeKCTOBUMA KOjH Cy YIIAHU Y CacTaB

TPHUOAA U MHHEja.
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Jeauna 3ajeaHnuKa cTuxupa y o6a pyxormmca je ANocToAbCKbIXs MphAAHHH. Y caeaehoj
TabeAH YIIOPEAHO je AOHET TeKCT 00a Ipemica Te CTHXHUpe:

Xuaanpap 307 F.n.1 68

cTUXHpa, TAac 3. cruxupa (Ha Xeaautie Iociioga), raac 7.
AMOCTOARCIKBIXR npkAANHH HCTORHH | AN(0)c(T0)ARCKHIAR MponoREAANHIEM b
XPAHHTEAH  EhICTE (BATHH  OThIH . |. HCTHHRHHH XPAHHTEAHIE . RhICTE
(RAThIA RO TPOHLA . IEAHHOCOVIIRHOE . | C(RE)TH (Th)UH . c(Re)Toyio Ko Tpo(H)Lto
MPARORKARHO  MPOMORBAARKINE .  APHKRO | IEAHHOCOVLILHOVIO MPAROCAARHAHO
XOVAEHHIE . ChEOPhMbE HHZAORHCTE Ch | RRCTREIIE . APHIA XOVAHATO ChEPARLUE CE

HHUHARE H IAKEAONHR .  AOVXOROPhLIA | HHZAORHCTE . H ¢ HHUMb IAKEAOHHIA
ORAHTHERIIE .  OCOVAHAH KCTE HECTOPHIA | A(OV)XOV COVTIOCTATA ORAHHRILUE (WCOVAHCTIE
. H IEYTHXHA H AHOCKOPA . CAREAHIA /RE H|. HECTOPHR H KRTEXHEA H AHWCK0pA
CERTHPA EEZTAARRHAATO . OT'h TMPKAKCTHH | CAREAHIA H CARHPOHA EEZFAARHATO . HXhZRE
TEXBARE MOAHTE (A HZEARARIIEM (A | ZARAOVRAEHHIA IA(0)A(H)TE C€ HZEARHTH (€
HAU'h EECKRPHRHO HALIE RHTHE Eh BRpK | HAUL . H HECKROHKHO HAILUE JRHTHIE . Bh
ChXPANHTH OAHMh CA . BRPE ChXPAHHTH I0A(H)TE CE .

Ho, y oBoM cay4ajy cTame je Beoma nnTepecantHo. Hanme, Habpojane cTuxupe
T0jaBayjy ce y MUHejcKoj cayx6u YeTBpTOM BaceseHckoM cabopy (16. jya), Hip. y
pyxormucy Roposuh 15 (MuHej u3 Apyre uersptune XIV Bexa), u TO: ANOCTOARCKKINS
NPKAAHHH — KaO AMTHjHA CTHXHPA Ha Beuepsy; M0AKKRHOVIO MAATR — Kao CTHXHpPa Ha
CTHXOBHO Ha BedeprbH; (RATRIHXh OThl|h AHK'h — CTHXHPA Ha CAABY, TOCAE KAHOHA, Ha
jyrpemy." C jepHe cTpaHe, OBO je jOII jeAHA TOTBPAQ MOOHAHOCTH TEKCTOBA ¥ OKBUPY
CAyX0e, a C ApyTe IIOKa3yje Ad Cy CTUXHPE U3 jeAHOT aPXauYHOT TPUOACKOT CTUXHPApa
KOjH je, KAKO 3ace0aH THII KIbHIe BpeMeHOM M3aIIao U3 ynorpebe, morae yhu uy
CacTaB jepAHe MUHEjCKe CAyxKbe.”

CAY>XBA HA [IPEITOAOBMSEE IIPABHUKA

Apyru npumMep xoju cMo opabpaau notude us Cayxbe Ha ITpenoroBseme.
Y XMAQHAAPCKOM CTHXHpApY Ce HaAa3U AeceT CTUXHpa Koje ce mojy Ha IIpemoao-
Bietbe mpasHuka [Teaecernure: [1penoAoBARLIOY (A MPAZARHHIOY MPERE CTPACTH (...),
MATLAECCATRHRIHUL ARHBUL HACTA MPEMOAORAEHHIE (...), R'h LIkpKhER MPHHAE LIOVAPOCT
BOARHI (...), BTAA MPENOAORAEHHIE . MPAZARHHICOY HACTA (...), 6rAA MPHHAE B L{kpI'hER XPHCTE

11 Texcr cayxb6e y pyxonucy Roposuh 15 06jasnen je (Cy6orun-Toay6osuh 2016: 79-85).

12 Curyanmja ca cayx6ama Orma yeTBpTOr BaceseHcKor cabopa u CepAMOM BaceseHCKOM cabopy
0Ce6HO je MHTepPeCaHTHA, IIOIITO je YCTAHOB&SEHO AA Cy 32 06e CAy)KOe HeKH TeKCTOBHU 3ajeAHUUKH.
HanomumseMo Aa cayrx6a JeTBpToM cabopy yaasu y cacras MuHeja, AOK cayxba CepMoM cabopy mpumapa

cayx6ama Tproackor nukayca (Cy6orun-Toay6osuh 2016: 61-94; Cy6orun-Toay6osuh 2018: 697-708).
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BOAReE (...), TIPEMOAORARLIIO CA MPAZARHHIOY oy 1ALl TH chiace (...), [lpenoAoRAbLIo CA
MPAZAKHHIOY CAARHUL (...), TIpOCKKTHRRLLE CA BpATHIE BhCKpcenHIEUE (...), TpaZA NHIoOY mpeno-
AORAKLIOY CA TEOIEr0 XpHCTE (...), TTpenoAoRARLII ¢A MpaZARHHIOY MACKhI (...). Tex mect oa
OBHX CTHXHUPA YIIAO je Y CacTaB [IOMEHyTe CAy>X0e y HajcTapujeM CpIIcKoM Tproay. V1
OBA€ Y HeKHM CAy4ajeBHMa ITOCTOjH IPOMeHa rAaca y KojeM ce Ioje cTuxupa. TekcroBu
CTHXHpA 32je AHHUKHX 32 002 PYKOIIHCA AATH CY ¥ TaOeAU KOja CAEAH, a 3HAYAjHIUje

TEKCTOAOIIKE BapHjaHTe IOABYYEHE CY:

Xuaanpap 307

Fol 68

OCMH IrAac

OCMH rAacC

“Q€l’l0AOKAbl.I.lO! (A TPAZAKHHICOV  MPEAE
CTPACTH CAARKHAATO BhCKPRCENHIA TROKI0

rocroAH BEh HbhARE Oyf4 EAAKE . Eh
LLPK'hRH _HEMOKOPHRRKIMA HIAR@ dapHCRI
H KhNHARKHHICKI . H BRIOHKA Kb HHU'h

RARAH AA MPHAETE Kb MLHE H MHETH
ERPpOVEAH Eh A ROARI AKHERI _A0VXA
CRATAATO . pRIChI HCTEKOVTh HIIPERA KETO . (O
. NEHZAPETEHRNBIMA MOfAPOCTH TROKM XYBAAKI
. BhCA HOThAHAMH . EOK€ HALLL CAABA TEEE

Eb npknoAoBA€HHE NPAZ(ALHH)IKA TPERAE

cTp(a)cTH MPECAABRHATO TH EhCISp(h)CEHHIA
r(0CMoA)H Oyf€ EAATHH Bhb CERTHAHIIH
HEBRRPHLIXE HIOAEH . H DAPHCEH H
KHHZRHHKh . BRIHE AAEMD . RERAEH
AA TPEAETH Kb MINK . H A4 MHIETK BEpoyeEH
b L€ BOARI ZRHEOThHKIE . H A(0V)xA
C(Re)TAro pkIKH HCTEKOYTh WT[b] 1pRRA K0
. (0 HEHZAPETEHRHAR OVAPOCTh TEOKIO
YBAAENHI . ChROKLIEH Rh(A // B(0/R)€ HALIL
(AARA TERE . 13

APYTH TAQC

IMeCTH raac

GrAa MPEMNOAORAEHHIE . MPAZABHHICOY HACTA .
KhZHAE HHCOVCh Bh LILPKCRER . H OV1AALLE
FAATOAA . HERRORHRIA HIOARR RAKRAH . AA
MPHAETh Kb UBHE H MHKETH . BOAKI ZRHEKI
RETBNBIFA . H HE HUATh HIIPERA KTO . H
MPHHIMETh RHBOT'h BETLHBIH .

fraa Bh npRMOAORAEHHE npaZ(ALHH)IKA

npEACTA . BRZHAE H(COY)ch Bh (RETHAHIIE . H

OV1ALLIE T(AATO)AE HEMOKOPHRAIL HKAEWIIL
. REARAEH AA TP Eéﬂ'h Kh MHK . H AA TIHETh

ROAOV ZRHEOThHOVK E(h) BRICH . H HE HMATh
BhRAEAATH C€ BhERICH . BRPOVEH Bh LIE ROARI
HCTEKOYTh  “1pRRA €70 . H HATh /RHEOTh
RE1HBIH .

13 Cruxupa Ha Iociiogu saseax.
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APYTH TAaC

IIeCTH rAac

fraa MPHHAE Bh LLPIChEh XPHCTE EORE .
TMPEMOAORARLIN (A MPAZARHHIOY . THIAA
AWAH OV1AALLE RRIHMA . BRPOVIAH Bh MA .
ALJE OVIIPETR /RHEL EOVAETH . H HAKH /K€
MhPAXOV CA Ch PAPHCEH . H Ch CAAOVIKEH Ch
IChHHI'BTHIAIIH TAATOAKLIE . KRTO Ch KCTh
HZRE TAATOAETh XOVAOY . HE MOMBIIAAKIIE

K0 Thl KcH npkne Bachxt BEKL Ch
OThLEML H AOVXhUL CAARHUL . EOAK€ HALIK
CAARA TEEE .

GrAa BHHAE Eh LIphIORK X(OHCT)E B(0R)E .
Bh MPEMNOAORAEHHE MPAZ(ABHH)ICA . TOTAA
AIOAH OV1ALIE (AAT0)AE . BRPOVEH Bh He
ALJIE H OVMPETh ZRHER ROVAET(h) . HIOAEH
R€ AHRAAXOY CE Ch DAPHCEH H CAAOVICEH

. H Ch KHHZRHHICH T(AATO)AKLIE . IKTO ChH
IECTh T(AAT0)AEH RAACKHIHIO . HE BRAOVIIIE
K0 ThI €CH HCICOHH . NptRA€ BCEXE BRICh

b O(Th)EMB H AOV)XOMb MPOCAARAAIEIRI
R(0/R)€ HALIL CAARA TEER .

OCMHU IrAac

OCMHU IAac

[19€MoAORABLLII CA MPAZABHHICOY OV1ALII0 TH
CRIACE . TAATOAAAXOY HIOAKH . KAKO (b BECTh

IChHHI'RI . HE OV'THRL (A . H cpazoviuhioie
. KO ThI KCH MOVAPOCTE CKTROPHRKI IMHP'H
CAARA TEEE .

Rb MpkMoAORAEHHIE MPAZ(ARHH)IKA . OV TELIOY

TH cn(a)ce TAA(TOAA)XOY HIOAEH JA. KAKO Ch
ERCTh ICHHThI HEHARBIK . H . He BRAOVIIIE
IAIKO ThI €CH MPRIIOYAPOCTh WEHORHELIHIA

MHpA CAARA TEEK .

Tpehu raac

tpehu raac

[penoAoRABLIN CA MPAZARHHKOY . CAARHU
HAE  MOCPpEAk  Zemaa ChIACENHIE

ChARRARLILIAATO peAk  Re  ABROK
PAZEOHHHIOY . RHROT'h HA APERR BHCALLE .
HOROIO XOVAALIA INBATAALLE . APOVTOVOVIIOY
A€ REPOVIOUIIOOVIIOY BRIMHIAILE ARHKCh . Ch
IUBHOK KCH Bh pAH . ChUILAL KCH Bh TPOEh

. HCMPORKOTA'R KCH AAA . H RhCKPRCA'h  KCH
TPHARNERRH'R . ChIACAIA AOVLIA HALLIA

Rh npRMoAORAEHHE I'IQAZ‘ALHHIKA .

CAABHUL Mocphik ZEMAe . cri(a)cenHIe
chakRatouiaro . nocpkak K(0R)e AROK
PAZEOHHHICOY . RHROTh HA ApKEK BHCKLpE

. IEAHHR YovAALe rA(Ar)o(A)BI . APOYTOMIOY
K€ BRPORARKLIOVIAOY RhMHIALIE . A(b)Hec(h)
Ch IIHOK 1CH Eh pAH . CHHA€ Rh TPOEh H
HCMPORPhRE AAA . H BhCIPRCE TPHA(h)HERRHO
cn(a)cae Aloy)we Hawe .

OCMH rAac

OCMHU rAac

“Q€I'IOAOKAI>I.I.HO CA MPAZARHHKOY MACX'hI
B'h LbpIKRh RhHHAE . CRATHTEAKRCTRA ChIACH

HALLL . H CTARK MOCPEAE ChEOpA . OV 1AALLE
Ch ARPZHOREHHIEME H TAATOAAALLE . AZ'h KCIh
CERTh UHPOY . HZAE MhHE MOCABACTROVIET S
. HE HUATh XYOAHTH Bh ThiUE . Hh HUMATH
HUEKTH . (RETh EEChULITLHAATO ZKHROTA .

Rb npkmoAORAENHE MPAZ(AR)HHICA TTACKHI .
Rh Lp(h)IORK MPHAE CRETHAHUILHOVIO cri(a)ce
HAILUL H CTARR MOCPRAR ChEOpA . OVTAILE
HXh TIPHTEIAMH . H TAA(TOAA)LIE AZh HECHR
(ERTh HPOY . XOAEH Rh CARAR IJEHE HE
HIMATh XOAHTH Eb TIME . Hh HUATh CEET(b)
EEChUORThHbIE ARHZHHH .4

14  Cruxupa =a [ociiogu sassax.
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ABe cTUXHpe MecTora raaca 'y CpIiCKOM TPUOAY IOjy Ce Ha CAABA U Hutbd HeIlo-
CpeAHO mocae cTuxupa Ha Jociiogu 6a36ax. 3aTUM CAeAe CAMOTAACHE CTHXHpE IIeCTOora
rAaca KOjuX HeMa y XMAAHAAPCKOM cTuxupapy. HemocpeaHo mo oBuM cTuxupama
CAGAH M IIPETIIOCAeARbA CTHXHPA U3 Tabeae. CBe cTuxupe y F. 1. I. 68 yaase y cacras
Bedepme. Y cacTaB cayxk6e Ha IIpenosomeme mpasHuka IleaeceTHuIe yAasy qak
IIeTHAECT CTUXUPA, OA Kojux BehuHe, TauHnje — AeBeT, HM HeMa Y XMAAHAAPCKOM
cruxupapy. ObaBuau cMo mopeherma cacTaBa jom HEKUX CAYXKOM CPIICKOT TPUOAA
¢ oaroBapajyhum pAeAOBHMa XMAQHAAPCKOT CTUXHPAPA Te AOIIAU AO 3aKAYUKA AQ K
Ty BAAAQ CAMYAH OAHOC. IToTpe6HO 61, AaKAe, GUAO AQ Ce AETASHO U CHCTEMATCKH
HPOYYH CACTAaB CTHXHpPapa IIpeMa oAroBapajyhum cAy>x6ama y OKBUPY TPHOAA U TEK
Tapd OM Ce MOTAM M3BECTH IIOY3AAHH 3aKAYUIIH.

Ha ocHOBy Hamux capalmmbyX Ca3HAKkA O CAMOM XMAAHAAPCKOM CTHXHMpapy U
OAHOCY HeTOBOT CacTaBa IpeMa jeAHOM apXalyHOM, aAH Pa3BUjeHOM CPIICKOM TPHOAY,
CMaTpPaMo Ad CTUXHPAP IIPEACTABAA jeAAH APXAMYaH THII 0OrOCAy)KOeHe KIbHTe YHjH
je cacTaB y BeAMKOj MepH npeBasul)eH 6pojHouthy 1 perrepToapoM CTHXUPa KOje yAase
Y CacTaB ITyHUX TPHOACKHIX CAYXKOH.

Y 0BOM KpaTKOM CaOMIITely HABEAECHO je TeK HEKOAMKO IIpHMepa KOjuMa CMO
JKEACAH AQ YKKEMO Ha ITOTPedy 32 AASUM M CBEOOYXBATHUM TEKCTOAOLIKHM IPOyYa-
BambeM XHAQHAAPCKOT CTUXHPApA y Iopel)ersy ¢ ApyriM XUMHOTPadCKIM 360pHHIIIMA
— TPHOAMMA y IPBOM PEAY, MaAa Ce, Ha IpuMepy cAykbe Bacemerckum cabopuma,
IIOKA3aA0 AQ [I0jeAHHE HheroBe CTHXHMpPe MOT'y Aa yhy 1y cacTaB MuHejcKe cAyxbe.
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TaTjaAHA CYBOTUH-TOAYBOBUR

Pycckuit CTUXUPAPH HIOCTHBIN M IIBETHOM KOHITA XII B. — PYKOIIHCH
XUAAHAAPDH N 307

(PE3IOME)

Pyxonucp N2 307 apOHCKOTO XHAAHAAPCKOTO MOHACTHIPS, PYCCKHI CTUXHPAph
TpuoaHbii koH1a XII Bexa, ABAsIeTCS OAHOM U3 APeBHEHMIINX PYKOIHUCeH MO-
HACTBIPCKOM OMOAMOTEKH. PyKomuch coXpaHHAACh He OAHOCTIO, B Hefl HEAOCTa-
T IepBasi YacTh, B KOTOPOI HAXOAMAKCH CTUXUPBI TOCTHOTO LibIKAA. BosmoxkHo,
4TO 3TOT CTUXHPApPh IPUHaAAeKaA XMAAHAAPIO C BpeMeH OCHOBAHMS MOHACTHIPS U
YIPEXAEHHS ero 6MOANOTEKH. DTOM PYKOIIHCIO, KaKeTCsl, CBOOOAHO TOAb30BAAU-
Cb IIPU OTIIPABAEHHH CAY>KOBI H SI3BIK He SIBASIACSI IIperisiTcTBrueM aToMy. He coxpa-
HUAACh HH OAHA CePOCKasi PyKOIIHCh 9TOTO THIIA U He COBCEM SICHO CYIeCTBOBAAU
AV OHH BOODIIje Y FO3KHBIX CAaBsiH. B HacTosimieit paboTe IIPOBEAEHO TEKCTOAOTH-
4eCKOe COTOCTaBAeHUE COOTBETCTBYIOMero TUMHOIpaduYeCcKOTro MaTepHaAa B
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pyxommcu Ne 307 XMAQHAAPCKOTO MOHACTHIPS 1 B ABYX cAyk6ax (CB. oram [Tep-
BOTO BCeAeHCKOro cobopa u Ha IIpemosoBaenue npasanuka, B cpeay Heaean o
pacaabaeHoM) B ApeBHeitmeit cep6ckoit Tproau mepBoit moaosussr X111 croae-
tus (Canxr [Terep6ypr, PHB, F. . 1. 68). O6e pyxonucy, u pycckas u cepbckas,
caepyoT ycTaBy CTYAMTCKOTO KOHCTAHTHHOIIOABCKOTO MOHACTRISL. IIpu TexcTo-
AOTHYECKOM aHAAM3e HaM YAAAOCDh YCTAaHOBUTD, YTO B ABYX PYKOIIHCAX CYIIeCT-
BYIOT ABa IIEPEBOAA OAHUX H TeX Xe TeKCTOB, XOTS B OTACABHBIX CAYYasIX MOXKHO
FOBOPHUTb 06 OAHOM, HO B Pa3HBIX MECTAX U B PA3HOE BPEMS OTPEAAKTHPOBAHBIX
nepeBopax. Hapao oTMeTHTD, 4TO B COCTaB ABYX CAYXKO cepOCKOit TPUOAM He BOII-
A¥L ¥ BCe CTHXMPBI CYIIeCTBYIIHe B CTUXHUPApe, A TAK XKe H, YTO 00beM I'MMHOTpa-
uyeckoro MaTeprasa cepOCKOFt pyKOIHCH HA MHOTO TIPEBOCXOAUT TOT B XHAAH-
AAPCKOH PYKOIIHCH.

KAOYEBBIE CAOBA: CTHXHPApPh, TPHOAD, CAYK0a, XraaHAapb, CTYAUTCKHMIT yCTaB.
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ABSTRACT

The manuscript containing the service of St. Lazar Hrebeljanovi¢ was presented
to the Russian Tsar in 1550 by the abbot of the Hilandar monastery Paisius. We
currently know only two manuscripts containing hymns to the Saint Lazar: RNB,
Kir.-Bel. 586/843 (eighth decade of the 16th century) and RBB, f. 379 N2 66 (mid-
17th century). The older source is more complete. It includes stichera of Small and
Great Vespers (on Lord I have cried and aposticha), stichera at the Litya, stichera at
the end of Psalm 50, aposticha of Matins, as well as exapostilarion and theotokion.
In addition, there are indications that two canons have been performed (a total of
31 hymns). In the younger source the chanting repertoire is much smaller - there
are only doxastika and , stichera at the end of Psalm 50 (a total of 6 songs). The
doxastika presented in these manuscripts have different musical variants.

Keyworps: The Holy Lazar, Prince of Serbia, the ancient Russian notated manuscripts,
Znamenny chant, Znamenny notation

AHHOTALIUSI
Pyxonuce co Cayx60ii csaromy Aasapio Cepbckomy (XpebeassHoudy) 6biaa
nopapeHa B 1550 roay pycckomy 1japio urymeHoM XHAAQHAAPCKOTO MOHACThHIPS
HaI/ICI/IeM. B HacTosA1iee BpeMﬂ HU3BECTHO ABa CITHMCKa, cerpx(aIuHx II€CHOII€HU

n.mosiagina@list.ru
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cearomy: PHB, Kup.-Bea. 586/843 (80-e ropa XVI Beka) u PI'B, ¢. 379 N2 66
(cepeamna XVII Bexa). PaHHui1 ciucok 60Aee MOAHDIH, B HETO BXOASIT CTUXUPBI
MaAoi 1 BeAnKoil BedepeH (Ha «[0crioan BO33Bax> U Ha CTUXOBHE), CTUXHPBI
Ha AMTHUH, CTUXHpa 1o S0-M IcaAMe, CTUXMPBI Ha CTUXOBHE U3 YTPEHH, a
TaKXKe CBeTHAEH U 6oropopndeH. KpoMe Toro ects ykasanue Ha HCITOAHEHHE
ABYX KaHOHOB (Bcero 31 necHonenue). B 6oaee mospHeM crmcke penepryap
MeCHOTIEHHI 3HAYMTEABHO COKpAII[eH — BBITHCAHBI TOABKO CTHXHPBI-CAABHHKH,
a Taxke cTuxupa no S0-m ncaame (Bcero 6 necHoneruit). CTUXHpPBI-CAABHUKH
IPEACTaBACHHBIE B 00OUX CIIHCKAX UMEIO Pa3AMYHbIE My3bIKAABHBIE BEPCHU.

KATOYEBBIE CAOBA: BaaroBepHsuit ksi3b Aazaps CepOcKuil, ApeBHEPYCCKEE HOTHPOBAHHbBIE
PYKOIIHCH, 3HAMEHHBII PacIeB, 3SHAMEHHAs HOTaI[Us

HoTupoBaHHbIe IIeCHOIEHHS CePOCKIM CBSTHIM MOSBASIOTCS B PYKOIUCAX C
cepeaunst X VI Bexa. Hanboaee moAHO maMsTu IpeACTaBACHbI HAYUHASE C 80-X IT. TOTO
xe croseTust B CTUXUpApsX TUIIA «Absiube OKO>: B 4eCTh npernopobHoro Crumeona
Muporouusoro (+1200 r.), ceatuteaeit Cassot I (+1237 1.) u Apcenns (11266 1.),
cBaroro kopoas Crepana Muaytuna (11320 r.), 6aarosepHoro kusass Aasaps
(+1389 1.), Mmyuenukos Epmuaa u Crparonuxka (1 IV B.), npenoao6uoit [Tapackesst
TeiproBsckoit (1XI B.).

Cep6cKast HCTOPHS OYUTAHNS HALJMOHAABHBIX CBSITHIX M IAMSATHHUKHU CepOCKOi
CPeAHEBEKOBOI AUTEPATY Pl AOCTATOYHO XOPOIIO U3ydeHsl B camoit Cepbuu.
B Poccun B 1936 roay C. M. CMUpHOB OBIA IIePBBIM, KTO OOPATHACS K U3y4YEeHHUIO
HmaMsTel cepOCKUX CBATHIX B pyccKoit Tpapunuu. B crarpe «Cepbckue cBsiThie B
PYCCKUX PYKOIIUCSIX > YYEHbIN OCYIIeCTBHA 0030P 16 284 HCTOYHHKOB IO H3AAHHBIM
OIMCAHMAM HanbOAee N3BECTHBIX PYKOIICHBIX cOOpanuit. 113 282 pykormmceit camoro
PA3AUYHOIO COAEPYKAHNSI, BKAIOUAIOLVIX XKUTHS, CAY>KOBL, [TAMSITH, IIECHOIIEHIS 1 AQXKe
[POCTO YIOMHHAHKE KAKOI0-AUOO0 cepOCKOro CBATOrO, ObIAa COCTAaBACHA TAOAUIA,
ITO3BOASIOINIASL CAGAATD TIPeABAPUTEABHBIE BBIBOABI O THIIAX PYKOIMCHBIX HCTOYHHKOB,
0 IpUOAUBUTEAPHOM BpeMeHHU IPOHUKHOBEHUS TPAAULIMU TOYUTAHUS CEPOCKUX
CBSITBIX B PYCCKYIO OOTOCAY>KeOHYIO IIPAKTHUKY, O YTUMOCTH TOIO MAKM MHOTO CepOCKOro
CBSITOTO (CMI/IPHOB 1936: 161—274).

B cepeaune XX Bexa @. I. Ciacckum 651a1 KpaTko paccMoTpeHsl CAy)ObI
cesiTuTessm CaBBe U ApceHmIo 1 Ipenopo6Hoit ITapackese ThIpHOBCKOI ITO pyccKUM
ucrounnkam (Cracckuit 2008: 13-27). IlepBoe KOMIAEKCHOE HCCAEAOBAHHUE CAYKObI
CepOCKHUM CBSITHTEASIM 10 APEBHEPYCCKUM HCTOYHHKAM OBIAO OCYIEeCTBAECHO B
2002 roay E. B. Uumkosckoit (qI/IHIKOBCKaSI 2002). B 2004 roay H. B. PamaszanoBoit
BBEACHBI B HAYYHBII 00MXOA ITecHOIIeHus penopoOHoMy CuMeony Muporounsomy,
cesarureassM CasBe 1 Apcenuo, MydeHnkaM Epmuay u CTpaToHUKY, BEAUKOMYYEHHKY
Aasapio, cesitomy Credpany Muaytuny, npenoao6onoit ITapackese us Cruxupaps
«/Apstabe oxo» — PHB, Kup.-Bea. 586/843 (PaMaaaHOBa 2004: 329). B ocuoBHOM, B
LleHTpe BHUMAHUS HCCACAOBATEAS] HAXOASTCS CAYXXOBI cBsiTuTeAstM CaBBe 1 ApceHHIo
(PamasanoBa 2018: 287-298; 2019: 167-179; Byarikuna, Mocsaruna, Pamaszanosa,
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Iycruk 2017: 117-122). B 2018 roay ony6ankosana cTarbs, B Koropoit Haraabs
BacuabeBHa paccMaTpUBaeT TUMHOIPaQUIO AByM GAArOBEPHBIM MPABHTEASM:
Baapnmupy Kuesckomy u Aasapio Cep6ekomy (PamazanoBsa 2016: 87-100).

B 2017 1. Ha Xadeape ApeBHePYCCKOTO ImeBueckoro uckyccrsa CaHKT-
ITerepbyprckoit rocyaapcTBeHHON KoHCcepBaropun umenu H. A. Pumckoro-
KopcakoBa 6biAa 3amuimjeHa BHIIYyCKHAas KBaAn$UKAHMOHHAs pabora
A. A. Byabikuno#, nocssmennas rumuorpaduu Credpany Muayruny (Byabikuna
2017). B aTom xe roay 0630p pykomucusix ucroununkos Tpoune-Cepruesoit
AABPBI, COAEPKAIUX MMeCHOIEHHUS npenopobHoit [Tapackese ObIA IpeACTaBACH
3. M. T'yceitnosoit (I'yceiiHoBa 2016: 98-103), a B 2018 roay E. A. lllycTux B
CBOEJI BBIITYCKHOM KBaAMPUKAIIMOHHOM paboTe paccMoTpeAa uctopuio CAyKOb!
npenopo6roit [Tapackese ToipHOBCKOI B ApeBHepycckoit Tpapunuu (lycruk 2018).

Hacrosmast paboTa siBAsSIeTCS TPOAOAKeHHEeM HcCAeAOBaHMI CAYXKOBI CBITOMY
KHA310 Aasapio, Ha4aTo aBTOPOM eme B 2014 ropy (Byabikuna, Mocsruna,
Pamazanosa, Illycruk 2017: 117-122; Mocsarusa 2019: 131-137). B paHHO# my6ankanuu
IpeACTaBAeH 0030p HOTHPOBAHHBIX HCTOYHUKOB CAyKObI, PaCCMOTpEHDI
0COOEHHOCTH IAACOBOM APAMATYPIUH YHHOIIOCACAOBAHNS, IIPOU3BEACH AHAAM3
CHCTEeMBI II0AOO ST MUKPOIJKAOB, [IPEACTABACHBI HAOAIOAEHHS HaA OCOOEHHOCTSIMU
MY3BIKAABHBIX BepCHI CTUXHUPHI «IIpuuauTe COOOPHI BEPHBIX>, a TAKXe AdHA
PEeKOHCTPYKIIHS OAHOTO U3 PAacIeBOB 3TOTO NeCHOIIeHHA.

K Bacrosmemy BpeMeHH H3BeCTHO YeThIpe SKUTH KHA35 /\a3aps, CO3AAHHbIE eT0
coBpemeHHUKaMu B KoHIje XIV — Hasase XV Bexa. Cayx6a Aazapio coxpaHHAACh
Bmecte ¢ IIpoaosxusiM JKutuem B cocraBe CpoOasika B cinckax XV-XVIII Bexos
(Tpudynosuh 1970: 205-209). A0 HaCTOAWErO BpeMEeH! HET €AMHOTO MHEHHS 06
aBTopcTBe CAY>KObI, aKPOCTUX KOTOPOIT He COAEPXKUT uMeHH aBTopa. Kak ormeuaer
A. A. Typuaos, «cAyK0y poAHUT c HecOMHeHHO HarmcanHoi Aanunaou 1T cayx6oit
KOPOAIO MUAYTHHY MOTHB MPOCAABACHHS KHA35-MyYeHHKa, KOTOPbIH XOTb U He
spasiercsi HeMaHmdeM 10 KpOBH, HO IIO AyXY CBSI3aH CO ,CBSITOM AO30H " U IIPOAOAKAET
ee KaK HOCUTeAb eAHOH C Hell AyXOBHOH U A€P>KaBHO-TIPAaBOBOM AETHTUMHOCTHU >
(Typuaos, Illecrakos 2012).

B Poccuro Cay»x6a momapaet B cepeaute X VI croaerus. M3BecTHo, 4To B aBrycre
1550 Topa «mpumea k Tocyaapio co Casiroit ['opsr, n3 Cep6cxoro MoHacCThIPS
Xuaanpaps, urymes Ilaucuit u c HuM Tpu crapia, u mpuHecau B Aap Tocypapro oT
BCefl OpaTHH UKOHBI, 00A0XKeHHbIe cepebpoM, ceaTbix Cumeona u Casspl Cepbckux, U
KpecT, KOTOpbIit Hocua Ha cebe Ilapn — nHOK CaBBa, € KMBOTBOPSIIIIUM APEBOM BHYTPH
ero, u Moy Beankomyuennka Crepana» u ewje «06pas cesmazo Kpars Murymuna
u cesmazo Knsasa Aasaps u cayw6y ux> (Mypasbes 1838: 62-64). Bo 2-it moaosuse
XVI Beka, HAPSIAY € U300PKEHUSIMU APYTHX CepOCKHX YyAOTBOPIIEB, 00pa3 CBATOTO
Aasapsi 6b1a HamHCaH B ApPXaHIeAbCKOM cob0pe MOCKOBCKOTO KpeMAST’.

Cay»x6a kHs310 Aazapio He MOAy4YnAa B Poccuu MMPOKOro pacipocTpaHeHus.
K macTosmeMy BpeMeHH H3BECTHO TOABKO ABA CTHXMPApPS THUIIA « AbS4be OKO>,
COAEpIKalIMX IeCHOTIeHNUs, MOCBANIeHHbIe CBATOMY. PaHHMIT ciMcok paTupyeTcs

2 Bocrounas I'paHb CEBEPO-BOCTOYHOI'O CTOAIIA, BTOPOI;/X Aapyc.



50

MY3UKOAOTHJA / MUSICOLOGY 28-2020

KOHIIOM 80-x rop0B X VI Beka. On npunasaesxaa 6ubanorexe Kupraso-Beaozepckoro
monactoips (Kup.-Bea. 586/843, A.613-616).

PHB, Knp.-ben. 586/843, n. 613.

Bropoit, 6oAee IO3AHMIL CIIMCOK U3 coOparus poToupest AMurprst PasymoBckoro
(PTB, §. 379 N2 66, A124-126), patupyercs cepeannoit XVII sexa.

oy N ._

PIB, ¢.379 N2 66, 11.124.
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PanHUIt ciucok 60Aee MOAHBIN, B HETO BXOAAT CTUXUPbI MAAOK U BEAMKOM
BeuepeH (Ha «Jocmoau Bo33Bax> U Ha CTI/IXOBHe) , CTUXUPBI HA AUTHH, CTUXUPA 10
50-M [ICAAMe, CTUXHPHI Ha CTUXOBHE U3 YTPEHH, a TAK)Ke CBETUAEH U OOTOpOAHMYEH.
Kpome Toro, ecTb ykasaHHe Ha HCIIOAHEHHE ABYX KAHOHOB (Bcero 31 neCHoneHHe). B
00Aee O3AHEM CIIHCKe peliepTyap IeCHOEHNI 3HAYUTEABHO COKpPAILeH — BBIIIMCAHbI
TOABKO CTUXHPbI-CAABHHKH, A TAKXKe CTUXHpA 110 50-M IICaAMe (Bcero 6 necnonennﬁ).
TaxuM 06pasoM, CAy»K6a MBICAUAACH KAK CAYKOA BEAUKUM CBSITHIM, TO €CTh OACHHASL.
B rabaure N1 IipeACTaBAEHbI [TECHOIEHUS U3 0OOHX CIIUCKOB.

Tabnuua 1
Kanp/Mac Ne VHumnuT
ey
Ne)
%
g =
o [an)
= < ~
= S5 |Be
& SR |
Cruxupbl Ha «[ocnoam B33Bax»
fnac 1 1 HebecHbIM UMHOM pazioBaHie + -
2 KopeHe 6nararo + -
3 JlaHHbin Tn Tanaxt + -
(naga. Mmac 8 4 [puzete BepHbIx cobopbl + +
I HbiHe. boropoauden Bce ynosanue moe - -
(Tuxupbl Ha CTUXOBHE
fnac2 5 [punpere niogne + -
6 [lobpotamu fobpogeTenen + -
7 [TpaBeaHINKOM 1t MyYeHUKOM yKpalueHue + -
E | (nasa. W Hbive.
L
Z boropoauuer 8 [lom Ta npeunct + -
B
=
=
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Benukasn BeuepHa

(ruxvpbl Ha «[oCnoav Bo33Bax»

[nac2 9 Erna Bepoto v nioboBmio
10| Era npomblwwsenmem
N Erna 6e300xHoe HallecTBue
WHbl cTxmpbl 12| OnpecnasHomy yonecn
nac8
13 0 AvBHOMY utopecy
14| 0 npecnasHomy yiogecn
(naga. nac 6 15 | Kro Tebe He yonaxut
Crxvpbl Ha TN
Mac 1 16 | Cobop npa3aHONKOHbIX
fnac2 17| BbllHAA BoXAenen eci Cfagbl
18 | bnaro3paunem aobpoaeTenn ykpacuca
(nasa. fnac5
19 | Boctpybum Tpy6OrnacHbIMM NecHbMIL
) Hblke.boropoguyen
[nac5 BocTpybum TpybornacHbIMI NecHbMI»3
(TUXVMPbI Ha CTUXOBHe
Mnac 2
MopobeH «Kimu 20 KbiMi noxBanamu BOCNOMM
nox{BanbHbini esLbll> 21 Kimin A3bIKIA GPeHHBIMY YKpacum
22 Koe no AocToAHuI0 Nexne npuHecem
(nasa. [ac4 23 [IHech LiepkoBb NPaBOCNaBHaA
/1 HbiHe. boropoanuer [pu3pn Ha monexna
Tponapb. Mnac 3 24| Kpacoty Boxzenes Cnabl boxwa

3

B pyxomucH yKa3aH HHIJMIIMT B OTCBIAKA K CAYXO6e 6 aexabps cearureatro Hukoaaro YypoTsopiry.
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Mo 50 ncanme cruxmpa
Mac6 25 | Wxebnarogatvio ceaTaro [lyxa + +
KaHoH. nac 4.HegenbHbiii
OtBep3y ycta Mo —4 -
WK KaHoH. [ac 8 OtBep3y ycra Moa i) _
(Berune. fnac 1
MogobeH «Co yueHuk 26 | OteyectBo T exe Tebe + -
nge»
boropoauuen 27 Mpunmu monerme Beeuncran + -
(Tuxupbl Ha CTUXOBHE
[nac4 28 [Nlobnsro ucnonxutenda + -
29 | [lobndro 1 myxecTBeHHaro Bo OpaHex + -
30 | KpoBuio HOBOM3NMAHHOK + -
= | Cnasa.lmac8 31 | Havano fobponetenHaro T xutua + +
o
= I HbiHe. boropoanuen Ynuctan [leo - -

Bce BhIABAHHDIE ITeCHOIIEHHS PacIleThl 3HAMEHHBIM PACIIeBOM H 3aIIKCaHbI
3HAMEHHOH HoTanueil. BoAbITMHCTBO necHONeHui, npeacTaBAeHHbIX B Kupuaso-
Beaosepckoit pyKOIKCH, He MIMeeT KMHOBAapHBIX moMeT. CIHCOK U3 COOpaHus
nporouepest AMutpusi PasyMoBCKOro mMeeT dyacTH4HbIe ToMeThl. PaboTa Haa
PEKOHCTPYKIjHeHl pacieBa MeCHOIeHUH ObIAA OCYIeCTBAEHA PeTPOCIeKTUBHBIM
MetoaoM. K HacTosmeMy BpeMeH: aBTOPOM OCYIeCTBACH IIepeBOA 3HAMEHHOH
HOTAIIMH Ha COBPEMEHHYIO HOTALHIO BCeX IIECHOIICHHUH 32 HCKAIOUEHHEeM CBeTHABHA
U 6OropoAUYHA.

B otanune or Cpbasika, TAe MOAOOHBI YKa3aHBI AASL CTUXUP BCeX MUKPOIIMKAOB,
KpoMe CTHXHUP Ha auTHH, B Kupraso-Beao3epcKoil pyKOIIHMCH TOABKO AASL CTUXHP Ha
CTUXOBHE BEAHKOM BeYePHH YKa3aH MOAODOEH 2-T0 raaca «KuMu IoXBaAbHBIMU BEHIIbI>
U AASL CBETHABHA — TT0AOOeH 1-T0 raaca «Co yueHuxu upe>. Kak mokasaa aHaaus, B
KaXKAOM MUKPOITHKAE IIePBasi CTUXHPA BBICTYIIAET B KA4eCTBE MEAOAUIECKON MOACAH
AASL OCTaABHBIX CTUXHP. CTUXHPHI HA CTUXOBHE COXPAHSIOT CTPYKTYPY IOAOOHA
«Kumu moXBaAbHBIMH BEHIfbI>». YauTbiBask yKasaHust CpOAsika ObIA OCyIIeCTBACH
CPABHHMTEABHBIN AHAAU3 MUKPOIJUKAOB C IOAOOHAMH M TOABKO AASL CTUXHD Ha
«Tocroan BO33Bax> BEAMKOI BeUepPHH ObIAM OOHAPY KEHBI CBSI3H C TIOAOOHOM 8-r0
raaca «O, mpecaaBHaro uypece>. AAS ABYX PacIIeBOB CTHXHPbI-CAABHHKA Ha XBAAUTEX
BeAMKOil BeduepHH «KTO Tebe He yOAQXKUT» OOHAPYKEHBI CBS3U C AOTMATHKOM
6-ro raaca «Kro Tebe ne ybaaxur Ilpecsras AeBo>. B yacTHOCTH, IOAHOCTDIO

4 B PYKOIIMCH yKa3aH HHIJUITUT IIEPBOrO HpMOCa.

S B PYKOIIMCH YKa3aHbl HHIJUITUTHI HPMOCOB « HMu> xanona.
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COBITAAAIOT HadaAbHbIE CTPOKH, & TAKKe OTACAbHBIE pparMeHTs! pacreBoB. [Ipu atom
PAacIeBbI CTUXUP YCAOXKHEHBI 33 CYET BBEACHIS MEAN3MATHIECKUX BCTABOK — QUTHBIX U
AntieBbIX pOpMyA. CBsI3b MEAOAMH 9TON CTHXHPBI C AOTMATHKOM B CePOCKOI TPAAHIIII
Ob1a2 oT™MeyeHa AumurpueM Credarnosudem. VM 651au pacemoTpens crivcku X VIII
Beka u3 XuAanaapckoit pykorucu (6p. 309, ¢d. 36 1 + v) u pyxonucu Marurie cpricke
(MRI 2 . 60 1 + V) U CAEAQHDI BBIBOABL O TOM, 4TO PACIIEB 9TOM CTUXUPBI CO3AAH
Ha II0A0OeH pacieBa AOTMATHKA BU3AHTUIACKOM TPAAUIIUH HAa TPeYeCKOM sI3bIKe
(Crepanosuh 1997: 201-204).

MysbikasbHast koMmo3urus CAy»KObI 1 ee 00Kt CTPOH OBIAM 3aA0KEHBDI
COCTaBHTEAEM Ha HAYAABHOM JTaIle CO3AAHMSA YHMHOIIOCACAOBAHNUSA U ITeCHOIICHH
OBIAH, BEPOSITHO, PACIIETHI B BUBAHTUICKON TPAAUIIMHU, KOTOPAst 6bIAQ XapaKTepHa
AASL cepOCKOIl MPAaBOCAABHOM I[epPKBU TOTO MEPUOAA. APEBHEPYCCKUMHU XKe
MacTepoIneBLaMi TMMHOTpadpuIecKre TEKCTHI ObIAU PACIIeThI 3HAMEHHBIM PACIIEBOM
C COXpaHeHHEeM I'AACOBOH IPUHAAACKHOCTH TeKCTOB.

PaccMOTpHM raacoByio mocaepA0BaTeAbHOCTb CAyxObI. ITepBbIit rAac 3ByYHT
TOABKO B CAMOM HayaAe YMHOIIOCACAOBAHUS, UM PaCIeT MHKPOIIMKA CTUXHD Ha
«Jocropu Bo33Bax>» MaAOil BeuepHH, a TakoKe 1-g CTUXMpPA Ha AMTHH. Bropoii raac
IpPEACTaBACH Ha MAAOH BeUepPHU B CTUXHPAX Ha CTUXOBHe, HO caMoe 6oApmIoe
KOAMYECTBO TEKCTOB PACIIETHIX 3TUM FAACOM COCPEAOTOYEHO Ha BEAUKOH BeuepHH,
IpIYeM HMEHHO Ha4aAd MUKPOITHKAOB: IIepBble TPU CTHXHPHI Ha «Iocrmoau BossBax>
BEAMKOH Be4ePHH, ABe CTHXMPBI Ha AUTHH, CTUXUPbI Ha CTHXOBHe. Tpernii raac
pacIeBaeT TOABKO TPOIAph. JeTBepThIil TAAC 3BYUUT B 3aKAIOUEHUH BEAUKOH BeUepHH,
HM PACIIeT CAABHHK 1 OOTOPOAMYEH Ha CTHXOBHE,  TAKoKe IepBbli kKaHoH. KpoMe Toro,
9TOT TAAC MICIIOAb30BAH B CTUXHPAX Ha XBAAUTEX, 3aBePIIAIONINX YHHOIOCACAOBAHHE.
ITaThIi rAaC, Kak U TPeTHH, HCIIOAB30BAH TOABKO AASI OAHOTO IIECHOTICHHS — CAAQBHHKA
Ha anTyu. [llecTpIM raacoM pacreTa CTUXHpA IIO §O-M IICAAME, @ TAKXKe CAABHMK Ha
«Tocnoan Bo33Bax>» Beankoit BedepHu. CepbMoii raac He mpepctaBaeH B Cayxbe.
BocpMoii Taac 3By4MT B HaYaAe M B CEPEAMHE YHHOIIOCASAOBAHHS. OTHM IAACOM
pacIieTsl CAABHHUK Ha «]0CIIOAYM BO33Bax>» MaAOil BedepHH, « HHbI>» CTHXHPHI Ha
«Jocnopu Bo33Bax> BeAMKOIT BeUepPHH, CAABHHK Ha XBAAUTEX, KOHAAK, @ TAlOKe 2-H
KaHOH.

TaxuM 06pa3oM, mepBBIA TAAC BHIIOAHSET QYHKIIUIO CBOEOOPAZHOTO
MY3bIKAABHOTO «3a4aAd>, TPETHH U ILATHIN FAAChI, KAK HEIIOBTOPSEMBIE, BHIACATIOT
HMHTOHAIIMOHHO TPOIIAPb M CAABHHK HAa AUTHH, BTOPOI 'AAC 00beANHSeT CTHXUPBL
BEAUKOH BeYepHH, a HHTOHAIJMOHHAS CBA3b BCEI'O YMHOIOCACAOBAHNUS PEAAU30BAHA
Jepes BOCHMOM IAac.

ApeBHepyccKas jepKOBHO-IIeBYECKAsl TPAAUIIUS 00AAAAET CBOACTBOM
MHOTOPACIIEBHOCTH, TO €CTh BOBMOXXHOCTH CYIIeCTBOBAHMS IIeBYECKOTO TEKCTa
B HECKOABKHX MY3BIKAABHBIX HHTepIpeTanusx. Kak yxe 6bIA0 OTMeYeHO, CIIMCOK
cepeantbl XVII Beka COAEPIKHT TOABKO CAABHUKH, TAKUM OOPa3oM, MBI MOXKeM
COIIOCTAaBUTD PACIIEBBI TOABKO 3TUX [IECHOIICHHUI U3 ABYX H3BECTHBIX HAM CIIUCKOB. B
Kupurano-besosepckoM HCTOUHIKe BAPUAHTOB PaciieBa KAKOTO-AMO0 IIeMHOIIeHHUS
He 3aQUKCHPOBAHO.

AHaAV3 CAABHUKOB M CTHXHPBI ITO §0-M IICAAMe ITOKA3aA, YTO B AQHHBIX HCTOYHHKAX
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IpeACTaBACHbI Pa3Hble My3bIKAAbHbIE BEPCUH IIeCHOIIeHHI. B pykomnucu cepeanHsr
XVII Bexa pacneB YCAOXKHSETCS I10 CPaBHEHHIO co crnuckoM koHna XVI sexa. Ilpu
9TOM COXPAHAIOTCS OCHOBHBIE 3ByKOBBICOTHBIE YCTOU.

PaccmoTpuMm Ha mpuMepe CTUXUPbI-CAABHMKA Ha «locmopu Bo3sBax» MaAoi
BeuepHM BOCBMOTIO I'Aaca HEKOTOPble 0COOEHHOCTH MY3BIKAABHOTO OCMBICACHHS
APEeBHEpPYCCKUMIU MaCTePOIIeBIIAMH [TECHOTICHNS], [IOCBSIIIEHHOTO CePOCKOMY CBSITOMY.

IToaTuyeckuil TEKCT CTUXMPHI B U3BECTHBIX B ABYX CIIHCKaX HMeeT HeKOTOphIe
pasHOuTEHNs (BBIACACHDI KyPCHBOM):

PHD, Kup.-ben. 586/843, 1. 613. PIb, . 379 Ne 66, n.124.

Mpuaete BepeHbivxo cobopy Mpunete BepeHbIMxo cObOPH

MyAparo nouTemo fla3apa B nectexo. Myzparo nouTemo J1a3apa B necHexo.
Bepoto 60 Tomy bnaroyroau. Bepoio 60 boroBu yroaub ecu.

I CO aHrenbl CeNeHNe AKO COTAXa. U CO aHreNbl CeeHie AKO COTAXa.

emy e N1060BYI0 BONKEMO. emy e N11000BHI0 BO30MNEMD.

NPUNAYN CTAHK C HAMY CBATE. NPUMAY CTAHIA C HAMV CBATe.

Y PEAOHAYHbIN TOPXKECTBO NAMATY TBOEA. Yl MPeAHaUMHaA TOPXECTBO NAMATY TBOEA.
u Mo XpucTa bora 0 Aylwaxo Hawumxo. umonu Xpucta bora o AyLaxo Hawwmxo.

Cruxupsl MaAoit BeuepHU BHITOAHSIOT (YHKIJUIO IPEAYTOTOBUTEABHYIO, OHH
«BBOASIT>» MOASIITUXCS B MpaspAHUK. HecAyuyailHO B ITeCHONIEHHUSX HEOAHOKPATHO
ucroansyercst umnepartus «IIpumnanre!>». PaccMarpuBaeMoe HaMu ITeCHOIIEHUE
MO>KHO Ha3BaTh 110 CBOEMY XapaKTepy MpeAHaYNHATEAbHBIM, B HEeM IIPHCYTCTBYeT He
TOABKO IIPU3BIB K MOASIIUMCSI — «IIpunAuTe COOOPBI BEPHBIX>», HO U OOpalieHue
K cBaTOMy Aazapio: «IIpunam, ¥ cTaHU ¢ HAMH, CBSITe, U IPEAHAYUHAH TOPXKECTBO
maMsTi TBoes > .

ABe My3bIKaAbHbBIE BEPCUH CTUXHUPbI 00BEANHSIET OOLIMIT CAOBAPD YCTOMIUBBIX
HMHTOHAITMOHHBIX $OPMYA BOCBMOTrO raaca. PacrieB HEKOTOPBIX CTPOK COBIIAAAeT
[IOAHOCTBIO: B HauaA€ TeKCTa OOpalljeHIe «IIPUAUTE> PACIeTo IIONEeBKOM POMIa; B
CepeAHHe — AeKCeMa «CeAeHHe> PacIleTa IMOMeBKOM HAKMAKA, 2 Ha 3aKAIOUHTEAbHYTO
CTPOKY IIPUXOAUTCS PacIieB MOMEBOK IIOBOPOTKA U KYAU3MA.

Yro e KacaeTcs MEAM3MATHIECKUX pOPMYA, TO B PaHHEM CITHUCKe C UX IIOMOIIBI0
CA€AQH aKI[eHT Ha OOpaleHNuH K CBATOMY: AUIIO U CTPEABHOCTATENHBIN 060pOT
pacIeBaeT CTPOKY <eMy 5Ke AF0OOBHIO BOIHEM>>, 2 pUTa IIPUXOAUTCS Ha OOpalleHye
«cBsiTe>». B GoAaee mO3AHEM CIMCKe PACIeBIUK aKI[eHTUPYeT Hallle BHUMaHHUe
Ha MPHU3bIB BOCXBAAUTD <«MYAPOTO Aasapsi»: MEAM3MAaTU4eCKUe BCTaBKU (aumo u
cl)I/ITa) BBIAEASIIOT A€KCEMbI B IIeCHEX>» U «BO3oIHeM>». TakuM 00pasom, B AByX
MY3bIKAABHBIX BEPCHSX 33 CUET MEAM3MATHYECKHX BCTABOK YCHANBAETCS IIPU3BIB
TUMHOTpada, HO AGAAETCSI ITO Pa3HbIMU CIIOCOOAMU: B PAaHHEM CIIMCKE My3bIKAABHO
BBIAEAEHBI ABe OAM3AEXKAINYE CTPOKU: «eMY JKe AF000BuUI0 BormeM: ITpunan, cranu
C HAMU >, a B IO3AHEM CITHCKe 00'beANHEHBI AeKCEMbI U3 Pa3HbIX YaCTel IIeCHOIIEHNUS,
00pa3yIOIIIX TEKCT B TEKCTE: «B [eCHeX Bo3omueM>». CAeAyeT 3aMeTHTb, 4TO B 6oAee
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MO3AHEM CITHCKE PaCIIeBIHK, HCIIOAb3YeT MEAM3MATHYeCKHe GOPMYADBI AAS BbIACACHHS
006pallleHHsT K MOASIIIUMCS — < B TIeCHeX BO3OIIHEM>, a C IIOMOMbIO 3BYKOBBICOTHOTO
aKieHTa (pacreB AOCTHIaeT BePUIMHBL — a') BhIAEASIeT O6paleHne K CBATOMY:
«IIpunan, cTanu c HAMH, CBATE>.

ITpoBeaeHHBI aHAAN3 HOTHPOBAHHBIX CIICKOB CAyKOBI cBsiTOMYy Aasapio
II03BOASIET TOBOPUTD YTO, HECMOTPsI Ha TO, YTO CAy>X0a He MOAYYHAA IHUPOKOTO
pacmpocTpaHenus Ha Pycu, pacreBbl ObIAM COBAQHBI C MACTEPCTBOM U BHUMAHHEM K
COAEPIKAHHIO TeKCTOB CepOCKOro ruMHorpada.

Cruxupa-caaBHuk Ha «JTocroan Bo33Bax>» Maaoii Bedepru. I'aac 8.
(PT'B, $. 379 N2 66, A124)
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Cepbickozo 6 pycckoil nesueckoii kuuxcrocmu XVI-XVII exos (MCTOIHUKOBeACHHE, TEKCTOAOTHS,
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HaTaArja BUKTOPOBHA MOCJATHHA

TIECME Y YACT BEAUKOMYYEHUKA KHE3A AA3APA CPIICKOT ¥ CTAPOPYCKUM
HOTHUPAHHMM PYKOITMCHMA

(PE3UME)
ITajcuje, uryman Mmanactupa Xuaanpapa, mokAoHHUO je 1550. roprHe pyckoM 1apy
pyxomuc cayx6e Csetom Aasapy Cprickom (Xpebesanosuhy). Aanac cy mosHara
ABa Ipermca Koja cappxe necme cserty: PHB, Kup.-Bea. 586/843 (ocamaecere
roaune XVI sexa) u PT'B, §. 379 Ne66 (cpeanna XVII Bexa). Crapuju npenwuc je
TNOTITYHUjH, OH CAAPKH CTUXUPE MaAe U Bearke Bedepive (Ha ,Jocroan Bossax“ n
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,Ha CTHXOBIbe"), ANTHjHEe CTHXUPE, CTUXHPY IO [IEAECETOM IICAAMY, CTUXHpE ,Ha
CTHXOBHE" U3 jyTpema, Kao i CBeTHAAH 1 6oropoaudan. OcuM Tora, IoMHmbe ce
H I0jarbe ABa KaHOHA. Y Maal)eM npenucy XuMHOTpadCKH pelepToap 3HAYjHO je
ckpaheH U CAAP>KH CAMO CTUXHPE — ,Ha CAABA" M CTHXHPY I10 IIEAECETOM IICAAMY.

Cse necme cy nponpahene HaneBuMa 3a6eAexxeHIM 3HaMeHOM HoTauujoM (6e3
AOAQTHUX O3HAKa, pyc. IOMeTa), AOK Ce KHHOBAPOM HCIIUCAHe AOAATHE O3HAKe
(momersr) mospemeno cpehy y pykonucy us cpeaune XVII Bexa. Pekoncrpykimja
HaITleBa IlecaMa OCTBAPEHA je PeTPOCIIeKTHBHOM METOAOM.

3a pazanky op Cpbmaka rae cy HoAOOHH yKa3aHH 32 CTHXHPE CBIX MUKPOLIMKAYCA,
ocuM 3a AuTHjHe cTuxupe, y Kupnao-BeaosepckoM pykomnucy camo 3a cruxupe
yHa CTUXOBIE" Y BEAUKO] BedepHU HasHadeH je Moao6aH Apyrora raaca ,Kumu
[IOXBaAbHBIMU BEHIIBI ‘U 32 CBETHAEH — II0A0OaH IpBora raaca ,Co y4eHUuKH upe'.
Kaxo je moxaszaaa aHaAn3sa, y CBaKOM MUKPOLIMKAYCY IIPBa CTUXUPA HACTYIA ¥
CBOjCTBY MEAOAM]CKOT MOAEAR 32 OCTAA€ CTHXHPE.

ApamMaTypruja raacoBa mocaepoBara usrpabena je Ha caepehu HauuH: IpBU raac
HMa YAOT'Y CBOjeBPCHOT MY3HUKOT 3aueAd, Tpehu U IeTu raac, Kao OHU KOjH ce
He ITOHABAAjy, HHTOHALIMOHO U3ABAjajy TPOIIAp U CTUXHPY ,HA CAABA" Ha AUTH]H,
APYTH rAac 0bjepumbyje CTUXHpE BEAUKe Beuepibe, 2 HHTOHAIIMOHA Be3a L[eAOT
ITOCAE€AOBabA PEAAN30BaHA j€ KPO3 OCMH rAac.

Cpeantom XVII Beka, y3 04yBarbe HHTOHALIMjCKIX Be3a C IIPBOOUTHHUM PacIieBOM
Kkpaja XVI Beka, My3HUYKH TEKCT Ce YCAOXHaBa. AHaau3a cruxupe ,[Ipumaure
COOOPBI BepHBIX“ OCMOTa TAACa U3 MaAe Beuepibe IOKa3yje Ha KOjU HA4YUH je
nojan, kopucrehu ce u3paxkajHIM CpeACTBHMA 3HAMEHOT paciieBa, HATAACHO
MpeAHAYMHATEAHH KapakTep IIecaMa.

Kay4HE PEYM: CB. Aasap, CpPIICKU KHE3, CTApOPYCKH HOTHU PYKOIKCH, 3HAMEHO II0jarbe,
3HaMeHa HOTalluja
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ABSTRACT

The article examines the services of Russian and Serbian saints in the context
of the General artistic space of Russia during the period when it remained the
only Orthodox state. A significant number of services to the Roman, Byzantine,
Russian and Slavic Saints written in the most complete Sticherarions with the
subtitle “D’iach’ie oko”, at that chants to Russian and Serbian saints, were created
in Russia. Composers based on Byzantine canons, including the structure of
services, sequence of chants, orientation to common models. One-type artistic
techniques are used in worship services. However, chants differed significantly, as
the singers creatively treated poetic texts using different musical methods.

KeywoRDS: Russian saints, Serbian saints, services, Stichirarions, musical methods.

AHHOTALIUSI
B crarbe paccMaTpHUBAIOCS CAYXKOBI pYCCKUM UM CepOCKUM CBSATHIM B KOHTEKCTE
0611161‘0 XYAOX(eCTBEHHOI‘O HPOCTPaHCTBa POCCI/II/I B TOT HePI/IOA BpeMEHI/I,
KOTAQa OHa OCTaAaCb €eAMHCTBE€HHbBIM HpaBOCAaBHI:rIM FOCYAaPCTBOM. B HaI/I60Ae€

1 nramazanova@rambler.ru
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IIOAHBIX CTI/IXI/IpaPHX C IIOA3arOAOBKOM <<Abﬂ‘{be OKO> 3alIlMCaHO MHO>XXECTBO
CAY>K6 PHUMCKHUM, BI/IBaHTI/IfICKI/IM, PYCCKHM M CAABAHCKHM ITOABUIXHHUKAM,
IIpuYeM NECHOIIEHUS PYCCKUM U Cep6CKI/IM CBATBIM OBIAU pocneTsI B Poccun.
MaCTePOHeBHI}I OMMMPAAHNCH Ha BU3AHTUNICKHE KaHOHBI, BKAIOYaOIIKne COCTaB
CAY>K6, IIOCACAOBATEABHOCTD HeCHOHeHHfI, OPHEHTAIIHIO Ha PaCIPOCTPAHEHHDIE
o6pa3ub1. B CAy)K6aX HCIIOAB30OBAAHCDH M CXOAHBIE XYAOKECTBEHHDbIE ITPUEMBI.
OAHaKO TIIECHOIIEHHNS B HUX CYIIECTBEHHO PAa3AMYAAMCD, IIOCKOADBKY POCIIEBITUKH
TBOPYECKH OTHOCHAHMCD K ITIO3THIECKHUM TEKCTAM HCITIOADB3YS Pa3HbIE MY3bIKAAbBHbIE
CpeACTBa.

KAIO9EBBIE CAOBA: Pycckue csiThie, Cepbckue cBsTble, 6orocayxenue, CTuxupapy,
XYAOXKeCTBEHHbIe IPHeMbI B POCIIeBaX.

B xonne XIV — cepeaune XV BB. TypKaMU-OCMaHAMU OBIAU ITOPAOOIEHEI IIOYTH BCe
npaBocAaBHbIe rocypapcTsa: Boarapus (1396), Cepbus (1459) n Busantus (1453). B
aTHX ycAOBHAX POCCHS 0CTaAaCh EAMHCTBEHHBIM B MUPe IIPAaBOCAABHbIM IJapCTBOM,
COXPAHUBIIHM TPAAUIIUH, CAOXKHUBIIHECS Ha IPOTSHKEHUH MHOTHX CTOACTHIL. B xoHITe
XV-XVI BB. CO3Aa€TCs IIABIH PSIA IIPOM3BEASHHI, IIPU3BAaHHbIX IIPeACTaBUTh Poccuro
KaK AOCTOHHYIO BOCIIPHEMHHUITY IIPABOCAABHBIX CBATHIHD: Beankie Munen Yetnu u
AunieBoi AeTOIMCHBIN CBOA,

B Beauxux Munesx Yernux — coopruke XVI Beka, COCTOsLIEM U3 ABEHAALIATH
KHUI, KOXKAAS U3 KOTOPBIX COOTBETCTBOBAAA OIIPEACACHHOMY MECSITY TOAQ M BKAIOYAAA
B Ce0s1 JKUTHS CBSITHIX HA KKADBI AeHb, TOYJeHH s 1 arloKpubl, MOCKOBCKHE MUTpO-
noAuT Makapuil CTpeMHACS COOPaTh «Bce CBSIThIe KHUTH, KOTOpbIe B Pycckoit 3emae
obperatorcsi» (Kyckos 1989: 203). B ABenapnary kuurax Yernnx Muneit coaep-
KATCSI OTIMCAHMS XU3HH, IIOABUIOB, YyA€C CBSTBIX M MX COOCTBEHHBIE IIPOU3BEACHNS,
COXPaHUBIINECS B APEBHEPYCCKOM KHIDKHOCTH. [ Ipraem KaXXABIF AeHb KaACHAAPHOTO
FOAQ, TIPEACTABACHHDII Ha CTpaHuIaX MuHe#t, 00beAUHSIA B cebe IPASAHMKH H CBSIThIX
PA3HBIX IEPHOAOB UCTOPUH XPUCTHAHCTBA. DTOT TPYA BOIIAOTHA OCHOBHYIO HACIO —
COIIeCTBHE BOGAMHO ITapCTB XpHCcTHAHCKUX. Kak ykaspBasock B [Tocaanuu «x rocy-
AapIo IIapIo U BeAnkoMy KkHasio Vsany BacuabeBudy Bces Pycun> «Bcs XpucTHas-
CKHMSA LJapCTBa IPEUAOIIA B KOHEIlb, CHUAOIIACS B TBOE YAPCHIE0, IO IIPOPOUECKUM
kuuram> (Cununpiaa 1998: 352).

Ho eme 60aee 3puMo 9Ty uA€0 OTPa3uA AuIleBOM AeTOMCHBIN CBOA, 3aKAIO-
4MBIIMIL B cefe BCeMUPHYIO HCTOPHIO «IIpeMeHeHHs (CMeHbl) ApCcTB>». B Hem mepep
YUTaTeAEM-3PUTEAEM B HAAIOCTPALIHSX C KPATKUM TeKCTOM Pa3BOPAYHMBAETCS HCTOPUSA
OT coTBOpeHHs Mupa A0 cepeannbl X VI B. 3aech onucriBaercs u «Hauaro napcrsa
Pumcxoro>, u «Hauaso mapcersa Llaparpapckoro>. Ciopa BKAIOYEHO M OIHCAHHe
3aBoeBanus KoncTanTrHOMOAS TypKaMH, a ucropusi boarapuu u Cepbuu Bocpo-
M3BOAUTCS Ha OCHOBAHHM )KUTHUH CBATBIX.

He ToABKO KHMIH, HO M APYTHE BHABI XyAOXKECTBEHHOM AeSTEABHOCTH OAMIIe-
TBOPSAHU 9Ty HACI0. B XpaMoBOM 30AueCTBe HAES «COIECTBUS BOGAUHO IJAPCTB
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XPHUCTHAHCKHX> BOIIAOIAAACH YePe3 CTPOUTEAbCTBO MHOTOIIPECTOABHBIX XPAMOB,
nopo6usIx xpamy IToxposa Boropoaunst Ha PBy 8 MockBe?, rae KaXXABLI IPUAEA
MPEACTaBASIA COOOM CAMOCTOSITEABHYIO LIepKOBb. L]eHTpaAbHBII XpaM COOPY-KeH B
gecrb IToxposa Boropoauiibl, BOKpyr KOTOPOTO IPYIITHPYIOTCS OTACABHbIE IIePKBU
B yectpb: Csiroit Tpounsr; Bxoaa Tocriopns B Mepycaaum; o6pasa Hukoast Bean-
kopernkoro; Tpex xoHcTanTHHONMOAbCKUX IlaTpuapxos: Aaekcanapa, MoanHa u
ITaBaa Hosoro; I'puropus, mepsoro emnuckorna ApMsSHCKOro; MydeHnkoB Kunpuaxa
u Mycunsy; npenopo6usx Asekcanapa Cupckoro u Bapaaama XyTeiHckoro; pasme-
IEHHbIe HA OAHOM OCHOBAHUH-TIOAKAETE, U IIPUACA B uecTb Bacuans BaaxenHoro,
IO MIMeHH KOTOPOTO XpaM MOAYYHA BTOPOe, 6oaee n3BecTHOe HasBanue (MaAnHOB-
cKkmi1 1992: 89). BmecTe ke OHH, CO3AQHHDIE BO MM [}ePKOBHBIX IPA3AHUKOB HAH
CBATBIX, IPOCAABHUBIINXCS B XPUCTUAHCKIX TOCYAAPCTBAX, B YUCAO KOTOPBIX BOIIAQ H
Poccus, cocraBasau eArHOE ITeA0e. 3AeCh, KaK M B APYTHUX MHOTOIIPECTOABHBIX XPaMaX,
HOCTPOEHHBIX 110 THITy I IoKpOBCKOro, MBICAD O COIIECTBUH ITPAaBOCAABHBIX IJaPCTB H
IPaBOCAABHBIX LjepPKBei BOGANHO Ha 3eMASIX MOCKOBCKOTO LJapCTBa 0OpeTasa 3puMyIo
dopwy.

Croab e 3pHMO 9Ta HAes BOTIAOIAAACH B UKOHOMHCH. OOpasbl pyCCKHX U CAABSIH-
CKHX CBSITBIX CTAAM BKAIOYATBCSI HE TOABKO B OOIIHIT KOHTEKCT MKOHOIPagHU XPAMOB.
Oxnu BomIAM B MHOTOQUIypHbIe KOMIO3UIIUH HAPSIAY C M300paXKeHUSMHU CBSTHIX
HOABIDKHUKOB BpeMeH PumMckoro u KorcranTHHOIOABCKOTO IIapCcTB. Bo Bropoii moso-
BuHe XVI B. IOSBUAOCH MHOXKECTBO HKOH, Ha KOTOPBIX boropoamria ¢ MaapeHIeM
uan Crac npeacraoT B okpyxenun Hoanna Aamackuna u Kupuasa Beaosepckoro,
Huxonast YyporBopua u Ceprust Paponesxckoro, Huxurer Hosropopckoro u EBaoxun
BEAMKOMYYEHHUIIbI 1 T. A.* BMecTe ¢ pyccKuMuU CBATBIMU 1 OHOAEHCKHAMU MepCOHAKAMU
usobpaxaercs u CasBa CepOckuil.

B urcao mop06HOTo poaa MAMSTHHUKOB BOIIAH U IIPOM3BEAEHHS e PKOBHO-TIeBYe-
CKOT'O MCKYCCTBA, 3aKAIOUEHHbIe B HOTHPOBAHHOMN KHHUre CTUXHpPAPh MeCAYHBIH
(vuneitnsiit).* B xonne XVI-XVII 8. [TosBastorcs CTUXupapH, B KOTOPBIX «I0XBa-
ABHBIMH CAOBECHI> BOCIIEBACTCS MHOXKECTBO IIOABIDKHUKOB PuMckoro u BusanTuii-
ckoro rfapcTB. Kazaaoch Obl, B 9TOM HET HUYETO YAMBUTEABHOTO, TAK KAK ITeCHOIEHHUS
MM 3aIIHChIBAAMCH B HOTUPOBAHHBIX pyKonucsx, HaduHas ¢ X1I 8. Opnaxo B XVI Bexe
UX KOAUYECTBO, II0 CpaBHeHMUIO ¢ ApeBHepycckuMu Cruxupapsimu XI1-XIV Bexos,
3HAYUTEABHO paciuupsiercsi. EcAn 06paTUThCst K ApEBHUM PYKOIIHCSIM TO MOSKHO OOHa-
PY’KHTB, YTO B HUX IT€CHOIIEHH MHOTMM PHMCKHUM U BU3AHTHHCKUM IIOABIDKHUKAM,
9bM IMeHA HMEAHCH B I[ePKOBHbIX MeCAIIeCAOBAX, OTCYTCTBOBAaAM. UTO Jke KacaeTcs

2 MccaepAOBaTeAU HA3BIBAIOT HECKOABKO COGOPOB, 0GbeAMHSIOUECS B OAHY THIIOAOTMYECKYIO IPYIIITY
¢ cobopom IToxposa Ha Py — cobop Bopuca u Ine6a 8 Crapure, Caco-ITpeo6paskenckuii cobop
CoAOBeIIKOTO MOHACTHIPS U Ap. (CM. 06 aTOM, Harpumep, BaTaroB 1993: 103-141).

3 OT0 0cOOeHHO HArASIAHO AeMOHCTpUpYIoT ONMKICH UMYIecTBa MOHACTHIPEIL. (em., HarpuMmep,
Amurpues u Illapomasos [cocr.] 1998: 352—359).
4 MccaepoBannem Cruxupapeit 3aHMMaAnCh: Pamasanosa i Xauanbsia 1988; Ceperuna 1992; Bacuank

(Xomenko) 2000; 3a60a0THas 2001; Pamasanosa 2004; [TaHueHko 2006; MUHYEHKOBA 2014: §7—77.
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PYCCKHUX CBATBIX, TO B PAHHHUX PYKOITUCSX GHKCHPOBAAUCH ITECHOTICHHS TOABKO KHS35IM
Bopucy u Ineby u mpm. Peopocuro INevepckomy. Aumms Ha pybesxe XIV-XV crosernit
B CTHXHpapH BBOASTCSI HOBbIe UMEHA PYCCKHMM CBSITBIM. IIpudeM B psiae caydaes B
PYKOIHCSIX HOSIBASIFOTCSI TOABKO YKA3aHHSI Ha ITPa3AHOBAHMUE TAMSTH TOTO, HAU HHOTO
CBATOTO, AU 3aITUCBIBAETCSI IO HECKOABKO ITECHOIIEHUS M 3a9aCTYI0 OCHOBHAsI 4aCTh
TEKCTOB IIPEACTaBAEHA 0e3 HoTaruu.”

B nieaom, Ao cepeprrbr XVI B. B HOTHPOBaHHbIE PYKOIINCH BXOAMAH TIECHOTICHUS
TOABKO M30PAHHBIM PYCCKUM CBSITBIM, HO C 9TOTO BpeMeHU UX KOAMYEeCTBO 3HAYH-
TEABHO BO3PACTAET, YTO OBIAO CBA3AHO ¢ IepKOBHbIME CoOOpaMu 1547 U 1549 IT, Ha
KOTOPBIX 6bIA0 KAHOHU3UPOBaHO MHOXKeCTBO pycckux cBaThix (PT'B, Boaok. 63).° A k
KOHITy Beka (Ko BpeMeHH yupexaeHus narpuapuectsa B Poccun) B CTHXHpapy BKAIO-
JaIOTCst H0Aee 9O CAYXKO PYCCKHM CBSTHIM U IpaspHuKaM. Kpome Toro croaa BHOCSTCS
Y [IeCHOTIEHHUSI 11-TH CAABSIHCKHM CBSITHIM, 6 U3 KOTOPBIX — CepOCKIe MOABIKHHUKH.
O61mee sxe KOAUIECTBO CAYXKO COCTABASIET OKOAO 600. IHBIMY CAOBAMU ITOSIBASIFOTCSI
Cruxupapy, coaepiKalye IOAHBIN FOAOBOM KPYyT HOTHPOBAHHBIX CAYXX0. Boaee Toro,
Ha KOKADIN AeHb KaA€HAAPSI IIPUXOAUTCS He OAHA, & ABe-TPH CAY>KObL

Hapo cxazats, 4To paseko He Bce CTUXHpPApH 9TOTO BPEMEHHU COAEP>KAAH TaKoe
KOAM4eCTBO CAYx0. COXPaHHAVCH AHIID 2 TAKHX TOAHBIX CTHXHPAps], AATUPYIOLIHXCS
pybesxxom XVI-XVII BB. Opun u3 nux xpanurcs B Caukr-Ilerep6ypre, B Poccuit-
CKOM HalJMOHAABHOM 6ubAMOTEKE (PHB, Kup.-Bea. 586/843), BTOpOI — B Bubano-
Teke AKapeMUHU HayK (BAH, Crpor. 4.4.).

A B cepepunre XVII B. cozpaercst yeTbIpexTOMHBIE CTUXHpPaph, B KOTOPHIA BOIIAH
ellje HeCKOABKO CAY>KO HOBOIIPOCAABAEHHBIM PYCCKHM CBSITBIM, PacIIHpUB 0bIee
KOAMYECTBO HOTHPOBAHHBIX ITOCACAOBAHMI CBSTHIM M MPA3AHUKAM AO 635. DTOT
4eThIPEXTOMHHUK XpaHuTcsi B Mockse B Poccuiickoit rocyaapcTBeHHOR O1bAanoTeke
(PTB, ®.379 [A. B. PasymoBckmit), N 63-66). Ckopee Bcero, ykazaHHbIMUA CTHXHpa-
PpsIME paboTa pOCIIEBIIMKOB U COCTABUTEAEH He orpaHmduBasack. O6 aToM cBUAeTe-
ABCTBYeT, HAITpUMep, CYIIleCTBOBaHHEe OYeHb OAHOTO CTHUXUpapsl ePBO MOAOBHHBI
XVII B., HO OXBaTHIBAIOLIETO TOABKO OAMH MeCSI — OKTSIOpD, B cobpanuu Tpourie-
Cepruesoit AaBpsl PoccHIICKOI TOCYAQPCTBEHHOM OHOAHOTEKH (PFB, . 304.1.443).
Bo3MOxHO, B 3TO BpeMst Obiau co3panbl CTUXHpapu Ha K&KABLA MeCSIL] TOAQ, HO O
CYIIIeCTBOBAaHHUHU APYTHX IIOKA HUYEro He H3BECTHO.

Bce Hauboaee moansie CTUXHPAPH UMEIOT II0OA3aTOAOBOK «Absidbe OKO>, XOTSI
He BCe KHHUTHU C TAKHM ITOA3aTOAOBKOM SIBASIFOTCSI TOAHBIMU. IIpu cocTaBAeHHM
6oaee kparkux CTUxupapei IUCIbI PYKOBOACTBOBAAHCH COOOPasKEHHSIMH 1IEA€BOTO
HasHavyeHHs pykonuceit. OHU BBIOUPAAY U IIEPEIHCHIBAAU TO, YTO UM OBIAO HEOO-
XOAMMO, IIPX 3TOM 3aMMCTBYS U3 KHUTU-00pasia i ero caMoHasBanue «CTuxapaasb
MECeYHOH, MXKe eCTb Absidee OKO>, IPOU3BOAHBIN OT HA3BAHUS HEPYCAAMMCKOTO

5 Cwm., manpumep, Cruxupaps. Brop. moa. XV B. PI'B, ®. 304.1.408; xonrra XV B. 304.1.409 u Ap.
6  HccaepoBaTeAn Ha3bIBAIOT HECKOABKO COOOPOB, 00beAUHSIOINECS B OAHY TUIIOAOTHYECKYO TPYILILY
ccobopom ITokposa Ha PBy — cob6op Bopuca u I'neba 8 Crapure, Craco-IIpeo6paxkenckuit co6op

CoaoBenkoro MoHacTbips 1 Ap. (cM. 06 9ToM, HanpuMep, Bataos 1993: 103-141).
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YcraBa «Oxo 1jepkoBHOe>. DTOT YcTaB 6b1A mepenucan 8 KoncranruHomoae mpi.
Adanacuem Bpiconkum B 1401 T., a 3aTeM BBeACH B PYCCKYIO PakTHKy. B YcraBe Bcaep
32 9THM Ha3BaHMeM ObIA 3aIIUCAH CACAYIOIUII TEKCT: « ... 6ec Toro 60 (Yerasa «Oxo
LIepKOBHOE » ) MHSANCS UCIIOAHSTH IPABHAO LIePKOBHOE, B HEBEACHUH, KO BO TMe
IIATaeTCs TAaKOBbIM>. A B CTUXHpape 3a oIpeseAeHHeM « AbsSube OKO> CAEAOBAAO:
«...6ec Tos1 60 (xHuru CTHXMpaph) MHSIIECS IIeHHe HCIIPABASITH, KO BO TMe IIaTa-
torcsi> (Pamaszanosa u XavaHbsH, 1988: 64).

TakuM MoA3aroAoBKoM Hanbosee moaHsie CTUXHPAPH HAAEASIAUCD B CBSI3H C
TeM, YTO OHM PErAAMEHTHPOBAAM TIOCAEAOBATEABHOCTb HOTOCAYKEeHHMS B IIpOIiecce
@XKeAHEBHBIX CAYKO, B COOTBETCTBUH C TPeOOBAHMSIMU YCTaBa,  TAKOKe, YTO OCOOEHHO
Ba)KHO, COOTBETCTBOBAAM MeCAILeCAOBHOMY paspeAy Ycrasa. Taxke kak u B YcTaBe,
B Cruxupape «/Absgdee OKO>» COACPIKAACSI MaTePHUAA, IIO3BOASBIINI BCTIOMUHATD O
CBSITBIX IIPABOCAABHBIX TOABIDKHUKAX B TeUeHHe Bcero ropa. M, mopo6Ho Tomy kak
«Oxo 11epKOBHOE» AOAKHO OBIAO HACTABASTD CBSII[EHHOCAYXXUTEACH IIPH OTIIPa-
BACHHH IIepPKOBHBIX 00PSAOB, 00pa3ioBbiil CTUXHMpaph ObIA MPU3BaH HAIIPABASTD
IeBYMX HA BEPHBIH ITyTh B 60TOCAY)KeOHOM MEHUH.

B rjeaoM, B Takux CTHXHpPapsIX BOCIIEBAAOCH BOMHCTBO HeOeCHOE, BKAIOYAoIee
PHUMCKUX, BU3AHTUHCKHX, PYCCKHX, H CAABSHCKUX TOABWKHUKOB, IIPOCAABUBIIMXCS B
CBOMX CTPaHaX, U CTaBIIMX AAd Pycckoit seman 3acTymHuKamu epep Borom.

PuMckas uMnepus mpucyTCcTByeT B Mecarecaose CTuxupaps «/Absdee OKo» U
KaK XPUCTUAHCKUIT CUMBOA (SI3bI4eCKOe «I}APCTBO>, B KOTOPOM BO3HHKAO XPUCTH-
AHCTBO), M KAK MECTO 3eMHOTO TIPeObIBAHNS U [IOABUTOB CBATHIX. CBSATbIE, YbH IPA3A-
HecTBa BKAIOYeHBI B CTHXUpPAph, ABASIOTCS MPEACTABUTEASIMU CaMBIX PAa3AMYHBIX
obAacTel, IPOBUHIUI K TOPOAOB orpomHoit Pumckoit umnepun: Mraaun, Kanma-
aoxun, Cupuu, Bupunum, Erunta, Apmennn, Aurnoxun, Kecapun, AaekcaHapuy,
Adun n MH. Ap. Bomau B CTUxupaps 1 CBSITbIE, YbU IIOABUTH OBIAU CBSI3AHBI C CAMHM
ropopoM Pumom. B ux uncae mydennnust Bepa, Hasexxpa, Ar0608b 1 Mats ux Codus,
Escraduii ITaakupa co cBoelt skeHOH 1 YapaMu. B uncae CBATBIX eCTb M pUMCKHIL BOUH,
6piBIIMi y Kpecta [ocmoprs u npusHasmmit B pacmsitoM HMucyce Coina boxbero —
Aonrun cornux (Kannapokuiickuit), yBepoBaBIIuil 1 IPUHABIIMI My4eHHs 32 TO.
EcTb cpean HUX U Manbl pUMCKHUe, BO3TAABASIBIINE XPUCTHAHCKYIO LIEPKOBb AO ee
Pa3AeAeHHUS Ha IPaBOCAABHE M KATOAMYECTBO — KAMMEHT, CIIOABI)KHUK armocToAa
ITaBaa, I'puropuit Beaunxuit — ABoecaos, Maprun Mcnosepnnk, Pumcxmit mama Aes I
(Ha3sBaHHDII1 3peCh AeOHTHEM), CBSIEHHOMYYEHHK elMcKom MInoAnT, nMeHyromuiics
B pyxomucy Pumckum manoit. B Cruxupaph BkAIOUeHb! 1 HecHoIeHus Prvckomy mare
CuabBecTpy, KOTOPBIH IT0 IPEAAHUIO KPECTHA IIepBOr0 XpHCTHAHCKOTO aps Koncran-
THHA, X COTAACHO BOA€ KOTOPOTO, 6eAbIit KAOOYK — CUMBOA BBICIIEH IIepKOBHOM BAACTH
— 614 mepepan B Poccuio.

Bce mepeuncaenHble CBATbIe HMEHYIOTCA [IO-Pa3HOMY, U AUIIb B HEKOTOPBIX
HMeHax — IpenoAobHbix Meaanuu PuMastubiny, Kacciana PuMasiauza; MydeHHITbL
Amnacracun PUMASHDBIHY, 3aKpeIIMAOCH OTIpeAeAeHHe, IPOYHO CBA3bIBAIOIEe UX C
Pumom. Bee onm, popusmuecs B Pumckoi uMmmepun u IpOCAABUBIIHECS TaM CBOUMU
MIOABUTAMH, BOCIIEBAIOTCS B IIeBYECKOM KHUIe, CO3AAHHOM U ITPeAHA3HAYeHHOM AAS
6orocaysxenus B Poccum.
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Csou pumasie 6b1aM U y Poccun. OpnH u3 HuX — BoMH MepKypuit, IpUIIeAIHit
u3 Puma pas 3amuTsl ropopa CMOAGHCKA OT TaTap U MOTOMY IOAYYMBIIME UM
Mepxkypust CMoAeHCKOTo. ApPyroit — IpemnoAOOHbIi 0CHOBaTeAb MOHACTHIpst B HoBro-
POACKOM 3eMA€ TaK U HIMEHOBAACA — AHTOHMI PUMASHUH.

B >KUTHAX ¥ TIECHOTIEHHSIX UM MaAo 061riero. KasxAbIit 13 HUX CTaA TOKpOBHUTEAEM
oIpepeAeHHOTo ropoaa: AnTonuit — HoBropopaa, Mepkypuit — Cmoaencka. [Tpunaa-
AEXAT OHM K PA3HBIM AUKAM CBSITOCTU: OAMH — IIPEMOAOOHBIN, OCHOBATEAD U CTPO-
UTEeAb MOHACTBIPS; APYTOH — My4eHHK, BOMH. B cOOTBeTCTBHU C 9THM pa3AnuyaeTcs
M COAEP)KAaHUe [IeCHOIIEHHUI ABYX CAY>K0. B mepBoit ommchiBaeTcst ero myremecrsue
AHTOHHS Ha KAMHe U BOCXBAASIIOTCA A€SHHS CBATOTO B MOHACThIPE, BO BTOPOM —
HOABHTH B 60pbbe ¢ 3aBoeBaTeAsiMu. IIpu BceM 9TOM MeXAY CAY>KOAMH eCTb HeKast
06uHOCTD. MIX 06 ANHSIET PUMCKOE IIPOHCXOKAEHHE CBSTBIX.

3ameTHM, 4T0 AHTOHMI 1 MepKypuil He SIBASIOTCS €AMHCTBEHHBIMHU CBATHIMH,
MPOMCXOAUBIINX M3 YyXKHX — He POCCHICKUX 3eMeAb. V13 HeMerikoro ropoaa Arobexa
npuirea B Horopop, a 3atem nepe6paacst B Beankuit Yerior cHagaAa KyIrely, moTom
MOHaX, a 3aTeM I0POAUBBIH, MounTaromuiics kak IIpoxonuit Yerroxckuii. Ipemno-
Ao6ub1it Eppem HoBoTopskckuit 6614 popom «yrpun>» (Benrp), a [TckoBckuit KHA3D
AosmoHT 6exxaa Bo Ilckos 13 Autsbl. IIporcxoskAeHHe CBATOTO He BAMSAO HA €ro
IOYUTAHHE B TOM HAU HHOM rocypapcrse. Tak, Beauxomydenux Moann CoyaBckuit
poaoM 6b1a rpek u3 TpamesyHpa. OH HUKOTAQ He KA Ha TeppUTOpUK MOAAABCKOTO
KHSDKECTBA, HO IIOCKOABKY B 1402 I. eT0 Momu 6biau nepepanst B Couasy (HbiHe
Pymbinus), rae Ipuropuit Llambaak Hanucaa XXuTHe eMy Ha IiepKOBHOCAABSHCKOM
a3pike, MloanH craa mokposuTeseM MoAAABCKOTO KHAXKECTBA, a 3aTeM — PyMbIHuH.
Cay»x6a aTOMy cBTOMY Taioke Bomaa B CTuxupapb «Absiube oko>. CymecTsyeT
uxoHa XVII Beka, rae oH u300pakeH c rapesrndeM FBaHoM MuxafiaOBHIeM — CHIHOM
pyccxoro naps Muxanaa PepopoBuya, yMepIINM B S-AeTHEM Bo3pacTe. BeposaTHo,
VBan MuxaifAOBUY ITPH KPeIlleHUH ObIA Ha3BAaH BO HMSI PyMBIHCKOTO CBSITOTO.

I'peueckoe rjapcTBo nau HoBbiit PUM B peACTaBAEHHHM HAIIHX IPEAKOB OBIAO
OTpeAeAeHHeM MHPOBOIO XPUCTHAHCKOTO 11apCTBa, CO3AAHHOTO UMIIEPaTOPOM
KoncTanTHHOM, TaK Kak IMEHHO BO BpeMsI €To IIpaBAeHHA B PUMCKOH HMITepyry Hauy-
HAeTCs AeTAAbHAS M AKTHBHAS )KU3Hb XPUCTHAHCKOM 1lepkBH. IIpu HeM XpHcTHAHCTBO
OBIAO BO3BEACHO B CTEIIEHb TOCYAAPCTBEHHOMN PEAUTHH, IIPH HeM ObIA CO3BAH IIePBbIit
BceaeHckuit (Hukelickuit) co60p, a eNMCKOI CTaA IMEHOBaThCs maTpuapxoM. O6pa-
30BaBlIeecs B 395 I. M3 BOCTOYHOM YacTu PHMcKoit MMIIepHH rocypapcTBo BusanTus,
HAa3BaHHOE I10 UIMEHH FOPOAQ, ObIBIIIEro paHee Ha MecTe KOHCTaHTHHOIOAS], yHACAEAO-
BAAO ¥ Pa3BHAO XPUCTHAHCKUE TPAAUIIUH, YKPETIASis AOTMaTUYeCKHe YYeH s IIepKBHU.
VimenHo BusaHTus 6p1Aa CO3AQTEABHULIEN U «XPAHUTEABHHUIIEH BBICIIEH 3€MHOM
KyAbTYpbI> (BaacoB 1999: 170). OHa pAaAa MUPY IPOHM3BEACHNS M IMeHA XPHCTUAH-
CKMX NUCaTeAeH, IOITOB U My3bIKaHTOB. I, IOCKOABKY BCe OHM TBOPHAU Ha Ipede-
CKOM 5I3BIKe, U1 SI3bIK 9TOT OBIA S3BIKOM XPUCTAHCKOTIO FOCYAAPCTBA, B ADEBHEPYCCKHX
UCTOYHUKAX BusanTuiickas uMmnepus uMeHyeTcs LapcTsoM I'peveckum nau Ipeve-
CKOM CTPaHOM.

I'peveckoe rrapcrso B Cruxupape us pykomnucu Kup.-Bea. $86/843 npeacraBaeno
O4eHb IHMPOKO. B MecsIiecA0Be KHUTH, HAallpHMep, BCTPeYaroTCsl UMeHa MHOTOYHC-
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A€HHBIX KOHCTAaHTHHOTIOABCKHX (LIRPErpaACKHX) MATPHAPXOB, YIPABAABIINX KOHCTAH-
THHOIIOABCKOH LIepKOBBIO CO BpeMeHH npaBaeHus aps Koncrantuna Beauxoro ao
Broporo aecatuserust XIV B. To — nepsbiit narpuapx Murpodan (+ 326 r. mpasa-
HoBaHue 4 nions),” [Tasea (+ 350 I., mpaspHoBanue 6 Hos16ps), Poma (+ 610T. — 19
mapra)®, Hukupop (+ 828 I. — 2 MIOHS, OTMeUeH TaKKe AeHb IPEeHECEH S MOILeH eTo
846T. -3 MapTa),9 Medopuit (+ 847 1. — 14 I/IIOHH),‘ Adanacuit (+ IOCAE 1311 T. — 24
okTs6ps). Ha 0AHY AQTy 30 aBrycTa IPUXOAUTCS IIPAsAHOBaHUE TAMATeN ellle Tpex
KOHCTaHTHHOIOABCKUX NTATPHApX0B — Anekcauppa (+ 340 1.), Moanna (+ 5951.) n
ITaBaa Hosoro (+ 784 I.), XOTS yIpaBAeHHe UM KOHCTaHTHHOIIOABCKOI I]EPKOBBIO
MPOUCXOAMAO B pasHble meproAbl Bpemenn. '’ Ilarpuapxamu B CTuxupape Ha3BaHbI
u [puropuit Borocaos (+ 389 r. — 25 ssuBaps), u Tapacuii, (+ 806 . — 25 despaas),
KOTOpPbIe B COBpeMEHHOM 1LepKOBHOM KaAeHpAape U B «IloaHOM MecslecaoBe
Bocroka» apxuen. Ceprus (1901) yHOMSHYTHI B caHe apxuenuckonos. Koncrantuso-
MOAbCKUX CBATHIX M CBATHIHH IJAPCTBEHHOI'O IPAAA MIPEACTABASIIOT TAK)Ke apXHEIHCKOIT
Uoann 3aaroyct (+ 407 I. — 13 HOS6Ps) U pa3AHOBaHKe [lePeHeCeHNs «BO3Bpa-
IeHUsI > MOIIeN ero (438 I.—27 HHBapH) , AHApeii, 'opopuBbiit Llapsrpasckuii (+ 936
I. — 2 OKTA6ps 1 28 Mas) ' u npaspruk O6noBAenus Llaperpaaa (11 Mast), orcyrcTBy-
IOIIHI B COBPEMEHHOM IIepKOBHOM KaAeHAape.'”

I'AaBHBIMU NTPEACTABUTEASIMH LJapCTBa [peyeckoro ABASIOTCSA PaBHOANIOCTOAbHbBIE
KoncranTun u Eaena. B Cruxupape KoncranTuH BocneBaeTcs Kak YyAOTBOpeI,
MMM BaKHelIIee 3HaYeHUe AASL PYCCKUX ITapell U pycckoi 3eMAan. B cruxupe
Ha CTUXOBHE 7-TO TAACa eCTh CAGAYIOIIHE CTPOKHU: «3eMAIO PYCKYIO BECEASIITH YI0OAECO
TeyeHMH, KOHCTAHTHHA IIpeMyAparo BOCXBAaAMMO M BOCIIO@MO IAAQTrOAOIE: PAAYHC
IJapeMb PYCKbIMO [I0XBAAQ, U BOMHOMO IIOCOOA€HNUE, 1 BAPBAPOMO TOOEXKAECHHE, U
rpaAy HaleMy yTBepiKeHHe>. 3AeCh B IOITHYECKOM TeKCTe CTUXUPBI YIIOMHHAIOTCS
u umreparop KoHCTaHTHH, B pycCKUe IJAPH, U PYCCKHI TOPOA,

B necnonenusax Cruxupaps KoncranTun u EaeHa, «3eMAI0 CBATHIMB Kpelje-
HHeMD IIPOCBETUBOIIE>, CO3AAIOT HeKOe HACAAbHOE 3eMHOe XPUCTHAHCKOE IIAPCTBO
o 06pasy u mop06uIo apcrBa HebecHoro. A Ha Pycckoil 3eMAe HX IIpeeMHHKAMH,
T. e. CO3AQTEASIMU HOBOTO XPUCTHAHCKOTO LAPCTBA, CTAHOBATCS KHs13b Baagumup (B
cBsiToM Kpemenny Bacuawnit) n kusruss Oasra (Eaena). UTo co6CTBEHHO 1 OTpakeHO
B TeKCTaX CTUXMP CAY>KObI BAaAMMUpY, rae pycckuii KHsI3b HasBaH BTopbhiM Koncran-
THHOM.

7 B pyxomucu 3a$pUKCHPOBAH CBETHACH eMY.
8 B cospemennom nepxoBHOM KareHpape npaspHOBaHME eMy — 21 MapTa.
9 B pykommcu AaHO TOABKO yKa3aHue 63 [eCHOIEeHHIL.

10 DTO 0CO6EHHO HarAsIAHO AeMOHCTpUpyIT ONHCH HMyIjecTBa MOHACTHIpeit. (CM., HampuMep,
Amurpues u llapomasos [coct.] 1998: 352-359).

11 Mccaeposanuem Cruxupapeit 3aHuMaanch: Pamasanopa u Xavanbsn 1988; Ceperuna 1992; Bacuank

(Xomenko) 2000; 3a6oaoTHas 2001; Pamasanosa 2004; [TaHueHKo 2006; MuHYeHKOBA 2014: §7—77.

12 Cwm., Hanpumep, Cruxupaps. Brop. moa. XV 8. PI'B, ®. 304.1.408; xonna XV B. 304.1.409 u Ap.
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Mex Ay BUBQaHTHICKUMU M PYCCKMMU PaBHOAIIOCTOABHBIMH CBSTBIMHU CYIIIeCTBYeT
B3aUMOCBS3b, IPOSBASIOIASCS HE TOABKO B CXOAHDBIX A@SIHHAX — IPUHATHE XPUCTHAH-
CTBA KaK ANHO¥ BepbI B KAKAOM 13 rocyaapcTB. F1 B TOM, B B ADYTOI1 CAyXOe $ury-
pupyerT mapa nepcoHnaxei. bosee Toro u BusaHTHNCKas UMIEPaTPUIIA, K PyCcCcKas
KHSATHHS HOCST OAHO H TO JKe XpUCTHaHCKoe uMs Eaena. 1 B ToM, u B Apyrom caydae
MEXAY NePCOHAXXaMH CYIIIeCTBYIOT POACTBEHHbIE OTHONIEHHUS: BU3aHTHICKas Eaena —
marb umneparopa Koxcrantuna, pycckast Eaena (Oabra) — 6a6ymka (<«<mpamarepn> )
k35 Baapumupa. ITpudgeM B TeKcTax 06eHX CAY>KO POACTBEHHBIE CBSI3U BBIPAXKEHBI
B cxopHO# popme: «KoHcTsHTHHE 1japio 6aarodectuse cb EAeHoOI0 MaTeppio 6oro-
MYAPOIO> (CTHXMpA Ha CTUXOBHE, TAAC 6) — B OAHOM CAYK6e, M «BbI IBUCTeCs 60ro-
BeHYaHHHMH BO UCTHHY. Baapnmupe u co npamarepuio Exenoro» (cBermaen, raac 2)
B APYTO#1. DTa CBSI3b TO3BOASIET CO3AATEAIO CAYXKOBI CB. BAAAUMHUDY 3aMMCTBOBATD
necHoneHus cAyx6s1 Koncrauruny u Eaene. ITopoOue AesIHHIA, CIOXKETHBIX CUTY-
anuit, o6mHoCTh raacosoit chepsr (U B TOI, U B APyTOit cAyK6e MpeobAaAIIUME
ABASIIOTCS 4-11 1 8- TAACBI) — BCe 9TO MO3BOASAO UCTIOAB30BaTh OAHH U T€ Xe TIeCHO-
IIeHHsI B PA3HBIX CAY>KOAX, OPraHUYHO BIUCHIBAS MX B OOLIMIT KOHTEKCT.

IapcrBo Boarapckoe mpeacraBaeHo cayx6amu mu. ['eopruto Hosomy, np.
HMoanny PpiabcKOMY M ITPa3AHHKOM B YeCTb IpeHeceHus Mome# csT. Maapuona
Merauncxkoro B TeipHOB. A japcTBo Cep6OcKkoe — IMeCHOIEHUSIMU B 4eCTh CBTUTEACH
Cassbt [ u Apcenus, npn. Cumeona Muporouusoro (Crepana Hemann), kopoas
Cep6cxoro Credana, k. Aasaps u npr. ITapackessi (ITerkn).

ITosiBA€HME CAABSIHCKHUX CAYXO Ha PycH, 6e3yCAOBHO OBIAO CBSI3AHO C TAK HA3BIBA-
€MbIM BTOPBIM I0)KHOCAABAHCKUM BAMsAHMeM. B XIV Bexe passuBaroTCs TeCHbIE CBA3H C
Adonom, Oxpuackoit apxuenuckonueit, BropsiM boarapckum napcrsom u Ieuckum
narpuapxaroM. Ilpuimeannre 13 105KHOCAABSHCKUX 3eMeAb KHIDKHMKH IIPUBE3AM C
CO0OI1 M TEKCTHI CAYKO CBSTHIM. ECAM rOBOPUTD TOABKO O CEPOCKUX CBSTHIX, TO B
COBpeMeHHbIe MHHEH BKAIOUEHBI 60Aee 20 CAYKO uM. OAHAKO AAAEKO He BCe OHH
BocxopsT K XIV — XV B. Ho HecKOABKO cepOCKUX CBSTHIX ObIAM H3BeCTHBI Ha Pycu
eme B XV B. B cepepnne XV Bexa AAsT 060CHOBaHHS 3aKOHHOCTH aBTOKepaAlH
Pyccxoit 1iepkB1 MOCKOBCKHE KHIDKHUKH 0OPATHAKCH K HOATapCKOMY U cepOcKoMy
OIIBITY MPOIUABIX CTOAeTHIL M1 6140 HarmcaHo «CkasaHue 0 60ATapCKoit 1 cep6-
CKOI1 MATPHAPXUAX >, HOMEI]eHHOe B KaUeCTBe IIPEAMCAOBUS K HEKOTOPBIM CITHCKAM
xopmueii (cC60PHUKY LePKOBHBIX M CBETCKHX 3aKOHOB — rped. Homoxanon, Beas-
KOBa 2000: 139—161). 3HAYUTEABHYIO YaCTh ITOTO TEKCTA COCTABHAO XXHTHUE CBATH-
Teast CaBBbI, 3aMeYaTeAbHOE TeM, 4TO €T0 ABTOP SIBHO He 00PAIAACS K AUTEPATYPHBIM
HCTOYHHUKAM, a TOAb30BAACS YCTHBIMHU ITPEAAHUSAMH, BO3MOXKHO, ap OHCKOTO IIPOXC-
xoxaeHuA. C 9TOro BpeMeHH MOXKHO FOBOPHTD O SIPKO BHIPAXEHHOM HHTepece Ha
Pycu x AMMHOCTH IIepBOTO cepbCKOro apxuenuckorma. [TapasreAbHO IPOUCXOAUT
«PpacmpocTpaHeHHe CAYXKObI CBTOMY B PyCCKHX HEHOTHPOBaHHbBIX MuHesx. Kak
orMeTuA A. A. Typuaos, «k KoHITy croaeTus Mockosckas Pych BrioAHe oco3HaeT
ce0st HACAGAHHIjeI BCETO IIPABOCAABHOTO MHpa. M 3Ty poAb IpU3HAAH 32 Helt ApyTHe
IpaBOCAaBHBIe CAaBsiHe. B croamiy 6yaymero Pycu mpubsiBasu 3a HHAHCOBOM
IIOMOIITbIO IOCOABCTBA AP OHCKHMX MOHACTHIPEH i IIOTOMKOB CepOCKHIX AeCIIOTOB
auHacTHM bpankoBuyed, )xuBmux B BeHrepckoM KOpoAeBCTBe, — 3HAKOMCTBO C
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nountanueM cB. CaBBbI eCTECTBEHHBIM 00Pa30M IIPOUCXOAUAO TI0 0OEHM ITHM
avHIAM. B 1517 ropy nnox Mcaita aooctaBua B MockBy ¢ AQoHa IpOCTPaHHOE KUTHE
CasBbpl, HanucanHoe Ha py6esxe XIII-XIV Bexos nepomonaxom Peopocuem. Ha
HOBOM MeCT€ 9TOT IAMITHHK IIOAb30BAACS HEOOBIKHOBEHHO IIOIYASPHOCTBIO >
(Typuaos 2009).

Cayxba ITapackese Cepbure poo6pasacs k Ham ¢ cepeansbl XIV B.: mpocaaBAeHye
IPEeIOAOOHOI HAYAAOCD ITOCAE TepeHeceHust Moimest ee B TripHOB B 1238 1. Ho yike B
cepbckux MuHesiX HabAIoAaeTCs HekoTopast myTtanuia. OHa 6b1Aa CBSI3aHA C TEM, YTO B
IIepKOBHOM KaAeHAApe cocymiecTBoBaAu 3 ITapackessr. mpernopobHoMyyenmura ITapac-
keBa PuMckas, noaBusasmasics Bo 11 . (mamsrb 26 uroas), Beankomydenuna [apac-
keBa Mkonmiickas — 111 B.(mamsarp 28 oxrsa6ps) u[Tapackesa (ITetka) Cep6pirs X1 B.
(14 oxTa6ps). BeaeacTBue atoro B cayxbe ITetke Cep6CKOil COEAMHAIOTCS ECHO-
TIeHHs], BOCIIEBAIOIIIe He TOABKO ee, HO U IperopobHoMydenuIty ITapackeBy Primckyro.
B TexcTax yIIOMHHAIOTCS MIMEHHO Te OPYAUS, KOTOPbIE HCIIOAB30BAAUCEH AASL TTBITOK
PuMCKOT IpenoA0OHOMYYEHHIBI — PACKAACHHDIN MEAHBIH IIAEM, BO3AOXKEHHBI
eil Ha TOAOBY, KOTEA C KHUIISIIIEeN CMOAOK U MACAOM, KyAd ee OpOCHAH, IPUHYKAAS
OTpeYbCs OT XPUCTHAHCTBA. YIIOMSAHYT 3AeCh M mMItepaTop AnTonuH [Tunit (138-161),
MIOABEPTIINIT €e ITHM XKeCTOKMM MydeHHsIM. Takoe cMellleHHe ABYX CAYKO B OAHOT],
pacnpocrpanusureiicst Ha Pycu, @. I. Criacckuit 06bsICHSIET CAAYIOIIUM 06pa3om:
«I10 KpaTKoMy coobmennto YMHOBHUKA MOCKOBCKOTO, «B AeTO 7038 (1530) Bea. KH.
Bacuawuit ViBaHOBMY, Ip1 MUTp. AQHUHAE, IPUHSA ABE UKOHHI [ ...] IIpemoA0GHbLS
ITapackoses u [cBsTois] myuennnst [Tapackoun> Berxue. KHA3b 06HOBUA UX U
6au3 nepksu ITokposa nocTpoua xpam «Prxesckus [LaTHuIb> (MKOHBI 6bIAK TIPHHE-
ceHbl u3 PxeBa), Kyaa COBepIIAACS KPECTHBI XOA. XPaM, 04€BUAHO, ObIA OCBSIEH
ABYM T€30MMEHHUTHIM CBATHIM Pa3HOTO YMHA CBATOCTH, IPa3AHOBAHMS KOTOPBIM,
OAM3KO PACIIOAOXKEHHbIE 10 BpEMEHU OAHO OT APYTOTO, COEAHHSIAUCDH B OAHOM AHE,
XpaMOBOM, UMeHHO 28 okTs16ps>» (Cracckuit 2008: 17). Ho 3T0 TOABKO IpeATIoAo-
xenue Cracckoro.

Ob6pauraeT Ha ce6s1 BHUMaHHe TOT PaKT, YTO B PA3HBIX HCTOYHHUKAX, BKAIOYAsI cepO-
CKHe MUHeH, 0OHApyXUBaIOTCs pasHble mecHoneHus ITetke. Kak npasuao, B cayx6e
uepeaytoTcs mecHomneHus ITerke Cep6cxoit u ITapackeBe PuMcKoit, XOTst OHY 1 pa3HbIe
B Pa3AMMHBIX PYKOIMCAX KaK CepOCKUX, Tak U pycckux. (cepbekas Munes XV B.
[OP PHB, OCPK F.1.709.], cep6ckas Munes nepsoit uersepru XVI 8. [OP PHBE,
OCPK Q.L1299], HoTrpoBasHs1i1 pycckuit CTrxupapb «Absiabe 0K0» KoHa XVI B.
1 Ap.). O6mKME AAS BCEX HCTOYHUKOB SIBASIIOTCS TOABKO 3 CTUXHPHI Ha «Jocroan,
B033Bax>». OHHU CBUAETEABCTBYIOT O IIEPBOHAYaAbHOM cocTaBe U MecTe CAyKObI B
obmeit nepapxun. FIHpIMI cA0OBaMH, TepBoHA4aAbHO CAy»k0a ObIAa IIecTepHYHAas,
3areM Ha ee OCHOBe pOPMUPOBAAKCH COBEPIIEHHO PAa3AUYHBIE €€ PeAAKIIUH.

AOTIOAAMHHO M3BECTHO, KAKUM 00pasoM B Poccnu 0Ka3aAMCh TEKCTHI CAYXKO
Kopoato Muaytuny u cepbckomy KHsI310 Aaszapio, yIaCTHUKY 3HAMEHUTOH KOCOB-
CKO¥1 GUTBBI 1389 T., TA€ 0ObeAMHEHHBIE TT0A eT0 HAYaAOM cepbOckue 1 60CHHUICKHe
BOMCKA BBICTYIIMAM IIPOTHB IIPeOOAAAAIONIUX CHA TYPeIiKHX 3aBoeBaTeeil. B aroit
6uTBe CepObI OTepIIeAU IIOPAXKEHHE, A KHsI3b Aa3apb ObIA B3ST B IIAeH U youT. Emy
OTCEKAM T'OAOBY, U Ha CepOCKOIt MKOHe 18 BeKa OH H300paxkaeTcst B BUAe Kedasopopa
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«raaBoHOCIa>» . CIMCKU CAYKO 9TUM CepOCKUM CBSTHIM, OBIAM TOAHECEHBI a0
Msany IV 28 aBrycra 1550 r. xuaanpapckum urymesoM Ilancuem, KoTopeiil BMecTe ¢
TpeMsi MOHACTBIPCKUMH CTAPL}AMHU IIPUOBIA K ITapIo ¢ AapaMH. B xuure « CHomeHus
Poccuu c Bocrokom» Auppeit Hukoaaesua MypaBbes coobimaer 06 «HKOHAX, 06A0-
keHHbIX cepeOpom Cumeona i Cassrl CepOCKUX U KpecTe, KOTOPBII HOCHA Ha cebe
Iapp-unox CaBBa>, a Takke 0 MoIax BeankoMydenuka Crepana. [Tomumo sToro on
LIUTHPYeT IPaMoTy, HoaHeceHHYo I larcreM, rae yKaspIBaeTcs, 9TO KpOMe STUX AAPOB,
MOCAQHHHKH XHAQHAAPCKOTO MOHACTHIPSI TPUBE3AH TAKKe «00pa3 cBsitoro Kpaas
MuAyTHHA U CBATOTO KHs3s1 Aasapst u cayx6y um>» (Mypasbes 1858: 64). [To-Buau-
MOMY, IMEHHO C 9TOTO BpeMeHH cepOCKie CBSIThIe IIOMAAAIOT B YHCAO HebeCHBIX
noxposuTeaeit Poccuit. M cAy>KObI M He TOABKO MHOTOPAaTHO HeEPeNUChIBAIOTCS, HO
U POCIIEBAIOTCS B COOTBETCTBUHM C PYCCKOM TPaAHITHe.

Ba)XHO OTMETHTb, YTO TEKCTHI CAY’KO PHUMCKHMM M BU3AHTUHCKHMM CBSTBIM,
BBOAMMBbIX B PYCCKHIT MECSIIIECAOB, TPEOOBAAM IIepeBOAA C Ipedeckoro. Yo ke Kaca-
eTCsI CAABSIHCKUX IIOABIDKHUKOB, TO AASI X BKAIOUEHHS B PyCCKOe 6OrocAyKeHHe,
IepeBOA KaK TAKOBOI He TPeOOBAACS, TIOCKOABKY B HUX HCIIOAb30BAACS 1}epKOBHOC-
AQBSHCKHH SI3bIK, OTAMYAIONIUICS OT A3bIKa, IPHHATOro Ha Pycu, npenMyIecTBeHHO
oporpadueit, TOraa Kak OOL[HI CTPOFL S3bIKA He MEHSIACS 1 9TO II03BOASIAO PYCCKHM
POCIIeBIMKAaM OTHOCHUTHCS K 9THM TEeKCTaM TAkoKe KakK K cBouM. PocnieBmuxy Morau
CBOOOAHO HHTEPIIPETUPOBATD ITU TEKCTHI HAPAOOTAHHBIMK K TOMY BPeMeHH My3bIKa-
ABHBIMH CPEACTBAMIL.

Kaxum 651 06pa3oM He momaAu cAy>k0b1 cepOckuM cBsithiM B Poccuto, B XVI B. oHU
BKAIOYAIOTCS B OOII[HIT KOHTEKCT PHMCKO-BU3AHTHICKO-PYCCKUX M CAABSHCKUX CBSITBIX
U 3aIIHCHIBAIOTCS B HOTHPOBAaHHOM KHure CTUXUpPaph «/AbSube OKO>.

Hecmortpst Ha TO, 4TO cAyx6b1, Bxopsmue B CTUXHpaph, BOCIIEBAIOT CBSTHIX,
IPOCAABUBIIHXCS B PA3HBIX FTOCYAAPCTBAX, BCE OHMU CBSA3aHHbI C KAHOHHYECKOM TPAAH-
IMef BU3AHTUICKOM 1]epKBH, YTO, COOCTBEHHO U II03BOAUAO BBECTH HX B PYCCKYIO
nepyecKyo npakTuky. OHu opueHTHpOBaHbI Ha MlepycaAMMCKHII YCTaB C €ro peraa-
MeHTalue 001el CTPYKTYPBI CAYXKObI: HAAMYHEM BedePHHU, YTPEHHU, AUTYPIHUH.
Pasymeercs, B Cruxupapsx 3alMCBIBAAMCH AAACKO He BCe IIeCHOIICHHS, 3ByYaBIIne B
cAyxbax. Yrke caMo Ha3BaHHe KHHUT OIIPeAeAsieT OCHOBHOR XKaHp, TPUCYTCTBYIOMINI B
HUX — CTUXUPBL Bripouem, B 06pasriosie CTHXHpapH KpOMe CTUXUP BOLIAU U II€CHO-
TeHNUs APYTHX KaHPOB — TPOTIAPH, HAM TPOIIAPHU C KOHAAKaMH, HAU (B M3OPaHHBIX
cAyx6ax) pocrerble KaHOHDBI. HO CTHXMPBI B HUX IPHUCYTCTBYIOT 0053aTEABHO,
¥ KaXAQas MX Ipymna (T. H. MEKPOLIMKABL) 3aHUMAeT OIIPEACAEHHOE MeCTO B 9THX
pasaeaax: Ha «[ocrmoan Bo33Bax>, Ha CTHXOBHE, Ha XBaAUTEX.

Obmyeit sIBASIETCS TAKOKe HEPAPXHS CAYSKO II0 CTEIIEHH TOPKECTBEHHOCTH OOr0CAy-
JKEHHST: IIOAPA3ACACHHE HX Ha OACHHbIE, IOAHEACHHbIE, CAABOCAOBHbIE, IeCTePUIHBIE
U BCeAHeBHbIe. B 1jepKOBHBIX YCTaBax CTeleHb 3HAYUMOCTHU TOM A HHOM CAYKOBI
OTMeYaeTCs OlpeAeAeHHbIMU 3HaKaMu. B CTuXupapsx xe 9TH 3HAKU OTCYTCTBYIOT,
HO Ha PaHT CAY>KOBI YKa3bIBaeT HAAUYKE HAM OTCYTCTBHE OIIPeACACHHbIX ITeCHOIIeHHI
HAH Pa3ACAOB CAYKO.

Tak, B 6A€HHBIX CAY>K0aX, IOMUMO CTHXHP, IIOIONUXCSI HA BedepHe U Ha YTPeHe,
BKAIOYast CTUXHPY 10 §0-M IICAAME U CTHXHPBI Ha XBAAUTEX 00513aTeAbHO 3aIIHChIBAIOTCSI
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CTUXMPbI MAAOI Be4ePHH U AUTHH. B moAneAeHbIX PU OTCY TCTBUM MAAOM BeuepHH
(AMTHS MOTAQ HAXOAMTBCS B CAY’K6e) HeM3MEHHO 3alUChIBAAAC CTHXUPA 110 $0-M
IICAAME ¥ CTHXHPBI Ha XBaAUTeX. B CAABOCAOBHBIX CAY>KOax He OBIAO MAAOJ BEUEPHH,
AUTHHU ¥ CTUXHPBI ITO §0-M IICAAME, HO COXPAHSAAMCh CTUXUPDI Ha XBaAUTEX.

IMecrepuunsie u BcepHeBHbIe B CTHXUPAPAX OTAMYUTD APYT OT APYTa HEBO3-
MOKHO, TIOCKOABKY PasAHdMe MeXAY HUMH OIPEAEASAOCh KOAMYeCTBOM CTUXMP Ha
«Tocropn, Bo33Bax> (B MeCTEPHYHBIX — 6, BOCIIEBAIONIKX CBSITOTO, T. €. 3 3aIIMCAHHBIX
CTHUXHPHI IIOBTOPSAKCH ABXKABIL, 2 BO BCEAHEBHDIX — 3, BOCIIEBAIOI[UX CBATOTO, U 3 U3
Oxrouxa). B 0cTaAbHBIX MecTax CAyXK06 3aIHCHIBAAMCH TOABKO CAQBHHKHU U 6OrOpO-
AUYHBL

OAHAKO HAAO YYECTb, UTO BCE ITH MPUBHAKH IIPOSIBASIIOTCS TOABKO B HanboAee
noAHbIX Cruxupapsix konra X VI — cepeannnsr XVII B. B ApyTHx ske Ha HUX OpHeHTHPO-
BaTbCs HEBO3MOYKHO, TOCKOABKY IMHCIIbI, COCTABASIS CBOU PYKOIIUCH, B COOTBETCTBUM
C ITPaKTUKOM XpaMa MAU MOHACTHIPS, AASI KOTOPOTO CO3AABAACS CITUCOK, CAMOCTOsITe-
ABHO OIPEACASIAU KAHPOBBIN COCTAB IeCHONEHHI KaXKAOTO MPa3AHUKA: OH MOT Orpa-
HHYMBATbhCSA TOABKO CAABHUKAMM, MOT BKAKOYAaTh CAABHUKH M CTUXMpbI Ha «[ocmoan
BO33BaX>, HA XBAAUTEX, HA CTUXOBHE H T. A., He BBIXOASI 32 TIPEACABI PAHTA CAYIKOBL

B mexoToOprIX cAyyasx mMpaspAHOBaHME CBATOMY MEHSIAO MeCTO B IlePKOBHOM
nepapxun. Tak, Cayxba cesromy Apcernio CepOckoMy IepBOHAYAABHO OTHOCHAACH
K THITY CAQBOCAOBHBIX. FIMEHHO B TAKOM BHAE OHA CYIIIeCTBOBAAA KaK B CePOCKUX,
TaK M BO MHOXeCTBe pycckuXx Munei 1 lepkoBHBIX YcTaBoB. Boaee Toro, B pycckoit
AUTYPrUYecKost MPaKTHKe COBEpIIeHHeE ee He SIBASAOCH 00s3aTeAbHBIM. B pemapkax,
MIMEIOIIUXCS B LIeAOM PSIA€ PYCCKHX MUHeH, YKasaHo: «cAyxk0a ero (ApbceHua, ermc-
xorna Cep6bcKaro) moeTcst, KOAM Pa3cyAUTD IPEACTaTeAb>. [IpH 3TOM caMu IecHo-
MeHMs] MOTAY BOOOIITe He 3anUchIBaThCs. HOBBIf ee cOCTAB IOSIBASIETCS M PACIIPOC-
TPaHAETCS B PyCCKUX HOTUPOBAHHbIX pyKomuUcsx ¢ 80-x IT. XVI B. B aTux ncrounnkax
Mpa3AHOBAHHUE MTAMSTH CEPOCKOTO CBSTHTEAS SIBASIETCS yKe «OAeHHBIM>. B 06pas-
110BbIX CTUXHPAPSX CAY’KOA 3aTIMCHIBAETCS TIOAHOCTDIO, BKAKOUASI [IECHOTICHHS MAAOK
U BEAUKO BeUepHM C AUTHeM, CTUXUPY IO 50-M IICAAME U CTUXHPHI Ha XBaAUTEX.

UnrepecHo, uto npu nepexoae Cayx6b1 Apcennio Kk HoBoMy (6AeHHOMY) TUITy
6OTOCAYKEHHS B PYCCKUX PYKOIMCSIX CTUXHPAMU MAAOF BeUePHU U AUTHU AOTIOA-
HSIAM TEKCT HECKOABKO COCTaBHTeAeH. B pasHbIX pykonmucsax cylecTsyeT TpU BepCUH
TUMHOTPadUIeCKHX TEKCTOB 9THX padaeAoB Caysx6bl. [Tpuuem HU OAHA U3 HUX He
ObIAQ CO3AAHA CIIEIIMAABHO B YeCTb CBATOTO ApCeHuUs. ABe CTHXHPHI IEPBOM BEPCHH
6b1am saummcTBoBaHbl n3 Cayx6s1 [Tappenuto, emmckony Aamncakuiickomy (Masas
As3us), BCAGACTBHE YeTo B IeCHOTIEHNN MaAOil BedepPHH MOSABHAACH pOPMYAHPOBKA
«/A\eBCTBY Te30ouMeHHUT ecu>. OHa COBEPIIEHHO He COOTBETCTBYeT HMeHU ApCeHHH],
IIOCKOABKY B IIEPEBOAE C I'PeYeCKOro ApCeHHIl — < MY>KYHHA>, <« My>XeCTBeHHbIN>,
a CAOBA «AEBCTBEHHbIN >, «IIeAOMYAPEHHBIN > COOTBeTCTBYIOT uMeHH Ilapennit.
Tpetbsi sxe cTuxupa B3siTa u3 CAyKObI CBsiIeHHOMyUeHHKY Baacuio, erckorry Ceac-
THUHCKOMY.

Cruxupsl BTopoit Bepcuu mpuBaedeHs! B CayxOy cBsitomy Apcennio 13 CAyxObI
ceatuTesto Crepany Ilepmckomy, cocTaBACHHOM H3BeCTHBIM FTUMHOTPAapOM U aruo-
rpa¢om ITaxomuem Cepbom. B pesyavrare sanmcrBoBanus cruxup Apceruit Cep06-
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CKHI1 CTAHOBHTCS OOPIIOM C s13bI9eCTBOM, dero B ero JKutnu HeT. CAQBHHK 5Ke MaAOH
BeyepHH BBeAeH B CAy»KOy ApceHHMIO U3 ocAeAOBaHus cBsiThTeAt0 Huxoaaro Mupau-
kuiickoMy. OTTYAQ 5Ke B3SIT M CAABHHK Ha AUTHU «BAarsiu pabe>.

TpeTbst Bepcrsi OCHOBBIBAETCS HA 3AMMCTBOBAHHH IecHoTeHu#t u3 Cay»x6b1 CaBse
Cepb6ckomy. M ecAr CTUXHPBI, CO3AAHHbIE B 4eCTh CEPOCKOTO CBSITHTEAS BIIOAHE Opra-
HU4HO BeTpanBatoTcst B CAyx0y, To mecHomenus [Tapdenuio, emvckorry Aamicakuii-
cxomy u Credany Ilepmckomy He cooTHOCATCS HE ¢ MMeHeM, Hu ¢ JKuTueM csaroro.

BcTpeyaeTcs U IPOTHBOMIOAOXKHAS CUTYALjHsl, KOTAA TOPXKECTBEHHOCTb HOrOCAy-
KeHHs He BO3PACTAET, a, HATIPOTUB, CHIDKAETCSL. DTO KACAETCs], B YJACTHOCTH, CAY>KObI
adponckomy mopBIKHUKY I'puropuro ITasame, caruresro Peccaronuxmiickomy. B
HEHOTHPOBAHHBIX HCTOYHHUKAX, KaK B PYKOIIMCHbIX, TaK M B II€YaTHBIX, IPHUBOAUTCA
cocTaB GACHHOI CAYXKOBI C MAAOT BedepHelt 1 ANTHel. B HOTHpoBaHHBIX xxe 06pa3-
noBeix CTUXHpApPAX MaAas BedepHs OTCYTCTBYeT. BCAGACTBHE 9TOro MeHseTCA
tun CAyx651. BMecTo 60Aee TopikecTBeHHOI OAeHHOI 3aeCh 3anuchiBaeTcst Cayrxoa
IOAMIeAeHHASI, HAXOASIIASICSI Ha G0Aee HU3KOM CTYIIeHH B HePAPXUH OOTOCAY>KEHHSI.
IIpuyem Takoe CHUKeHME YPOBHS He SBASETCS IIPOM3BOAOM COCTAaBUTEACH HOTHPOBa-
HHBIX Craxupapeil. OHO IPeAyCMaTPHBAAOCH B HEKOTOPBIX HEHOTHPOBAHHBIX HCTOY-
HUKAX, TA€ IPHCYTCTBOBAAO yKa3aHHe: «Allle XOIjeT HACTOSTeAb, TBOPUMD OAeHIe »
(Anon. 1637: 331 [300]). BepoATHO Ha paKTHKe HACTOSTEAD XKEAAHUS «TBOPHTD
OAeHIe > He U3BSIBASIA, I B HOTHPOBAHHbIX PYKOIHCSX OBIA 3aGUKCHPOBAH HMEHHO
toT Tun Cayx6s1 I'puropuio ITasaMe, KOTOPBII COOTBETCTBOBAA PEAALHOMY IIOAO-
JKEHMIO AeAQ.

VupiMM cAOBaMH, PycCKas LlepKOBHAS MPAKTHKA AMKTOBAAA CBOU YCAOBHS, OT
KOTOPBIX 3aBHCEA M COCTAB CAYKObI, U YPOBEHb €€ TOP)KeCTBEHHOCTH, YTO U OTPA3H-
aoch B Cruxupape.

PaccMaTpuBast cAyx06b1, Bomealnie B CTUXupapb «/Absiube OKO>, MOKHO OTMe-
THUTb U elje Psip YHUBEPCAAbHBIX uepT. OOmeit AASI BCeX CAYKO SIBASETCS CHCTeMa
OCMOTAACHSA KaK OCHOBA MY3BbIKaAbHOM OpraHM3aluy IecHoneHuit. Kpome roro, B
HUX UCIIOAB3YeTCs 00IIIast CHCTeMa IIOAOOHS, T. €. CO3AAHUE IIeCHOIIeHHI IT0 OTpeAe-
AeHHBIM 06pasiam — mopo6Ham (ayTomesoHam).

OaHH 11 Te 5Ke 00PA3IIBI MOT'YT UCIIOAB30BATHCS B CAY)KOAX Pa3HbBIM CBSITBIM, He3a-
BHUCHMO OT MeCTa MX OABMXXHMYECTBA, YMHA CBATOCTU M MPOUCXOXAeHus. Tak,
n0AO6eH 4-T0 raaca «Aaa ecu 3HaMeHue» (IIEPBOUCTOYHUK KOTOPOIl — CTUXUPA
Ha cTuxoBHe OKTOMXa, B CPeAy H IIATHULYY Ha yTPEHH) yKasaH Ha MaAOil BeyepHe
Ha «Jocmopn BossBax> u anocroaam Ilerpy u ITaBay, 1 Apcennio Cepbckomy, u B
CTHXHPAaX Ha CTHXOBHE CAY>XObI Tpernopo6HoMy Cepriio PapOHEKCKOMY, 1 MHOTHM
Apyrum cBsTbIM. CTHXHpaM Ha CTHXOBHE B OTPOMHOM KOAMYECTBE CAY)KO Pa3HbIM
CBSATBIM IIPEALIECTBYeT MoAODeH 2-T0 raaca «Aome EBdpados>, B uncae KOTOpbIX
MoxxHO HasBaTb Moanna Hosropoackoro u Cassy Cepbckoro. O6paser; «3BaHHbIi
CBBIIIIe > IPUCYTCTBYET B CAY>KOAX PYyCCKUM IIOABIDKHHIKAM, HartpuMep, rpiir. Cepruio
u Huxony Paponesxckum, Kupraay Beaosepckomy, en. Credpany Ilepmckomy, Mutp.
Kuenckomy HMone. OpHaxo Takoii sxe moA0OeH yKasaH U B cayxbax Maapuony Bean-
xomy u Moanny Peiabckomy, u I1aHTeAeIMOHY IIAUT@AIO M AP. CBATBIM. A ICTOYHHKOM
00pasIia SIBASETCS CTUXHMPA HA XBAAUTEX U3 CAYKObI antocTosam Iletpy u ITasay.
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MHpIME CAOBaMH, IIPH BBIOOpe 00pasiia AASI COBAQHMS TTeCHOTICHHI COBEPIIEHHO He
HMEAO 3HAYEHHMS HU IIPOMCXOXXAEHHE CBATOTO, HU CTPaHa, KOTOPYIO OH ITPOCAABUA ¥
TA€ Ha9aAOCh €ro MOYHUTAHHE.

K romy xe cymecTBoBanue obpasia (opo6Ha) He 03HAYAAO TOYHOE COOTBET-
CTBUE eMy HU B IO9TUYECKOM TeKCTe, HH B pocreBe. B OAHUX cAyYasx opueHTalus
Ha obpaser ObIBaeT OYEBHAHOM, B ADYTUX — OTCTYIIACHHE OKA3bIBAETCSI HACTOABKO
CyIIleCTBEHHBIM, YTO CBSI3b C 00PA3IIOM, IO CYTH AeAd, TepsieTcsl. [Tpumepom atomy,
MOT'YT CAY>KHTb, B YaCTHOCTH IIECHOTIeHHSI HOBIOPOACKUM CBATUTeAsIM: Foanny u
Hukure. B Hux ykasan o6pasen; «Eraa ot ApeBa» (MCTOYHHK KOTOPOTO CTUXMpA Ha
CTHXOBHe Ha BedepHe Beankoro matka). B cayx6e csrureato Moanny Hosropoa-
CKOMY BCe CTHXHPbI MUKPOIIMKAA HMEIOT CBSI3b C 00PA3LjOM XOTSI AAAEKO He BO BCeM
caeayroT eMy. CBA3b IIPOSBASIETCS KaK Ha yPOBHE POCIIeBa, TAK U HA yPOBHE ITO3THYe-
ckoro Tekcra. CXOACTBO MPHCYTCTBYET B HAYaA€e U B KOHIIe TeKcTa o0pasia. [lepsas
CTHXMPA HAYMHAETCS C TOTO JKe CAOBA, UTO 1 06pasert — «Eraa>. [TouTH HACHTUYIHDI 1
CTPOKH 3aBepIIAIOIIEro CAABOCAOBHOTO pasaeAa: «cpaayscs orusme Tu (Xpucry):
caaBa YeaoBekoarobede TBoeMy cMoTpeHuUI0>. UTO 5Ke KacaeTcs pOCIIeBa, TO 3AeCh
HMEIOTCSI HEKOTOPbIe OTAMYHS, HO OOABIIMHCTBO MOIIEBOK Ha KOHIIAX CTPOK COXpa-
HSAIOTCS, A B IOCAEAHEM Pa3AEA€ HCIIOAB3YETCS TOT XK€ MY3bIKaAbHBIA MaTEPHUAA, 9TO
1 B IOAOOHeE.

HMuyro kapTHHY MBI BUAUM B cAy>k6e Huxure HoBropoackomy B crimcke cepe-
aunbt XVII . (u3 pykonucu co6panus PasymoBckoro). 3aech KaskAast 3 TPeX CTHXUP
CTHXHD II0 POCIIeBY HHAMBHAYAAbHA, HECMOTPS Ha TO, UTO AAHO yKa3aHue Ha obpaserr.
Boaee Toro, B kaxa0# mocaepyromei CTUXHpe YBEAUYUBAETCS KOAMIECTBO QUT —
HanboAee SIPKHUX CPEACTB MY3bIKAABHOM BHIPa3UTeABHOCTU. QUTHI — MEAOAUYECKHIE
$opMyABI MEAM3MATHUYECKOTO THUIIA, IPUMEHSBIIMECS B ADEBHEPYCCKOH My3bIKe, B
rpaduIecKOi 3aMICH UMEAH Tpedeckyio OykBy ¢puTa. PasBUTHIN MPOTSHKEHHBIN
pocrnes $UT, MPUXOAAMUICSA Ha 2—3 CAOTA OAHOTO CAOBA, 3alIUChIBAACS BCETO HECKO-
ABKVIMH 3HAKaMH, KOTOPbIe CKPbIBAAU B ceOe 60AbIIoe KoAndecTBO 3ByKoB. K mprmepy,
HFIX MOTAO BBITb 17, KaK B QHTe «TIOBOAHOI>» HAM 67, KAK B PHUTE «yTEIIUTEABHOMN> ).
He cayuaitHo GpUTBI HIMEHOBAAKCDH «TalHO3AMKHEHHBIMI >, 3AKAIOYAIOIIIMU B cebe
TAMHbINA My3bIKAABHBIN CMBICA, CKPBITBIN pocrieB. IIpoTsokeHHBIN pocrieB UT BRIACASIA
OIpepeAeHHbIe, KaK IIPABHAO, KAIOUEBbIe CAOBA IIECHOIEHNUS U3 00Iero KOHTEKCTa,
COCPEAOTOYMBAs Ha HUX BHUMAaHUE U IIeBYUX, M TPUXOXKaH.

ITO CPeACTBO aKTHBHO UCIIOAB3YeTCs, Hanpumep, B cruxupax Hukure Hosropoa-
cxoMy Ha mopoben «Eraa ot apeBa>. Ho ToabKo mepBast cTuxupa 6Aru3Ka 06pasiry.
IIpmyem, B OTAUYME OT HETO, FA€ COBCEM HeT PUTHDIX HadepTaHMH, 3AeCh eCTb OAHA
¢ura. Ero pocrneBaeTcst CAOBO «CBATHTeAIO>. Bo BTOpoit — ux Tpu. [Ipuyem pocries
QUT IPUXOAUTCS HA CTPOKH: «HbIHE Xe / ¥ SIKO CBETO3apHOEe COAHelle CHsiiole /
U BCEro MHpa osapsiomee>. B Tperbeit cruxupe naTb GUT, TPH U3 KOTOPBIX TAKXKe
O3BYYMBAIOT CTPOKH, CBSI3AHHBIE CO CBETOM: «H SIKO 3apsi IpeKpaceHas / U KO 3Be3Aa
He3aXOAMMast / TI0OCPeAU BEAMKHS [IepPKBH IpoBo3cusiBomn>. Hapo sameTurs, 4o
3TO YIIOAODAEHME CBITUTEAS] ICTOYHHKAM CBETA HAYMHAETCS ellje BO BTOPOI CTUXUpe
(«s1KO CBeTO3apHOE COAHElle CHSIOmIe> ) M IIPOAOAYKAETCS B TPEThEll, @ CAMO OTIpe-
AeAeHHe B 3BaTeAbHOM popMe («CBATUTEAI0> ) HAXOAUTCS B IEPBOM MECHONIEHUH
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MHKPOLIMKAA. ABYMs IOCACAHUMHU QHTaMHU POCIEBAIOTCS CAOBA «CO CTPAXOM> U
«COH 4ecTeHO». [[pudeM IOCAEAHSIS COEANHSET PEABIAYIIUIL TEKCT ¢ epedpasu-
pyemoit nurarst u3 [Tcaatnpn: «Yecrena npea focriopem cmepTs npenopo6ubx Eros.
VIMEeHHO 3A€Chb ABa OCHOBOIIOAQIAIOIUX IIOHATHUS CBET U CBATOCTD, XapaKTepHble
AASL CBITUTEABCKHX CAYXX6, IIPEACTAIOT He TOABKO Ha yPOBHE II09THYECKOTO TeKCTa.
POCIIeBINK «BbICBEYNBAET > UX MY3bIKAABHBIMH CPEACTBAMH, GAArOAApSI 4eMy BOSHU-
KaeT HOBasi My3bIKaAbHO-TIO3THYECKAs PEaABHOCTD, BO3BbIAOIAsACS Hap 00muM
TexcToM cruxup. Hapo 3aMeTuTh, 4TO POCIIeTh MUKPOLIMKA TAKUM 06PA3oM, CO3AABASL
IOCPEACTBOM GHUT 0CO6DIi1 TEKCT B TeKcTe (IIpueM, IOAYIHBIINIL HAa3BAHUe XYAOXKECT-
BEHHO CKPEIIbl), MOT TOABKO 60ABIION MacTep. Takoro poaa MpHMepbI BCTPEYaroTCs
YPpe3BBIAITHO PEAKO.

XyAOXKeCTBEHHBIE, a TOYHEe CMBICAOBbIE CKPETIbI €CTh U B IIECHONEHUSX CePOCKIM
csrbiM. [IpuBeay Aumb oauH npumep. B cruxupe 6-ro raaca cBaTHTEAI0 ApCEHHIO B
Cruxupape cepeanssl XVII B. ecTb OAHA TaKas CKpera, CO3AAOMASICS He € IOMOIIBIO
$ur, a 6Aaropaps NOBTOPSIOMIENCS OTEBKe — KaAaHCOBOM Ppopmyae. OHa 3aBepmaeT
ABE CTPOKH, HaXOASIIMECS Ha CYIleCTBEHHOM PacCTOSHHH APYT OT Apyra. B opHOI
CTPOKE YIIOMHMHAIOTCS MOIIHU CBATOTO, B APYTOil — MCIleAeHNUS, TPHHUMAIOIIHECS
XpucTuaHamy ( «BEPHBIMU> ) OT STUX MOIEl.

Utax, cAy>X6bl pycCKUM CBSITBIM, TOABU3ABLIMXCS. B PA3HDBIX 3€MASIX PYCCKOTO TOCY-
aapcrsa (Hosropoackoit, Pocrosckoit, MOCKOBCKOI 1 Ap. ), @ TAKOKe CepOCKIM IIOABIDK-
HHKaM, BKAIOUEHHBIM B TOAOBOI KPYT PyCCKOTO L}ePKOBHOTO IIeHUs GBIAU POCIIETHI
PYCCKUMH MacTeponeBLaMi. JTO CTAAO BO3MOXHbBIM, 6AArOAApS TOMY, YTO U Te, U
ApyTHe OBIAM CBSI3AHBI C BUSAHTHIICKOM TPAAHLIel, C TOYKU 3PEHHS HX COCTaBa, IOCAE-
AOBaTeAbHOCTH IeCHOTIEHNUI, OPUEHTALMU Ha OTIpeAeAeHHbIe 06pasibl (ToA06HbI —
ayTOMeAoHS). POCTIEBIUKY HICTIOAB30BAAH B HUX CXOAHbIE XyAOYKECTBEHHbIE IIPHEMBL.
B 10 ke BpeMst HeCMOTPSI Ha 3aMMCTBOBAHUSI [IECHOTIEHUI M3 APYTHX CAYKO, KOKAAS 13
CO3AABAEMBIX Ha PYCCKO#1 IIOUBE HAU POCIIETast 3A6Ch CAYX0a NMeeT CBOU HHAMBHAY-
aAbHBIE 0COOEHHOCTH. A\aske IPU HAAMMUH YKA3aHHS HA OAMH 1 TOT 5e 00pasel] pOCTIeBbl
TIECHOTIEHHI1 CYIIIeCTBEHHO Pa3AMYAIOTCS. BoAee TOro, OAMH 1 TOT e TEKCT MOT UMeTbh
HECKOABKO POCIIEBOB. DTO 6BIAO CBSI3AHO C TBOPYECKUM OTHOLIEHHUEM POCTIEBIUKOB K
«IIPOYTEHNIO>» MO9THYECKUX TEKCTOB My3bIKAABHBIMH CPEACTBAMH.
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HaTtaanja BACUAEBHA PAMAZAHOBA

CAY>XBE PYCKUM U CPIICKUM CBEIIUMA Y KOHTEKCTY TOAUIIHET KPYTA
LIPKBEHOT MOJAKA XVI-XVII BEKA

(PE3UME)

Oa xpaja XIV po cpeanne XV Beka y IMCMEHOCTH, ApXHTEKTYPH, UKOHOIUCY
U IIPKBEHOII0jauK0j YMETHOCTH HACTajy aeAa koja Pycujy mpeacraBaajy kao
HaCAEAHUIYy IPAaBOCAABHUX CBeTHHA. Y KUTHjuMa Beaukux uru-muneja, y
ucropujckum porahajuma Haycrposanor aetonucHor cBopa (pyc. Aunesoit
AeTONHCHELI CBOA), y XPAMOBUMa C BHUIIE KaIleAa OA KOjHX CBaKa UMa H CBOj
noce0aH OATap, HA HKOHAMA Ce, JeAHU IIOPeA APYTHX, HaAa3€e PYCKH, PUMCKH,
BU3AHTHjCKH, CPIICKM CBELH. Y [10ja4KO0j YMETHOCTH Cy ce oa kKpaja XVI Bexka, kao
HAjIIOTIYHHUjH, POPMUPAAK CTUXHPAPHU C TIOAHACAOBOM ,, AHjaKoBO OKO". Y BHX
ce yHocuo Behu 6poj cAy>x6u cBeljiMa pasHUX eIloXa U Haljyja, KOjUX Huje 61A0
y crapuM pykomucuma. Mehy mima cy, 3ajeAHO ¢ OyTrapcKuM M CPIICKUM, ¥ MHOTH
PUMCKHM U TPYKH CBELIH.

Y paay ce u cayxbe CpIICKUM CBeLlMa pasMarpajy moapobuuje. ITocebro ce
uctuay cayxoe Ilerku CpIickoj, Koje IOCTOje y pa3HUM PYKOIMCHUMA; HCTO
TaKO AQjy Ce IIOAALH O II0CTOjalby II0ETCKHIX TEKCTOBA CAYXXOHU Kpasy MuayTuny
u cprckoM kHe3y Aasapy y Pycuju. Haraamasa ce unmenuia aa cy y Pycuju 3a
[IeCMe He CaMO PYCKHM, Beh U CPIICKHM CBeIjMa, OMAU CACTaBA>AHU HOBH HALIEBH
(pyc. pacnienr). To je mocraso moryhe 3axsamyjyhu unmeHHIH A2 CY ce ayTOpU
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HareBa OCAAKAAU Ha BU3AHTHjCKY TPAAUILIU]Y, OPUjeHTHCAHY U Ha JepyCaAMMCKU
THUIIUK, KOjH je AUKTHPAO OIIITY CTPYKTYPY CAY>KOM — IIOCTOjame Bedepibe,
jyTpema u auTypruje. Busantujcka cayx6a moapasymeBa U IIPHHLVII XUjepapxuje
CAY>KOH — IBPUXOBY IIOAEAY Ha CAyXK0Oe ¢ baereM, oArjeAejHe CAYKOe, cayxbe ca
CAAQBOCAOBAeEM, ,iecTepruHe” (Ha OBHM ce cAy)X6aMa Ha Be4epHbHU I0je IecT
CTHUXHPA YMECTO TPH, a Ha jyTpemy — jeAaH KaHOH CBeTOMe 4Hje IlecMe UMajy 1o
IIeCT TPOIIAPa, YMECTO yobuyajeHa YeTHPH; OAAUKA OBHX CAY>KOU je 1 IPUCYCTBO
Beher 6poja MoKajHUX MOAMTBOCAOBMSA). IIpUTOM, y HEKUM CAydajeBUMA je
[IPOCAABAAIbE CBEIA MEHAAO MECTO Y IIPKBeHOj xujepapxuju. Tako je cayxba
Caerom Apcennjy CpIickoM MPBOOHTHO MPUITAAAAA THITY CAYXKOU C CAABOCAOBAEM,
a KacHHje je mocTasa cayxkba ca 6aemem. FcTo Tako ce cAy0a CBETOrOPCKOM
acketu ['puropujy ITaramu, koja je y MuHejuMa 3abeaesxeHa Kao CAyX0a ca baemeM,
y cTUXHpapy , AHjaKOBO OKO" IIpeIlAa Y KATerOpHjy IIOAHjeAeJHHX CAYXOH, IIITO je
OHAO YCAOB&SEHO KapaKTEPUCTHKAMa 60rocAyskema y Pycuju.

Kao yHuBep3asHe 0OAAUKe CAY>KO€e HCTAKHYTH Cy: OPHjeHTaLUja Ha PaCIpOCTpatbe-
He o0pactie — ,[TOAOOHU" U CHCTEM OCMOTAACja Ka0 OCHOBA My3HUKe OpraHH3aIiyje
mecama. ¥ cay>xb6ama ce Takol)e KOpHCTe U CAUHY yMeTHHIKHY nocTyy. Ha npu-
Mep, HcTHIIae oApel)eHnx peun u koMOHHaLYja pedn moMohy TUTa HOTaLHje My-
3MYKUM CPEACTBHMA, CTBapajyhu MysudukuMm cpeacTBEMa, oMohy TTa HOTanuje.
Hamesu mecama cy ce y To BpeMe 3HadajHO Melyyco6HO pazankoBaau, Oyayhu aa
Cy ce ayTopH, Kopucrehu pasandunTa cpeaCTBa My3HYKOL U3Pa3a, KPEaTHBHO OA-
HOCHAH IIpeMa II0€TCKUM TEKCTOBHMA.

KnY9HE PEYU: PYCKU CBELH, CPIICKY CBELH, CAY)KO€, CTUXUPAPH, My3UUKe METOAE
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ABSTRACT

The complicated political and cultural position of the Serbs who migrated to the
Habsburg Monarchy in the early eighteenth century caused the rise of popularity
of Russian rulers, who were recognized as protectors of the Orthodox against
religious persecution. Political ties were accompanied by a strong Russification of
Serbian culture, which was carried out through the mass procurement of Russian
liturgical books and the arrival of many Russian teachers to Serbian schools.
Ukrainian painters who came to the Metropolitanate of Karlovci brought new
forms of baroque religious painting and introduced changes in the structure of the
iconostasis. The cult of the Romanov dynasty among Orthodox Serbs in Hungary
was amplified by their numerous portraits and engravings.

KEYwoRDS: Russian-Serbian relations, eighteenth century, religious painting, portraits,
Romanov dynasty

ATIICTPAKT
CaoxeHe TIOAUTHYKe U KyATypHe mosunuje Cpba Koju Cy ce HACEAHAH Y
Xa636ypimkoj MoHapxuju TokoM paHor XVIII Bexa y3apokoBaae cy mopacr
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MOIYAAPHOCTH PYCKHX BAAAAPA, KOjU Cy OMAM MIPEMO3HATH KA0 3AIITUTHUIIU
IPABOCAAB&>A IIPOTHB BEPCKOT OMaAOBaXkaBama. [ToauTixke Bese cy nponpahene
jaKOM pycrHKaIjoM CPIICKe KYATYPe, KOja je CIpOBeAeHa KPO3 MACOBHe HabaBKe
PYCKUX AUTYPIHjCKUX KEBUTa K AOAA3aK MHOTOOPOjHUX PYCKUX YUHTE,d Y CPIICKE
IKOAe. YKPajUHCKH CAUKAPH KOju Cy Aoman y Kapaosauky MuTponoanjy, AooHeAn
cy HOBe GpOpMe 6APOKHOT CAKPAAHOT CAMKAPCTBA U YBEAH CY IIPOMEHE ¥ CTPYKTYpPH
uxonocraca. Kyar punacruje Pomanos melyy npasocaasaim Cpbuma y Mahapckoj
[I0jadyaH je BUXOBUM OPOjHIM MOPTPETHUMA U IPaBUpaMa.

Kay9HE PEYM: pycko-cpricku opHocH, XVIII Bek, cakpaAHO CAMKapCTBO, IIOPTPETH,
AuHacTuja Pomanos

INTRODUCTION: POLITICS AND ORTHODOXY

The spiritual ties between the Serbs and the Russians, dating back to the time of
the building of the first Serbian state, have been firm for centuries. The Orthodox
Church was the most important mediator in this relationship, which, from the time
of the Great Turkish War (1683-1699) and the reign of Emperor Peter the Great, also
acquired a political component. Patriarch Arsenije ITI Carnojevi¢, the leader of the
Serbs who migrated from the Ottoman Empire to the Habsburg Monarchy in 1690,
corresponded with the Russian emperor in search of spiritual support (Jovanovié
2012: 23-24; Dolgova and Ivanova 2009). Before the Petrine era, during the sixte-
enth and seventeenth centuries, this relationship was mostly based on raising aid for
Serbian monasteries in the Ottoman Empire which were in an awkward position. The
patriarchs of Pe¢ addressed Russian rulers asking for help to rebuild the damaged
temples, sending not only individual monks but also entire delegations to Russia
(Turilov 2009: 172-175; Radoji¢i¢ 1965: 261-309). The preserved archival sources
testify to numerous gifts donated by the Russian rulers, primarily liturgical books and
items (Veselinovic 1086: 23-24; Dimitrijevic 1922: 7578, 89, 122, 129, 140, 150, 160-161,
201, 223, 278). This expression of the ruler’s goodwill towards Orthodox peoples under
Ottoman rule was also a means of political representation of the Russian dynasty. In
doing so, they established their autocratic ideology and affirmed the idea of Moscow
as the Third Rome (Suboti¢ 2011: 167-192; Sinicina 1998: 174—220).

During the seventeenth and eighteenth centuries, Moscow was visited by nume-
rous Serbian monastery envoys, like those from Papra¢a, Gomirje, Lepavina, Semljug,
Studenica, Sigatovac, Hopovo, Velika Remeta, Krusedol, Rakovac, Kovilj, Grgeteg,
Lesnovo, Decani, Ravanica and Hilandar. As their numbers increased over time, rules
were introduced for the admission of petitioners by the Russian emperor (Dolgova
2013: 74—75; Jovanovi¢ 2012: 61-62). Thus, the monks of Mileseva, who used to
come most frequently, enjoyed the highest reputation; Hilandar had a special status
as the endowment of the Nemanji¢ dynasty, while others were often given alms at
the border crossing in Putyvl (Putivlje) (Dimitrijevi¢ 1948: 54-55; Petkovi¢ 199s:
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147-148; Turilov 2009: 174; Dolgova 2013: 55). The fraternity of the Krusedol Mona-
stery had always relied on the assistance from Russia, primarily in the form of books
and worship items (Dimitrijevi¢ 1948: 52).

Russian Emperor Alexei Mikhailovich (1629-1676), father of Peter the Great,
donated priestly robes to the Sigatovac Monastery, and the Vrdnik Monastery received
some privileges too (Leskovac 1977: 42—43). It is also known that in 1721 two monks
of the Velika Remeta Monastery went to Russia to seek help with books, clothing, and
other liturgical items destroyed during the Turkish reprisals of 1717 and 1718 (Dimi-
trijevic 1922: 189-194, 221-223; Ruvarac 1906: 340-343; Denic 2010: 219—-220; Vasic¢
1971, 30-31; Kovacevié 200s: 52) (Fig. 1). They carried with them valuable icons and
relics that encouraged the Russian Orthodox people to help. Archival sources speak
about the gifts given to the Russian rulers: in 1652, the monks of the Mile$eva Mona-
stery presented the Russian emperor with an icon of Saint Sava, Simeon, and Stefan

Fig. 1. Anonymous
painter (after Louis
Caravaque), Peter the
Great, oil on canvas,
formerly in Velika
Remeta monastery,
middle of 18th C.
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the First-Crowned (Prvovencani); the monks from Hilandar gave him a wood-carved
encolpion and icons representing Saint Sava and Simeon; in 1662, the deputation
from the Studenica Monastery gave an icon of the Second Coming of Christ; and
in 1692, the monks from Ravanica icons of the Ascension of Christ and the Holy
Prince Lazar (Dimitrijevic’ 1922: 159, 124, 141, 164, 218; Dolgova 2013: 56-58; Radoj¢i¢
1948: 246-248, 251-254; Petkovic 1961: 91-94 ). However, by the end of the eighteenth
century, this model of raising funds was criticized by the enlightened public, which
saw it as an inappropriate form of begging around Russia and Europe (Pis¢evic 1998:
204; Pavic 1976: 119).

In 1689, Patriarch Arsenije III sent Archimandrite Isaiah of the Athonite mona-
stery of St. Paul’s as an envoy to the emperor. He brought a petition that contained
an appeal to the emperor to use his troops to expel the Turks from the Balkans and
to liberate the enslaved Orthodox people. He offered the help of 300,000 Serbs and
Bulgarians ready to step in under his command, promising that other Balkan Chri-
stians would join as well. Unfortunately, no answer from the emperor ever came,
because the Austrian authorities arrested Archimandrite Isaiah on his return and
confiscated his imperial diplomas. Despite the failure of the plan, the patriarch conti-
nued to publicly maintain good relations with Kozma Nefimonov (Kosma Hukuriy
Hepumonos), the Russian ambassador in Vienna, who in 1697 submitted an official
petition to the Austrian authorities against the pressure on the Serb population (Jova-
novic¢ 2012: 81-83; Dolgova 2013: 62—64, 346—349). During Emperor Peter’s journey
through Western Europe from March 1697 to July 1698, the patriarch also took the
opportunity to meet him in Vienna and to ask for protection for the Orthodox people
in Hungary (Kosti¢ 2010: 80-83; Radoji¢i¢ 1960: 288291, 365). Many Serbs migrated
to Russia with the desire to place themselves in the service of the Russian emperor.
For that purpose, they would usually first send a capable and reliable officer on a
secret mission to Moscow, like colonel Pana Bozi¢, cavalry officer Hristifor Stefanovi¢
Tutrinovi¢, or captain Bogdan Isaijev Popovi¢ (Kosti¢ 2010: 84-87).

The introduction of Serbian culture into the sphere of Russian influence was
further intensified by metropolitans Mojsije Petrovi¢ and Vikentije Jovanovi¢ in
the first half of the eighteenth century. Pinned between hostile Catholics in the
Habsburg Monarchy and the Muslim government in the Ottoman Empire, Serbs in
Hungary turned to Orthodox authorities in Russia. This was further facilitated by
Russia’s military successes and its transformation into a European power. The anti-
Turkish and anti-Catholic policies of the Russian court were significant elements
in nurturing Russophilia among the Serbian people (Jovanovi¢ 2012: 67-68; Vese-
linovi¢ 1986: 25-26). They hoped that Russia would carry out a liberation mission
in the Balkans and reclaim their lost homeland, a possibility that was hinted at in
1710 when Peter the Great issued a manifesto proclaiming himself the protector
of all Christians in the Balkans (Mokuter 1965: 348—349). All this aroused general
enthusiasm for the Russian emperor so that songs and legends about him soon
began to emerge. Unfavorable religious policies of the Habsburgs in the middle of
the century led Serbs to several waves of migration to Russia. Those events sought
to prevent the actions of both the court of Vienna and Pavle Nenadovi¢, the Metro-
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politan of Karlovci. On the other side, Russian rulers sent secret emissaries to the
Serbs, encouraged migration and promised autonomy to the settlers intending to
inhabit the desolate areas of southwestern Russia (Kosti¢ 2001: 45-58; Lali¢ 2005).
Even during the reign of Catherine II, such relations were maintained. She was
also addressed by the Serbs in 1770, with a plea to protect them from Ottoman
rule, which she partially did by concluding the peace treaty in Kuchuk-Kainarji in
1774 (Jovanovi¢ 2012: 84-85s; Samardzi¢ 1986: 351-355). After the beginning of the
Serbian uprising in 1804, Metropolitan Stefan Stratimirovi¢ and Bishop of Backa
Jovan Jovanovi¢ also appealed to the Russian emperor Alexander I, asking that
Russia establish a kind of protectorate over Serbia (Dimitrijevi¢ 1926: 47-51, 55;
Slijepeevié 1936: 171-185).

Church reforms implemented by Peter the Great also became a template for
implementing similar reforms by the Serbs in Hungary. The most important docu-
ment of his time was the Spiritual Regulation, drafted and published by Theophan
Prokopovich in 1721 (Florovski 1997: 102—125; Cracraft 1971: 49-62; Kosti¢ 2010:
100-101). Soon after it was published, copies of that document reached the Serbs
in Hungary, affecting the reforms implemented in the Metropolitanate (Ward 2001:
155-163; Dickson 1993: 89—-94; Puzovi¢ 2014: 37—-41). Although the majority of the
clergy rejected it, it is known that some monks possessed copies and that it was part
of the libraries in some Episcopal courts (Deni¢ 2010: 153; Staji¢ 1947: 87). Vikentije
Popovi¢, the archimandrite of the Sigatovac Monastery, also had in his private library
a book by Stefan Yavorsky — 3namenus npumecrsus Autuxpucrosa (The Signs of
the Advent of Antichrist). It was published as a response to numerous prints made
by Grigory Talicki around 1700, in which he attacked the reforms of Peter the Great,
claiming that the emperor was possessed by the Antichrist (Ostoji¢ 2002: 353; Riasa-
novsky 1985:76-79). Some biographical elements from the life of a famous Russian
monarch were used by Jovan Musgkatirovi¢ to propagate Enlightenment ideas and
reforms introduced by Joseph II. In his work Kparkoe pasmumiserue o nmpaspHunu
(A brief reflection on the feasts) (1786) he justified the abolition of some religious
feasts by the state authorities, referring to the same measures implemented in 1723 by
Emperor Peter in Russia (Mugkatirovi¢ 1786: 22-24).

Books, LANGUAGE AND RUSSIFICATION OF CULTURE

A large number of Russian school textbooks and religious books eventually became
a hallmark of this period. Significant mediators in the process of Russification of the
Serbian language and culture in the first half of the eighteenth century were trave-
ling book dealers called “Moskoviti’, who sold books printed in Russia throughout
Hungary. For Orthodox Serbs the place of publication meant a confirmation of reli-
gious rightness, which was crucial for maintaining a genuine liturgical life (Kosti¢
2010: 129, 135; Kosti¢ 1932: 14-30). That was the most obvious way of promoting and
preserving the distinctive Serbian identity in multiethnic and multi-confessional
Hungary. Not much time passed before Russian liturgical books replaced old Serbian
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manuscripts. That caused a kind of confusion because those books were meant for
use in domestic churches and not abroad, and as such they commemorated only
Russian emperors (Simi¢ 2018: 34-37). Since the names of the emperors and the royal
family were printed routinely in the Service Book, they were also mentioned in litur-
gies at the Metropolitanate of Karlovci without any change (Dimitrijevi¢ 1922: 248).
That had an extremely political character, and the Habsburg court policy was firmly
against this kind of liturgical practice. Because of the loyalty issue, which was the core
of this problem, the Metropolitan had to give a justification, and so, in the end, the
Austrian empress was liturgically commemorated as a ruler of all the Orthodox in the
Habsburg Monarchy. However, that did not exclude Russian emperors from being
mentioned in the liturgy at all. Dionisije Novakovi¢, a professor of the Petrovaradin
school and the future bishop of Buda, was permanently banned from preaching by
the Holy Synod’s decision from 1744, because of mentioning the Russian emperor
instead of the Habsburg monarch (Marinkovi¢ 1968: 226). So, hand-written correc-
tions were made in Russian liturgical books, where the names of Russian saints were
replaced with Serbian ones, and names of the Russian emperors were replaced with
the names of the Habsburg monarchs. On the first empty page of the Moscow Service
Book from the Krusedol Monastery, the names of Joseph II and Maria Theresa were
written instead of the names of Russian emperors. Something similar happened to
the Book of Hours printed in Kyiv in 1729, which was used very often in the Metropo-
litanate of Karlovci. In part concerning the liturgical act of the elevation of Panagia,
there are extensive instructions on how a priest should say a litany at the end of this
act, where the emperor was commemorated explicitly (Timotijevi¢ 2008: 65).

Even under the metropolitan Pavle Nenadovi¢, the issue of the liturgical comme-
moration of Russian rulers was not solved. To avoid problems with the Austrian
government, he had to send a circular letter to the monasteries in Fruska Gora in
1768, in which he established the rules for mentioning the Catholic Austrian emperor
at the liturgy and for his place in the church during his announced visit (Ruvarac
1905: 682). When the emperor was entering the church, a priest had to cense him,
and during the service, the Gospel was brought to him for veneration. He was to sit
on a prepared throne placed on the ambo and, at his express wish, was to be intro-
duced into the sanctuary (Timotijevi¢ 1994: 291-292). A discussion about the ruler’s
invocation was led at the church council in Sremski Karlovci in 1769. The plenipo-
tentiary of the empress at the council publicly stated that Maria Theresa was aware
of the fact that images of the Russian empress Elizabeth were kept in Orthodox chur-
ches and that, instead of Maria Theresa herself, Elizabeth was being commemorated
in the liturgy. Representatives at the council, of course, denied that claim (Rajkovi¢
1872: 170—171).

The figure of the Russian emperor as a symbol of paternal grandeur and protec-
tion was constantly present in the public consciousness of the Serbs, therefore it
was also a frequent topic in literature (Mokuter 1965: 345). Heroic poems about the
emperor as a great and successful commander-in-chief were recorded in different
variants throughout Southeastern Europe. Count Sava Vladislavi¢, a diplomat at the
court of Emperor Peter the Great, translated and published at his request the work of
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the Ragusan historian Mavro Orbini Il Regno degli Slavi (The Kingdom of the Slavs)
from 1601. Zacharia Orfelin composed and printed JKuruje u caaBuuja Aeaa rocypapja
umneparopa Ilerpa Beankaro (Life and glorious affairs of the Emperor Peter the
Great) (1772), which he dedicated to Empress Catherine II (Fig. 2). In this book
Orfelin also included a poem commemorating the Tsar’s declaration of war against the
Ottoman Empire of March 3, 1711 (Boskov 1986: 215-218; Marinkovi¢ 1966: 420-421).
Similar patriotic feelings can be recognized in the panegyric written by Partenije
Pavlovi¢ titled ITecen caasnaro opaa pocujckaro (The Song of the Glorious Russian
Eagle) in which he celebrates the symbols of the Romanov dynasty (Grdini¢ 200s: 8,
204). Another example is provided by Stefan Novakovi¢, the publisher of the impor-
tant book Vcropuja pasHux cAOBeHCKUX HapoAQ, ocebune Byrapa, Xpsaitia u Cpba
(The History of various Slove-
nian nations, especially Bulga-
rians, Croats and Serbs) written
by Jovan Raji¢, who gave a copy
of this work to Catherine II. He
inscribed in it an eloquent dedi-
cation praising the universal glory
of the Russian empress and the
immortal Slavic-Russian nation
(Cali¢ 2010: 270-277; Dolgova and
Ivanova 2009: 443-444; Ducié
1999: 132-134).

In the 1720s, Russian and Ukra-
inian teachers came to the Metro-
politanate of Karlovci, where they
introduced Russian educational
elements and methodology into
the local schools. In addition to the
most famous among them, Maxim
Suvorov and Emanuil Kozachinsky,
Jelisej Pletinecki, Piotr Padunovski,
Sinesij Zalucki, and Timofey
Levandowsk also worked in
Serbian schools, further contribu-
ting to the Russification of Serbian
culture (Curic’ 1974: 103-118; Vuka-
$§inovi¢ 2008: 205-209). On the
other hand, a growing number of

Anonymous Ukrainian painter, Resurrection
of Christ, iconostasis,
Church of the Transfiguration of Christ,

Szentendre, 1745/46.
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Serbian students went to study at the Kyiv Theological Academy, increasingly disse-
minating its theological and artistic influences. Leading Serbian intellectuals and pain-
ters of the period, such as Dionisije Novakovi¢, later the bishop of Buda, and Stefan
Tenecki, who left a notable oeuvre in religious painting, had been educated in Kyiv. That
university remained the center of the spread of the Russophile sentiment among Serbs
until the 1760s (Deni¢ 1986: 239—259; Medakovi¢ 1954: 291-293; Puzovi¢ 2017: 15-57).
Some individuals made great careers after moving to Russia, such as Sava Vladislavi¢
who became a diplomat, Petar Smeli¢ who became the archimandrite of the Alexander
Nevsky Monastery in St. Petersburg (later Archbishop of Belgorod and Oboiansk), or
Teodor Jankovi¢ Mirijevski who became a reformer of the Russian educational system
and a distinguished nobleman. Atanasije Stojkovi¢, Gligorije Trlaji¢, Pavle Julinac, and
Petar Tekelija were also linked to Russia in different ways (Jovanovi¢ 2012: 101-108,
110-111). Some of them were even introduced to the reigning emperor or empress, e.g.,
Jovan Popovi¢ Tekelija to Peter the Great, Simeon Pis¢evi¢ to Elizabeth Petrovna, and
Sava Tekelija and Gerasim Zeli¢ to Catherine II (Simi¢ 2018: 138-140).

ARTS

Ukrainian painters who began
to arrive to southern Hungary
from the 1720s onwards, namely
Jov Vasilijevi¢, Vasilije Roma-
novi¢ and Grigorij Gerasimov,
had a significant influence on
Serbian baroque art (Kuéekovi¢
2014: 335—340; Kucekovié 2016:
177-200; Davidov 1969: 121-138;
Timotijevi¢ 1987: 109-126;
Timotijevi¢ 1994: 63—90) (Fig.
3). Also, many icons were
brought from painting centers
such as Mstera, Suja, Holuj, and
Paleh, where they were mass-
produced for the Russian and
foreign markets (Jovanovi¢
1963: 396—398; Krasilin 2007:
211-230). Along with these
craftworks, high-quality reli-
gious art pieces were brought
to the Metropolitanate. That is

Fig. 3. Jov Vasilievi¢, Jesus Christ, iconostasis,

throne icon, Monastery of Krusedol, 1745.
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very well illustrated by the example of the abbot Grigorije who brought icons by
Russian court painters to the Rakovica Monastery in 1701. These icons by Leontije
Stefanov, Jovan Maksimov, Spiridon Grigorijev, and Tihon Ivanov marked the new
style, which had begun to take shape already in the second half of the seventeenth
century. It emphasized the realities of saintly figures, which became a model for the
development of Serbian icon-painting in the following decades (Raki¢ 1986: 128-144).

The painting coming from the Kyiv-Pechersk Lavra had some characteristics
somewhat different from Russian art, primarily because of its strong links with the
Catholic Baroque culture of Central Europe. The influence of Polish painting from the
end of the sixteenth century heightened interest in portrait and landscape painting,
which subsequently led to changes in the iconography of Orthodox icon-painting.
After significant parts of Ukraine were incorporated into Russia in the mid-sevente-
enth century, the Kyiv Spiritual Academy began to occupy an increasingly important
place in the Christian topography of Eastern Europe (Davidov 2004: 171-173; Puzovi¢
2015: 209-215; Jovanovié 1926: 3) which, in turn, caused iconographic and thematic
novelties to gradually make their way into Serbian religious painting (Fig. 4). The
structure of the iconostasis changed, growing in height, and over the following few
decades, this new type of iconostasis became dominant all over the Metropolitanate
(Vuksan 2016: 13—37; Timotijevi¢ 1996: 51—58). At the same time, under the auspices
of the Russian emperors, the
Lavra began a delicate cultural
transmission of the Romanov
imperial ideology to the peoples
of Southeastern Europe. Some
Russian engravers, like Alexei

A&lOJ,EPHiABHleIIEl’I HETO () | Zubov, produced images for
B LUMBITIE Y those Slavic markets. Among
LR other things, he made an engra-

UMIIEPATPHILD ving with a portrait of Peter

the Great on horseback, which
served as a portrait model for
engravings made by the Serbian

AAEKCBEBHD printer Hristofor Dzefarovic.

AN BTOPOIN 7 (1 Russian prints also influenced
AFLCAMOLEPKNIE  BCEPOCCTICKON \/ 54 Serbian icon-painters, like
T A Teodor Stefanovi¢ Gologlavac,
Kiprijan Rac¢anin and Gavril
BCEHHKANIIE E i Stefanovié¢ Venclovié, who used
o' Coumnumenn N Toaxosas ncaatup (Tolkovaya
NPHHOWMEHIE
. ; Fig. 4. Zaharija Orfelin, Dedication
to Empress Catherine Il, from the
book History of Peter the Great,

engraving,1772.
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psaltir) published in Kyiv in 1697 (Jovanovi¢ 1963: 387-389; Lebedianski 1973: kar. 6p.
36). The image of Saint Simeon Nemanja published in the book Cp6max (Srbljak),
printed in Rymnik in 1761, was modeled after an illustration from the ITatepuk
(Paterik) made in Kyiv in 1702. Similarly, the book 360puuk MoauTasa (Collection
of Prayers) published in 1770 by Joseph Kurtzbek in Vienna repeated the graphic
elements of the book of the same name published in Moscow between 1741 and 1762
(Stosi¢ 1960: 256-263).

The appearance of baroque imperial portraits was connected with the changes
brought about by the reign of Peter the Great. Historiography has recognized the icon,
the reforms, and the establishment of the Academy of Fine Arts as crucial elements
for the emergence of this new type of portrait (Cracraft 1997: 149-231; Cracraft 2004:
219-276). Earlier researchers assumed that it possibly developed in the older Russian
tradition of imperial portraits — known as mapcyna (parsuna). These early portraits,
in stylistic and morphological terms, were close to icons and derived from traditional
images of saints. Their name came from the Latin word persona because they referred
to the peculiar connection between an individual personality and its visual image,
which became its double. The term parsuna covered many phenomena with different
meanings, most often referring to Russian, Belarussian and Ukrainian portraits from
the sixteenth to the eighteenth centuries. In stylistic terms, a parsuna is close to the
icon, because it depicts hieratic and idealized figures, whose body posture is accentu-
ated by the costume, with a pronounced ornamentalization (Vasser 2015: 91-92). The
iconic foundation of the parsuna is well illustrated by the image of Emperor Fyodor
I11, depicted in the presence of Christ in the form of the Veil of Veronica. With its
four cartouches with emblematic inscriptions the portrait symbolically confirms the
divine origin of the emperor’s power (Uspenskij and Zhivov 2012: 3-37; Napp 2010:
31-32; Vdovin 2005).

Based on the image of a ruler created in the literary panegyrics of Simeon Polocki,
painter Josif Vladimirov recreated it in the visual arts. He founded it on the iconic
character of the earthly monarch as a representation of Christ as the ruler of the world.
However, he criticized the dark incarnate of the face, and in the theological sense, the
idea of the prototype followed by Russian icon-painters (Timotijevi¢ 2003: 214-218).
He emphasized that, unlike in Russia, painters in Western Europe represented their
rulers as faithfully and “life-like” as possible. The aspect of memorializing the ruler’s
character through the image contained the elements of reverence that his subjects
were expected to feel towards his real personality. That inevitably conveyed his image
as his effigy (Kidmpfer 1978: 205; Ov¢innikova 1964: 41, 45). Vladimirov expressed
not only his attitude, but also the opinion of an influential group of painters, inclu-
ding the court master Simon Usakov (Kimpfer 1978: 206).

In addition to money, books, and ecclesiastics, Serbian monks also brought to
Hungary images of Russian rulers. Most often, these were engravings made to illu-
strate books, while in other cases they were copies of official portraits intended to
spread and strengthen the cult of the Russian monarch. Sometimes they also brought
large-format oil portraits, though this was not a typical case, as the Austrian border
and customs controls were rigorous, and the possession of such paintings could cause
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problems to the owner. Serbs held the Romanov dynasty in high regard, secretly
procuring and treasuring their portraits, mentioning them at liturgies, and thereby
leading the Habsburgs authorities to question their loyalty (Simi¢ 2012: 29-32; Kosti¢
2014: 148—155).

A portrait of a Russian ruler had iconic power, and that was one of the reasons
why it was increasingly encountered in private homes of the Serbs. Prints, and some-
times medals, were most often an integral part of the interior of civic houses. Getting
aportrait of a ruler became a vital means of political communication and the highest
expression of his grace toward loyal subjects (Simi¢ 2012: 32-33). That was aptly illu-
strated by the example of Bogdan Isaijev Popovi¢, who returned in 1710 from a secret
mission to the Russian court and brought with him the gifts of Peter the Great: four
portraits mounted with precious stones for Serbian officers, and fifty-three gold
ducats with his figure for the lower ranks (Dimitrijevi¢ 1922: 51; Kosti¢ 2010: 86).
Later on, wills and inventories often mentioned various figures: a portrait of Peter the
Great is found in the legacy of Ana Savi¢, née de Mosko (Staji¢ 2003: 243; Staji¢ 2002:
292). It also appears in the inventory of the Metropolitan Court in Sremski Karlovci
from 1731, which records that in the Great Room, besides paintings of earlier metro-
politans, there is also a portrait of “Peter I, the Emperor of Moscow” (Deni¢ 2010:
97). In the inventory of the bishop’s court in Novi Sad, compiled on August 7, 1757,
it was noted that in the middle room there were portraits of Peter the Great, Eliza-
beth Petrovna and her heir, right next to the portraits of Empress Maria Theresa and
Prince Joseph (Staji¢ 1947: 111).

At the auction of the personal belongings of Metropolitan Vikentije Jovanovi¢ Vidak,
after his death in 1780, one quality and expensive oil portrait of Peter the Great was sold,
at least according to the documents (Corovic 1934: 195-196 ). Portraits of Russian empe-
rors were famous long after their death. One such example is preserved in the Savina
Monastery, where it is believed to have come from either the collection of Count Sava
Vladislavi¢ or some other Serbian nobleman in the service of the Russian emperor. A
similar portrait was also made by the painter Stefan Tenecki during his studies at the
academy in Russia in the 1730s. According to legend, it was created when the painter
was only twenty years old, which is the reason for the rather lackluster execution: crude
drawing, rigidity of the torso, small and hard-drawn hands. However, when one looks
at the model he copied, one immediately notices the high fidelity of the face Tenecki
achieved. This portrait belongs to a group of works designed for the Russian court by
the famous French painter Louis Caravaque (1684-1754) (Vasser 2015: 115-127; Sobko
1882: 139-142). The same circle of Caravaque’s works also includes the famous portrait of
Peter the Great from the Srem monastery of Velika Remeta, whose tumultuous history
has been described before. At the end of the nineteenth century, the portrait was tran-
sferred from the monastery to St. Petersburg, where, at the personal request of Emperor
Alexander I11, it was purchased for the Imperial Hermitage, where it is still kept (Stasov
1882: 214; Simic 2014: 619—624).

The end of the eighteenth century was marked by the appearance of the Russian
Princess Alexandra Pavlovna in Hungary and the intense cult that developed around
her tragic fate. In 1799, she married the Hungarian palatine Joseph in order to form
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a political alliance between the houses of Habsburg and Romanov. The arrival of
the princess caused an outburst of joy among the Serbs in Hungary, as they finally
received what they had hoped for throughout the eighteenth century — an Orthodox
ruler. She was a symbol of a long-lasting connection with the Russian emperors
and a guarantee of Serbian rights in the Habsburg Monarchy. Many poems were
published in her honor, like the one written by Grigorije Trlaji¢ in which he cele-
brated her ideal young character. Thanks to Princess Alexandra, the court in Buda
became open to Serbian intellectuals and artists for the first time. After her sudden
and tragic death in 1801, her confessor, priest Andrei Samborski, commissioned an
engraving showing her on her deathbed. He printed it in several thousand copies and
distributed it to all leading figures in the country. Many similar images and poems
testified about the popularity of Alexandra Pavlovna and the public sorrow after her
death, which together became one of the means for the religious and political unifi-
cation of Orthodox subjects in Hungary.

The image of the Russian rulers in the eighteenth century was idealized, and
as such, the Serbs wholeheartedly accepted it. In whatever way it came, publicly or
secretly, it was respected to such an extent that it was worth every risk, even the accu-
sation of treason. It was translated into various mediums, verbal and visual, but it
always carried the same message — the liberation of the Serbs from the enemy and
unification under one Orthodox ruler.
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VLADIMIR SIMIC
POLITICS, ORTHODOXY AND ARTS: SERBIAN-RUSSIAN CULTURAL RELATIONS IN THE 18TH
CENTURY

Baapumupr CUMUE

ITTOAUTUKA, TIPABOCAABASE M YMETHOCT:
CPIICKO-PYCKE KYATYPHE BE3E Yy XVIII BEKY

(PE3UME)

Oa Bpemena [Terpa Beankor u Beanxor Typcxor para (1683-1699) cpricko-pycku
OAHOCH cBe Bullle A06OMjajy moanTnyku Kapaxrep. [Tehku narpujapx Apcenuje
II1 YapHojesuh, mpepBopnuk Cpba usberanx 1690. 3 OTOMaHCKOT LIapCTBa,
OAP’KaBa IPEIHCKY C PyCKUM BAaAapUMa Tpaxkehu 3amTuTy oA pUMOKaTOAMKA.
Pycku BAApApH HACTYTIAjy KAO 3AIITHTHHUIIM IPABOCAABHUX Ha BaAkany, Texxehn
Ka OCTBapemy CBOjUX NOAUTHUYKUX HHTepeca. TakBY OAHOCH Cy 3aApKaHM U Y
Apyroj moaosunu X VIII Beka, 3a Bpeme Baapasute Karapure I, kojoj cy ce Cpbu
o6paTHAH 1770. c MOAOOM A UX 3AIUTHTHU OA OCMAHCKE BAACTH, IITO je oHa u
YYMHHUAQA IPHAMKOM CKAAIaEkha MEPOBHOT yroBopa y Kyuyx-Kajuapyujy 1774.

Pycuduxanuju cprcke kyarype y npBoj morosunu XVIII Bexa Hajsume
cy pompuHOCcHAM InyTyjyhu Tprosuu, HasuBanu ,MockoBuMa’, Koju cy
IMKUPOM Yrapcke MPOAABaAK Kibure mTammnane y Pycuju. MecTo uspama je 3a
npaBocaaBHe Cpbe 03HAYABAAO IOTBPAY BepCKe HCIPABHOCTH, II1a je TaKaB
HAYMH HA0aBKe PEAUTHO3HE AUTEPATYPe OIICTA0 CBE AO TePe3HjaHCKHUX peGopMu
cepampecetux ropuHa X VIII Bexa. Tokom pBapecerux roanna XVIII seka, Ha
MTO3UB KAPAOBAYKUX MUTPOIIOAUTA, AOAA3E PYCKU M YKPAjUHCKU YYUTE,H, KOjU
IIpeHOoCe KOHIJeITe TAMOIIeT MKOACKOT cucteMa y KapAoBauky MuTpomnoanjy.
Cpricku cTypeHTH 0pAa3e Ha cTyauje Ha KujeBcky AyXOBHY akapeMH]y, OpaKAe
MIPUCTIKY 60roCAOBCKH, aAH U yMeTHHUYKH yTunaju. IlojeanHIm xoju oprase y
Pycujy ycrieBajy Aa Harpase BeAnke kapujepe, momyT Case Baaaucaasuha, ITerpa
Cwmeanha nan Teopopa Jarkosuha MupujeBckor.

Ha 6apoxusariujy cpricke yMeTHOCTH BEAUKH YTHIIAj Cy UMAAM PYCKH CAUKAPU
Koju cy oa aBapeceTnx ropuHa X VIII Beka mogean aa ce mojasayjy y Kapaosaukoj
MHTPOIOAUjH, mocebHO JoB Bacuaujesuy, Bacuaunje Pomanosuy u I'puropuje
TI'epacumos. Takole, youena je 1 crieruUIHOCT yTHUIAja YKPAJHHCKE YMETHOCTH
Ha CPIICKY, IPeBacXOAHO oHe HacTase y Kujepo-nmeuepckoj aaspu. Mema ce
apXUTeKTOHMKA HKOHOCTACA, KOjH CBe BUIIE PAacTe y BUCHHY, a HKOHOTpadCKe
U TeMaTCKe HOBUMHE IIOCTEIIeHO MPOHAAa3e MECTO y pelepToapy CPICKOT
PEAMTHO3HOT CAMKAPCTBA. Taj pasBHjeHH THII HKOHOCTAaca OCTaje AOMUHAHTAH
cBe A0 ApyTe moaosuHe XIX Bexa. MlcToBpeMeHO, oA ITOKPOBUTEACTBOM PYCKUX
1apeBa /AaBpa 3aI0YUEE C ACAUKATHOM KyATYPHOM TPaHCMICHjOM HAEOAOTHje
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PomaHOBHX Ka HapoauMa jyroucroure Esporre. ITopea Apyrux AapoBa, Cpricku
MOHacH cy u3 Pycuje AooHOCHAM U cAMKe PycKuX BAasapa. Hajuenthe cy To 6uan
rpadpuyKu AMCTOBH pal)eHn 3a moTpebe HAYCTPOBAbA KIBUIA, AOK C€ Y II0jEAHIUM
CAy4ajeBHMa PAAMAO O CAMOCTAAHUM YAAHUM IMOPTPeTHMA BeAukor popmata. To
HHUje 61O YeCT CAyYaj, jep Cy 'PaHHYHe U LJAPHHCKe KOHTPOAE OrAe PUrOpO3He,
a II0CeAOBAbe TAKBUX CAUKA MOTAO j€ A2 H3a30Be CyMIby ayCTPHjCKHUX BAACTH.
ITpaBocaasuu Cp6u Cy rajuAM BeAUKO IIONITOBAMbE IPeMA PYCKOj BAAAAPCKO]
AMHACTHjH, KPUIIOM HA0aBAAAM U YyBAAU HUXOBE [IOPTPeTe, IOMHUEbAAN HX HA
AMTYPIHjH, YMMe Cy Y O4UMA BAACTH AOBOAHAH y IIUTAkbe CBOjY AOjAAHOCT IIpeMa
Xab30yprosuuma.

KAY9HE PEYM: pycko-cprcke Be3e, XVIII Bex, peAUTHO3HO CAMKAPCTBO, HOPTPETH,
AuHactHja Pomanos
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ABSTRACT

Russian-Serbian cultural connections in a broader sense, represented
through direct parallels in Russian and Serbian sacral painting, architectural
decoration, sacral interior design and phenomena in court art canons of the
last Romanov’s and Karadordevi¢’s dynasties are insufficiently researched.
By using the concrete monuments, mostly in Russian style, Russian
symbolism and Art Nouveau, but also the court canon at the turn of the
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demonstrated.
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ATICTPAKT

Pycko-cpricke KyATypHe Be3e y IIHpeM KOHTeKCTY IPeACTaBseHe CY KPO3 A0
Capa MaAO IMpOyYaBaHe, AUPEKTHE IIapaAeAe Y PYCKOM U CPIICKOM IIPKBEHOM
CAMKAPCTBY, apXUTEKTOHCKOM YKPACy, OIlpeMarby IIPKBEHUX eHTepHjepa U I10jaBe
Y ABOPCKO]j YMETHOCTH U IIPOTOKOAY TocAeArx Pomanosa u Kapahophesuha. Ha
IpUMeprMa KOHKPETHUX CTIOMEHHKA, YTAABHOM PYCKOT CTHAQ, PYCKOT CUMOOAM3Ma
U ap HyBOJ, aAH U ABOPCKOT IIPOTOKOAA € Kpaja 19. u nouerka 20. Beka y Pycuju
M KPO3 AeAOBaIbe PyCKHX eMurpaHara mocae Okrobapcke pesoaynuje y Cpbuju
TOKOM ABAaAECEeTHX U TPHAECeTHX roprHa 20. BeKa, HAYCTpyje ce mpeys3uMame
PYCKHMX ANKOBHHX pelllerba i KYATYPOAOIIKHX MOA€AA KOjHU ce TIpHAarol)asajy
norpebama CPIICKHX MOPYIHAALA.

KaYYHE PEYM: AMKOBHU yMeTHHIM — pycku emurpanTy, Ceprej M. CmupHos, Auapej B.
DBunryeHko, OnaeHauYKy CAMKApH, I{PKBEHO CAUKAPCTBO

OcHM AMPEeKTHHX PyCKO-CPIICKMX YMETHHYKHX Be3a Beh AepuHMCaHMX y ncTOpUjU
YMETHOCTH, CAaTAAQHHX ITPBEHCTBEHO U3 YTAQ KOHKPEeTHHUX AOAMPA CPIICKUX M PYCKHX
AMKOBHHX YMETHHKA, 1 FEUXOBOT IIPHCYCTBA ¥ PYCKOj, OAHOCHO CPIICKOj CPEAMHH OA
CpeAmber BeKa A0 HAIIMX AAHA, Ka0 OMTaH MOMEHAT 33 ACAOBAbEe PYCKHX AMKOBHHUX
yMETHHKA eMHUI'PAHATA Y CPIICKOj cpeArHHU mocae OKTobapcke peBoAyriuje u rpahas-
cKor para, Hamehy ce MHAMpeKTHe 1 AUpEKTHe AUHACTUYKE Be3e CPIICKOT U PYCKOT
ABOpa C Kpaja 19. M IIOYeTKa 20. BeKa, Koje Cy yTHIjaAe KaKo Ha popMupame ABOPCKe
ymeTHOCTH y Cpbuju, TaKo 1 Ha IIPKBEHY YMETHOCT.

IToanTnuke Bese u cBe Behe ocaamarme Ha PycHjy TOKOM IOCAEABHX TOAUHA 19.
U IIOYETKOM 20. BeKa, IMaAe Cy AOTHYHHUX IOCACAUIIA H y KYATYPH, I1a i AMKOBHO]
yMeTHOCTH. Te KOHTaKTe 0jadaAu Cy M KOHKpETHE Be3e PyCKe U CPIICKMX AMHAC-
THja, HOKPOBUTEACTBO U KYMCTBO PYCKHUX IJapeBa Ca CPIICKUM BAAAAPUMA, 2 OHAQ H
AMPEKTHO OpakoBHU LjPHOTOPCKHUX IpuHIte3a Muamuiie 1 AHACTacuje, cecTapa Cympyre
ITerpa Kapahophesraa — 3opke ¢ pycknM BeAMKMM KHEKeBHMA, IAAHUPAkbe OPaKoBa
CpricKux pectosoHacaepHuka Hopha, ma Aaexcanapa c khepuma Huxoaaja II Poma-
HOBA, 1 KoHayHO 6pak khepu Ierpa I Kapahophesuha, Jeaere, c jearnnm op kHexxeBa
napcke kpBH, Josanom Koxcranurnosudewm (1911).

Kao pycko-cpricke Bede y AMKOBHOj YMETHOCTH U, HEIITO IIUPE, Y BU3YEAHO]
KYATYPH, OBOTa IIyTa Ce pa3MaTpajy CaMo KOHKPETHe ITAPAAEA€, TOTOBO ,IIUTaTH U3
PYCKe YMETHOCTH, KOje Cy YMEeTHHUIIM eMUT'PAHTH Y CBOjoj HOBOj pooMoBuHU Kpame-
suHU CXC xopuctuau pasehu 3a HoBe mopyumorie.

Y Pycuju ce Beh y Bpeme Aaexcanapa I y ymeTHOCTH CBe BuIle jaBba MHTEPEC 32
HAIJMOHAAHO CPEAIOBEKOBHO KyATYPHO Hacaehe. 3a Bpeme BaapaBuHe Aaexcarapa ITI,
KOjH OA CTYIIaEa Ha IpecTo 1881. pycuuKyje BOjHE M HOAUIIHjCcKe yHIPOpMe, haBo-
pH3yje ce ICeyAOPYCKH CTHA y ApXUTEKTYPH, a 25. jaHyapa 1883. Ha ABOPY je OApYKaH U
IPBH ,HCTOPHUjCKHU 6aA”. 3BaHMIIE Cy HOCHAE KOCTHME HHCITHPUCAHE PYCKHM CPEABUM
BEKOM H ,JIPEIIETPOBCKOM " €IIOXOM, YHjOj H3PAAH CY MPETXOAHAA 030MAHA HCTPAXKH-
Bama y apxuBama VmmepaTopcke akapeMuje YMeTHOCTH.
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JEAEHA MEJXKWHCKHU MUAOBAHOBHUHR
IPHUAOT MCTPAJKMBAIGY PYCKO-CPIICKMX BE3A Y LIPKBEHOM 11 ABOPCKOM CAMKAPCTBY
N TPAAUTENSCTBY..

3aTum je u kpynucame Asekcanppa III 15. Maja 1883. 61AO OCMHULINEHO Y PYCKOM
TPAAUIIMOHAAHOM AYXy. Y OKBHPY IIPOCAABE CBEYaHO je oTBopeH McTopujcku Mmysej
u ocseheH je ayro rpahenu Xpam Xpucra Cnacuresa y Mocksu uuje ce popme
0CAabajy Ha CPeAmhOBeKOBHe y3ope. Yak cy U jeAOBHHUIIM 3a OpojHe mpujeMe U
cBevaHe 0OeAe OMAH yKpAIIeHH HAYCTPAIMjaMa CTAPHHCKUX PYCKHX IIPHjeMa IIpeMa
PEeKOHCTPYKIHjaMa y AyXy cellecHje Tapd MOMTOBAHOT cAuKapa BukTopa Muxajao-
Bu4a Bacwernjosa (1848—1926) (‘{aKI/IPOB'b 1971: 208-265; TopuecmeenHoiil 06ed
no cayuaio koponayuu Aexcandpa I11 Pomarnosa; KopoHauuoHHble, HCTOpUYECKHe U
1BeTHbIe 6aAb).

Y armocdepu jauarma HHTepeca 32 PyCKY ,[IPEeTPOBCKY  e[I0XY OPraHU30BAHO je
kpyHucame Huxoaaja IT Maja 1896, a Tako je OCMHIILSEHO U 0beAeKaBaAE 290 FTOAUHA
BAapaBUHe AMHAcTHje PoMaHOB dpebpyapa 1903. y 3uMckoM ABopLy y IleTporpaay, Ha
koMe he cBe 3BaHmIle GUTH OAeBeHe Kao ABOpjaHH 1japa Asekceja Muxajaosirda Poma-
HOBA, BAAAAPCKOT y30pa Maapor Hukoaaja u3 17. Beka. Maxo pasoHoAQ, Taj 6aa je 610 1
CHA’)KHA HAEOAOIIKA IIOPYKA y CYCPeT 0beAesKaBary TPHCTOTE FOAMIIIbHIIE AMHACTH)E.
CaoskeHe KOCTHMe OCMHIILAABAAU CY MCTOPHUAPH, CTPYUHAIH 33 ,[IPENeTPOBCKY
enoxy, Ausajaupasu cy ux ymerauu, aip. Ceprej Ceprejesima Coaomko (1867-1928),
a kopumheHu Cy ayTeHTUYHH HAKUT U IIPEAMETH IIPUMerheHe YMETHOCTHU U3 eIIOXe.
Cse ce HAAOBE3MBAAO HA CAOXKEHE ABOPCKE PUTYaAe, HCTPAXKHBAAE Cy Ce HCTOPHjCKe
36upke. Koctumu cy musenn y papnonuriama Iapckux nosopumra. Koctum rjapa je
camuo M. . Kapu (anHpOB’b 1971; Yermilova 2002: 170; CBanupgse 2008; Kocmio-
MUPOBAHHDBLTL 6AA 1903 200a — CaMbLLl U3BeCHIHbLIL MACKAPAD NOCAEOHE20 UMNEPamopa
Poccuu) BUAETH HAYCTpaLHjy 1.

Y BpeMe HeITO IIpe KpyHHCamba OCACAIbET PYCKOT apa, 1895-1896. (Yakuposs
1971: 265-421) CPIICKA APKaBa, y3 aHTaKoBambe 1 CpIicKe KpaseBCKe akapemuje, op Beh
npocaasaeHor caukapa Ilaje Joanosunha (1859-1957) 3a cBeTcky nsaox6y y [Tapusy
1900. Ka0 MOAUTHYKU MaHHPECT U IIOTBPAY 3a CBOje IIPeTeH3uje 3a Mupeme Ka jyry,
HOpyYyje MOHYMEeHTAAHY UCTOPHUjcKy KoMmnosuiyjy Kpyuucarwe Cmepana Aywana y
Cxonwy 3a yapa Cpbas, Ipka, Byzapa u Apbanaca 14. anpuia 1346. 200ure, no crapom
karendapy, na Yexpe, y Ckonsy. 3a Taj IpoOjeKaT yMETHHUK je MOPAO MHOTO HCTPasKU-
BaTH HA TePeHy, YUTATU UCTOPHjCKe U3BOpe, obpaTuTu ce 3a momoh Crojany Hosa-
koBuhy, y OHO A06a jeAHOM O HajlieeHHjUX CPIICKUX MCTOPUYAPA, HIIP. PAAU H3pase
KOCTHMa IIpeMa BAACTEAHHCKO]j opehu Ha ppeckama, Koje je 3a MOAEAE KOjH CY ITO3H-
paau 3a canky muo koctumep 6edxe Onepe, Baamkep (Kycosar 1979: 35; Makysesuh
2006: 85; Mapxkosuh 2009: 36; Tumotrjesuh 2009: 132; Kycosar 2010: 153-161).

Y Cprickoj KpaseBCKOj aKaAeMHjUu MHOTO Makibe ce mocsehyje ncrpaxupamy
ycTapuHa’. Y3 Aparuinry Musyturosuha, KpajeM 19. 1 ITIOYTKOM 20. BeKa, Y Toj 0bAacTn
axruBHU ¢y /oybomup Crojanosuh, Baapumup P. ITerkosuh, Auppa CreBanosuh,
Ilepa]. ITonosuh, a 0a Maahux XKapxo Taruh, Byphe Bomkosuh, Aazap Mupxosuh n
Ap- (Mesxxunckn Muaosanosuh 2011: 23, 26). YIpaBo jeAaH 0 HajUCTaKHY THjHX HCTPa-
KuBaya ,crapuna’ jom y Cprickom ydeHoM ApymTBy, Muxanao Baarposuh (1839-
1915), OKO 1902. TIpeMa y30prMa Ha CPeAOBEKOBHUM ppecKamMa OCMHUIIAABA KOCTUM
3a OduILHjeAHe IPUAUKE 3a CPIICKY Kpasuly Apary O6penosuh (Buaetn naycrpa-
1Hjy 2), Koja je jom Kao ABopcka Aama kpasurie Haraauje (1892-1897) 6opasuaa Ha
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PYCKOM ABODY ¥ TaMO 61AQ y TIPHAHIIM AQ YIIO3HA PYCKY , ABOPCKY MOAY . 3 PasAHKY
oA PomaHOBa KOju Cy KOCTHUMHMA U3 HAITMOHAAHE IIPONIAOCTH IIPOCAABAAAM KOHTH-
HYHUTeT CBOje BAACTH, OMPaXkeHa H KpUTHKOBaHa Apara je, Tpaxkehu aa ce ABopcke
AaMe obAade y CpeArOBEKOBHE KOCTHME, TOKYIIABAAA AQ IOTBPAH CBOj ACTHTHMHTET
H 0jaya CBOjy IO3UIIU]Y ,CPIICKe KpasHUIle” IIOCAE CTPAHKUIbA HA CPIICKOM IIPECTOAY
(Bacuh 2012: 37; Mutposuh 2012: 45, 46).

Yckopo, ropnHe 1904. 3a KpyHuCamwe kpasa ITerpa Kapahophesuha, y Bpeme xapa
Ce M0 PYCKHMM Y30pHMa MeHhaAa CPIICKA BOjHA YHHPOPMA, a U CaM YHH KPYHUCAKA,
HPUCTYIIHAO C€ CAUYHOM IIPOLIECY ,pe/KOHCTPYKIjHje” CPIICKIX BAAAAPCKHX PEraAnja,
Ha 4eMy je IIOHOBO 610 aHraxxoBaH Aupextop Hapoauor mMyseja Muxarao Baarposith
(Bacuh 2012: 31, 32). CBedana KpyHUAG€EHa TOBOpKa 61AQ je AOITyHeHa KOCTUMHUPAHIM
AMIKOBHMA CpIICKe CPEABOBEKOBHE BAACTEAE, OA Ljapa AymiaHa A0 Kpasesrha Mapxa, u
Y4eCHUIIMMA KOjH Cy HOCHAM CPIICKe BOjHE YHIPOPME OA CPEAHOBEKOBHHUX AO CaBpe-
menux (/foy6uh 1940).

M mocae KpyHHCama CPIICKOT Kpana, y mepuoay usMehy Asa pata, kapa y Hamry
CPeAMHY AOAa3e PYCKH eMHUI'PaHTH, HACTaB/&bEHA je IIPAKca OPTaHM30Bakba MOBOPKH
MaCKHPaHHUX y YHUOpPMe CPIICKe CPEAOBEKOBHE BAACTEAE M BUTe30Ba Hajuemthe Ha
TIOKAQA€, AU 1 TIPHAMKOM pasHux npocaasa (,Caasa [BosaeHor myka kHesa Muxaraa
y Topmem rpaay“; ,beaa Hepema y Humry. IToBopka xocoBckux jyraxa“; ,Cyrpa he ce
xop, ‘Tlerporpasa’ oApskaTH KOCOBCKA Bedepa Ifapa Aazapa M PaCIIOPUTH CTOMAK Ijapy
Mypary, [IpBa cesona 3a6aBa Apymrsa ‘Tpaputmje™).

Y nepuoay mocae OxTobapcke pesoaynuje u rpahanckor pata y Pycuju, xapa ce
Y CPIICKOj CPEAMHH HAIA0 BEAHKH OpOj PycKHX usberauiia, a Melyy iriMa 1 AMKOBHHX
YMeTHHKA, 3HaYajHU ayTopu 6uau cy ABopy mapa Hukoaaja II 6amcku apxuTexTa
Hukoaaj ITerposua Kpacuos (1864-1939), Koju je 3a mocAeAba ABa PycKa Ljapa 1
BHX0Be pol)ake MPOjeKTOBAO ABOpal] y AMBAAMjH Ha JaATH M APYTe AeTHHKOBIE Ha
Kpumy u nmkemep rpahesunan Ceprej Huxoaajesna CvupHos (1877-1958) aaMuHu-
CTpPATUBHO AHMIle y CAY>KOU BearKor kHesa Koncrantuna KoncranTunosuya Pomasosa
U BeTOBOT HajCTapHjer CHHA JoBaHa. AHIXXOBaHH 32 Kpasa Aaexcarapa Kapahophe-
Buha, Ha ABOpY HOBe jy)HOCAOBEHCKe ApkaBe i 3a CpIICKy IPaBOCAABHY IIPKBY
Kpacros 1 CMUPHOB OHAM CY y IPHAMIIU AQ 3HAUAjHUje YTUIY HA KYATYPHY KAMMY H
oapeheHe TOKOBe y AUKOBHOj YMETHOCTH.

CMHpPHOB, apXe0AOT, HCTOPUYAP YMETHOCTH, HCTPAKUBAY CTAPHHA, YMETHHK,
KOAEKIJHOHAP, HyMH3MaTH4aP, KYATYPHH IIOCACHHUK, YIIPABHUK BEAUKOKHEXEBCKOT
uMarsa y ITaBAOBCKY 1 ABOPCKM OHOAHMOTEKAP 32 BpeMe HeTrOBUX IIOCACAIX BAACHHKA,
JoBana Koncranrunosuuya u Jeaene Kapahophesuh, khepu xpasa Ilerpa, npe peso-
Aynuje 610 je aHIXOBAaH Ha OPOjHUM YMETHHYKUM IIPOjeKTUMA 3HAYajHUM 32 ABOP
Pomanosa (CMI/IPHOB 2016; Kysbmudesa 2016: 32—57; ToiikoBuy; XKusnedesmeavtocms C.
H. Cmuprosa 6 Poccuu /1877-1918 22./). Y APyTOj IOAOBHHH IIPBe ACLIEHH]e 20. BEKa y4ecT-
BOBAO je y HAYYHUM eKCIIEAUIHjaMa KOje Cy 0OHMAA3HAe H CHUMAAE PYCKe CPeAbOBe-
KOBHe I]PKBeHe, AU U TpoaHe CIIOMEHNUKe, AeTare eHTepHjepa, u3pahubase Komuje
Ppecaxa, IpUKyIvaLe TIPeAMeTe IPUMelheHe YMEeTHOCTH, IIPKBeHe yTBapH, HKOHe
utp. (CMHpPHOB 2016: 259; TofikoBuy; TAymKoB).

Taxo cTeueHa uckycrsa CMUPHOB je IPUMEBHUBAO Ha 06jeKTHMa Ha KOjuMa je
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PaAMo 3a IPHUITAAHKKe BeAUKOKHexXeBcke mopoanne Koncranruna KoncranTuso-
Br4a Ha uMawy y Crpessu u Ocramesy, npksama 3a cectpy Koncranuraa Korcran-
THHOBHMYa — rpuKy Kpasuily Oary Koncrantunosny (Pomanos) y Coayny u Atunu n
nokperHoj ipksu y [TaBaoscky (Kysbmudesa 2016: 45; Kusuedesamevrocms C. H. Cuup-
Hosa 8 Poccuu /1877-1918 22./; Cakos 2017; Llepxosv Oreza bpanckozo; Llepkosy Oreza
Bpackozo, Cepaduma Caposckozo u Hzops Yepruzosckozo 6 Ocmaiueso).

HajsnauajHuju xpaM Ha umjoj peaausanuju 1908-1913. papu CMHpPHOB, U TO KaO
uaan Komucuje 3a usrpasmy npkse nmocsehene obesexxaBamy yCIlOMeHe Ha pycKe
BOjHUMKe 1 odHIMpe MmoruHyAe y Pycko-jalaHCKOM paTy 1905, Ha UrjeM YeAy Cy Ouae
rpuxa kpasuna Oara Koncranrunossa u pycka napura Aaekcaaapa PjopoposHa je
Crac-Ha-Bopama kpaj Hese y Ilerporpaay. Iloapmky nmpojexTy, y3 mapcky Hopoauiry
Aao je u Beanku kHe3 Koncranrun Koncranrunosuy. CMEPHOB je OBOM IPUAMKOM
capabhuBao ca apxurexroM Mapujanom Mapujanosudem ITeperjarkosudenm (1872
1916) u BajapoM bopucom Muxanaosuuem Mukenmmaom (1873—1937) (XpaM Xpucma
Cnacumeas — Llepxosy Cnac-a-eodax; Taymxos; Toikoud; XKusnedesmervtocms C. H.
Cmuprosa 6 Poccuu /1877-1918 22./ )

Y emurpanuju y kojy je crurao y Kpasesuny CXC, momorasimu npuHiiesu/
KHETHIbH JEeACHH U BeHOj ACIIH AQ TTOOETHY IIpeA IIPOTOHOM COBjeTCKe BAACTH, ITOCAE
MydeHH4Ke CMPTH KHe3a JoBaHa KoHcTaHTHHOBIYA U eroBe 6pahe n 6pojaux pohaka
u3 apcke nopopune, CMupHOB ca KpacHOBHM, y capaabi ca CPIICKUM apXUTEKTOM H
ucrpaxusadeM crapuna Ilepom J. ITomoBuhenm 3a kpasa Asekcarapa pasu Ha ypehemy
enrepujepa Maysoaeja Kapahophesuha va Omenrry. Konnenr ypehema npkse je Tapa
U3MeHeH U AAHHMPA Ce U3Papa MO3aUKa.

Kao y3op 3a ormaeHauku XpaM IOCAYKHO je M eHTepHjep HaArpobHe IjpKBe Ijapa
Aasexcanapa II, merporpapckor Cnaca Ha KpBH, 3aBpIIeHe TeK 1907. TOAMHE, CUI'yPHO
U3 UCKYCTaBa PYCKUX YMETHHUKA, AAU 1 Ha OCHOBY Ca3HaWa CaMOr AAeKCaHApa
Kapahophesuha, xoju je y Bpeme poBpmersa nerporpasckor xpama yuro y Kopmycy
naxesa y npectonunu Llapcke Pycuje (Bapryaosuh 1931: 14; Koxxuna-3a6oposckas
1936: 12; Viabus 1 Bopucosa 1965: 268-269; JoBanosuh 1990: 229, 230; >K.I/IBOjI/IHOBI/Ih
2003: 363367, 370). 3MAOBHU IIETPOTrPAACKOT BAAAAPCKOT May30A€ja y OTIyHOCTH CY
HpeKpUBEHU MO3AUIIMMA, Y3 PACKOIIHE ITaparieTe, MOOMAMjap U II0AOBE OA MepMepa
u moayaparor kameHa. Ilpekaamama y enrepujepuma Craca Ha xpBu 1 OnaeHnna
cy 6pojHa, CBe A0 AeTama 3BE3AAHOT Heba — MOTHBA AeKopaluje us maysoaeja lase
IMaanuae y Pasenu (Josanosuh 1990: 103). Ocum mTo 06e 1pkBe UMajy dpyHEpasHH
KapakTep Be3aH 3a BAaAajyhy AuHAcTH]y, 00e rpalyeBuHe penannupajy HalMOHAHY
ApXMUTEKTYPY PaHUjHX HCTOPHjCKUX eroxa.

ITo pycxom Mopeay, CMUPHOB je OpraHH30BaO eKHITy PyCKUX CAUKApa eMHUIPaHaTa
— MBana IleTpoBuya Aukuja (1896-1990), Cepreja MBanoBuya O6paskosa (2-1971),
6apona Huxoaaja Boraanosuua dpon Mejenpopda (1888-1969), Baapumupa Jakosme-
suya [pepojesuua (2-?), Bukropa Hukoaajesuua Illesriosa (2-?), Mardeja Eamynao-
Buya $pon Pejrannrepa (1897-1983), Esrennja B. Bapyn-Cexpera (1896-2), ororpada
Bopuca Vsamenn(0B)a, Koji ¢y y HOBOj AOMOBMHYU OOHAQSHAM CPIICKE CPEAOBEKOBHE
LIPKBeHe CIIOMEHHKe IPUKYILbajyhu MaTepHjaA 32 U3paAy MO3AHKA Y OTAEHAYKO] IIPKBHL

Y ocrasunu Iepe J. [Tonosuha (1873-1945) y Mysejy Cpricke mpaBocaasHe LjpKBe
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y Beorpaay, y3 6pojHe komuje ¢ppecaka Koje je BepOBATHO YIPABO OMAEHAYKA €KHITA
IIPHUIpeMuAQ 32 H3PaAy MO3aHKa BAaaapckor maysoaeja (ITonosuh 2007: 511, 512, 514,
515), HAAQ3HUMO U LIPTEKe PYCKHX CPeAOBEKOBHIX LIPKaBa C PyCKUM HATIICHMA; Huje
HCKAy4eHO Aa ce papu o matepujasy Cepreja Cmuprosa (Mysej Cpricke paBocaasHe
upkse, Ocrasuna Ilepe J. [Tonosuha, uus. 6p. 8111, 8112, 8113, 8120) BUAETH HAYCTpA-
oujy 3.

Cwmupros y Cp6uju HacTaBA M CBOjy apPXEOAOLIKY AGAATHOCT, II0CTaje IIOKPO-
Butesn Pyckor apxeosomkor Apymrsa Kpasesune Cp6uje (mop mokpoBuTEACTBOM
npuHiese JeaeHe). A Ha ABopy Kpama Aaexcanpapa Kapahophesuha, kao panuje y
TTaBAOBCKY, TPOAYIKHO je U CBOjy aKTHBHOCT OHOAHOTeKapa.

MBHoOro je CAMYHOCTH Y IIpOIleCUMa Ipapmbe, u3pape u onpemama Craca-Ha-
BopaMa y ITarporpaay u enrepujepa npkse Cseror Hopha va Omaenny. ¥ Cracy-
Ha-BopamMa Muxana MuxanaoBuy ApaMoBUY ( 1884-1947) SKHBOIIIC AOHKET Xpama
Cseror Huxoae papu npeMa ¢ppeckaMa CTapuX POCTOBCKO-CY3AaACKUX IIPKABa, a Ha
Omnaenrty ce Moszauriu uspalyjy mpema cKuijamMa CpIICKOT CPEABOBEKOBHOT XXHBOIIHCA
(Kysbmuuesa 2016: 45, 51, 52; [aymxos; Toitkosuy; XKusnedeameavrocmo C. H. Cumup-
Hosa 6 Poccuu /1877-1918 22./).

ITpema nanptuma Hukoaaja Asexcanpposuda Bpynnja (1856-1935) u Bukropa
Bacmerioa 3a ropiy 1pksy nerporpasckor Criaca-Ha-Bopama, mocseheny Xpucrosoj
MoAuTBY Ha MacAMHOBOj TOpH, YeTHPH MO3aMyKa ITAHOA OA CMAATE CAAraAa je HeMadka
¢upma Iya u Barnep. CurypHo Huje CAy4ajHO IITO je IO AOAACKY Ha YEAO OIACHAYKe
exune Cepreja CMEPHOBa, YMETHHUKA, AAU U IIOCAOBHOT YOBEKA — BAACHUKA aKITHja
Be3aHHX 3a IPOM3BOAWY cTakaa y Pycuju (CMupHOB 2016: 6, 292293 ), 3a yKpac
3upoBa May3oaeja Kapahophesuha opabpan mosank, a peaansanuja maHoa osepeHa
ynpaso ¢upmu ITya u Baruep.

ToxoMm excriepunuja Ha TepeHy CMUPHOB je y Pycuju npukyrusao 6pojHe ymert-
HITYKe mpeaMeTe. Heke oA OpUrMHAAHMX MKOHA M IJApCKe ABEPHU U3 CTAPHjHX IIPKaBa
aapuBao je Cracy-Ha-Bopama. KacHuje, kapa je CMupHoB ca KpacHoBuM pasno Ha
ypebemwy enTepujepa npuapopHe kamese Cetor AHApeja Ha AeAUmby, pyMyHCKa
Kkpasua Mapuja u wena khu Mapuja, cynpyra Aaexcanapa Kapahophesuha, 3a
AeAuBCKy IIpKBY y Llapurpaay KyIryjy aHTUKBapHM CTapHHCKU HKOHOCTAC Ha KOjH je
MOHTHPAHO HEKOAMKO ay TEHTUYHHIX APEBHHUX HKOHA. ApxuTekTypa Craca-Ha-BopaMa
CAEAMAQ je CBOje PyCcKe CPeAOBEKOBHE y30pe (POCTOBCKE U BAAAUMHPO-CY3AAMCKE
upkse IToxposa nHa Hepau u Yenencke npxse Cseror Aumurpuja y Baapumupy).
Opjex THX pyCKMX HCKyCTaBa BUAMMO H Y apXuTeKTypH Kaneae CBeror AHapeja unje
IpOIOpLHje MOHABASAjY CpeAroBeKOBHe GopMe AHApejama y MakeAOHHjH, OAHOCHO
Kpanese npxse y Cryaennum (Ba6an u Bopuh 2012: 75, 76, 169, 237, 263, 269; Anosrh
2017: 207-209).

Pycxka cenjecuja /Art Nouveau/, pycku cmuib modepH, Koja ce pa3BHjaAa y yMeT-
HMYKHM KPY’>XKOIlMMa Ha nMamuMa MaMoHnToBuX y A6pamiiesy u kHeruse M. K. Tenu-
meBe y TaAralmIKuHY Kao Pe3yATaT HCTPAKUBAIA CPEABOBEKOBHUX BU3AHTHjCKUX H
CAOBEHCKHX KOPeHa PycKe KYAType, aAu M pOAKAODPA, HAPOAHE YMETHOCTH U 3aHATA,
OCHHUBambeM APyLITBA Mperopopa yMerHuuke Pycuje / O01mecTBO BO3pOXAEHHS
xyaoxkecTBeHHOI Pycn (1915) AocTHraa je cBoj ocobenu uspas, aau u sehu sHauaj
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3a ApXXaBy y BpeMe obeAexaBama TPH BeKa KOHTHHYHTeTa AMHACTHje PoMaHOB
1913. Y TOM KpyTy OUAO je aKTUBHO TOTOBO 300 AYAM — Beh IOMeHyTH BeANKH KHe3
Koncrantun KoHcrantnHOBHY, iherosa cectpa OAra, merosu CHHOBH, aAu U Khu
Beankor kuesa — Tarjana KoncrantnnosHa (yaara Barparnon Myxpancku), ncrak-
HYTH ABOpCKH unHOBHHMIM — kHe3 A. A. Illupuncku-IlluxMaToB, rAABHU OpraHu-
3arop mocaoBa Apymrsa mrabuu opurup myxosHuk A. H. Aoman, M. M. ITypuu-
ke, M. A. u M. WM. Topemuxuny; ceemrena anna; apxurekre C. C. Kpuunncky,
B. A. TToxposcky, A. B. ITomepanres, A. A. ITapaana, B. ®. Csumus, A. B. ITuyces;
cauxapu -B. Bacwernos aau u M. J. Ebecrepos, 1. J. Busubuy, H. K. Pepux, mosa-
maap B. A. ®poaos, kues M. C. Ilytjatuna, (kacHuje emurpant y [lapusy u aytop
nkoHocTaca pycke upkse Csere Tpojure y Beorpaay), uxonomucar H. C. Jemeajanos,
¢ororpadp C. M. ITpokyaun-Topcku; Hayunuim — I1. IT. IToxpumkus, A. B. ITpaxos,
H. B. IToxposcku, H. IT. Auxades, A. B. Ajuaros, kosekrmorapu Mopo3osu 1 MHOTH
apyru (Mabun u Bopucosa 1965: 257-301; Bosspawenue k pyccomy cmuato 6 XIX sexce;
Boccosdanue o6pasza Cesmoii Pycu; Obujecmeo 803posicderus xydoxcecmesennoti Pycu;
Pamuas narama; Oédoposckuii 20podox).

Y IJapckoM ceay, y OAM3HHH AAEKCAHAPOBCKOT ABOPIIA, 1909—1913. IIPEMA MOACAY
DaarosemTeHcke cabopHe IpKBe y MOCKOBCKOM HapckoM Kpemay rpaau ce CabopHa
npksa nocsehena Qjopoposckoj Majiu Boxjoj, mokposuresku Pjypukosuda, ma
Pomanosa (Maitoposa 1 Cokoaos 2017). Y To Bpeme Hukoaaj 11, y ckaomy o6eae-
JKaBama jyOuAeja TpH CTOTHHE FOAMHA AMHAcTHje PoMaHOB, 061Aa3y 6pojHe ApeBHe
IIPKBE U AOHOCH OAAYKY A Ce M HOBa ITyKOBCKa IIpKBa HKOHe boropoaure ®jopo-
POBCKe, HCTOBPEMEHO M MEeCTO MOAMTBE IIapCKe IIOPOAHIIE, OCAHKA Y AYXY PYCKOT
CPeABOBEKOBHOT JKMBOIIMCA. BAaaap AMYHO Hap3Hupe pap HApOUHTEe KOMUCHje Koja
je obMAa3MAa CpeAlOBEKOBHE IIPKBe, KOMUpaAa U pororpaducasa pecke 3a Taj
npojexar (Yakuposs 1971: 455; Bosspawenue k pycckomy cmuaio 8 XIX sexe; Boccos-
danue obpasa Cesmoii Pycu; Qeodoposckas uxona Boxcueti Mamepu; Qeodoposckuii
cobop [ITywixur]; Peodoposckas uxona Boxcueii Mamepu).

Ha mcTn HauwH je KacHuje, y eMUI'PaLjUji, PAAHAA OIIACHAYKA, OAHOCHO ABOPCKA
eKHITIa PYyCKHX CAUKAPA Y OpraHM3aluju HiKembepa CMHPHOBA, a IOA BAAAAPCKUM
HAA30pOM Kpama AAeKCaHApA.

Y ayxy obesexxaBama jybraeja PoManosa 1913, Ha ukoHocTacy QjopopoBcke rapese
cabopHe 1IpKBe OHAHM Cy IPUKA3aHH BeAUKH KHeXeBH Pjypukosuun u Pomanosu ca
CBOjUM CBeIjMa IIOKpoBuTesrMa. Mctu koHijent he cAeAuTH Kpas AAGKCAHAAD, OAAY-
YUBIIH, IPeMa HeKMM H3BOPHMA YIIPABO IOA YTHIjeM eMurpanTa CMUPHOBA, KOjH je
CUTI'yPHO II03HABAO IIPUABOPHY IIpakcy PomanoBa, Aa Ha 3uaoBuMa OIAeHITa IIpUKaKe
CBe CPIICKE CPEAOBEKOBHE BAAAAPE U AQ TOj AO3H IIPUAPYSKH M CBOT IIPEMUHYAOT
o1a, kpasa Ilerpa.

YMmeTHIUKe TeHACHIje ApYIITBa Ipernopoaa yMmeTHIUKe Pycuje oapasuae cy ce u
y ®joaoposckom, pyckom rpaauhy rpaberom op 1913. y3 Lipxey Boropoauie ®jopo-
POBCKe, Takohe moa mokpoBuTescTBOM Iapa Hukoaaja u pykosoactsom Komurera
3a rpapy srpasa 1 kyha npu QjoaopoBckoj IIpKBH y KOMe AeAyjy omeT caukap B. M.
Bacweros, Hayunuk I1. IT. IToxpumxkun u apyru. Apxurexra Crenman CamMojaoBHY
Kpwauncku (1874-1923) 110 MOA€AY CTapOT pycKOT yTBpheHOT rpaaa paAH CKHIje 3a
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Hacene C HeKOAUKO KaTlija M 3UAMHAMA Ca IIeCT KyAa M PyKOBOAU M3rpasmoM Tpmesa-
PHjcKe IaAaTe 3a IpKBeHe cKymose, beaokamene, Pyxidacre u XKyre masare u Pyxu-
JacTe KyAe Ca CTAHOBHMA 34 CBEIITEHUKe, hakoHe, HIDKe [IpKBeHe YNHOBE M YHHOB-
Huke. CAOXKeHH KOMITAEKC 06yXBaTa 1 ITOMOhHe 3rpape, 6are/KyIIaoHHUIje, TePUOHHMI]e
M HU3 APYTHX objekara. VsBaH supuHa mopurHyTe cy ParHa/BojHa masara — Aom
oduImpa 3aMHIIsEHA KA0 BOjHH My3ej U IJapCKa JKeAe3HHYKa cTanuna y Ilapckom
ceay. Tako je, y3 IfapcKy pesuACHIH)Y y OAMBHHH CeBepHe eBPOIIejcKe PycKe MpecTo-
HHIle, HACTAO NIPaBU My3ej PyCKe CPeAbOBEKOBHE KyAType 1 yMeTHOCTH (Bopucos n
cap. 1980: 359, 360).

Kao ysopu 3a ompemame eHTepHjepa U OCAUKABambe 3UAOBA KOMIIAEKCA, YTAABHOM
nop pyxoBoactsoM B. M. Bacwenosa (Buperu uaycrpanujy 4) u leopruja ITasao-
Brya [Tamkosa (1886-1925) ca exunom (BUAETH HAYCTPALjy §), IOCAYKHAE Cy IIAAATE
6ojapa Pomanosux y Mocksy, I'panoBura nasara, TepeMHHE ABOpaI; MOCKOBCKOT
Kpemaa u 6pojHe 3uAMHE ¥ [TasaTe PYCKUX CPEAROBEKOBHUX rpasosa. HamernTaj,
IpeAMeTH IIpUMereHe yMeTHOCTH 1 yKpacu 3a Ojopoposcku rpapuh uspahyjy ce
npeMa My3ejCKUM eKCIIOHATHMA ,U3 eII0Xe", eHTepHjepHU Cy OIPeMaHU U OpOjHIM
OPUIMHAAHUM CpPeArOBeKoBHIM mpeaMerMa (Porosuta 2004; Boccosdanue o6pasa
Cesamoii Pycu; Pamuas narama; Qédoposckuii 2opodok; Peodoposckas uxona Boxcuetl
Mamepu,).

Tako cy packomHu 6aACKM KOCTHMH C IPOCAABE 290 FOAUHA BAaAaBrHe PomaHOBa,
Ha jyOHAQpHOj 300. TOAMIIBHUIM AUHACTHje ¥ PjoA0pOBCKOM, pyckoM rpasuhy poobuan
aaexBaTHy crieHorpadujy. M y HOBOM KOHTEKCTY LJAPCKH MaCKeHOaA € moYeTKa BeKa
Huje BuUIIe caMo moaceharbe Ha H3BOpe HAI[IOHAAHE AP)KABe, HETO je M IyTOKA3 32 Aasda
Tparama y CBUM cpepaMa KyATYPHOT XHBOTA, I1a TAKO U Ha IT0AY AMKOBHE YMETHOCTH.

M npoanu mpojekar Pyckor rpapnha nMao je opjexa y eMUrpaHTCKOM IIEPHOAY
Y AGAATHOCTH PyCKe ABOPCKe/OIIAeHauKe exurte ymeTHHKA. Kao mapaseay akrusHOC-
tuma CmupHoBa 1 KpacHosa y o6aactu cakpaste ymernoctn (OrnaeHar, AeAUCKa
ABOPCKa KalleAa M PapOBH ONAeHAyKe Ipyle yMeTHHMKAa PYyCKMX eMHIpaHaTa y
upxsama mupom Cpbuje) (Mexunckn Muaosarosuh 2020: 137-154.), caraepaBaMo
yKpalaBare i OIpeMame MpodaHor mpocTopa Kpasese Brae/ ABopa Ha AeAHIbY
KOjH ce rpapu TOKoM deTBpre penenuje. [lop pykoBoacrsom Kpacuosa u Cmup-
HOBa Aeo onaeHauke exure (Huxoaaj Mejenpopd, Bopuc O6paskos u Msan Aukuj)
y cyTepeHy ABOpa OCAMKAaBa IeHTPAaAHH CAAOH, IIAABU CAAOH 34 IylleHe, BUHCKH
noppyM u 6nockoncky caay (IlIkaramepa 1983: 121, 122; Babay u Bopuh 2012: 75),
BHAETH HAYCTpanujy 6. YecT MoTus cankane pekoparuje Qjopoposckor rpasuha
— XepaapHuke cuMmboae cpeheMo U y AEAUICKOM LIeHTPAAHOM CaAOHY (YKAOHEHO
y BpeMe KOMYHH3Ma). Y CMHCAY CaAPKaja, aAH U Y TIOTAEAY yMETHHYKOT U3pasa,
OCHM IIapaAeAd Y CAOKEHUM PpAOpaAHMM AeKopanujaMa, GUrypasHe KOMIO3HIIHU]je
®jopoposckor rpasrha y O4MrA€AHOM CY AMjAAOTY Ca XKUBOIIUCOM AEAHECKOT
BHHCKOT IIOAPYMa TA€ je HACAUKAH HU3 CLjeHa U3 HapoaHe 1ecme JKenudba Aywa-
Hosa, BUAeTH HAyCTpanujy 7. ickycTBo pekopanuje mpodaHux IPOCTOPHja Y AyXy
CpeAmber BeKa, Koje Cy AOHeAn yMeTHuIH emurpanTy oko Cepreja CmupHOBa, 61A0
je aAeKBaTHO pellere MPUANKOM ypelema mpocropa koju je 3a cebe u cBojy mopo-
AHIY Ka0 KpaseBy BUAY Ha Aepnisy Hapyuro Asexcanpap Kapahophesuh. Kaxo ce
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Y Hallloj CPEAMHHU FOTOBO YOIIIITe HUCY CadyBaAK MPodaHK CPeAHOBEKOBHHU eHTe-
pujepH, 6HAO je AOTHYHO IOCe3arbe 33 MOCTojehuM pyckuM y3opuma 3aCHOBAaHUM
Ha 33jeAHMYKUM BM3aHTHjCKMM U3BOPHMA, AOTIYHhEHHMM pelllelbHMa KOja je KpajeM
19. BeKa y cBoM aBopiy Korpouenu y bykypemry, ,II0 HCTOj MOAM” HCTOpU3MA H
ap HYBOa, KperpaAa pyMyHCKa BAapapCKa IIOPOAUIIA, Y IIPOCTOPY Y KOMe je JKUBeAa
Oyayha jyrocaosencka xpasura Mapuja.

TTocmarpaHa y IMpoj BUYPH, AO Capd TyMaueHe Kao OYKBAAHHU ,ITUTATH MOCKOB-
CKHX KpeMasCKUX eHTepHjepa, AeKOpaliije AeAHICKUX CyTepeHa Y KOHTeKCTY
Pa3MOTPEHHX AUHACTHYKUX Be3a M YMETHHIKUX AOAUPA AOOHU]jajy MOTITyHUjH CMHCAO
U Aybau 3HaUj.

3a pa3AMKy 0p ABOPCKe OIIACHAYKe eKHMIIe, KOja je, IpeMa PYCKOM MOAEAY, 3a CBOj
paa y 6pOojHMM CPIICKMM IfpKBaMa IpHUIpeMaAa ckuile 1 pororpaduje ¢ TepeHa y
Cp6uju, pycku emurpant Anpapej Bacumesuy Bunrenxo (1886-1985), koju je ca
CBOjOM eKMIIOM CapaAHHKA TaKol)e SKMUBOIMCAO BEAMKH OPOj XpaMOBa IIHPOM 3eMie,
Cprickoj mpaBoCAABHO] IIPKBU IIOHYAHUO je ApyTauHje pellemhe OCAUKABAba 3UAOBA.
O#H je caepno moaea Asopy PomanoBa 6anckor Buxropa Bacwerjosa — ayropa xoju
je y Pycuju cTexao Beanky caaBy LpkBeHor cankapa (Baxpesckuit 1989: 277, 302,
303, 366). YMecTO Ha CpeABOBEKOBHE MOA€A€, BUIIIeHKO ce y CBOM paAy 0cAamao
Ha rorosa peureia u3 CabopHe rjpkse Cperor Beankor kuesa Baapumupa y Kujesy,
MOAMTHYTE Y YacT puxBaTama xpumhaHcTsa y Pycuju kojy je 1885-1896, ca capaa-
nunuMa — Muxanaom Bacunesuuem thecreposum (1862-1942), Buaxeamom Aaex-
canpposuueM Korap6unckum (1849-1922), ITaBeaom Anexcanpposuaem Cpepom-
cknm (1849-1904) n Apyruma, ocankasao B. Bacwenos (Kopasenckas 1965: 109-112;
bBaxpesckuii 1985: 302; Mapkosud 2008: 78; MapKOBHh 2012: 141; Kl/lceAeBa).

BacmerioB je yTeMesHo 0COOEH TOK IjpKBEHe AUKOBHE YMETHOCTH PYCKOT CHUAQ
Mmodepr yripaBo y BaapuMupckoj cabopHOj 1ipKBH, KAKO Y IIOTAEAY CTHAR, TAKO Uy
HOBHUM 0COOEHNM HKOHOIPadCKUM pellemrMa AOMUHAHTHe cTojehe purype Boro-
poautie ca XpucToM y pyKaMa Ha 3AATHOM QOHY afcHAe, IPeCTOHMX MKOHA XPHCTa, a
noce6Ho boropoaurie ca XprcToM Ha IIPECTOAY KOja Cy KA0 HOBH KAHOH IMTOHABA>AHU
y Pycuju npe oxrobapckor npeppara. KacHuje AMKOBHU yMETHHIIU PyCKU €MUTPAHTH
U Ha 3aITaAy paae PerAMKe THX HKOHa.

Y Cpbuju ce nxoxorpadcku Tunosu Bacmwerjosa jaBsajy Beh mouerxom 20. Bexa
y Lpxsu Csere Tpojurie y AApOBIly, Ha IpUMeD, AAU KX je XHBOIIUC M MKOHOIIHC
DunryeHka 1 BeroBUX capapHHKa usMely ABa CBeTCKa paTa M HEIIOCPEAHO ITOCAe
Apyror cBeTCKOT paTa yMHOXHO IIHPOM 3eMpe.

Kao merporpapcku, aau v kujescku hak, BuiraeHKo je curypHo 03HaBaO OpUTH-
HaAHO AeAo Bacwenosa y kujeBckom CeToM Baapumupy. Bucox cremen moayaap-
HocTH papoBa Bumryenka sa pkse y Kpansesunun CXC/Jyrocaasuju ca opuruHasnma
BacmwerjoBa 1 KOHKPETHH ,[TUTATH U IIPEY3UMakba PYCKOT MOAEAQ ¥ ,eMUTPAHT-
CKUM" pelllerbIMa HABOAE Ha 3aKAYYAK Ad je DuimgeHko Mopao pacroaaraTu Harp-
THMa HAK OPOjHUM AeTasHUM CHUMIJMMA XXHUBOIIMCA U HKOHOIIMCA KHjeBcke Baaau-
MHPCKe IIPKBe, BPAO BEPOBATHO AAOYMOM C PETIPOAYKIIHjaMa XKUBOIIHCA M MKOHOIIHCA
KujeBcke Baapumupcke cabopHe IjpKBe, KaKBY je, Ha mpumMep 1905. mybankosao C. B.
Kyaxenxo y Kujesy.
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Ao capa camo y3rpes HOMHUaHA CAMYHOCT papoBa bunruenka u Bacmwerjosa
(Mapxosuh 1995: 82, 83; Musanosuh 1998: 154, 156; Mapxosuh 2001; Mapkosuh
2005) HHje AeTasHUje Pa3MaTpaHa, I1a Ce TaKO 4eCTO KAo ayTeHTUdHa Bumrdenkosa
pelema y CPIICKMM IIPKBaMa, 3alIpaBO aHAAM3UPAjy KUjeBCcKe Kommo3unuje Bacme-
noBa, Ceepomckor, Kotap6uHckor.

BumueHKo je cAeAHO KHjeBCKO NKOHOTpadcKo pemere Bacwenosa (Bupern
HAycTpanujy 8) 3a mpectoHe ukone Xpucra u Boropoaune ca Xpucrom seh y jearom
OA CBOjUX HajpaHHjHX PasoBa — Ha mKoHocTacy CabopHe npkse Ycrema y Kparyjesiry
U3 1926-1927. TOAVHE, 2 BAPUjAHTe THX pellera cpehemo jour i 1939. kapaa Burryenxko,
HIAM HEKO OA FerOBHX CapaAHMKA HAH YUeHHKa, PaAu pecToHe ukoHe y L]pxsu Cpere
Mapuje Maraasene y Beaom IToToky, BupeTH HAYCTpaLiujy 9, 1-2.

M xacuuje y xusonucy Lpkse Csere Tpojurie y Aeckosify bumyenko 1928-
1931. CAeAHU pellera Bacmeriopa. Y pKBEeHOM AETOIIHCY je 3a0eAeKeHO Ad je 0a
Bumraenka TpaxkeHO A2 LIPKBY OCAMKA y CTHAY papoBa Buxropa Bacwenosa (P 1931;
»CBeuano oceheme HOBe 1jpkBe y AeckoBiy“; Mapkosuh 1995; MapkoBud 2008:
79), AAVL YMHU Ce AOTUMHUM AQ j€ CaM ayTOp MPEAAOXKHO A2 HACTABH AQ PAAU Y CTHAY
BacmwerjoBa, 4HjuM je CAUKAPCKHM MaTePHjaAOM PacIIOAarao, a mro ce seh moxa-
3aA0 YCIIUIHUM.

JeaHa op HajcAOXKeHHUjUX LIeAUHA I[PKBEHOT CAMKAPCTBa KOjy je Bummuenko peaau-
30BA0 y eMUTPAIMjH y HALIO] CPeAMHH je obumaH xusomnuc Lpkse Cserux ITerpa
u [MaBaa y lamy u3 1931. (Mapkosuh 2001; Mapkosuh 2012: 142). JacHo ce npatu
KaKo BuirdeHKo A0CAOBHO mpeysuMa pelerse Bacmwerjosa us Kujesa y crojehoj Boro-
poauna ca XpucroM MaapeHIleM pallMpeHUX PYKY ¥ OATapy, HACAMKAHOj IIpeMa
BacmwenoBaeBoj cynpysu u cuty (BuaeTH uaycTpaumjy 10), y Bory Cuny Ha cBoay, y
Cmpawnom cydy u cuienn u3 paja ¢ Apamom u Esom (Buaetn naycrpanuje 1 n12). C
ApyTe CTpaHe, IIPUAMKOM H3pase APyTrux ciieHa CTBapama cBeTa burdenko ce ocaama
u Ha pemersa B. Korap6uncxkor u IT. Ceepomckor us Baapumupcxe ipkse y Kujesy,
BHACTHU HUAyCTpanyje 13 1 14. Ocum y Pycuju momyaapHIM BAAAMMUPCKIM Y30pHMa,
DBunrdeHko ce y MOHYMEHTAAHOM IITA0AYKOM CAMKAPCKOM KOMIIAEKCY 3a AuK Tpuu-
nocracaor bora Ona uacnupucao u 'y Pycuju mossarum pememem Aaekceja Tapaco-
Brya Mapkosa (1802-1878) U3 ieHTpaAHe KyIIOA€ jeAHE OA HajIIOIITOBAHUjUX PYCKHX
upkasa, Xpama Xpucra Cracurema y Mocksu u3 ceame Aeriennje 19. Bexa (Bpycuao-
Bekwmit; [paduxa cmen. Dcxkusvl morymenmarvtoix pocnuceii XIX — navara XX sex). Y
FOAMHH Y K0joj je Bunrdenko cankao mabauxor Bora Orja, KOMyHUCTHYKe BAACTH CY
cpymnae MockoBcky Lpksy Caeror Craca nHade jeAaH OA IIPBUX Objekara y KojeM
Ce TeXHAO ITOBPATKY HAIIUOHAAHOM CTHAY.

Casxero BacmwerioBmeso kujeBacko Pacnehe BuiraeHKo cAnKa y ma6adkoj IipKBH,
KacHHje beroBy BapujanTy npumessyje 'y Lipksu Csetor Hopha y Cmeaepesy (1936—
1937) TA€ PaAH C jeAHUM OTIAeHAuKuM Majctopom, Hukoaajem Mejerpopdom (,06H0-
BieHa cMepepeBcka IjpkBa 6uhe yckopo u ocsehena®; Hophesuh 1936; Mapxosuh
2005: 139; Mapkosu4 2008: 78; Mapxosuh 2012: 147; Kuceaesa).

Bacmwenjossesor kujesckor Xpucta ITanToxkpaTopa Bunryenko penauiupa Ha
npuMep, y ipksu y Bp6oBity 1936-1939. (Mapkosuh 2012: 154-162) 11937. y 6eorpaa-
ckoj BasneceHckoj IIpKBH 32 Yuje KUBOMMCAbeE I je IPENOPYIHO HeroB I03HAHHUK
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Ypomu Ipeanh (1857-1853) (Koaynnyuh 1971: 387; Mapkosuh 2005: 139; JoBanosuh
2006: 66; Basnecerwcka L;picsa).

Y xuBonucy nosuuje emurpanTcke dpase bumuenxo y Lpxsu Pyxumu Ha Kase-
MerpaHy 1938. ,liuTupa“ Backerjopsesa peliermba AMKOBA PYCKHX cBeTUTema — CBeTor
Baapgumupa u Ceetor Aaexcanapa Hesckor (13 MKOHOCTaca) B METPOIIOAHTA CBe
Pycuje CBeror Aaekceja u3 sxuomnrca Baagumupcke pkse y Kujesy, aau nx kombu-
HYje ca CPIICKMM CBeTUTeASUMA 33 KOje MOAGAE IPOHAAA3U Y OITYCy CPIICKMX CAUKAPA,
Ypoura ITpeanha Ha mpumep.

W3 pasmMaTpaHuX mpuMepa AUPEeKTHHUX ITapaAeAd Y PYCKOM M CPIICKOM LIPKBEHOM
CAMKApCTBY, apXUTEKTOHCKOM yKpacy, OllpeMay IIpKBeHHX eHTepujepa U 'y ABOp-
CKOj YMETHOCTHU U IIPOTOKOAY, MOXKE C€ 3aKAYIUTH AA CY AUKOBHH YMETHUIIM PYCKU
eMHUTPAHTH aHTKOBaHH 3a ABOp AaexcaHapa Kapahophesuha u Cpricky mpaBocaasmy
IIPKBY y HOBOj AOMOBHHH IIOHYAMAU COXKETAK OHHX PE3YATaTa AO KOjHX Ce y 00AacTH
IIpPKBEHE U ABOPCKE YMETHOCTH AOIIAO ¥ IPOjeKTHMA PeaAN30BaHUM 32 IIOCAEAE
PomaHOBe ¥ Bb1Ma OAM3AK KPYT OPYUHAALIA.

AVKOBHO, aAM M KOHIIeNTyaAHO pemere CabopHe ipkse ®jopopoBcKe HKOHE
Majxe bBoxuje u ®jopoposckor, pyckor rpasuha, asu u xpama Craca-Ha-Bopama,
nop AuHactujoM PomaHoBa 06jepnmsyje Hacaehe ApeBHe Pycuje u Hyau ra HOBUM
MOKOA€HUMA. YMETHHIIU PYCKM eMUTPAHTH Taj KOHIIENT IPeHOCe Ha CPIICKH ABOP
Kapahophesuha rae ce mpuaarohennm AnkoBHUM je3nKOM mase HOBA HACOAOIIKA
HOpYKa AeTUTUMHOCTH LIMPeha ApKaBe, 00jeprberba JyskHx CAOBeHa, aAM Ce U OTBa-
Pajy BpaTa IMPUM CAOBEHCKHM IIPOjeKTHMA M HOBUM HA€jaMa YjeAremba.

»Pycka aexopanuja“ cyrepeHa ABopa Ha AeAHEY HHje, KAKO Ce YTAABHOM AO CaAd
HHTEPIIPETUPAAO, ITYKH OMAXK 3eMAHU IOPEKAA JEAHOT OA IPAAMTENA TOT 00jeKTa,
Bukropa Buxroposuua Aykomckor (1884-1947) (Tprkosuh 1985), oaHOCHO ayTopa
KoHrjenra enrepujepa Kpacnosa u CmupHoBa 1 nsBol)aya — OnaeHauKuX CAMKapa,
Beh je pesyarar poesoBama AyxOBHe KaMMe Ha ABOpY PoMaHOBa y BpeMe mpocaase
MOCAGABUX jybuAeja BuxoBe BaasaBuHe. OHa MMa AyOOKOT CMHCAQ Y AeUHUCAY
KOHKpeTHe IIOpyKe KOHTUHYUTEeTa U jeAUHCTBA IPAaBOCAABHE CAOBEHCKEe MOHAp-
xvje, HacAepHUIe Busantuje, y HoBoj aABopckoj cpeautu Kapahophesuha, u HoBux,
CAOXEHHX M AO AAHAC jOII HEAOBOASHO IPOYYEHHX IIOAUTHIKUX U KYATYPHHUX TEHAEH-
IIMja ¥ HepeaAM30BaHHX IIAAHOBA 3a 6yAyhHOCT, HACTajaAUX Yy TOM OKPYXemy.

Maxo ce poeaaTHOCT AHApeja BunryeHka 1 HeroBUX capapHUKA Ha OCAUKABAY
6pojaux npxasa y Cpouju AMpeKTHO HKOHOTPA$CKU U CTHACKH OCAAbA Ha OITYC
Buxropa Bacmwerjosa, a He Ha HelmocpepHe CpeABOBEKOBHE HallMOHAAHE U BU3aH-
THjCKe yMeTHHYKe H3BOPe, MKOHOIIHC U )KuBonuc bunryenka y Hamoj cpeaunn camo
jé CerMeHT Imuper KOHIIeNTa IOBPaTKa CPeAH’OBEeKOBHUM, BU3AHTHjCKUM H IIPaBoO-
CAQBHMM OCHOBaMa pPyCKe, a Y HOBOj CP@AHHH — CPIICKe KYATYPe, jep Ce YMeTHHYKU
u3pas Bacwe11oBa, jeAHOT 0p Haj3HAYAjHUjUX PYCKMX YMETHHKA HOBOT PYCKOT CTHAQ
C Kpaja 19. ¥ TOYeTKa 20. BeKa, TeMesH YIIPaBoO Ha HHTepIpeTaluju CPeA’hOBEKOBHIX
Tpapunyja.

Ha npumepuma npeysuMama pyCKUX MOAEAA Y CPIICKOj CP@AMHU U AeQUHHCAY
HM3a AMPEKTHHX KOIIMja PYCKMX AMKOBHHUX pellleba CliuAd MOgepH U CUMOOAM3MA Y
HaIIOj AMKOBHOj YMETHOCTH, yO4aBa Ce IIHPH 3Ha4aj TPAaHCIIOHOBaa AyXOBHE KAMMe
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HACTaAe y PycKOj KyATYPH € Kpaja 19. i moderka 20. Beka y Cpoujy. Y obe cpepune
HCTHIaH je AeTUTUMHUTET AUHACTH]je U IPOYYaBaHH Cy CPeAHOBEKOBHH, BU3AHTH)CKH,
npaBocaasuy — CpOuju u Pycuju 3aje AHMYKY — KOPEHH APXKABHOCTH, LIPKBE 1 KYATYpe.
Y mporjecy mpoXXuMama PYCKHX M CPIICKUX KYKTYPHHX 00pasalia jolI jeaAHa CIIOHA Cy
OITyCH AMKOBHUX YMETHHKA PYCKHX €MUTPAHATA Y HAIIOj CPEAHHH.

NAYCTPALIUJE

Vnyctpauwja 1. Hukonaj Il PomaHos y Koctumy Lapa Anekceja Muxajnosuya 1 Lapuua AnekcaHapa
y KocTumy Lapuue Mapuje VibHnyHe, Ha ABOPCKOM Gany 1903.
M3Bop: L. Yermilova (2002) The last tsar, London: Sirocco, 170.
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Wnyctpauwja 2. Kpamuua ipara O6peHosuh
Y CPefitb-OBEKOBHOM KOCTUMY, OKO 1902.
Penpopykuuja n3 npusatHe Konekupuje.

Mnyctpauwija 3. C. H. CmnpHos (?) Ckuue

cluape pycke apxuitiexitiype, OctasuHa 1. J.
Monoswha, My3ej ClL, beorpag.
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Vinyctpauwja 4. EHtepujep Tpnesapmjcke nanate y ®jogoposckom / Pyckom rpaguhy (CHUMaK 1917).

W3Bop: Cumeosnuka pocnucu TpanesHou nanamel Pycckozo 20podkd,

http://natalya-ugliadelckina.narod.ru/index/o-7, 11. 9. 2019.

WnycTtpauuja 5.

I. M. Mawko. ¢
nomohHMUMMa,
Xpabpocm, xuBonuc
PatHe / BojHe nanare,
Llapcko Ceno.

M3Bop: M. PorosuHa,
Mapus (2004)
,AnbOOM XyA0XKHNKOB
MawkoBbix". B AHHa

B. PoiHauHa (pep.)
Pycckoe uepkosHoe
UCKYCCmMBo HO8020
spemeHu, MockBga:
Poccuiickas akapemnsa
XypoxecTs, HayuHo-
CCNenoBaTenbekuii
VIHCTUTYT Teopuu
nucropun
1306pa3nTenbHbIX
nekycers, UHAPYIK
(NpunoxeHue K cTatbe)
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Vinyctpauuja 6. OnneHaukun majctopu, MKBonuC cyTepeHa Kparbese Bue Ha [leamniby, 1933.
®oto: MunaH MunosaHosuh.

Wnyctpauwja 7. H. b. Mejenpop, XKeHudba yapa
JAywaxa/ CmecpaHa, BUHCKI NOAPYM, Kparbesa
BuUna Ha [leaniy, 1933.

/3Bop: B. Popovi¢ (2011) Primenjena umetnost i
Beograd 1918-1941, Beograd: Muzej primenjene
umetnosti, 79.
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Wnyctpauuja 8. B. M. BacreLos,
npecToHe nkoHe boropoauLe ca
Xpunctom 1 XpurcTa, MKoHoCTac
CabopHe upkse CeeTor Bnagumupa
y KujeBy, 1885-1896. 13 anbyma
penpogykuuja y nspamy C. B.
KymbeHKa.

W3Bop: Pyccku MoOdepH 8
ukoHonucu, 2, http://www.raruss.
ru/russe-moderne/3984-modernist-
style-russian-icons.htmil?start=1, 30.
5.2020.

Wnyctpauyja 9. Angpej buiyeHko
VNN capagHULY, MPeCToHe NKOHe

Boropoguue ca Xpuctom n Xpucta
Ha npectony Lipkee CeeTe Mapuje
Marganure y benom lMoToky, 1939.

®oto: Munas MunoeaHosuh.
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Mnyctpauyuja 10. A. BuwyeHrko, boiopoguua ca Xpucttiom, ontap Lipkse Ceetux MNeTpa v Masna, LWabau, 1931.
®oto: Munaxn MunosaHosuh.

Wnyctpauwuja 1. B. M. Bacreuos, Agam u Esa
y pajy, CabopHa upkBa CeeTtor Bnagummpa y
Kujey, 1885-1896. 13 anbyma penpogyKuuja
y nspamby C. B. KyrbkeHka.

M3Bop: Pyccku MoOepH 8 UKOHONUCU, 2,
http://www.raruss.ru/russe-moderne/3984-
modernist-style-russian-icons.html?start=1,

30.5.2020
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Mnyctpauwja 12. A. Buwuuenko, Agam u Esa y pajy, Lpkea Ceetuix lMetpa v MNasna, LLlabaty, 1931.
®oto: Munax MunosaHoswh.

VinycTpauwja 13. Cltisaparve cgettia, CabopHa LpkBa CeeTor Bnagumupa y Kujesy,
1885-1896. U3 anbyma penpoayKuuja y usfamy C. B. KyrbxeHKa.
/3Bop: Pyccku modepH 8 ukoHonucu, 2, http://www.raruss.ru/russe-moderne/3984-modernist-style-russian-
icons.html?start=1, 30. 5. 2020.
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Mnyctpauwja 14. A. buwuverko, Yeltispiuu gaH ctusaparea ceetud,

LipkBa CBeTux Metpa 1 Maena, Wabau, 1931.
®oto: Munan MunosaHosuh.
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EAEHA KOHCTAHTUHOBHA MEXHWHCKAS MUAOBAHOBUY

AOHOAHEHI/IE K UCCAEAOBAHUIO PYCCKO-CEPBCKUX CBA3EN
B IJEPKOBHOW U ABOPIJOBOM XUBOIIUCU U APXUTEKTYPE
HA ®OHE TBOPYECTBA PYCCKHX 3MUTPAHTOB B CEPBUU MEJXAY
ABYMS MUPOBBIMU BOMTHAMU:

TIPUMEPBI NEPEHUMAHME PYCCKUX MOAEAEN

(PE3IOME)

B TekcTe IpeACTaBAEHBI PYyCCKO-CepOCKUe CBSI3H B 0600IMEHHOM CMBICAE, BO-
[epPBBIX B 06AACTH L[ePKOBHOM XHUBOIKCH, HA IIPUMEPAX APXUTEKTYPHON
AEKOPALINK ¥ UHTEPhEPOB XPaMOB, HO U ABOPLIOBOTIO yOPaHCTBA M APXUTEKTYPbL
BpeMeH nocaeaHnx Pomanossix u Kapareopruesnyeit Ha GpoHe ASATEABPHOCTH
XYAOXKHHKOB-PYCCKHUX 9MUIPaHTOB mocae OkTs6pbckoit peBoatonuu B Cepbuy,
To ecTb B fOrocaasuu.

Ha ocHoOBaHUE MaAOH3BECTHBIX TAPAAACALTH B PYCCKOM U CepOCKOM I1ePKOBHOM
HCKYyCCTBe, Ha IPHMepax OIIpeAeACHHbIX TAMATHUKOB KoHITa XIX n Havaaa XX
BekoB B Poccun (Baagumupckuit co6op B Kuese, Criac na xposu u Criac-Ha-
Bopax B [letep6ypre, Pycckuit ropopok B Llapckom ceae u T.a.) 1 20-b1x 1 30-b1x
roaos XX eka B Cepbun (nepxosb Casroro leoprus na Omnaenare, ABoper Ha
Aeaune, cabopsi B Ila6ane, Kparyesame, CMeaepeBo 1 T.I1. ), HAAFOCTPHPOBaHO
[epeHNMaHNe PYCCKUX XYAOXKeCTBEHHBIX 00Pa3IjoB i UX MPUCIIOCOOAeHHE K
HOTPeOHOCTSM CepOCKHX 3aKA3UHKOB, HA PUMED, B AGSITEAHOCTH HHXXeHepa
Cepres Hukoaaesuua CMupHOBa.

KPOMe TOTO, YTO XUBOIKCIIBI SMUT PAHTBI (MaCTepa OmaeHara, Anppeint
Bacuaesny Bumenko u Ap), ONMPAAUCh HA ONBIT HCCAEAOBAHHS PYCCKOTO
HCKYCCTBA CPEAHEBEKOBbS, HCITIOAB30BAAK MOACAU PYCCKOTO CTHUAS MOAEPH H
cumBoAn3Ma (Bo mepBbix paboTs BukTopa Muxanaosuya Bacuernosa), u uro
CO3AABAANCH KOIIMU PYCCKHUX OPHTHHAAOB B CePOCKOI Cpeae, 60Aee 3HAUNTEABHO
OBIAO IIepeHeCceHNe AYXOBHOI aTMOCepbl PYCCKOM KYABTYPHOI CPeABI KOHIIA
XIX u Havasa XX BeKOB B CepOCKYIO 1 UX B3aHMHO€ [IPOHUKHOBeHHe. B 06oux
CAYYASIX BRIABUTAAMCH 3aKOHHOCTD IIpeObIBaHUS HA TPOHE AUHACTHI M U3YIAAUCD
o6mue prst Cepbun u Poccuu cpepHeBeKOBbIe, BUBAHTUICKHE, IPABOCAABHbIE
KOPHH TOCYAAPCTBEHHOCTH, LIePKBU U KYABTYPbI, KOTOPbIe BHOBb YKPEIHANCH
AATEABHOCTBIO XYAOKHHKOB-PYCCKHX MU PAHTOB.

KAIOYEBBIE CAOBA: XyAOXKHHUKHU — pycckue amurpanTsl, Cepreit M. CMmupHOB, AHApeit B.
Bumenxo, sxusonuch OnaeHana, epkoBHAs XKUBOITHCH
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ABSTRACT
After the October Revolution, the Russian tradition of spiritual and folk choral
singing was introduced to the whole world by the active work of choirs that
appeared in exile. The Don Cossack Choir Sergei Jaroff and the Metropolitan
Choir of Alexander Nevsky Cathedral in Paris under Nikolai Afonsky, were two

unique choirs that stood out over time.

During the interwar period Jaroft’s Choir performed ten times in Belgrade with
great success. The capital’s press announced them with great enthusiasm and the
first Belgrade concert attracted the attention of significant critics such as Miloje
Milojevi¢, Branko Dragutinovi¢,Viktor Novak, Jovan Dimitrijevi¢ and Petar
Bingulac. The day after their first concert in Belgrade in January 1929, The Don
Cossack Choir Serge Jaroff attended a reception at the King Alexander’s Court,
who honored them on this occasion.

OBaj paa je HacTao y okBupy HaydHOUCTpaxuBadke opranusanuje (HI1O) MysHKOAOIIKI MHCTATYT
CAHY, xojy ¢punancupa MuHHCTApCTBO IIPOCBETE, HayKe U TEXHOAOIUIKOT pasBoja Baaae Perry6anxke
Cpouwje.

1 masa.dj.golubovic@gmail.com
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The study of their performances in the 1920s and 1930s in Belgrade is based
on domestic periodicals of that time and archival material from the Archives of
Yugoslavia.

Keyworps: The Don Cossack Choir, Serge Jaroff, interwar period, Belgrade, king Alexander
I of Yugoslavia, Miloje Milojevi¢

ATIICTPAKT
Haxon Oxrob6apcke peBoAyLIHje y eMUTPALIUjU Cy HACTAAM XOPOBH KOjH CY CBOJUM
AKTHBHHM A€AOBAHEM 110 CBET YIIO3HAAU C PYCKOM TPAAHMIIMjOM AYXOBHOT U
HapOAHOT XOPCKOT ITeBamba. ABa jeAHHCTBEHA XOPa KOja Cy ce BpeMeHOM MOoCce6HO
u3ABOjuAa buan cy Xop aoHckux kosaka Cepreja JKaposa 1 MUTPOIOAUTCKE XOP
mpu Lpksu Cs. Asekcanapa Hescxkor y ITapusy xojum je pykoBopno Hukoaaj
Adoncku.

Y nepuoay usmely aBa cBercka para Xop XKaposa je ¢ BeAUKHM ycIexoMm
rocroBao aecet myTa y beorpaay. [IpecTonmdka mraMiia HajaBsHBAAA je BHIXOBA
rOCTOBarba C BEAUKHM €HTY3Hja3MOM, a IPBH 6eOorpasCKu KOHI[epT IIPUBYKAO je
Kby 3HAYAjHUX KpuTHIapa — Muaoja Muaojesuha, Bpanka Aparyrunosuha,
Buxkropa Hosaxa, JoBarna Aumurpujesuha u Ilerpa Bunryana. Aaxn HakoH cBOT
npBor KoHIepTa y beorpaay y jaryapy 1929. roaune, Xop JKaposa npucycrsosao
je mpujeMy Ha ABOPY Kpasda AAeKCAaHAPA, KOjU X je TOM IIPUAMKOM U OAAMKOBAO.

HcrpaxkyuBame BUXOBUX HACTYIIA ABAACCETHX U TPHAECETHX roprHa XX Beka y
Beorpapy Temenu ce Ha AooMahoj ITepHOAHIIM TOT BpeMeHa 1 apXUBCKOj rpahu u3
Apxusa Jyrocaasuje.

KwyqHE PEYH: Xop AoHCKuX Ko3aKa, Ceprej XKapos, mehyparau nepuoa, Beorpay, kpas
Aaexcanpap I Kapahophesuh, Mraoje Muaojesuh

YBoOA

Y nepuopy usmehy asa cBercka para npecronuia Kpasesune CXC/Jyrocaasuje
AOXKMBEAA je BEAHKH KYATYPHH YCIIOH, KOjH Ce OAPa3HO U Ha KOHI[epTHY ciieHy. Mehy
PeHOMMPAHUM COAMCTHMA M KOAEKTUBHMMA KOjH CY je IOCEeTHAN Y TOM BPEMEeHCKOM
pasa06ay Hamao ce Xop poHckux kozaka Cepreja JKaposa (Cepreit Aaexceena
JKapos), unja cy rocToBama 3aHUMAUBA M3 Bullle acriekata. Hacrymnu Tor xopa, koju je
yMeo pa ,3anaan’” nperyHy cay (AparyTuHoBrh 1929: 26), TOAMKO Cy OAYIIEBAABAAU
0eorpaaCKy mybANKY Ad CY MM KOHILIEPTH OHAM PACIIPOAATH YaK M KaAd O1 OAPIKaAM
0 ABa KOHIlepTa y3acTormie. ITopes Tora, makimy mpUBAAYM OAHOC A0MahuX KpUTH-
Japa mpema OBOM XOpY, jep IOpeA OlleHe yMeTHHYKe BPEAHOCTH OH F'OBOPH H O
BUXOBOM CTelleHY II03HaBakba KO3auKe KyAType M BpeAHOBAkY BUXOBe TPAAUIIUje Ha
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KOHIIEPTHOM IIOAMjyMy Y Haloj cpeanti. Kapa roBopumo o ko3amrrsy Tpe6a UMaTH
y BuAy Aa je Kpasesuna CXC nmoyerkom ABapeceTHx ropusa XX BeKa IIOCTaAa jeAHa
0A 3eMana y KOjy Cy cMelnTeHe Ko3auke popmarmje, mpeHcTBeHO ¢ Kybana, aan u
¢ Aona, Tepexa, AcTpaxaHa 1 YpaAa, a UHjH je AOAA3aK OHO MOCAEAUIA eBaAKyaIfHje
Pycxe apmuje ¢ Kprma, y nosHy jecer 1920. roaute (Apcemes 2004: 142-143). [Ipema
ApcemeBy, OCTOje ABa 00AMKA YMETHHYKE AGAATHOCTHU KO3aKa KOja Cy OCTaBHAA
Tpara y Halloj CPEAUHH: ,[JUTUTOBKe" — aKpOOaTCKe ersubuIyje Ko3aka Ha KOBUMA, i
MYIIKH KO3a4KU X0poBH (ApcerbeB 2004: 151). AeAoBarbe K03aukux Xoposa y Beorpaay
usmelyy ABa pata Moxxe ce mocMmarpaTu ¢ ABe cTpane. [IpBy rpymy nmpeacTaBsa AeAaT-
HOCT ,,AoMahux“ KO3a4KHX XOpPOBa KOjU Cy HACTAjaAU IIPH BUXOBUM 0€OTPAACKHIM
CTaHMIJaMa” U OMAM He3a00MAA3HH A€O CBHX KO3a4dKuX pAorahaja. Apyry rpyimy duse
rocTOBaba HHOCTPaHHX Ko3aukux xopoBsa (Toay6oBmd 2019: 336). 3a npo6upsUBY
0eorpaACKy ITyOAMKY IIPaBy MOCAACTHITY PEACTABAAAA CY TOCTOBAA IyBEHHX XOPOBA
AoHckux xo3aka Cepreja XKaposa u ,ITaaToBa“, unju ce KOHIIEPTH MOT'Y YBPCTUTH
Melyy sHavajHuje My3nuke poraljaje cesoHa y KojiMa cy HaCTymIaAu.

ITpoyyaBame HAaCTyIama PyCKUX yMeTHHKA, a Mely muma u Xopa XKaposa,
y Kpamesunn CXC/JyrocaaBuju orexxaHo je ¢ Hekoanko paszaora. OBo ce Hajpe
OAHOCH Ha OACYCTBO jEAHOT OA HajApParolleHHjuX U3BOPa O XKUBOTY PYCKUX eMUTpa-
HATa Y HAIOj CPEAMHH, PYCKe IIePHOAKKE, KOja je Ha HAIIUM IPOCTOPHMA CAA60
ouyBaHa. 3060r TOra roTOBO yBeK HEAOCTaje , ADYTH IIOTAeA Ha BUXOBA FOCTOBAbA,
Yy OBOM CAyYajy TO je IepCIeKTHBA APYLITBA C KOjUM A€Ae TPAAMLIUjY U KYATYPHO
Hacaehe. Apyra npemnpexa Tide ce npectoHuuke Mehyparse mramire. Harme, mperaep,
0eorpaACKHX AMCTOBA M3 TOT IIEPUOAQA II0KA3a0 je KAKO Ce BpeMEeHOM CBe Makbe aXHbe
nocBehMBAAO KUBOTY PYCKOT APYIITBA, AOK j€, Y UCTO BPEMe, Y3AET MY3HUUKOT KHUBOTA
y TPaAy IOBPEMEHO OTeXaBao ACTamHHje H3BEIITaBatbe O CBUM Aorabajuma (Apcemes
2004: 142, Toay60BHY 2019: 334). Takas MPUCTYII MTaMIle ACAUMHUYHO je YCMEPHO H
KAaCHHja MCTPaXKMBAFha KOHIIEPTHOT KMBOTA TOT'A BpeMeHa, Te Cy U 6e0rpaACKa rocTo-
Bama Xopa JKaposa caabo mo3Hara y Haloj Mysudkoj ucropuorpaduju. Pokcanaa
ITejouh y xu3u 0 KOHIIEPTHOM XHUBOTY Mel)ypaTHor Beorpaaa ciomumse xop moa,
Ha3MBOM AOHCKH KO3AI[i TeK y IIPUAOTY, y Tabean ,ITeBauka ApymTsa‘, He npasehu
npu ToMe pasauky usMmehy Xopa ponckux kosaka Cepreja XXaposa u Aonckor
kosaukor xopa ,I1aaTos“ kojum je pyxosopuo Hukoaaj Kocrpjykos (Hukonait
®epoposna Kocrproxos) (Ilejosuh 2004: 293-294).> Memoapcky rpaby y kojoj ce
criomuse Xop JKaposa Tpeba xopucTutu ca onpe3om. Takas IpUMep MPEACTaBSAjy
cehama npodecopa Crarnme H. Kocrrha (1913-1996) Ha pane posesene y [Tamuesy
usmel)y 1921. 1 1931. ropuHe:

»Meby xosarma HarasHo ce u aramas XKapos, koMe je, ka0 HCKyCHOM XopoBohH, masa
Ha YM HA€ja, A2 300T IIPOAASHOCTHU BOJHOT II03KBa, 06pasyje Xop AOHCKUX KO3aKa KOju

2 Kogauka Hacena Cy ce Ha3UBaAA CTaHHIIE (AeTanHI/[je y: AenuBoB 1971: 143; I'y6apes 1970: 114-116)

3 Aomncku Kosauku xop ,ITaaros” rocrosao je y Beorpaay mer myra usmely ABa para: 12, 14. 1 15. jyaa
1929. 1 10. ¥ 13. Maja 1931. roAuHe (Bupern: TypAakoB 1994; AHOH. 1929B: 7).
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he, op MaseHe maHueBauke rpyIie, MPOIMPHUBAKEM TAACHTHMA M3 IleAe JyTocaaBuje,
Hajsa, nosehary yaancTBO Ha 300 K03aKa. X0op AOHCKHX KO3aKa, Kao Hajsehu Ha cBery,
kpenyhe u3 nerperaeane 6anarcxe pasuute [...]” (Kocruh 1991: 243).

HMako 13 TeKcTa KOjU IIPETXOAY HaBEAEHOM OAAOMKY Aeayje Aa Kocruh oo cehame
AQTHpa y 1925. TOAMHY, BEpOBAaTHHje je Ad Ce PaAU O 1923. TOAUHH Kapa ce JKapos
ca CBOjUM XOpOM Ha IyTy oA Byrapcke xa Beuy sayctasuo y beorpaay (Cepreﬁ
2Kapos o cebe).* OcuM TOra, HaBeACHH MOAAITH O HACTaHKY U OPOjHOCTH YAQHOBA
XOpa HeTauyHH Cy, Oyayhu Aa merosa ucTopuja moYMbe HEKOAUKO TOAMHA PaHUje ¥
Typckoj. Bes 063upa Ha TO, OYUIACAHO je Ad Cy KO3aL{F OCTABHAY AOBOASHO CHAKAH
yrucak Ha Maapor Kocrrha Aok ux criomutse y cBojum ceharmima 06jaBseHIM TOTOBO
ceaaM AelieHHja KacHHje.

I/ICTOPI/I_]A XOPA: OA ,AOTOPATAAAN U CMPTHU" AO CBETCKE CAABE

ITo poAracky 6ommreBrKa Ha BAACT HaKOH OKTOOapCcKe PeBOAYIIHje 1917. TOAUHE
pacmaamcao ce rpahaHcku pat y KojeM Cy raaBHe CyIPOTCTaBoeHe CTPAHe MPeA-
CTaB&>AAM TeK pOpMHpaHa COBjeTCKa BAACT U Bean mokper, HajBeha aHTHOOM-
IIeBUYKA BOJHO-IIOAUTHYKA CHAa Y Pycuju. Mehy Hajsnauajuujum porahajuma
KOjH Cy 00eAeXHAHN KeCTOKe opysKaHe cykobe 6uaa je Kpumcka esakyanuja y
HOBeMOPY 1920. FOAMHE, KaAd je MOPCKUM ITyTeM eBaKyucaH aeo Pycke apmuje’
U UBUAHOT cTaHOBHMITBA Kpuma umjy je mopopmxy Apmuja umasa. Tom
npuankoM KpuM je Ha BuIte 0p CTOTHHY 6poaOBa pycke MOPHApPHUIle HAIIYCTHAO
120.000 myAH, Mely BuMa 0ko §0.000 ko03aka.’ ITo poaacky y KoncranTu-
HOIIOM,, ApMHja je ¢ $paHIyCKHM BAACTHMA ITOCTHTAA AOTOBOP A2 OCTaHe I[eAO-
BHMTa U IOTYMIHEHA CBOjOj KOMAaHAHM M AO3BOAEHO jOj je A 3aAPXKH CBOjy opra-
HH3allUjy, CYAOBe, BOjHA oOeAexja u opyxje. Buao je, mehyrum, HeonxopHo 1

4 Ycnomene XXaposa oy Hasusom ,Cepreit JKapos o cebe” o6jaBsene cy y kwusu EMuanjana
Kanncxor (Emeansn Kanncxuit) Cepeeii XKapos u e20 Aorckoii Kasauuti Xop (Bepaun, 1931). Kaxo Hucmo
MMaAM IPUCTYII CAMO]j KIH3H, Y PaAy CMO KOPHCTHAU TeKCT 06jaBaeH Ha cajry http://ruskline.ru/anali-
tika/2006/08/09/sergej_zharov_o_sebe.

5 Pycxa apmuja je HasuB 3a opyxaHe cHare beaor mokpera. Kpajem 1918. u moyeTkoM 1919. CBH
KOMAHAAQHTH aHTHOOAIIEBUYKHX TOKPETA U APMHja IPH3HAAH CY OAMTUUKY BAACT IIpeACeAHHKA Baape
Pycnje, apmupasa Asexcanapa Bacusesuya Kosdaka (AAeKcaHAp Bacuabesuu Koauak, 1874—1920) , Kao
U BeroBy BPXOBHY BOjHY KOMAaHAY HaA CBUM apMHjaMa Ha Tepuropuju Pycuje. Hakon roauna opy»kaHux
cyKoba, 11. Maja 1920. je 0A OCTaTaka Opy>aHux cHara jyra Pycuje opmupana Pycka apmuja, Ha nje 4eo
je 6uo mocraBneH renepas-aajrHanT ITerap Hukoaajesira Bpanrrea (1878-1928) (KaaBumr 2003: 14, 300).

6 Tloaamu o 6pojy syar Kojy cy Hamryctrar Kpum Bapupajy. Y H3BOpHMa KOjU Cy HACTAAH HEAYTO
nocae crioMeHyTor porabaja Ta nudpa ce kpehe nsmely oa 100 1 136.000 syan (Aasari 1926: 12; Kasaxu
B Yaraape 1 Ha AeMHOCe 1924: 11, 12; AaBar1] 1923: 12). Parymmbak Haraamasa AQ je 1o APyruM MOAALMA

Kpum Harrycruao usmelyy 110 1 150.000 syau (Parymnsk 2006).



129

MAPUJATOAYBOBU'HR
,PYCKHM XOP KOJU PYCHMJA HHUJE UYAA'..

Aa ce Apmuja paciopeau. ITo Hapehewy renepasa Bpaunreaa (Ilerp Hukona-
eBuy Bpanrean) Apmuja je npepopMupaHa n OpraHusoBaHa y Tpu Kopryca: (1)
ITpBu ApMHjcKU KOpITyc TI0A KoMaHAoM renepaaa A. IT. Kyrenosa (Aaexcanpp
ITaBaosuu KyTenos), xoju je pacnopehen y laaunose; (2) Ky6ancku xopmyc
Ha ueay ca renepasoMm M. A. ®ocruxosum (Muxaua Apxunosud PocTuxos),
610 je cMemTeH Ha IPYKO O0cTpBO AemHOC 1 (3) AOHCKH KOpIIyC 3ajeAHO C
TepckuM 1 acTpaxaHckum Kosanuma moa komanpoM resepasa O. @. Abpamosa
(Deaop Depoposud A6pamos), koju je cmemren y Yartaany, y aorope Yuaunrup,
Xapem-Kej, Canpak-Teme u Kabakiza (AaBaTi 1923: 16; Kasaxu B YaTarapxe u
Ha AeMHOCe 1924: 14; PaTymHak 2013: 32).

Ceprej JKapos 7 610 je ca cBojum caboprma eBakyucas ¢ Kpuma u paciopehen
y Typcku Aorop Uuamarup. Y cBojum ycnomenama JKapos je Huaunrup omucao xao
,Mpadnu aorop raasn u cmpru (JKapos 1998: 458). ArmMocdepa y aoropy 6uaa je
TeIIKa K TYpOOHa, BAAAAAA je TAAA, YCACA AOIIMX XHTHjEHCKHX YCAOBA yOP30 je modeaa
A Ce IIMPHU KOAepa 300T 4era je AOrop 610 y IOTIYHOCTH H30A0BAH; BOJHUYKH AYX
je mapao. Tapa je mo Hapehemy renepasa A. K. I'ycemirankosa (Aapuan Koncrantu-
HoBuY ['yceapmuxoB), komananpa ['yHAypoBckor TeoprujeBekor myka, op Haj6osux
IeBaya IIyKOBCKHMX XOPOBA CACTABAEH XOP 32 MPA3HUYHO borocayskeme Ha CpeTor
Huxkoay 19. periemM6pa 1920. roaune.’ 3a aupurenTa xopa 6uo je oppehen XKapos. ¥
Mapry 1921. JKapoB ¢ XopoM ImpeAasy Ha TPYKO OCTPBO AeMHOC, a HEAYTO IIOTOM Y
Byrapcky. Beh npse Hepeme 1o poaacky y Codujy 1921. FOAMHE, XOD je IT0Ye0 Aa ITeBa
Y MaAOj IIPKBH IIPH PYCKOj aMbacaAr 1 yOP30 je 3aMOSEH AQ OCTAHE Y H0j KAO CTAAHK
xop. Bpeme mposeaeHo y Byrapckoj 61A0 je ksydHO 32 HACTABAK Paad KO3AUKOT XOpa
3aTO LITO je AOOHMO BEAMKY MOAPIIKY PycKOT AumaomaTe AsexcaHapa Ilerpjajesa
(Anexcanpp Muxaitaosuy Iletpsies), ,6eaor npeacraBHuka Kojer je Tokom ['paban-
CKOT para [OCTaBHO Lapcku reHepas AHToH AennkuH (AnTon MBaHOBUY AeHUKHH),
6asepune Tamape Kapcasure, nju je cynpyr 610 capapHVK Y AUTIAOMATCKOj MUCH)H,
u npeacTaBHUKa Aure Hapopa 6apona Ban aep Xosena (van der Hoeven). Xop je

7 Ceprej XKapos (1896-1985) 610 je pycku xopcku aupureHT. foauHe 1906. ymucao je MockoBcky
CHHOAAAHY LIIKOAY, TAe je yuro koa H. M. Aanmanna, A. A. Kacrasckor, H. C. [oanoBaHOBa 1 ApyTHX.
TTo 3aBpmerxy Cunopasne mxoae y Mocksu 1917. ropuse, Kapos je oTHIIao y AAeKCaHAPOBCKY BOjHY
IIKOAY y KOjOj je 0cTao BpAO Kparko, Oyayhu aa je Beh mocae pABonepenHe 06yxe mocaar Ha ppont. ITo
usbujamy I'paharckor para caysxno je y Tpehoj pooHcKOj K03auK0j AMBH3HjH 1 32 CBOje 3acAyre A0OHO
KO3AUKH MOAOQHIMPCKH YHH, 2 AMPUTOBAO je U IyKOBCKHMM LIPKBEHNM XOPOM. Y HOBeMOPY 1920. FOAUHE,
HakoH eBakyaryje ¢ Kprma, Hamao ce y aoropy Ynausrup, rae je oobuo Hapeheme aa ocHyje xop koju
he cTHIajeM OKOAHOCTH A€AOBATH Ha CBETCKOj My3HUKOj CLIeHH CKOpO IIe3peceT roauHa (Bupers: Kova-

cevi¢ 1977: 773. 3BepeBa 2013).

8  Pyauuenxo ucrude pa Behuna ,aeromucana” xosauxor xopa Xaposa, ykasyuyjyhu Xeunnosa u
Kanmrckor, ysuMajy 3a AATyM HeroBOT OCHHBamba AerieMbap 1921. ropune. C Apyre crpane, 3BepeBa Koja
je ayTop MOXAA Haj3sHaYajHHUjer YAaHKa 0 JKapoBy, cMaTpa Aa je XOp OCHOBaH youn mpocaase AaHa CB.
Hukoae UyaoTBOpIa 19. AetieMbpa 1920. roaute (PyAHYeHKO 2017: 66). Y IPUAOT HeHOM CTaBy TOBOpe

u XKaposnese ycriomene.
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IBUXOBUM 3aAarameM Ao6uo Buse 3a @panmycky (Cepreit JKapos o cebe), koja je
HakoH BeAuxor paTa Bammaa 3a paAHOM CHaroMm.

Ha myTy 3a ®paniycky, y kojoj je Tpe6anro Aa pape y GabpHIi y MAaAOM Ipasy
MounTapsxu, XKapos je y Bedy cpeo cBor crapor npujatesa Xyra Xeaepa (Hugo
Heller), na unje Harosapame je Xop OApXao KOHLepT y caan 6euxor Xop6ypra
4.jyaa 1923. ropuHe. O TOM HCTOPHjCKOM KOHIIEPTY IIHUCAAO C€ MHOI'O TOAMHA
KacHHje y 6e0rpaaCKoj IITAMIIH, Y YAAHKY II0A HacaoBoM Yeilipgeceii Ko3aka
ocsajajy ceetu:

IMeBaun pyckor xopa GHAU Cy Tapa CKPOMHO OAEBEHH, IO IPOIMCHMA KO3auKe
Hommwe. OHU Cy ca CBOjHM OIPOMHHM YM3MaMa XOAQAU II0 YTAQUAHOM ABOPCKOM
IIApKeTy U CBOjUM IPUPOAHUM, GAArMM IOHALIAbEM OCBOJHAN M KAO AYAU CBAKOTA.
Kapa cy mpBu IyT u3amau Ha 6edxy mosopHuily, cMepHu u yectutu Kosanu cy ce
nodean kpcrutu. OHU KOjU He MO3HAjy PYCKy AyIy M BeAMKy moboxsocT Pyca,
OCMeXMBAaAU Cy Ce Ha TO, a OHM Koju 1osHajy Pyce 6uau cy tponyru [...] IIpsa
necMa Opyjaaa je Kao opryse y LpKBu. Y THM akopauMa 6pyjao je caB 60A pycke
Ayllle, y lBUMa Ce OLjpTaBaAa BeArKa HocTaaruja Pyca 3a mpomaourhy. Tako xop jour
HHUKapa Huje eBao (Anomn. 1934: 18).

Hacryn y Beuy mokasao ce 3a Xop kao mpeAsoMaH MOMeHaT, 3axBasyjyhu xojem he
’BeroBa HCTOPHja TPajaTh ckopo miecT AetieHnja (1921-1981). [Toa pykoBoacTBOM
Cepreja JKapoBa K03a4KH XOP 0APIKAO je IIPEKO AEBET XIAaAA KOHI[epaTa 110 LIeAOM
CBETY M ITOCTA0 jepaH op HajBehux npeoromkux Henpujaresa Cosjerckor Casesa,
4uju je ,0ATOBOP“ Ha XOPOBe HACTAA€ Y eMUTpaLUju 6MA0 popMupare AHcambaa
»AAEKCAHAPOB™?

T'oprHA 1929: IIPBO HACTYITAKE Y BEOTPAAY U IIPUJEM KOA
KPA/SA AAEKCAHAPA

ITocae Beauxor para Beorpaa je TOkoM ABe AelleHHje MUPHOT A00a YIIO3HABAO PYCKY
KYATYPY ¥ TPAAHIH)y 3axBasyjyhu BeAUKoM 6pojy eMUrpaHaTa KOjU Cy y BbeMy
IPOHAIIAK HOBU AOM. Y HICTO BpeMe, jyTOCAOBEHCKa ITPeCTOHMIIA TeKHAA je Ad Ce OCAO-
60Au BumeBekoBHOT yrHiiaja OpujeHTa 1 CTaHe paMe y3 paMe Ca eBPOIICKIM IPAaAO-
BUMa, IITO je BpeMEHOM IPUBAAYUAO CBE BHIIE HCTAKHYTHX CBETCKUX YMETHHKA. Y
jaHyapy 1929. KaAQ je IPBH ITyT FOCTOBAO IpeA 6e0rpaACKOM ITyOAHKOM, XOP AOHCKHX
ko3aka JKaposa Beh je nmao cBeTcku peHOMe. YIIPaBO TO H jeCTe jeAaH OA PasAOra ITo
je MHTepecoBakbe 32 BUXOB HACTYII OMAO BEANKO, OyAyhu A2 KO3a4KM MYILIKH XOPOBU

9 YzeBmm y 063Hp IIeproA Y KOjeM je XOp AEAOBAO U PeIIepToap KOjH je H3BOANO, XOp AOHCKHX KO3aKa
Cepreja XKaposa HIKaAQ HUje KPOUHO Y CBOjy AOMOBHHY. 300 TOra CMO OAAYHHAU AQ HACAOB PaAd , Pycku
xop koju Pycuja Huje uysa“ nmpeysmemMo u3 nHTEpBjya nporojepeja Auapeja Ajakonosa, ,Pycckuit xop,
koToporo He cabimasa Poccust. O JKapose, kazaubeM IeHHH 1 IT06AOHOCHOM IIECTBUHU PYCCKOM ITeCHH

110 3eMHOMY 1Iapy “; BUAeTH: https://foma.ru/russkiy-hor-kotorogo-ne-slyishala-rossiya.html.
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HuCy 6uan HenosHaTH 6eorpaackoj my6annu (Toay6osud 2019). [ocToBame Xopa
JKaposa 61140 je y 6€0rpapCKoj IITAMIIU TOCMATPAHO KA0 FOCTOBAbE JeAHOT YTAEAHOT
npodecHOHAAHOT X0Pa, Koju he 61TH ,BeArka censanyja 3a Beorpaa’, Te oa he ,uyBenu
AOHCKH KO3aIjH, HajCaBPIIEHUjU AHCAMOA CBOje BPCTe, II0A AUPEKI[HjOM OAAUYHOT
Cepreja Japoda“ oppskatu xoHuept y HapoproM noszopumty (AHOH. 1929a; AHOH.
19296). IIpBu KOHLEPT"® OAPKaH je 20. jaHyapa, a ocuM 6pojHe Imy6AUKe IPUBYKAO je
M HH3 MCTAaKHY THX 6€0TPaACKHX My3HYKUX KpuTHdapa, Mehy kojuma cy 6uan Muaoje
Munojesuh, Bparko Aparyrunosuh, Bukrop Hosak, Joan Aumurpujesuh u ITerap
Bunryaar. 3axBasyjyhu mima o mpBom 6eorpaackom Hacrymy ,JKaposaria“ nmamo
u Hajboraruje u3Bope. Kakas yrucax je Ha oomahe caymaorne ocTaBHo X0p KOjH je, 0A
pernepToapa A0 U3rAeAd KOjH Ce TOKOM BpeMeHa HHje MeHhao, OAHCA0 KO3a4KOM BOjHOM
TpaauIjom AoHa?

ITperaep KpUTHKA OBOT KOHIIEPTA OAje YTUCAK Ad CY CIIOMEHYTH ayTOPH OuAn
CAOXKHH y MUIILAbEHY AQ KO3AUKH XOP MM U3y3eTHe ITeBade M Ad TPeACTaBAsA , TEXHUYKY
caBpuieHo Tea0” (Muaojesuh 1929: 6), aAu cy HeropoBaAu 360r perneproapa uspa-
xaBajyhu cyMiby y BpeAHOCT II0jeAMHHX AeAa Koja Cy ce Hamaa Ha porpamy (Hosax
1929: 6; Muaojesuh 1929: 6; Aparyrunosuh 1929: 26; Buryaar 1929: 218). Y Besu ¢
THM, Tpeba HATIOMEHYTHU Ad Cy opraHusaruony npuHrmm Xopa JKapoa 61an 6AuCKu
OHHMMa Ha KojuMa ce TeMesuo Aoncku BojHu X0p." To je ykayduBaso opraHusanujy
x0pa, opMy KOHIIEPTa U CTPYKTYPY perepToapa, U3BOHauKu CTHA, aAK U yHUPOPMe
y Kojuma je xop Hacrymao (Pyandenxo 2017). MehyTum, 6e3 0o63upa Ha To mTo0 je 610
YCTPOjeH IO BOjHUM IPHHIIMINMA, XOP AOHCKUX KO3aKa MMAO je CAaCBUM APYTauMju
YMETHHYKH HABO, KPO3 KOjH Ce BeOMa yOeANHBO PEaAN30BaAd ,PYCKa HAeja’, KaKo jy je
AeUHICA0 HOBH IpaBal] PycKe AyXoBHe Mysuke” (AaH4eHKOBa 2016: 159). 360r TOra
Ce BHXOB IPOTPaM CaCTOja0 U3 TPU HajBAXKHHUje 0OAACTH PYCKOT XOPCKOT pellepToapa:

10 Xop JKaposa opApkao je yKyIHO peceT KoHIlepaTa y Beorpaay y mepuoay usmelyy ABa cercka
para: 20. janyapa (Hapoato nosopumre) u 21. jaryapa (Kpases ABop) 1929; 29. Maja 1929. (Hapoato
nosopumTe); 9. 1 11. jaryapa 1931. (Hapoato nosopumre); 12. 1 13. debpyap, 11. Mapr 1934. (Korapues
HAPOAHH YHUBEPSHTET); 1. 1 18. anpraa 1937. (Koaapues Hapoanu yHusepaurtet) (Buseu: Typaakos 1994.).

11 AoHcKM BojHH XOp 610 je ypehen y ckaaay ¢ mpsum AkTom o Bojcum AoHa us 1835. 1 crierjujasHOM
HapeAGoM u3 1872. roauHe (BupeTn: IToroxkerue 0 60iicK0BOM My3bikaHMCKOM U negHeckom xopax Boiicka

Aorckozo. ITpukas no goenromy sedomcmasy N© 163 OT 4 MIOHS 1872 T).
p y Yy

12 Pycka Xopcka yMeTHOCT AOXXHBAaBa BEAUKH YCIIOH Y IEPUOAY OA CPeAUHE 1890-UX AO 1917.
TOAMHE, KaAd Ce OOHABAA M MHTEpPEeCOBakbe 32 CTAPOPYCKe HAIeBe. Y MY3HUKOj HCTOpHOTrpaduju Taj
HepUOA Ce Ha3KBa HOBH IIpaBal] PycKe AyXoBHe My3uke. HoBu mpasaly, KOju ce TeMesHO Ha TeHeTHIKOM
CPOACTBY PYCKOT IJPKBEHOT HAIIeBA M HAPOAHE IIeCMe, II0KA320 Ce K0 MONaH CTBAPAAAYKK UMITYAC K
OTKPHO je HOBe MOryhHOCTH 3 HAIJMOHAAHY XOPCKY yMeTHOCT. Ta Xopcka yMeTHOCT 00yXBaTaAa je Tpu
IleAVHe U3jeAHaueHe II0 YMeTHUYKUM IIPaBUMA: AyXOBHY, HAPOAHY U KAACHYHY My3uKy. Hajsnauajuuju
npepcrapauiy 6uan cy C. B. Paxmamunos, A. A. Kacrascku, A. T. I'pevannnos, 6paha IT. . u
A. I. Yecnoxosy, B. C. Kaaunukos, M. M. Mnoautos-Hsanos, K. A. IlIsepos, H. H. Keapos u Ap.
3axBanyjyhu HOBOM IIpaBLy HAPOAHA [IeCMa je U3allAa HA KOHLIepTHHU oAujyM (AaH4eHKOBa 2016: 146;

LIpimaakoBa 2018: 163-164; Paxmanosa 2012).
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(-] TIpBH je 6MO AyXOBHH, ApyTH — HeKO BeAmKO Aero, penumo Cajam [opwr.
Spmapka — M. T.] 1lIsepoBa nau ioiiypu JajKOBCKOT — XOp je IeBao HEWTO WTO
je ImucaHO 3a CUMOHHjCKU OpKecTap — BpAO edexTHa cTBap [...] Ilotom XKusoii 3a
yapa, 1o je Taxkohe I[IBeAOB HAIIPABUO 3a MYLIKY XOP; HOIHHYPU O AOHCKOM KO3A4KOM
XOpy, BeroBa UCTOpPHja: CBETCKH paT, peBoAyLuja, rpabharcku pat, ‘Beuno cehame’
¥ KOHLIEPTHA AGAATHOCT Xopa [...] TIoToM Ko3auke BojHe, CBeTOBHe ILIeCMe M HIDE;
Tpehu 0AceK y KOM cMO HIX ITeBaAY 3aBpIIaBao ce 6eckoHayHUM brceBnma. Ha camom
Kpajy cMo usBoauau xumHy Boprmanckor Kaxo je caasan naw Tociiog na Cuony [opwr.

Koav crasen naw Tocnods 6 Cuone — M. T.]“ (Accyp 2005: 281).

ITporpam mpBor 6e0rpaACKor KOHIIepTa CACTaBAEHOT U3 ABA ACAQ, JEAHOT ,yMeT-
HUYKU AYXOBHOT) @ APYTOT ,,caMO $OAKAOpUCTHYHHU cBeTOBHOT (Anmurpujesnh
1929: 153) MOXX€MO ACAMMHYHO PeKOHCTPYHCATH 3aXBasyjyhu My3naKuM KputH-
KaMa. Y AYXOBHOM AeAy KO3auku Xop je ornesao Bjepyjy A. T. I'pevanunosa, Y
ypreu I1. V1. Yajkoscxor, Yeauwiu, Tociiogu... A. A. Apxanreackor u Kako cu crasan
A. C. Boprmanckor, a y cBetoBHOM Ej, yxtsem, Asanaeciti pasbojuuxa, Boaia, Boaia,
Hapogny xosauxy iiecmy n Kosauxy uipy (Muaojesuh 1929: 6; Bunryaar 1929: 218;
Aparyrunosuh 1929: 26). [Tpema Bpanky Aparyrunosuhy, npkBeHu A€o je 1o Bpea-
HOCTH KOMITO3HIIUja GHO YMETHIYKH, AOK je CBETOBHH OHO ,Ha TPAHHIIA YMETHOCTH
U peBHje’, a YMHU Ce Ad je TToCeOaH yTHCAK Ha TOT KpUTHYapa ocTaBuaa Hapogua
Ko3auka ilecma ca ,3BIKAameM U AdjambeM” (Aparyrunosuh 1929: 26). Ia unak,
U IIOpeA BEAMKOT Hepa3yMeBarmha KpUTHYApa 32 IIOjeAMHA AeAA KOja Cy ce HalllAd y
CBETOBHOM AEAY IIPOrpama, JoBaH AMMUTpHjeBUl Hije MOTao Aa He 0AQ IIPU3HAE
KO3aIlMMa Ad Cy y HHTepIpPeTallUjH PyCKIX HAPOAHHX IIeCaMa, HApOYUTO KO3aYKHX,
HeHaAMAIIHK 1 NIOTIyHO caspinenn (Aumurpujesunh 1929: 153). Cauysan nporpam
KOHIlepara Koje cy AoHcku xosanu JKapoBa oapskasu 12. 1 13. ebpyapa 1934. y
Beauxoj aBoparu KoaapueBor HapOAHOT YHUBEP3UTETA Adje HAM ITOTITYHHU)Y CAUKY
KOHIIeIIIMje KOHI[ePTHOT IIPporpama:

Konuert Xora Pyckux AoHCKkuxX Ko3aka nmop yripABoM I CEPTEjA JKAPOBA

1. AyYXOBHU AEO.

LB Py Y et A. Kacrancxkor.
2., OTHe HaIT® . . oottt e O6uyHor pacresa.
3. yJocmopn momuayj“ /3a TTpasHuK Y3ABIDKEEA/ ... oovvvvvnneen s A. /oBOBCKOT.
4 Y LIPKBI Lo IT. YajxoBcxor
5. ,Kon caaBen mam Tocmopa BCrone” . ... A. Boprmanckor.

6. ,Crmacu, Boxxe, syau TBoja“ . ... I1. Yecnoxosa.
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II. CBETCKH AEO.

1. 3 Xopa u3 onepe ,, Kusor 3a LTapa™

a/ ,B 6ypjy Bo rpoay

6/ ,BecHa npumaa’

B/ ,CAaBCja“ ... M. TanHKe.
2. yKpacHu capadan®. ... ... o A. Bapaamosa.
3.y BOKINHE KOMaAKE ... it e H. Tororckor.
4. JaCTyIIKE ..o K. IIIsepoBa.
S »yBEUEPHH 3BOH" ... ...oiiiii i apamxupao je Cepruje XKapos.

6. AOHCKa KO3auKa ITecMa . . . . .
(AOKYME:HT AJ 74-202—500)

Ha ayTope xpuTHKa OCE6aH yTHCAK Cy OCTABUAN AMHAMHYKH epeKTH Ha KOjHMa,
npema peunma Bpanka Aparyrunosuha, Kapos u 6asupa ymeTHOCTH CBOT X0Opa
(Aparytunosuh 1929: 26). IToce6Ho npuBAa4Hy 6HAK Cy edeKaT KOju ce cMaTpao
CIIELIMjaAUTETOM ,,0BOT PeTKO A06por 360pa IeBada: MojadaBarbeM TOHA (KpelIeHA)
AO BUCOKOT CTelleHa M OHAQ M3HEHAAHNM IIPEAA3OM y CAcBUM TUXO (IIMaHO) IeBambe”
(Muaojesuh 1929: 6), kao u xontpactu forte-piano, Beanke rpapanmje u eexar ,04
NMAHKUCHUMO HajHESKHHjET IPeArBa A0 6nemrasor poprucumo” (Aparyrusosunh 1929:
26). Buktop HoBax je y cBOM IIpHKa3y HCTO TAaKO MIOXBAAMO U3y3eTHE AMHAMHYKE
edexTe Ka0 jeAHy MoceOHy OAAMKY BUPTYO3HTETa KO3aUKOT XOpa, HarAamasajyhu aa ce
OHa TeMe/dU Ha 3aCTapeAO]j TPAAHLHjHU KOjy je ycTaHosuo jom Caasjancku (AMurpuit
Anekcanpposuy Arpenes-Caassuckuit) (B. H. 1929: 6). 3ajeannuxo 3a cBe npukase
HpBOT 6eOrpaACKor KoHIepTa jecTe nopeheme xosaukor xopa ¢ Xopom Mopasckux
y4UTe,a, KOjU Ce Y Hallloj CPEAMHH Y TO BpeMe CMaTpao BPXYHIIeM XOPCKe YMEeTHOCTH.
HMaxo Muaojesuh saxmydyje aa AOHCKH KO3l MOT'Y CBOjOM TeXHMYKOM CIIPEMOM,
ayTOPUTETOM M AUCITUIIAMHOM AQ TIOCAY>Ke KaO MpUMep CPIICKUM MeBadKHM APYIIT-
BuMa y Beorpaay onu, cyaehu mo kpuTnkama, HIak HUCY YCIIEAR AQ AOCTHIHY HUBO
IIOMEHYTOT 4ellIKOT XOpa.

AaH HakoH cBor IIpBOT KOHIepTa y Beorpaay, Xop JKaposa npucycrosao je
npujeMy Ha ABOPY Kpasa AAEKCAHAPA, TA€ CY HACTYIIMAM Ca CAUYHUM IMPOTPaMoOM Kao
nperxopHor AaHa. O ToM Aorabajy nsBecTrAa je mpecToHMIKa mramma (AHOH. 19297 1;
AHOH. 19294: §), 2 XKapoB ce y cBOjuM ycromeHaMa ¢ BEAUKHM IOIITOBaHheM OCBPHYO
Ha IIPHjeM Ha KOjeM ce CyCpeo C ,KpameM-pycoduaom’; AsekcaHapo (BuaeTH AoaaTak
A). Kpas AreKkcaHAAp je TOM IPHAMKOM OAAMKOBao AupHrenTa xopa Cepreja YKaposa
opaerom Cs. Case IV pepa, aamunucrparopa xopa I'eopruja Koaecnukosa oppeHOM
Cs. CaBe V peaa, AOK Cy CBU YAAHOBH XOPa OAAMKOBAHK MeAA»aMa 32 ABOPCKE 3aCAyTe
(AJ 74-202-491; AHOH. 1929T: 1; AHOH. 19294 §).* Tom IPUAMKOM KPas Ce jOII jeAHOM

13 Ha marepujaa o Xopy porckux ko3aka Cepreja XKaposa y Apxusy Jyrocaasuje mybasHo Ham je
ykazaaa Ap VIBana Becuh, Hayunu capapnnk Mysukosomkor uacruryra CAHY, K0joj 0BOM npHANKOM

CPAQYHO 3aXBasyjeMo.



134

MY3UKOAOTHJA / MUSICOLOGY 28-2020

ITOKa3a0 Ka0 BEAUKH IpHjaTes M TIOKPOBHUTEN Pyca, mopapuBIIi AOHCKUM KO3AIIMa H3
Kace Ynpase ABopa y OHO BpeMe [T03aMalllHy CyMYy OA TPHAECET IIeCT XHAaAd AMHApa
(AJ 74-491-55). [TomToBame 1 3aXBAAHOCT AOHCKUX KO3aKa [PeMa KPasy-TIOKPOBHTEAY
HCKa3aHU Cy 0CaM FOAMHA KacHHje, KaAd Cy My 16. alIpHAA 1937. TOKOM CBOT ITOCACAET
rocroBama y Beorpaay, y3 oao0pere kHesa-HamecHnKa [ TaBaa, OAp)KaAU CBe4aHHU IOMeH
Ha Omaeniry. Paprio Beorpag je mpeHocno nporpam (A] 74-202-394), YUHOAEjCTBOBAO
je MUTPOIIOAUT PYCKH I. AHACTACHje, OAP>KABIIIH IT0 3aBPIIETKY IIOMeHa FOBOP Y KOjeM
je MCTaKao 3HAYajHY YAOTY Kpasa AAEKCAHAPA Y SKHBOTY PYCKHX eMUTPaHATa y Jyrocaa-
BUju (AHOH. 1937: 12).

HacCTyniAmA Yy BEOTPAAY TOKOM TPUAECETHUX TOAUHA

Toxom Tpuaecerux ropusa Xop JKaposa je y Beorpaay rocrosao TpumyT; yKymHO
jé HacTymMo cepaM ITyTa. Y TOj AeLieHUjH MHTepecoBae KPUTHIAPpa 32 KO3aUYKU XOP
je oImaAo, Ima je 1 6poj IPUKa3a BUXOBUX KOHIEPATa CKPOMHH)H Y OAHOCY HA FHXOBO
npBo rocrosame. ITpema TypaakoBy, 0 cepaM OAPXKAHHX 0eOIPAACKHX KOHIje-
para IIOCTOjH YKYIIHO CepaM KPUTHKA — CaMO ABE BHIIE Y OAHOCY Ha IIPBH KOHIIEPT
(TypaaxoB 1994 ). Op KpUTHYapa KOjU Cy HCIIPATHAH IIPBHU HACTYII KO3aKa Y IPECTO-
HUIY, jeAnHO je Muaoje Muaojeuh mocehnBao mruxoBe KOHIEPTE U3 TPUAECETHX
rOAMHA. Y TOM IIEPHOAY YjeAHO HacTaje 3a0KpeT y MuaojeBuheBum kpurrkama, Koje
y TOM IepHOAY IOCTajy cBe omTpuje. IIpukas KoHIepTa OApKAHOT 9. jaHyapa 1931.
Hapopnom mosopumry cBpcraBa AOHCKe KO3aKe Y THII XOpa KOjeM 3By4HH edekar
IPEACTaB»>A TAABHH 1M/, @ IIPOIPAM UM je ,IPUMUTHBAH i IpucTymadas . CAMYaH cTaB
uMao je jour 1929. Bukrop Hosax, cmarpajyhu Aa je ko3aruMa BUPTYO3HTET Ly A He
cpeactBo (B. H. 1929: 6). Muaojesuh oBae, MelyyTum, npu myT usaBaja u pAsa eexra
KOjU KapaKTepHUIIY [IeBakbe KO3aUKOT XOpa: ,THXO [leBakbe BUCOKHX TEHOPA y dpasceTy ™
H ,'POMKO pasBHjame 6acosa (1 6apurona) y Bucokom peructpy” (M. M. 1931: 8).
YBoheme daacera 610 je crenujaanTer XKaposa, KOjuM je 3HAYAjHO IPOLIMPUO AUja-
IA30H CBOT X0pa, yHocehu My HoBy cBexxuny. ITerap Kpcruh je ca auBsemenm ommcao
FAQCOBHH 00MM XOpa Kao ,HeHaAMallaH, jep ce kpehe op aAy0okux ‘pyckux 6acosa’
KOjH I1eBajy ¥ KOHTPa TOHOBE, ITa AO HajBHILET T0A0XKaja npBux TeHopa“ (Kpcruh 1931:
4). PasBujamem AeoHHIA NpBUX TeHOPa (PaACeTHCTa) AO TOHA MU y APYTOj OKTaBH
¥ OCAambabeM Ha AeOHHMLIe ApyTor 6aca (koHTpabaca), XKapos je ycneo pa y Mymxom
MIOCTUTHE 3BYK MeIoBHUTOT Xopa. Byayhu aa cy y Pycuju y ientpy nnrepecosama buau
MEeIIOBUTOT XOPOBH, OH je aKTUBHO PAAMO Ha CTBApaky HOBOT pelepToapa M apaH-
XKHUpay nocrojehux peaa 3a cBoj Xop, a y ToMe Cy My momaraau kommosutopu A. T.
I'pevanunos, K. H. IlIsepos u U. A. Ao6poseju (Vcait Arekcanaposud Ao6poBeitH)
(Cepreii XKapos o ce6e). CBa TpojuLja MOMEHYTUX KOMIIO3UTOPA Cy TOKOM ABaA€-
ceTux ropuHa emurpupasu u3 Cosjerckor Casesa.

Y KpUTHIIM KOHIIePTa U3 1934. TopAuHe MuaojeBuh H3HOBa HaraamaBa Aa 0Baj Xop
OAAMKYje CTaBmarbe edpekTa H3HAA yMeTHOCTH. MehyTiM, OH capa npe KOpax pAase,
TBpAehu Aa TakaB xop MOKe a2 Ipohe camo y 3eMmama moIryT AycTpuje Tae HeMa
usrpalyeHe Xopcke yMeTHOCTH ¥ M3paskaBa OPHTy Ad Hallla IfyOAMKa He Oyae OABeAeHa
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c mpasor myTa, Oyayhu Aa Haia meBauka ApyIITBa 030MASHO CXBATAjy CBOj 3aAATAK.
Minojesuh je He3aA0BOSAH U CAMOM ITyOAMKOM KOja je OAyIIeBA>eHA HACTYIIOM KO3aKa
(Muaojesuh 1934: 12). Tpu ropuse xacuuje, Muaojesuh npusHaje A2 je 610 samamen
KaAa HX je IPBH IIyT 4yO, AAU CMATpPa A Cy AOHCKH KO3alli ,BelTo HcKopuimheHa
CeH3aIHja", YMjH Ce BUPTYO3UTET CBOAM Ha HEKOAHKO OPMyA Y CAYKOH jeAHOC-
TaBHUX KOMIIO3HIINja, 9K U KaAa Cy oHe Ha 6aszu ¢poakaopa (Muaojesuh 1937: 11).
Opnoc XKaposa npema peHOMeHY HApOAHE ITecMe OHO je AAAEKO AyOAU B CBAKAKO
Aa cBOherbe Ha IPUMHUTHBAH U jeAHOCTABAH PeIepTOap Huje OHO mweros s, ITpema
AanuenkoBoj, 3a JKaposa HapoaHa recMa Huje O0¥Aa CAMO AOKAAHA, POKAOPHA U AHja-
AeKaTcKa 1ojasa, Beh ycMeHO pacrnpocTparmeHH IUPOKHU CAOj My3HUKe KYATYpe, KOjH
je yurao y mupoxy ynorpeby. ToM caojy momyaapHe mecMe, TO jeCT ,OIITepycKe”
MeBHOCTH, IPUITAAAAE CY U TPAAULIMOHAAHE CTapHje U HOBHje HapOAHe IlecMe, BOjHe
TecMe, ayTOpcKa ,pycka necma“ u pomanca (andenkoBa 2016: 147). Criajajyhu tpaau-
11y AOHCKOT BOjHOT XOPa Ca 3HamkeM M HCKYCTBOM CTeYeHHM Y MOCKOBckoj CuHo-
AaaHOj mKoaH, JKapoB je y CKAapy ca CTpeMiselUMa HOBOT IIPaBIla Pa3BHO 3a CBOj XOP
nocebaH, npenosHarsus cTuA. MiMajyhu o y Buay, moxxemo pehu poa Muaojesuh ¢
IPaBOM KOMEHTAPHIIIe KaKO Cy KO3aIlH ,H3Pa3 jeAHe POIIAOCTH U A2 he kop Hac yBex
MIMaTH CBOje MECTO jep ,MH CMO AQHAC jeAQH KyTak HeKapamme Pycuje” (Muaojesuh
1937: 11). Tpeba, Unax, HaTAACHTH AQ Ce y BpeMe Y KojeM HacTajy Muaojesuhese omrpe
kpurrke u3 IIpara Bpaha rpyma Maapux xommosuTopa, Aoonocehn y cpricky cpeauny
TEKOBHHE MOAEpPHE eBPOIICKe YMETHOCTH, IITO je AOAATHO 000TaTHAO 6eOTPAACKY
KOHIIEPTY ClleHy. ¥ IPHAOT TOMe Ad KO3alli He MOT'Y 3aA0BOSHTH OHOTA KOjHU JKEAH Ad
Jyje caBpeMeHy KOMIIO3HILUOHY TEXHHUKY UAM KAACHYHY Y CMHCAY 3aIlapAHOEBPOIICKe
XOpCKe KyAType TOBOPH U OCBPT Ha BUXOB KOHIlepT u3 nepa Puxapaa IIsapia us
1934. TOAUHE (gvarc 1934: 187).14

Ha xpajy, sxeaeAr 6HCMO YKPaTKO Ad CKpEHEMO MasKEby Ha jOII jeAaH OOAMK IPUCY-
crBa Xopa poHckux xo3aka Cepreja JKaposa Ha melypaTHOj 6eorpaackoj cienn.
Taj meprop 00eAeXKHO je BEANKH YCIIOH PUAMCKe YMETHOCTH, ¥ KOjOj je My3uKa
MMaAa 3HayajHy yaory. Pycka peBoayimja u rpahaHcky paT HHCIIMPHCAAH Cy HEKO-
AMKO HeMAauyKHX U $PaHIyCKUX PUAMOBA y KOjUMA Cy yuecTBOBaAM ,)Kaposru®, ma
je beorpapcka my6ArMKa HMaAa IPHAMKY AQ VX YIIO3HA U Kpo3 ToH$rAMOBe Kosauka
tiecma (Das Donkosakenlied, 1930), Xayu-Mypain (Der weifle Teufel, 1930) 1 Mockea—
Ilaniaj (Moskau-Shanghai / Der Weg nach Shanghai, 1936).

3AKAYYAK
HMaxo je cpricka My3miKa HCTOpUorpaduja Aaaa OpojHe KIbUre U CTyAUje O IIEPHOAY
nsmelyy ABa cBeTCKa para, 6€0rpaACKy KOHIIEPTHH XXHBOT TOT BpEMEHCKOT Pa3a00na i
Aase 0CTaje HempecylIHH U3BOP 3a UcTpaxuBamwe. Hacrymama Xopa AOHCKUX K03aKa
Cepreja JKaposa caMo Cy jepaH CerMeHT HCTOPHje IPECTOHUYKOT KOHIIePTHOT KHBOTA

14 O xpurmyapckum noraeanma Pruxapaa ITIBapria HepaBHO je u3amaa cryauja Ap Aaekcanppa Bacuha
(Bacnh 2019). Y ToM paay cy npeacraBsenu u IllBapiioBu cTaBoBH O MOAEPHOj XOPCKOj My3HIIU U

TIEBAYKHUM APYIITBHMA.
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KOjH je AO Capa OCTa0 HeAOBOSHO Mmo3HAT. OBaj cAydaj, MopeA My3HUIKOT KOHTEKCTA,
OCAMKABa U OAHOC BEAHKOT 3aIITUTHHKA PYCKe eMHTpariuje, Kpasa AAeKCaHApA, TIpeMa
Pycuma. Beorpapcku MysuIKy KpUTHYAPU IPEMO3HAAH CY TEXHHYKO CaBPIIEHCTBO
U AUCLUIIAMHY, AUBUAM CY Ce TAACOBHMMA YAQHOBA XOPa, AU CY YTAABHOM HETHPaAH
IeroBe HCTHHCKE YMEeTHUYKe AOMeTe, ICTOBPEeMeHO IoKa3yjyhu HepasyMeBarbe 3a
[10jaBy PyCKe HapOAHe IleCMe Y leHOM IIHpPeM CMUCAY Ha KOHIIEPTHOM MOAHjyMY.
HMaxko 3Ha4aj 0BOT X0Opa Huje OXO0 y AOBOASHO]j MepH IIpenosHar y Aoomahoj npodecuo-
HAAHO] My3H4KOj cpearHY, ,2KapoBIu” ¢y TOKOM CBOT IIOCTOjarba AAAU HEIIPOLICHUB
AOIIPHUHOC y 06AACTH PyCcKe YMETHOCTH ¥ Ha Taj HAYMH UCIIYHUAU MUCHjy KOja NMa
HCTOPHjCKH 3HAYA] (Fpe‘laHI/IHOB 1935: 3). Karapuna Kyxep je aemo 3akmyuraa pa ce
Kpo3 XOp AOHCKHX KO3aKa Ka0 y CAUKOBHHIIM OTBapa MaHOPaMa pycke eMUTpanuje
IIOCA€ 1917. TOAMHE (Kucher 2007: 58).

AOAATAK A
HACTYIIN XOPA IIPEA BAAAAPUMA: XOP KOA CPIICKOT KPAAbA AAEKCAHAPA'

XaapHa 3uMa 1929. roprse. Jak ce u y Body ocehaaa omrrpa, cyposa xaapuoha.
3arpe6. Cmecrran cMo ce y xorea. IIperaepao cam perneproap cripemajyhu ce 3a Beve-
PAILIBY HACTYII KaA je OAJeAHOM Y MOjOj COOH 3a3BOHHO TeAeOH:

— C Bama he pasrosaparu Beorpap. Ha Teaepony je ABopcku nepeMoHujaa-

MajCTOp CPICKOT Kpasa AAeKCaHApa...
IIpeacraBuo cam ce.

— Fberoso BeanyancTBo, Kpas Cpbuje, H3pasno je xeny Ad KOA cebe IpuMu Xop.
Byaure sy6asuu pa pAobheTe Kop MeHe 21. jaHyapa yjyTpy Kako 6ucTe ca MHOM
CIIPEMHAM PeAOCAeA HacTyma xopa. OcuM TOTra, MOTPEOHHU Cy MH HEKH [TOAALIH
o Bama u Bamem xopy.

PapoBao cam ce MoryhHOCTH Aa ce IpeACTaBUM Kpany, IOKPOBUTENY PYCKe
eMUTpaliyje; Kpasy, KOjU je y CBOjy 3eMmsy MPUXBATHO TOAMKO beckyhHuX 1 cupo-
MaIHuX pyckux rpahana. Cpricku Kpass, KOjU ce M CaM IIKOAOBAO Y MeTepOypIIKOM
ITaxxeBckoM KOpITyCy, HHje IIpecTao Aa Boau Pycujy.

Kop Mapirasa ABopa cam 610 IpuMseH H3y3eTHO aybasHo. Pasrosop je Tpajao
BHIIIE OA CaT BpeMeHa.

— CyTpa, TauHo y met yacosa, Eberoso BeandancTso he 6uru y ABopckoj caau 3a
npujeMe. Aohure Maso panuje. Buhe mHOro 3Banuma. Yaanosu Baape, aumao-
MATCKHU KOPITYC, pycka KoAoHuja. Hakon HacTyma Iheroso BeanyancTBo MmoAn
Bac u xop aa mpubyere 3a cro.

ABapeceT npBora yBeue CTajaAM CMO Ha CLIeHU KpaseBe caAe 3a IIpujeme. ABOpcka casa

je 6raa nperymeHa. Barcrape yHIPOpMe reHepasa, IipHe MaHTHje AyXOBHUKA, pPAKOBH U
MAPAAHU CAKOU AUTIAOMATCKOT KOPITyCa, CyTaHa 60je MaAMHe IATICKOT HyHITHja ¥ jeAHOM
OA TIPBHX PEAOBA, AAMe Y CKYTIUM M CBeYaHUM ToaAeTama. Jexaau cMo kpama.

15 IIpesop ycmomena Cepreja JKaposa u3s kmwure KAUHCKOT HauMmeH je C TEKCTa AOCTYITHOT Ha

caeaehoj appecu: http://ruskline.ru/analitika/2006/08/09/sergej_zharov_o_sebe_
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Buaeo cam xapa cy ce BpaTa OTBOpHAA M Kapd Cy Ce Kpas U Kpasulla II0jaBUAU Ha
npary. CBU PUCYTHHU Cy ycTaau. Ay6OK HAKAOH MyIIKapalja 1 IIOHU3aH TOKAOH AAMaA.
Yekao cam A2 Kpas 3ay3Me cBoje Mecto. OH je ceo y IPBH pep, CACBUM OAM3Y CljeHe
Ha K0joj cMo MH cTajasu. IToueo cam koHIIepT.

3ByIuMa IIPKBEHOT HAlleBa 3aXBaAMBAAM CMO KPasy 32 HeroBy sAybas mpema
HAII0j AOMOBHHH, 32 AOOPOYHMHCTBO U yTOUHIITE KOje je AQ0 TOAMKHM U3THAHHIIIMA...
TTeBaau cMo My.

OrneBasu cMo mpBu Aeo. ,Kpan Moan anpurenta aa My npube”. — Hucam yeneo aa
obpuIIeM YeA0 Ha KOjeM Cy ce IojaBuAe Kamu 3Hoja. CHIITao caM ca CljeHe U IIPUIIA0
Kpany.

JKuBaxHO, H3pa’kajHO AMIIe KPasa PA3BEAPHAO Ce.

— MHoro cam 4yo 0 AOHCKOM KO3a4KOM XOPy — II04€0 je OH Ha 6eCIIpeKOpHOM

pycKoM.

— O6pumure Aurie. Beoma cre ce ymopuan. Bamr mocao je Bpao Hamopas... ITearse
XOPpa je OCTAaBHAO Ha MeHe M KPasHIly H3y3eTHO jak yrucak. Kpasura Bac je Beh
jEAHOM CAyIaAa Ha ABOPY cBoje Majke y bykyperry.

ToBOpHO je ca MHOM jeAHOCTABHO U U3 CBaKe HeroBe peur U30HjaAa je oyImKOCT
AOCTYITHOT U CPAQUHOT YoBeKa. [Ipryao cam My o mpBuM KopaljuMa Xopa, O BeroBoj
60p6u 1 je Kpas CAYIIAO MAXKAHHBO, HHje Me IPEKHAAO.

— Caaa Ham po3BoanTe A2 Bac jomr jeproM uyjemo, a motom hy samoaurtu Bac 1 xop

Aa Ce OKpeIUTe KOA MeHe.

Konnepr ce 3aBpmmuo. PasmMeuBaAK CMO YTHCKE 32 CTOAOM Ha KOjeM Ce HaAa3HAQ
PYycKa 3aKycka. ABOPCKH OPKeCTap je CBUPAO AeAA PYCKHX KOMIIO3UTOPA, 3 ¥ CYCEAHO]
ABOPAHH je Kpas IPHMAO TOCTe.

Ymao je mapmraa ABopa U y MMe Kpasa Harpapuo YAAHOBE XOpa CPICKHUM
OAAMYjHMA. 32 TPEH je Ha L[PHIM KO3a4KMM 0Ay3aMa OAMCTAAO 3AATHO OpACHe.

— Bama exceaeHIujo — 06parro caM ce Mapiiasy, Xop skeAu Aa 3axsasu Iberosom

BEAUYAHCTBY.

Mapumraa je oTuimao y ABopaHy Kop Kpasa. Hucmo ayro yekaau, mocae HEKOAUKO
MMHYTa Cy AOIIAM Kpas U KPasuIla.

— Bame KpaseBcko BeanuancTso, AoHCKM K03auku xop Bam uspaxana cBojy
Ay0OOKY, CpAQUHY 3aXBAAHOCT M MOAH Ad My AO3BOAUTe Aa Bama u Hbenom
KpameBckom BeanmyaHCTBY oTneBa ,MHoraja merta’

»DAArOAEHCTBEHOE 1 MUPHOE JKUTHE ... — [I04€0 je IPOTO)aKOHCKUM 6acoM HajcTa-
PHju YAaH Xopa. ,MHoOraja seTa“ — 1 XOp Ce OAYIIEeBAEHO IPHAPYXKUO HA ,MHOTaja
seta’, Kpan je saxBaano. Mene je Harpapuo oppeHoM Cs. CaBe 4eTBpPTOT CTelleHa U
noxeAeo Mu ycrex. HarrycTuan cmo ABOp kpama-pycoduaa ca ocehamem pa HuCMO
ycamaeHH. Y [IeAOM CBETY CY [IOCTOjaAM Ky TAe Cy ce cehaau Pycuje, rae cy Boaean
PYCKy IecMy U PyCKY IPOIIAOCT.
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AoaATAK b
XOP AOHCKUX KO3AKA Y APXUBY JYTOCAABUJE

202-991

Beorpaj 21.jemyapa 1829.r,

=10

MHEVCTAPCTBY HIOCTPAHMX HiJIA

Mapmesxary Jsopa je user usBecsuTH Za je Heropo BeJm-
m Hpes GaaroBojsec OAAHROBATH?

OPJEHOM CBETOI'A CABE IV.PEAA

Ceprztja Hapoma,Aupurenta Xopa JHoHckux Hosarxa X

(Hanor o opnukoBarby Cepreja Kaposa oppieHom CB. Case IV pepa

n Teopruja KonecHrkosa opaeHom CB. Cage V pefia, AJ 74-202-491)
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DIRIGENT: SERGE JAROFF
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Marusg 'oaysOBUY

,PYCCKHUI XOP, KOTOPOI'O HE CABIIIIAAA Poccus”:
XoP AOHCKUX KABAKOB CEPTEsS JKAPOBA HA KOHIJEPTHOI CIIEHE
ME>XBOEHHOTO BEATPAAA

(PE3IOME)

EBpoma BrepBble IIOAYYHAA BOBMOKHOCTD OAMKE TO3HAKOMHUTCS C PYCCKOM
KyABTYpO#i yrke mocae OKTOpbCKOM peBOAIOLIBIM OAATOAAPS SMUTPaHTaM. B
pes3yAbTaTe MX CTaPAaHMM COXPAHHUTD KYABTYPHOE HACAEAME CBOEH POAMHBDI, B
Te4eHUH ABAALIATBIX TOAOB XX Beka, KpoMe APYTora, 0pOpPMHAKCH XOPbI KOTOPbIe
CBOEM aKTUBHOM AEATEAbHOCTDHIO IIO3HAKOMUAU MUP C PYCCKOM TPpaAULIMei
AYXOBHOTO U HAPOAHOTO XOPOBOTO ITeHHsI. B 3T0 BpeMst 0CO6eHHO BBIACAUAKICH ABA
YHHKAABHBIX KOAeKTHBA: X0Op AOHCKUX KazakoB Cepres JKaposa m Mutpomoamasu
xop mpu epksu Cs. Aaexcanppa Hescxoro B ITaprke, pereHTOM KOTOPOTO ObIA
Huxoaait ApoHckmit.

B mexxBoenHoM neprope, Xop JKaposa pecsTs pas mpuesxaa B bearpap Ha ractpoan,
IIPH 9eM [TOAB30BAACS 60ABIINM ycriexoM. CTOAMYHASI [Te9aTh AHHOHCHPOBAAA HX
IIPHE3ABI C GOABIINM SHTY3HA3MOM, A UX [IEPBbII OEATPAACKHUIT KOHIIEPT IIPUBAEK
Y BHUMAaHUe BUAHBIX KpUTUKOB: Muaost Muaoesuda, bpanka Aparyrunosuua,
Buxropa Hosaxa, Mopana Aumurpuesunya u [Terpa Bunryana. Baaroaaps um,
COXPAHUAFICH IIeHHbIE CBEACHILS O IIEPBOM OEATPAACKOM BBICTYIIACHUH <«3KaPOBLIEB>.
O630p HaIKCAHBIX KMH TEKCTOB II0 IIOBOAY KOHIIEPTOB B 9TOM IIEPHOAE [TOKA3aA,
YTO KPUTUKHM CXOAMAUCH B MHEHHMH O TOM, YTO Ka3a4bH XOP B COBEPIIEHCTBE BAAACA
HCIOAHUT@AbCKOM TeXHUKON U OTAUYAACS BUPTYO3HOCTIO, HO OAHOBPEMEHHO
BBICKA3bIBAAU U COMHEHHE TI0 TOBOAY XyAOKECTBEHHOTO YDPOBHS OTAEABHBIX
IIPOM3BEACHHIT KOTOPbIE PEryASPHO BXOAUAHU B PeIiepTyap Xopa.

Hurepec npuBAeKaeT U TOT $paKT, YTO BO BpeMsi CBOETO IIePBOro IpeObIBaHUs
B IOTOCAQBCKOI cToAHUIle B 1929 roay, Xop ObIA IPUHST B ayAHEHIIUIO KOPOAEM
Anexcanppom Kapareopruesuuem. 1o aTomy moBoay xopoab Bpyuna opaes Cs.
Casspl ueTBeproii cTenenu camomy Ceprero JKapoBy, a aAMUHHCTpaTOp X0Opa
T'eopruit Kosecruxos noayuna opaer C. CaBBblI IIITOM CTEIIEHH; BCE YACHBI XOPa
HOAyYHAK MepaAr. KpoMe TOro, Xop MoAy|nA i 3HaYHTEABHOE ACHEKHOE ITocobue.

HccaepoBanue ux racrposeii B bearpase B TeueHUM ABAALIATHIX U TPHALIATHIX FTOAOB
XX cTOAeTHSI OCHOBAaHO Ha OEATPAACKO IIeYaTH U APXUBHBIX COOpAHIIX ApXuBa
IOrocaasun.

KAIOYEBBIE CAOBA: Xop aoHCKuX KazakoB, Cepreii JKapos, MexxBoeHHbIi reprop, bearpaa,
xopoab Asexcanap I Kapareopruesuy, Miaoe MusoeBuy
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ABSTRACT

Writing in 1962, Joseph Kerman was the first to speculate about potentially
subversive political meanings in the Cantiones sacrae of the English Renaissance
composer William Byrd, his two collections of motets published in 1589 and
1591, “voicing prayers, exhortations, and protests on behalf of the English
Catholic community”. Subsequent research has corroborated Kerman’s
speculations, showing that many of the texts Byrd set indeed feature the same
politically charged metaphors that English Jesuit missionaries used to describe
the predicament of Catholics living under the Protestant regime of Queen
Elizabeth I, as well as that Byrd maintained close ties with many of these
missionaries. In our own time, however, those who have analysed these motets,
including Kerman, have paid little attention to this, preferring formal(ist)
analytical approaches to this body of music. Focusing on Ne irascaris Domine,
one of Byrd’s most famous “political” motets, and the only two major analytical
responses to it, this article attempts to demonstrate the limitations of formalist
music analysis when applied to Renaissance sacred music.

Keyworps: William Byrd, music analysis, Joseph Kerman, Catholic Renaissance music,
motet, Anglican Reformation, Elizabethan England
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ATIICTPAKT

Y paroBHMa C TIOYETKa Ie3AeceTux ropnna npomaor sexa Llozed Kepman (Joseph
Kerman) npsu je M3Heo CrieKyAaLjuje O IOTeHIUjaAHO CyOBepP3UBHIM IOANTHIKIM
3HAYeHMMa TEKCTOBA MOTeTa U3 ABe 36HupKe mop HacaoBoM Cantiones sacrae,
€HTAECKOT PeHecaHCHOT kommnosuTtopa Buanjama Bepaa (William Byrd) us 1589.
u 1592. roauHe, y BUAY 'MOAHMTBH, 3aXTeBa M IPOTECTA Y IME €HTAECKEe KATOAMIKe
3ajepHHIe. Aasa HCTpaXXUBaEa TOAPXKaAa ¢y KepmaHoBe criexyaariyje, OKa3aBIIx
AQ MHOTH OA TeKCToBa BepAoBIX MOTeTa 3amcTa cappke HCTe OAUTHYKe MeTadope
KOjHMa Cy eHTAECKH je3yUTCKH MUCHOHAPH OCYhHBaAM CTpapame eHrAeCKUX
KAaTOAMKA II0A MPOTECTAHTCKUM pexxumoM Kpasurie Eausabere Ilpse, kao 1 a2
je Bepa oApaBao GAMCKe Bese C HEKMMA OA THX MHCHOHapa. Y Halle BpeMe,
mehyTuM, OHE KOju Cy aHaAM3HpaAM Te MOTeTe, yKanydyjyhu u camor Kepmana,
YTAQBHOM Cy MAAO Iaxkibe obpahasn Ha Taj KOHTeKCT, onpeaesyjyhu ce papuje 3a
popMasnCTHIKe AHAAMTHYKE IIPUCTyIIE OBOM pernepToapy. Ycpeacpehyjyhu ce
Ha MoTeT Ne irascaris Domine, jepart op BepAOBUX HajIO3HATHjUX TIOAUTHYKUX
MOTeTa, Kao ¥ Ha jeAUHe ABe 3HAYajHe aHAAM3e TOT MOTeTa, OBaj TEKCT HACTOJU AQ
yKa)Xe Ha OrpaHHderha OPMAANCTUYKE AHAAK3E OOAMKA Y KOHTEKCTY PeHEeCAHCHe
AYXOBHE My3HKe.

KwnoyaHE PEYU: Buanjam Bepa, anaausa o6anxa, ITosed Kepman, kaToAndka peHecaHCHa
My3HKa, MOTET, aHTAUKAHCKa pedopMariuja, eanzaderancka Enraecka

Almost six decades have passed since Joseph Kerman first made his suggestion regar-
ding the historical social function of a large number of motets by the English Renais-
sance composer William Byrd (1540-1623): “I believe that Byrd was voicing prayers,
exhortations, and protests on behalf of the English Catholic community” (Kerman
1962: 295). This groundbreaking insight was probably provoked — and rightly so - by
the difficult question of the practical purpose of composing in what was a distinctly
Catholic genre of music within the increasingly anti-Catholic Protestant, that is,
Anglican cultural environment of late-16"-century Elizabethan England. Due to
Queen Elizabeth I’s initially lenient religious policies and well-documented liking
for Latin services, Byrd’s earlier Latin sacred music may have been and probably was
performed by the Chapel Royal, the official choir of the Queen’s peripatetic court,
where Byrd had been a member since 1572. Most notably, this would have been his
collection of motets co-authored and published with his older and, at the time, more
esteemed colleague Thomas Tallis (c. 1505-1585) in 1575 under the cautious (and
cumbersome) title of Cantiones quae ab argumento sacrae vocantur (“Songs that are
called sacred on account of their texts”) to celebrate their newly acquired monopoly
on printing part music in England and duly dedicated to the Queen, complete with
an appropriately patriotic panegyric. As John Harley has written, although Tallis and
Byrd’s “choice of title was influenced by the titles of continental collections, their
anxiety to emphasize a patriotic purpose is plain in the preliminary matter” of that
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collection (Harley 2016: 115). But it would be much more difficult to conceive of any
officially sanctioned purpose for Byrd’s later Latin sacred music, published in the 1589
and 1591 collections of motets titled simply Cantiones sacrae and dedicated to Byrd’s
powerful Catholic or Catholic-leaning patrons, with his highly idiosyncratic choice
of texts, in the midst of increased religious persecution of the 1580s and 1590s.

As exciting as it was, Kerman’s speculation that the Cantiones sacrae of 1589 and
1591 carried thinly veiled subversive political meanings remained just that, dogged, in
his own words, by the Elizabethan murk of under-documentation. Thankfully, that
murk was scattered in 1997, when Craig Monson published his crucial study of those
motet texts that Kerman had labelled “political” (Monson 1997). Having examined
the surviving late Elizabethan Catholic and, in particular, Jesuit propaganda, Monson
was able to uncover that the motet texts Kerman had speculated about and the prop-
aganda pamphlets and other writings procured by leading English Jesuit missionaries
such as Edmund Campion and Henry Garnet (or Garnett), both eventually executed,
employed exactly the same Biblical metaphors, such as the Egyptian and Babylonian
Captivity of the Israelites and the Second Coming, to refer to the plight of the English
Catholics under Elizabeth I's Anglican rule. Philip Brett, one of the foremost scholars
and performers of Byrd’s music, likewise wrote that the texts Byrd chose to set in
the 1589 and 1591 Cantiones sacrae, “though innocuous enough in themselves, taken
together emphasize so heavily such symbolic matters as the Second Coming and the
Babylonian Captivity that it seems clear they were intended to convey a political as
well as a musical message” and that, accordingly, it is “hard to escape the conclusion”
that this body of music was written “to voice the outrage and despair of the English
Roman Catholic community” (Brett 2007, 4). Surviving historical data, such as lists
of recusants — those failing to attend weekly Anglican services, a violation punishable
by hefty fines in Elizabethan England — and letters written by Byrd’s Jesuit friends,
heavily implicate the composer in clandestine Catholic activism throughout the 1580s
and 1590s and, given the strength of Kerman and Monson’s suggestions, it would seem
that a large chunk of his music came about as part of those activities.

It is then all the more surprising that those who have analysed this music over
the years — including Kerman himself — chose not to focus on these crucial insights,
preferring instead to examine “the music itself” rather than shed light on the rela-
tionship of that music and Byrd’s “political” texts. Even Brett, who was hardly reluc-
tant to discuss political meanings in music, never quite focused on the way Byrd’s
religious and political allegiances may have shaped his musical structures, save for
remarking that his music “has an intensity that appears to stem directly from his reli-
gious and political predicament as an outsider on the inside of Elizabethan society”
(Brett 2007: 2); “the intense and often extravagantly poignant expression of a ‘polit-
ical’ and personal point of view as a Catholic in a Protestant country that character-
izes the 1589 and 1501 collections” (Ibid.: 9); and a few cursory remarks about indi-
vidual pieces. Therefore, in my view, formal music analysis has failed to answer certain
glaring questions regarding the structure of these pieces, thereby exposing its limita-
tions; this essay, centring on Ne irascaris Domine, one of Byrd’s most famous “polit-
ical” motets, and the only two major analytical responses to it, by Kerman and H.
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K. Andrews, is an attempt to expose those analytical silences and to highlight their
possible historical and ideological causes.

As mentioned above, Ne irascaris Domine was one of the motets published in the
1589 Cantiones sacrae, which was dedicated to Edward Somerset (c. 1550-1628), 4
Earl of Worcester, an important figure in English Elizabethan and especially Jacobean
politics. On account of its short text, Kerman had included it among Byrd’s “political”
motets already in 1962 (Kerman 1962: 294).

Prima pars. Ne irascaris Domine, satis, et ne ultra memineris Part One. Be angry no more, O Lord, and remember our iniquity
iniquitatis nostrae. no longer.

Fcce, respice, populus tuus omnes nos. Behold, see, we all are thy people.

Secunda pars. Givitas sancti tui facta est Part Two. Thy holy ity is become a wildemess. Zion is become
deserta. Sion deserta facta est. Jerusalem desolata est. a wilderness. Jerusalem is forsaken.

As Monson showed, the Babylonian captivity and Jerusalem laid low were indeed
among the favourite metaphors used by English Jesuit missionaries to refer to the
plight of their fellow Catholics under the Protestant rule of Elizabeth I. Henry Garnet,
Jesuit superior for England, thus wrote to his fellow activists: “We have to conceal
the fact that we are members of the Society [of Jesus], lest the whole of Jerusalem
be disturbed” (Monson 1997: 349). It appears as though the metaphor was so widely
used to refer to England under Elizabeth I that Garnet could apply it almost half-
consciously as he did.

As presented in The Masses and Motets of William Byrd (1981), Kerman’s seminal
study of Byrd’s Latin sacred music, his analysis of the motet fails to take any of this
into account. Instead, we are offered an analytical account only of the motet’s music
with next to no discussion of the text and its structuring power — all that coming from
the man who first considered the motet a politically conceived work of music. Though
arguably more systematic, the only other detailed analysis of the motet, offered in The
Technique of Byrd's Vocal Polyphony (1966) by H. K. Andrews, proceeds along essenti-
ally the same lines. To do justice to Andrews, I should point out that his book presents
a meticulous study of the inner workings of Byrd’s contrapuntal writing that covers
aspects ranging from voice leading to large-scale structure, rather than an assembly of
analyses of individual pieces, like The Masses and Motets of William Byrd. Yet Andrews
does provide a full-blown analysis of Ne irascaris Domine, which clearly qualifies his
work for the purposes of this text (Andrews 1966: 257-259). In his analysis of the
motet’s form, Andrews proceeds along the lines of contrapuntal analysis, rightly stre-
ssing the inseparability of musical structure and polyphonic texture in 16"-century
vocal music. He devises three main textural types and applies them to Ne irascaris
Domine, which results in a clear and systematic account of the motet’s polyphonic
construction.

Most significantly, in my view, neither Kerman nor Andrews deal with a seem-
ingly simple yet glaring issue: the sheer size of the motet. For a mere total of 29
words, Byrd supplies no fewer than 152 breves of music (or 152 bars, in most modern
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transcriptions). Even a cursory survey of Byrd’s motet output as a whole as well as
those of his European contemporaries and friends, such as Alfonso Ferrabosco (1543
1588), Orlande de Lassus (Orlando di Lasso, 1532-1594 ), and Tomads Luis de Victoria
(c. 1548-1611), many of whose works Byrd knew and sometimes emulated, reveals
that such expansiveness was far from the norm. However, a comparison of Ne iras-
caris Domine with other Byrd motets that Kerman labelled “political” suggests that,
within that repertory, this motet’s size should strike no one as a surprise. Curiously
enough, Kerman himself made the same observation on more than one occasion,
yet failed to make anything out of it in his analysis of Ne irascaris Domine.’ Likewise,
Andrews is also completely silent on the matter, writing four years after Kerman first
publicly suggested a political purpose for these motets, in his crucial 1962 “The Eliz-
abethan Motet”, with which he must have been familiar.

I should like to make it clear why I find Kerman and Andrews’s silence on the
unusually expansive size of Ne irascaris Domine so significant. In their respective
analyses, they both ignore what is arguably the most striking feature of the motet.
Consequently, they fail to provide an analytical explication for it. Inasmuch as formal
music analysis is, for better or worse, a positivististically inclined intellectual disci-
pline, thus predicated on the scientific view that all phenomena must be understood
causally, that is, by revealing their causes, answering the question “Why is this motet
so big?” should be near the top of any analyst’s agenda.* Its size is what makes this
motet stand out and it is surprising that neither Kerman nor Andrews sought to offer
an answer as to how and why its most striking feature came about. I believe that a
close reading of Ne irascaris Domine, albeit one predicated on its text, may both shed
further light on its musical construction and offer a plausible cause for these silences
in Kerman’s and Andrews’s respective analyses of the work.

The main tool with which Byrd achieves the monumental size of Ne irascaris
Domine is word repetition. Even the text on its own already exhibits some redundancy
and repetitiveness, employed, no doubt, for rhetorical purposes or emphasis: all three
verses of Secunda pars convey one and the same scriptural and, in this context, poli-
tical message: Jerusalem (i.e. Catholic England) is forsaken. Upon a closer look, it

2 Afine recording of the motet by the Choir of Durham Cathedral (Prima pars) and the King’s Singers
(Secunda pars), complete with scores, is available (as of 14 March 2020) at https://www:youtube.com/
watch?v=uTDXVGNNAXQ and https://www:youtube.com/watch?v=pySTHOJKIIA.

>«

3 One of the places where Kerman makes this general remark about Byrd’s “political” motets is his
article on the composer published in the 2001 New Grove Dictionary of Music and Musicians (Kerman
2001: 719). See also his discussion of Deus venerunt gentes, the motet widely believed to have been
composed as Byrd’s musical reaction to the brutal execution of the English Jesuit priest Edmund
Campion, who was hanged, drawn, and quartered in 1581, in Kerman 1981: 142—4, where he rightly notes
that the motet is by far the longest one in Byrd’s output despite its relatively short text, but fails to make
any suggestions as to why that may be the case.

4 For general views of formalist analysis, see, for instance: Everist 1992. There is a useful discussion of

positivism in general and in music historiography in particular in Treitler 1989: 79-94.
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turns out that there is a pattern to word repetition in this motet: certain words and
verses receive conspicuously more music than others. Thus the mere three words of
the motet text’s final verse, which is the only one to spell out the name of the holy
city and its plight, receive no fewer than 37 breves of music — more than a fifth of the
motet’s entire duration. By contrast, the opening two verses receive no more than 32
breves, even though in terms of the number of syllables, they are almost three times
longer than the final verse. The relative immediacy of Byrd’s delivery of the opening
two verses fully comes to light when compared to the closing verse of Prima pars
and the opening verse of Secunda pars, both almost twice as short as the opening
two verses of the motet’s text (combined) but respectively provided with longer
musical settings. The metaphorical meaning of the text strikes one as the only plau-
sible explication for these large-scale structural discrepancies: the first phrase, “Ne
irascaris Domine, satis, et ne ultra memineris iniquitatis nostrae”, is the only sentence
in the entire text that does not refer to Jerusalem, a metaphor for Catholic England,
as Monson crucially informed us. The remaining verses, including the closing verse
of Prima pars that metaphorically refers to England’s Catholics as Israelites, can be
construed to have borne metaphorical political meanings for Byrd’s fellow Catho-
lics who would have sung and probably taken solace from this piece. Arguably, that
is why Byrd spared no effort to provide the politically charged segments of the text
with as much music as he could, in order to hammer down as hard as possible the
political message of the text in those who sang and listened to this motet and took
comfort from it.

Admittedly, there is one politically charged verse in the motet that is not furnished
with an extended musical setting: the central verse of the Secunda pars, “Sion deserta
facta est” (breves 106-115 in modern transcription). And yet, it is arguably this verse
or, rather, Byrd’s setting of it, that has made the motet so famous. Indeed, Andrews
rightly praised it “one of the most beautiful things in all sixteenth-century polyphony”
(Andrews 1966: 258). It is the only segment of the motet set in strict homophony
and clearly delineated from its adjacent phrases; the entire textual-musical phrase
are repeated and the two invocations are likewise clearly separated from each other,
in contrast to Byrd’s liking for overlapping textual-musical phrases in his normally
florid polyphonic style, adopted from his Continental models. Thus this verse and
its message — that Mount Zion is deserted — assume a central place in the motet.
However, by no means does that suggest that the remaining verses in Byrd’s setting
are inferior in terms of intelligibility — just that Byrd rendered them equally intelli-
gible in a different way. To that end he deployed his customary florid imitative tech-
nique, providing the most significant words (e.g. “Jerusalem”) and word groupings
(e.g. “desolata est”) with instantly recognisable motives that migrate in imitation from
one voice part to the next, commonly reinforced by voice doublings (breves 115-152).
As usual, Byrd’s imitation points are hardly ever strict, but he ensures the recognisabi-
lity of his motives by providing them with memorable rhythmic patterns and making
sure to maintain them in his otherwise liberal imitative writing.

Therefore, as it turns out, the text of Ne irascaris Domine and especially its polit-
ical metaphorical meanings — belonging to the domain of the “extra-musical” — can
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help us understand both the large-scale structure of the motet and its inner workings,
in other words, can tell us how and why this music “works” the way it does. However,
there is none of that in either Kerman’s or Andrews's respective analyses. The desire
to enhance the appreciation of Byrd’s genius was near the top of both authors’ analyt-
ical agendas and neither Kerman nor Andrews were shy to admit that. Thus Kerman
wrote in the preface to The Masses and Motets of William Byrd: “Most important, we
all believe strongly that great music of the relatively distant past deserves the same
degree of critical attention regularly accorded to that of the recent past or present.
That Dufay, Josquin, Byrd, and Monteverdi are on a plane with the greatest masters of
later years is a commonplace in the history books, but one that can have little meaning
unless the music is more widely heard and understood” (Kerman 1981: 9). Their work
was therefore an effort to justify the inclusion of Byrd the man and his music in the
musical canon. But on what grounds and why?

As for the music itself, it is only ironic enough that Kerman’s own famous critique
of formalist analysis, “How We Got into Analysis and How to Get Out”, can serve here
as a viable starting point (Kerman 1994 ). The gist of the matter is that both Kerman
and Andrews analyse Byrd’s music with the implicit aim of demonstrating its aesthetic
autonomy, as unified, coherent, internally meaningful, self-referential and self-suffi-
cient on strictly musical terms, regardless of the text or any other “extra-musical”
factors. That is why there is no consideration of the motet’s text and its impact on
the structure of the music. To admit that the music of Ne irascaris Domine cannot
be fully understood on its own and on its own terms, without reference to its histo-
rical, cultural, and political environment communicated by its politically charged text,
would amount to relegating it to the inferior domain of “applied” music as opposed to
the supposedly autonomous and aesthetically disinterested “great” musical works as
creations of their equally heroic creators. In that way, they force upon Byrd’s music at
least two concepts that would have been entirely anachronistic in Byrd’s time and as
such entirely foreign to him: the idea that all true art, and especially music, must be
aesthetically autonomous, that is, make sense on its own and obey only its own rules
and concerns, and the primacy of music without words, that is, instrumental music,
as the only type of music that is fully abstract and self-referential and, as such, aesthe-
tically autonomous, indeed, the most aesthetically autonomous of the arts.

But while these constructs could be traced all the way back to the early German
Romantics such as E. T. A. Hoffmann and his famous review of Beethoven’s instru-
mental music and even to Kant’s Critique of Judgement, in Byrd’s time they still lay
ahead in the distant future and, as such, would have been entirely incomprehensible
to him. Hoffmann thus memorably wrote that when “music is spoken of as an inde-
pendent art the term can properly apply only to instrumental music, which scorns
all aid, all admixture of other arts, and gives pure expression to its peculiar artistic
nature” (Hoffmann 1989: 236); similarly, in his Critique of the Power of Judgement,
Kant makes it clear that he only regards instrumental music as a prime example of
“free beauty” (Kant 2000: 114). But such pronouncements came almost two centu-
ries after Byrd. The qualities that both Kerman and Andrews construct and then cele-
brate in Byrd’s music - its unity, coherence, self-sufficiency, and aesthetic autonomy
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— are exactly those that Kerman rightly exposes as ideological in “How We Got into
Analysis”: constructions whose sole aim is to perpetuate the supremacy of a particular
repertory of music at the expense of all other repertories that fail to conform to the
same aesthetic ideology. In one of his most memorable passages, Kerman writes:
“In fact, it seems to me that the true intellectual milieu of analysis is not science
but ideology. [...] From the standpoint of the ruling ideology, analysis exists for the
purpose of demonstrating organicism, and organicism exists for the purpose of vali-
dating a certain body of works of art” (Kerman 1994: 14-15). Somewhat guilty of
these charges himself, Kerman analyses Byrd’s music so as to make it fit that aesthetic,
upholding the same ideology he so rightly criticises elsewhere in his work.

Similarly, Byrd the composer is likewise made to conform to our 19™-century
conception of the true artist as a heroic, autonomous, Beethovenian figure, who
produces ever-new masterworks, in splendid isolation and against all odds. Kerman’s
Byrd is such a hero who “is no longer bound by liturgical or technical considerations.
He takes texts as he wants them” (Kerman 1981: 38-39), even though it was Kerman
himself who first suggested that Byrd chose his texts with guidance from his Catholic
patrons and Jesuit activist friends rather than on his own (Ibid.: 48).

To conclude: the main reason why Kerman’s and Andrews’s respective analyses
of Ne irascaris Domine, the only two major analytical responses to that remarkable
work, are inadequate and fail to do justice to Byrd’s music appears to be their own
ideological limitations, based on the concepts of aesthetic autonomy as the sine qua
non of all great music (and art) and the primacy of wordless or instrumental music
over vocal music, which have shaped Western musical thought since at least the late
18" century but would have been entirely foreign to Byrd. Of course, none of that is
to condemn either the composer himself or the two authors’ insightful discussions of
him and his music. Both Kerman’s and Andrews’s respective works on Byrd provide
invaluable insights into the inner workings of his style, vital to a more intimate under-
standing of it just as they are to such an understanding of any musical style. Yet,
instead of misconstruing Byrd as a late-Renaissance Beethoven and his motets as
aesthetically autonomous works of music, perhaps we should rather appreciate and
embrace them for what they truly are: cultural products conceived with the noble aim
of providing comfort to a social group under oppression and a man of integrity, who
used the dazzling wealth of his talent to provide much needed solace to his beleagu-
ered community. In Byrd’s music, to quote Philip Brett’s elegant wording, “we can
sense the kind of commitment that stops at nothing, even persecution and death, in
pursuit of a faith that can never be taken for granted. This music retains its poignancy
nearly four hundred years later” (Brett 2007: 7). Indeed it does.
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JKarko LIBEJUR
BuAnjaMm BEPA 1 OTPAHUYEA ®OPMAAHE AHAAU3E

(PE3UME)

3a MOTeTe eHTAeCKOr IIO3HOpeHeCaHCHOT KoMmIo3nTopa Buaunjama bepaa
(William Byrd) c TekcToBHMa Ha AATHHCKOM je3uKy, o6jaBreHe y ABeMa
sbupxama moa nacaosom Cantiones sacrae (“Ayxosne mecme”) 1589. u 1591.
FOAHHE, AYTO Ce CYMEbaAO AQ KPHjy CyOBep3UBHE IOAUTHIKE IOPyKe HaMembeHe
MIPUIIAAHUIIMMA eHTAeCKe KATOAMIKE 3ajeAHHIIEe KOjH CY SKUBEAH TIOA IIPHTHCKOM
IPOTeCTAHTCKOT pexkuma kpasute Eanzabere Ipse. Takse cyMibe IPBU je U3HEO
Llozed Kepman (Joseph Kerman) jom 1962. roaute, a KacHHje Cy HX AOAATHO
poxymentosaau Kpejr Moncon (Craig Monson), ®uaun Bper (Philip Brett) u
APYTH My3HUKOAO3H, TIOKA3aBIIH Ad Ce ¥ TeKCTOBMMa bepAoBuX MoTeTa HaAaze
HCTe TIOAUTHYKe MeTadpope Koje Cy KOPUCTHAM €HTAECKH KaTOAMYKH M HAPOUIUTO
jesynrcku mucuonapu normyt Eamynaa Kemmuona (Edmund Campion) u Xenpuja
Tapuera (Henry Garnet) He 61 AU yKa3aAu Ha CTPaAAe €HTAECKHX KATOAUKA
nop Eanza6erom ITpBom. OcuM TOra, AOAATHUM UCTPAKUBABUMA je yTBpheHo
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Aaje u cim Bepa 610 Ay60KO yMelIaH y Te IIOTajHe paAkbe, IPU YeMy je Bberosa
MY3HKa, MHaue HeIIpUXBaTAUBA Y jaBHO)j cdepu Enraecke c kpaja XVI Beka, mo
CBOj IIPHAMIIE UTPAAd BAKHY YAOTY, HyAehn eHraeckMM KaTOAHIIMMA IIOIYT
Bepaa mpeko norpebHy yrexy u ocehaj sajepHnuxe nmpumapHOCTH. YIIPKOC CBEMY
TOMe, HH Y jeAHOj MOACPHO]j aHAAM3M OBUX AeAQ He IIOKAAA Ce AOBOSHO NAXKHbe
TeKcToBMMa bepAOBHX MOTeTa M BBUXOBOM CYIITHHCKOM YIIAMBY Ha HeIOBY My3HKY.
IToppo6uuja anaausa moteta Ne irascaris Domine (“He cpau ce, Tocriope”), jeasor
op BepaoBrx HajIIO3HATH)UX “IOAMTHYKIX  MOTETA, IIOKa3yje Ad Ce CTPYKTypa Tora
AeAa He MOXXe AOBOAHO PasyMeTH Y3 IIpeHeOperaBame TeKCTa MOTETa U HeroBOT
MIOBECHOT IIOAMTHYKOT KOHTEKCTA, Te A je OMAO KaKaB aHAAUTHYKHU IPUCTYII
KOjH II0YMBA HA [IOjMY €CTETCKe Ay TOHOMHje My3HKe U ITOBAAIINeHOM ITOAOXKajy
MHCTPYMEHTAaAHe HaCIIpaM BOKAAHe MY3HKe, IIITO AATHpa Tek ¢ Kpaja XVIII Bexa
H CTOTA je CACBHM aHAXPOHO ¥ OAHOCY Ha Bepaa, Hen30eKHO OrpaHHYeH U Ad, KA0
TaKaB, MOXeE AQ IOHYAU CaMO HeaAeKBaTHA aHAAUTHYKA TyMadera bepaose Mysuke.

KnoyaHE PEUU: Buanjam Bepa, anaausa o6anxa, ITosed Kepman, kaToAndka peHecaHCHa
My3HKa, MOTET, aHTAUKAHCKa pedopMariuja, eanzaderancka Enraecka
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ABSTRACT

The text summarizes some of the research results from my doctoral dissertation.
In the broadest sense, the following text discusses the influence of rhetorical
concepts and practices on the composition practice of the Renaissance. The
methodological approach is interdisciplinary and multilayered, and it leads to
the interpretation of Marian motifs dating from the late fifteenth to the end of
the sixteenth century, in the context of rhetorical ideas and principles, and the
Marian topic / topos. The most significant result of this text is the formation of a
special analytical method by which the interpretive-contextual reading of musical
marking is achieved.

KEeYwORDS: intervallic counterpoint, rhetoric, topic / topos, affect, motet

ATIICTPAKT
Y TekcTy cy mpuKa3aHU HEKH OA UCTPa)KUBAYKUX PE3YATATa U3 MOje AOKTOPCKe
AucepTanuje. Y HajuiupeM CMUCAY, HA OBOM MECTY je pPa3MOTpeH YTHIIAj
PeTOPHMYKHUX KOHIeNaTa ¥ MOCTyMaKa Ha KOMIIO3UIIMOHY ITPaKCy peHecaHce.
MeTOAOAOIIKY MPUCTYII jé UHTEPAMCLUIANHAPAH U BUIIECAOjaH, M BOAU Ka
MHTepIIpeTaIlji MAPHjaHCKUX MOTeTa HACTAAUX oA Kpaja XV a0 kpaja XVI Bexa,
Y KOHTEKCTY PeTOPUYKHX UAeja M IPHHIIUIIA, 1 MAPHjaHCKe TOIHKe/TOMOoCA.
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Hajsnauajuuju pesyaTar oBora papa jecre opMmupame nocebHe aHAAUTHIKE
MeTOAE KOjOM Ce OCTBapyje HHTepIPeTaTUBHO-KOHTEKCTYAAHO YUTAHe MY3UYKHX
y3HadaBama.

Koy4HE PEYM: HHTEPBAACKU KOHTPAITYHKT, PETOPHKA, TOIMKA/ TOMOC, adpeKTH, MOTeT

In this article we will first discuss ancient rhetorical principles and concepts and
their embodiment in Renaissance music theory, specifically in the field of intervallic
counterpoint.” Afterwards, the compositional procedures, translated into musico-
rhetorical tools, will be explained according to their functions and grouped accor-
ding to the musico-rhetorical phases in the composition. This will be followed by
a presentation of the function of counterpoint procedures, as musical signifiers
and actors in the process of semiosis, in the context of the Marian topic / topos. In
this regard, the terms “topic” and “topos” will have a broader or narrower meaning,
depending on whether it is a dominant or localized motif configuration. Finally, the
combination of Marian topic / topos, theories of religious affects and musico-rheto-
rical means will be demonstrated using the examples of selected Marian motets.*

Ancient rhetoric can be summarized through the Quintilian maxim of bene dicendi
scientia (Butler 1996: 314-315),* where two standpoints of rhetoric meet. The first
standpoint, referred to as scientia, was to perceive rhetoric as a skill (téxvn, ars), hence
prescriptive manuals that offer specific procedures, formulas, and methods for achie-
ving this skill are often named in this way. The second aspect, coupled with the word
dicendi, clearly refers to elocution, rhetoric or oratory as an verbal act, therefore, to a
statement given in a particular situation.

> Carl Dahlhaus borrowed the term “intervallic counterpoint” (Intervallkontrapunktisch) from Bern-
hard Meier in order to explain polyphonic composition created during the fifteenth and sixteenth centu-
ries as a combination of modally shaped sections according to the rules of counterpoint, which are based
on interval progressions. However, Dahlhaus recognized interval progressions as “the determining factor
of counterpoint” (Dahlhaus 1990: 199), and not as a factor of mere section compatibility. Therefore,
unlike Meier, Dahlhaus did not consider the modal, intervallic composition to be in complete contrast
to the tonal, therefore, chordal composition, but rather that it could help explain the transition from
modality to the major-minor system.

3 The analytical sample includes Marian motets written between the late fifteenth and the end of the
sixteenth century. First of all, these are motets composed on the text of four Marian antiphons — Alma
redemptoris mater, Ave regina coelorum, Regina caeli and Salve regina — which had a significant place during
the liturgical year (Rothenberg 2011). Afterwards, motets composed on the words of the most wide-
spread Marian individual and collective prayer, Ave Maria, were also examined. The analytical sample
was supplemented with Stabar mater motets. Accordingly, the analytical sample included the motets of
Pierre de la Rue, Josquin des Pres, Jean Mouton, Nicolas Gombert, Cristobal de Morales, Cipriano de
Rore, Giovanni Pierluigi da Palestrina, Orlando di Lasso, Thomas Luis de Victoria, Carlo Gesualdo da
Venosa, and Claudio Monteverdi.

4 “Science of speaking well”.
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Back in the era of ancient rhetoric, there was a lot of discourse on eloquence.
The relationship between rhetoric and eloquence can be seen through the rules
of address creation. Thus, in the classical rhetoric of the Roman period five stages
(quinque partes artis) were established: inventio, dispositio, elocutio, memoria and
pronuntiatio (actio). Within the aforementioned five-partition, which has survived
in a consistent form to this day, the first three phases - inventio, dispositio and elocutio
- gained the most theoretical space because they formed the basis, backbone and
fine details of what Cicero called a speaking skill or eloquence (Stepani¢ 2002).
However, eloquence was often equated with the means by which eloquence was
attained, therefore with the third rhetorical category, elocutio, the most widespread
and most inherent aspect of rhetoric. Hence, one can notice two levels of under-
standing of this concept. The first level involves eloquence in a broad sense, inclu-
ding inventio, dispositio and elocutio, therefore, a conceptual core of rhetoric made
up of the logical (inventio, dispositio) and aesthetic (elocutio) aspects of the oration.
The second level refers to the narrower sense of the term eloquence, that is, elocutio,
to the doctrine of style, language, and expression, with a focus on the means by
which speech is embellished. Even during antiquity, and especially during the
Middle Ages, rhetorical theory was confronted with the separation of its logical
and aesthetic aspects.

In the Renaissance, rhetoric takes on a new position, interpreted by Brian
Vickers as reintegration with respect to the Middle Age (Vickers 1988). It is
based on the constantly repeated demand for wisdom (supientia) and eloquence
(eloquentia) (Kristeller 1992, Gray 1963), that is, for a new combination of thou-
ghts and expressions. Within this request, the rhetoric builds upon the line with
Cicero and Quintilian, which in a conciliatory tone put the logical and aesthetic
side of the speech in relation. However, the essential orientation towards epideic-
tics is differentia specifica of Renaissance rhetoric. It is based on the firm belief that
ornate, eloquent and above all persuasive speech should be the ultimate goal of
every educated person.

Rhetoric, as a method, was created for the purposes of oral discourse. However, in
antiquity, new perspectives were opened in the closest related fields of written word,
poetry and prose, and later in other arts, where rhetorical theory would show parti-
cular flexibility, plasticity, and adaptability. With a hefty dose of universality, paired
with its rise during the Renaissance, rhetoric ascended to the position of the metalan-
guage, influencing musical theoretical discourses and, in particular, theory of inter-
vallic counterpoint (Dahlhaus 1990). As the counterpoint theory that emerged in
the late fifteenth until the end of the sixteenth century shows, it included not only
the rules for the musical harmonization of two voices in a note-to-note relationship
(contrapunctus simplex) and (or) multiple shorter tones versus a single longer tone
(contrapunctus diminutus), but also compositional rules for three or more voices,
followed by mode and cadence theory, imitation techniques, movable counterpoint
and canon, rules on dissonance treatment that were increasingly detailed and, finally,
different ways of harmonizing music and text. Therefore, the rhetorical pursuit of
eloquence and suitability, along with the tools by which they are exercised, logically
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relies on counterpoint theory, its concepts, elements and actions. Here, we can talk
about the connection between rhetorical eloquence, that is eloquence, prudence or
oratory skill, which forms the conceptual core of rhetoric itself and musical eloquence,
or musical wordiness or compositional skill, in whose development the intervallic
counterpoint, as the only theoretically established and verified compositional tech-
nique in the Renaissance, played a significant role.

If the musical composition of the fifteenth and sixteenth centuries was seen as
an oration during the Renaissance, modeled on the methods and means of logical
and aesthetic aspects of speech and in conformity with rhetorical goals, then such
a combination of thought and expression can be analytically explored from a musi-
co-rhetorical point of view. Therefore, we will group the procedures and musical-
rhetorical figures, which we have observed by analyzing a significant number of
Marian motets, into those belonging to the musical invention, disposition and elocu-
tion, that is, the musico-rhetorical stages in the composition creation.

Music inventio refers to the pre-compositional categories contained in the selec-
tion of the system (cantus durus/cantus mollis) for a suitable choral composition
made up of an appropriate number of voices written in the most convenient keys
(high or g keys, middle or ¢ keys and low or ¢ keys) and finalis. The combina-
tion of systems, keys and finalis indicates a particular “tonal type” (Powers 1981),
which is furthermore inherent to a particular modus and defines it more closely
(Powers 1981, Smith 2011).

Dispositio in music encompasses those procedures that can be said to have a
structural function — whether inter-punctual or syntactic - that achieve compa-
tibility between text and music. Among the procedures important for disposi-
tion in music are hierarchical matching of cadence tones, different types and posi-
tions of cadences (Meier 1988, Chater 1981, Dahlhaus 1990), then the application
of contrasting textures, meter changes and different modes of connection. A signi-
ficant role in the disposition is played by the application of those musico-rheto-
rical figures, such as anadiplosis, analepsis, anaphora, anaploce, fuga imaginaria, fuga
realis, hypallage, metalepsis, mimesis, noema and parembole, which affect the structure
of a section, layer or entire vertical. However, these counterpoint procedures may
deviate from the content of the text, thereby highlighting the text or marginalizing
it. Accordingly, the same musico-rhetorical figures may be carriers of a different
function, depending on the way they are applied and depending on the context.

Musical elocutio is achieved through the application of those musico-rheto-
rical and counterpoint procedures that do not only have an ornamental, but also
emphatic and expressive functions. Therefore, the ornamental function, for the
purpose of melodic, rhythmic or metric enrichment of the horizontal/vertical
music, contains anabasis, catabasis, circulatio, climax, gradatio, congeries, parono-
masia, pleonasmus, symblema, syncopa and synonymia. In addition to the aforemen-
tioned ornamental function, the musico-rhetorical figures congeries, paronomasia,
pleonasmus, syncopa and synonymia, depending on the context, also have the func-
tion of highlighting or emphasizing specific words, half-verses or verses, which I
have labeled emphatic function. In addition to the aforementioned structural role,
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those musico-rhetorical figures concerned with different ways of applying homop-
honic texture (anadiplosis, analepsis, anaploce, mimesis and noema) also have promi-
nent functions. In this analytical sample, the ellipsis/synecdoche, fauxbourdon and
palilogia figures have an exclusively emphatic function. Furthermore, there are
figures that, in addition to structural, ornamental or emphatic, also possess expres-
sive functions such as anabasis, catabasis, circulatio, climax/gradatio, exclamatio, fugue
imaginaria, fuga realis, hypallage, hyperbole/hypobole, hypotiposis, metalepsis, mutatio
toni, passus duriusculus, pathopoeia and syncopa. Their function varies depending
on the circumstances in which they occur, moreover, on the meaning of particular
words, the dominant motivic configuration in the text, and on the application of
other musico-rhetorical figures and procedures at a given moment.

Concerning their functions in a musical composition, musico-rhetorical figures
and counterpoint, on the one hand, show that they appeared as a result of the influ-
ence of the text structure or the pursuit of meaningful counterpoint expression.
On the other hand, they become the means of musical expression, actors in the
process of semiosis, not only at the level of individual phenomena in terms of their
denotation. By grouping the prominent, i.e. marked phenomena in music, unique
contours will be singled out, which, furthermore, will be “windows for interpre-
tation” of the broader semantic configuration within a single great topical world -
the Marian topic.

In this research, the Marian topic / topos, modeled on Oswald Ducrot and
Tzvetan Todorov’s literary-theoretical interpretation, is defined as a motive confi-
guration burdened with meanings (Dikro and Todorov 1987). Such meanings of
the topic / topos, as observed by Raymond Monelle, express and reflect different
cultural and social contexts (Monelle 2006). Therefore, a musical topic / topos can
be nothing more than a cultural unit labeled in music by various signifiers, which
are related to “our sisters and brothers in literary criticism, art history, cultural
theory, and social history” (Monelle 2006: 10).

Since in the musical topical theories often imply indistinctiveness between the
terms “topic” and “topos”, and therefore they are often used as synonyms, in this
research the following distinction is made. Bearing in mind Ernst Robert Curcius’
understanding of this transistoric phenomenon (Kypuujyc 1996), and the inter-
pretation of Oswald Ducrot and Tzvetan Todorov in terms of “topos” and “theme”
(Dikro and Todorov 1987), the terms “topos” and “topic” will have narrower, that
is broader meaning. If the Marian theme is manifested in text and music at the
level of the entire composition, as for example in the case of motets on the text of
the Marian antiphon Ave regina coelorum or the prayers of Ave Maria, then we shall
discuss the Marian topic. If some of the Marian aspects form part of another, most
often Christological performance, as in the motets on the text Stabat Mater, then
we shall discuss the Marian topos.

The musical signifiers of the Marian topic / topos in this article are different
musico-rhetorical figures, specific modes, cadences, textures, and therefore all
elements of intervallic counterpoint, which are in an iconic-indexical relation to
the social and cultural characteristics with which the object is associated.
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The Marian topic, as a great topical space, carries many cultural-based meanings
that have been accumulated and deposited in the collective consciousness of the
Catholic West for centuries. Such culturally based meanings include many of
Mary’s forms, and we can say that the Marian topic is layered on a multitude of
motifs. We have grouped them into four categories, concerning Mary’s human,
earthly nature embodied in the image of the Virgin (virgo) and Mother (mater),
while the Servant (servus) and Mediator (mediatrix) are the embodiment of Mary’s
divine and heavenly nature. (See Table 1)

The connection between the Marian topic / topos, that is, the Marian motifs on
one side, and emotions, on the other, can be explained through Miri Rubin’s obser-
vation that “Mary was the quintessence of European culture in which the most inti-
mate feelings were drawn out in public” (Rubin 2009: 351), because “Mary-language
expressed” different emotions, such as “fear and desire, power as well as abjection”
(Rubin 2009: 351). As a result, in the beginning of the sixteenth century, Mary was
not only as significant as her Son, but became the “locus for Christian emotional
expression” (Remensnyder 2013: 201).

Yet when we talk about feeling, affect, and emotion, we must bear in mind the
differentiation that is precisely established in analytical psychology. According to
Carl Gustav Jung, feeling is a “process that takes place between the Self and the
given content” (Hark 1998: 118). It is a process, as Jung states, “that gives some
value in terms of adoption or rejection (“pleasantness” or “discomfort”), but also
a process that, regardless of the current content of consciousness or current sensiti-
vities, may appear isolated as a ‘mood’” (Hark 1998: 118). Affect or emotion occurs
when the intensity of the feeling increases, which is accompanied by noticeable
physical innervation. It follows that, unlike affect, feeling does not cause any notice-
able bodily innervation, but rather represents an “ordinary thinking process” (Hark
1998: 118).

Considering the distinction discussed above, on the one hand, and the compo-
sition system and ways of the manifestation of Marian motifs, on the other, we can
say that the music represented in this analytical sample possesses an affective func-
tion, which, in accordance with the Marian motif configuration, signifies certain
emotions. In this research the connection between the Marian topic / topos and
the affects, more precisely those emotions typical for religious persons, is based on
Aristotle’s doctrine on emotions and Quintilian’s teaching on ethos.

When Aristotle, in the second book of his Rhetoric, talks about emotions, among
other things, he also has two essentially ethical aspects in mind. In the first case,
if one wants to gain the affection of the listener and initiate certain emotions in
regards to the third person being talked about, the orator can do so by talking about
that person’s character traits. In the second case, the speaker may use emotion
in order to present his own character. Speaking of ethos, Quintilian notes that it
“includes every attitude of the mind” (Butler 1920-1922: Book VI, ch. 2, par. 9). As
areas of ethos, this author emphasizes the oration of the honorable and the useful,
of what should or should not be done, and the areas peculiar to him are mediation
and apology (Butler 1920-1922). In the texts of Marian compositions that are the
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focus of this article, which belong to church hymns and prayers, the point is made
precisely by the request for Mary’s intercession between believers and Christ, that
is, God, which is one of the indicators that ethos is an appropriate way of convin-
cing the audience.

The question arises: what are the stylistic distinctive attributes of the rhetorical
and then the musical ethos? When it comes to the style that fits the rhetorical ethos,
Quintilian considers it to be “with no trace of pride, elevation or sublimity”, and
that the orator should speak “appropriately, pleasantly and persuasively” (Butler
1920-1922: Book VI, ch 2, par. 19). It should also be said that ethos, judging by
Cicero, aims to impress (delactare) and console the audience (conciliare) (Vickers
1988). Considering such stylistic principles and goals of the rhetorical ethos, they
are compatible with the stylistic features of the compositions encompassed with my
research that belong to the first practice (prima pratica), that is, to a strict, church
style. Such style is, as we have seen, based on the rules of counterpoint proce-
dures, which are founded on a strictly established dissonance treatment, rhythmic
and melodic framework and restrained application of accidentals, thus excluding
significant deviation, so that plausibility is obtained exactly by the “appropriate”
and “pleasing” style, just as it was noted by Quintilian (Butler 1920-1922: Book VI,
ch 2, par. 19).

The musical ethos within the Marian topic / topos also encompasses the mani-
festation of certain affects, but in the service of character representation. In this
respect, significant is the division given by Johann Mattheson in his Der vollkom-
mene Capellmeister (1739), where he speaks of affects appropriate to the church
style:

Divine majesty, heavenly splendor, rapture and magnificence, together with
the elevated style of writing, naturally are required for it, are subordinated to
the sacred main style. Devotion, patience, etc., together with their appropriate
middle style of writing correctly belong there, too, namely, in the church, i. e. in
the service of God. Repentance, supplient entreaties, etc., in their appropriate
low style similarly stand under the same banner, and these three types of charac-
teristics must together be at the disposal of the church (Danuta 2014: 6-7).

Although it relies on the Baroque doctrine of affect, which, modeled on the
classification of oratory styles from classical rhetoric, is classified into low, medium,
and high, the aforementioned Mattheson’s classification can be applied to an
analytical sample based on the Renaissance Marian motet. Thus emotions such as
admiration, wonder, but also glorification, united in the expression admiratio, can
be named high or, rather, elevated. In Marian music from the end of the fifteenth
to the end of the sixteenth century, such affects are manifested by high (chiavette)
keys and/or high choir posture, followed by anabasis, and ascending triad sepa-
ration, longer note values, suspensions, sharps/naturals, sonorities and interval
movements based on major intervals, horizontally and/or vertically. The middle
affections, that is, the emotions, include respect, piety, philanthropy and gentle-
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ness, which is contained in the expression pietas, but also the emotions of compa-
ssion, pity, and sympathy (empathy), which are encompassed by the word miseri-
cordia. While the pietas in music is expressed by middle keys and/or middle posture
of the choir, by descending melodies, downward imitation repercussions, flats and
triple meter, misericordia, aside from the above, is distinguished by imitations on the
prima and octave or imitations with two themes (metalepsis), as well as symonimia
and gradatio figures in descending order. Low affections or affections of the suffe-
ring are included in the term miseratio, which refers to misery, calamity and unhap-
piness, and the term tristitiae, which refers to emotions of sadness, grief, sorrow and
embarrassment. Medium/low keys, low choir posture, dissonant suspensions, and
horizontal and vertical application of minor intervals are signifiers for the effects
of miseratio, while the emotions characteristic of tristitiae are, in addition, long note
values, extended duration suspensions (sincopa maggiore), and catabasis, texture
interrupted by breaks, flats, Phrygian mode, or mode that contains a minor third
above the finalis, fa-mi cadences, various forms of “Phrygian inflection” (Kimmel
1980), and the figure of pathopeia.

If emotions are marked in music, as the means of representing one’s character,
whether they are more closely defined by the character of Mary or the believer,
then those same markers can support, empower, and point to the Marian motifs
themselves, showing the focus or prominent places in the musical interpretation of
the Marian topic / topos. Just as there are certain emotions, as observed by Johann
Mattheson, which are appropriate to the church style, while others are not, so those
effects that are in accordance with a particular Marian motif can be distinguished,
and, by means of a musical manifestation of the affects, a closer determination of
the motif, which is in the focus, is possible. (See Table 2)

As shown in Table 2, the high affects of admiration and glorification (admiratio)
are appropriate for the motives of the Mother of God (mater Dei), the eternal virgin
(semper virgo), the celestial choir (choregos), and the Queen of Heaven (regina
coeli). One example is found in the five-part motet Ave Regina coelorum by Tomas
Luis de Victoria, where the affirming admiratio glorifies Mary as the Mother of
God. This was accomplished at a particular rhetorical moment when the medium
was moved to the text of the Gaude (Rejoice), in parallel with the punctuated
rhythm, a theme created on an ascending durum triad, on a quintessential bordun
and on the sonorities based on a major third (mm. 49—52). (See Example 1)

The manifestation of the medium affects regarding respect, piety, philanthropy
and gentleness (pietas) has the ability to point to the motif of the Mother of God
(mater Dei), but also to the heavenly motives of wisdom (sapietia) and the Queen
of Heaven (regina coeli), while the affections of compassion, mercy and condo-
lences, that is, empathy (misericordia) can be expressed within the motives of a
gracious mother (mater misericordiae) and mediator (mediatrix). For example, let
us mention the way in which the gracious mother is represented in the four-voice
motet Ave Regina coelorum.... mater regis angelorum, by Adrian Willaert, through
the affect of misericordia. This is manifested not only by the modal duality between
a and e finalis, but also by a two-layer texture (fuga imaginaria, fuga realis), which is
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also thematically stratified by m. 63 (metalepsis), followed by middle (c,) keys and
a catabasic melodic gait, to the text invoking the salvation request of believers (pro
salutate fidelium). (See Example 2)

Finally, the low affections of grief, misery and unhappiness (miseratio) are
specific for the motives of the grieving mother (mater dolorosa) and mediator
(mediatrix), and the sadness, affliction, sorrow and unpleasantness (tristitiae)
within the Marian topic / topos suggest a motif of a mother who grieves (mater
dolorosa). One such example of a motif of a grieving mother is realized through the
affect of tristitiae and is manifested in the eight-voice motet Stabat Mater dolorosa of
Orlando di Lasso. It is a text of a sequence that describes the Crucifixion of Jesus in
its first part. On the words of the second verse that read “Her soul, sighing, angu-
ished and grieving” (Cujus animam gementem, contristatam et dolentem), after an
interrupted cadence with the function of “syntactic sigh” (mm. 13-14), Lasso, by a
help of a descending half-step “sigh” of the b flat-a (second alt, m. 16; first discant m.
17), expressed the word gementem (“sighing”). Furthermore, imitation (anaphora)
with a theme in slow rhythmic gait is composed, based on the tones of the descen-
ding Phrygian tetrachord, d-c-b flat-a, first on the word contristatam (“anguished”;
mm. 17-20), followed by the word dolentem (“grieving”; first alt, mm. 21-22), thus
expressing Mary’s pain. This is also supported by the presence of extended dura-
tion dissonances (mm. 20-22). (See Example 3)

The motifs of the strong woman (mulier fortis) and the Servant of Christ
(servum servorum Dei) were not manifested in the Marian motets dating from the
late fifteenth to the end of the sixteenth century, and we cannot speak in more
detail about their manifestations. The absence of these motives does not indicate
the complete abolition of these Marian virtues, but rather indicates, on the synta-
gmatic plane, the current discontinuity. During the Renaissance, Mary was obvio-
usly not known as a woman-warrior, a woman who would step on a serpent or draw
a sword like Joan of Arc, but she was neither understood as a humble servant who
was in the shadow of Christ; she was rather seen as calm, dignified, strong, wise
and above all, empathetic woman.

Table 1: Marian categories and motives

virgo mater servus mediatrix
semper virgo mater Dei servum servorum Dei mediatrix/misericordiae
mulier fortis mater choregos
“most similar to Christ” | misericordiae sapientia

mater dolorosa regina coeli
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Table 2: Connection between affects and Marian motifs

ethos
motive high affect middle affect low affect
mater Dei admiratio pietas -
mater misericordiae - misericordia -
mater dolorosa - -
semper virgo admiratio -
muler fortis - - _
servum servorum Dei - - -
mediatrix - misericordia/pietas miseratio
choregos admiratio - -
sapientia - . pletas -
regina coeli admiratio pietas
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Example 1: Thomas Luis da Victoria, motet Ave Regina coelorum, mm. 49-52
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Example 2: Adrian Willaert, Ave Regina coelorum... mater regis angelorum, mm. 6372

B
T I T
o i
e e L ) o—
tem et do-len - tem
L)
o G. 1 T
g 1 1 1
% et do - len tem, per-
A 6
h" I I
| ——F
— = L
do - len - tem,per-

Example 3: Orlando di Lasso, Stabat mater dolorosa, mm. 14-23
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CEHKA BEAUER

O COPE3U MY3UYKO-PETOPUYKUX CTPATETUJA 1 MAPUJAHCKE
TOHI/IKE/TOHOCA Y PEHECAHCHHUM MOTETHMA

(PE3UME)

OBHM papOM ce HCTpaXKyje OAHOC PeTOPHKe H My3HKe Y peHEeCAaHCHOj KyATYPH H
MY3UYKO]j ITPaKcy. MOTHB 32 0BO HCTPaXKUBAhe HAAA3H Ce Y YUEeHUIH Ad TIOCTOjU
MaAH 6poj CTyaHja Koje e, M3 OBOT acIeKTa, baBe KOMIIO3HIIjaMa HACTAAUM OA
kpaja XV a0 xpaja XVI Bexa, a Koje 3a TEKCTYaAHU IPEAAOXKAK UMAjy PEAUTHO3HE
xuMHe nocsehene Aesurin Mapuju. Takobe, HujeAHa 0A IBUX Ce He 3aCHHBA Ha
HCIIUTHBalby Bede u3Mely MHTepPBAACKOT KOHTpPAMyHKTa, (My3uuKke) peTopuke
U MapHjaHCKe TomuKe/Tomoca. IIpeMa CIIojy pasAHIUTHX METOAQ, AHAAUTHIKU
NPUCTYI IPUMeHheH y OBOM PaAy OPMTHAAAH je U HACTAO je CyMUpameM
HCTOPH)jCKO-TEOPHjCKUX Ca3HAhA M aHAAMTUYKOT MCKYCTBa 3aCHOBAaHOT Ha BEAMKOM
Opojy moTera. CaunibeH je 0A Mpeske Pa3AMIUTHX AHAAUTHIKIX AAATA, [I0YEBIIN
OA My3UYKO-PETOPUYKUX U KOHTPAITYHKTCKUX, IPEKO MapUjaHCKUX KaTeropuja
U MOTHBA, AO €AeMeHAaTa AOKTPHHE O peAMrHjckuM adpexTrma. OcMUIISeHA je 1
IIpUMeHeHa HapOYMTa KAACHPHKALMja KOHTPAITyHKTCKOT ¥ My3UYKO-PeTOPHIKOT
opyba. ¥ ucrpaxxusarmy ce mmoAa3u oA MPETIOCTABKU A2 MY3HUKA peHeCAHCHe
noAn¢oOHUje IoCeAyje U U3paXkaBa 3HaYeHha, Ad je My3UUYKO 3HaueHe IIOHUKAO Ha
PeTOpPUYKOM KOHLIENTY UCTUHCKE €AOKBEHIIU]je, Te AA je KAYUHY YAOTY Y pasBojy
My3H4Ke eAOKBEHIIMje HMaAa TEXHUKA HHTEPBAACKOT KOHTpalyHKTa. Takobe,
IIPeTIOCTaBKa je Ad Cy My3M4YKa eKCIpeCHBHA CPEeACTBA PallMOHAAU30BaHA Y
XVII Bexy kao Figurenlehre u Affektenlehre Teopujcku sadera jom y XVI Bexky.
HcTpaskuBarseM ce AOILIAO He CaMO AO IIOTBPAE HaBeASHNUX IIPeTHoCTaBKy Beh 1 A0
casHama Aa Mapuja Huje MMaAa CTaTyC KeHe-paTHUIle, HUTU OHU3HE CAYIIKHIbe
Koja je y cenriu Xpucra, Beh je y KyATYpHU 1 peAUTHjH peHecaHCe IIpero3HaTa Kao
MHPHA, AOCTOjaHCTBEeHa, CTaMeHa, MyAPa M HaAACBe eMIIaTUYHA JKeHa.

KAYIHE PEYH: MHTEPBAACKH KOHTPAIIyHKT, PETOPHKA, TOIIUKA/ TOIOC, apeKTH, MOTeT
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ABSTRACT
The juxtaposition of classicism and actuality is a good description of the
ambiguous position occupied by the Second Viennese School not only in the
eyes of the scholars who research it, but also of composers who can be regarded
as its successors. However, in the works and writings originating from the
Second Viennese School we find a concentration of problems encountered by
contemporary composers, especially the modernist ones.

The aim of this article is to examine the role played by the representatives of
the Second Viennese School in the reflections of selected twentieth-century
composers, concerning their place in music history, the expressive categories
present in their work, and their ambiguous attitude to tonality. A separate subject
to be explored is the discourse used by contemporary composers to describe the
music of their predecessors, full of both analytical categories and vivid metaphors.
The quoted composers (Witold Lutostawski, Gydrgy Ligeti, Helmut Lachenmann

ewa.schreiber@wp.pl
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and Jonathan Harvey) may be identified with more-or-less radical modernist
views. This article is guided by the thinking of Gianmario Borio and the idea of
“historical appropriation”, according to which analysis of the works of the past
helps composers to create their own artistic identities and to define their own
place in the history of music.

KeywoRDSs: the Second Viennese School, Witold Lutoslawski, Gy6rgy Ligeti, Helmut
Lachenmann, Jonathan Harvey, historical appropriation, contemporary composers’ writings

ATICTPAKT
Jykcranmosunuja KAaCHIIM3Ma M AKTYEAHOCTH A0Oap je OIKC ABOCMUCAEHOT
HOAOXKAja Apyre Geuke MKOAe, He CAMO Y OYMMa HAYYHUKA KOJU UCTPAXKY]y HheHa
ocrBapetba, Beh 1 ieHIx HacaepHUKA y 0OaacTi KoMnosurigje. MehyTuwm, y pearva
U [IPOMUIIAABIMA KOja IOTHYY OA ApyTe Geuxe IIKOAe HAAQ3UMO KOHIIEHTPALUjy
MHOTHX IIpobaeMa ¢ kojuMa ce cycpehy caBpeMeru xomnosuropu, moce6Ho
MOAePHI/ICTI/I‘{KI/I.

ITun OBOT YAQHKA jecTe HCIMTHBAE YAOTE KOjy peACTaBHULU Apyre Geuxe
IIKOAE UI'Pajy ¥ pasMHUIIbABUMA 0A20paHux KoMIo3uTopa XX Beka: Kako TH
KOMIIO3UTOPH BUAE BUXOBO MECTO Y UCTOPHUjU MY3HKe, U3pajkajHe KaTeropuje
IPUCYTHE Y BUXOBUM ACAMMA M HUXOB ABOCMUCAEH OAHOC IpeMa TOHAAHOCTH.
IToce6bHa TeMa KOjy Tpeba HCTPAXKUTH jeCTe je3HK KOjH CaBpeMeHN KOMIIO3UTOPU
KOPHCTe 32 OIUCHBAhe My3HKe CBOjUX MPETXOAHUKA — je3UK IPeITyH aHAAMTHIKHX
Kareropuja 1 >kuBrx Meradopa. Llurupanu xomnosuropu (I lonaran Xapsu, Heph
Aureru, Buroas Ayrocaascku u XeamyT AaXeHMaH) MOT'Y Ce HAGHTHPUKOBATH C
Marbe FAH BHIIE PAAUKAAHO cxBaheHNM MOAEPHUCTUYKAM IIOTACAMA.

Yuras yaaHak je Bohen npomumsamuma Haumapuja Bopuja u uaejom
»HCTOPHjCKOT IIPUCBajarba’y IIPeMa KOjoj aHAAM3A AeAA IIPOIIAOCTH KOMIIO3UTOPHUMA
ITOMa’ke y CTBapamby CONCTBEHHX YMETHUYKUX HACHTHUTETA U AePUHHUCAY
COIICTBEHOT MeCTa y UCTOPHjU My3HKe.

KnY9HE PEUM: Apyra Oeuka mkoaa, Buroap Ayrocaascku, Hepl Aurern, XeamyT
Aaxenman, [ Toraran Xapsy, HCTOPHjCKO IIPUCBajabe, HAIIMCH CAaBpPeMeHUX KOMIIO3UTOPA

“Learning from the classics is already an art in itself. It is easier to revere them properly
as dead than as self-contained phenomena that are insufficient for us™ (Lachenmann
2015€: 262). Helmut Lachenmann admits this in a radio broadcast on the occasion of the

2 ,Von Klassikern zu lernen, ist ohnehin eine Kunst fiir sich. Leichter ist es, sie als Tote zurecht zu

verehren, als in sich vollendete und fiir uns ungeniigende Erscheinungen.
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centennary of Arnold Schoenberg’s birth. At the same time he adds that, in the eyes of
his successors, Schoenberg combines both “actuality and the patina of a classic™ (Ibid.).

This juxtaposition of classicism and actuality is a good description of the ambi-
guous position occupied by the Austrian composer not only in the eyes of the scho-
lars who research his works, but also of his successors in the field of composition.

The aim of this article is to examine the role played by the representatives of the
Second Viennese School in the thinking of selected twentieth-century composers:
how they regard the “classics” and their place in history, the expressive categories
present in their work, and their ambiguous attitude to tonality. A separate subject to
be explored is the language used by contemporary composers to describe the music
of their predecessors, full of both analytical categories and vivid metaphors.

The criteria for choosing the composers referred to in this text are not uniform,
and observations contained in it reach their full significance only when seen against
the wider background of the views of composers from the second half of the twentieth
century. My deliberations will include composers who may be identified with more or
less radical modernist views. All these artists are European, but represent its different
regions, and for this reason their historical and cultural experiences were quite diverse.
After deciding to escape from his native Hungary, Gy6rgy Ligeti found himself within
the circle of influence of the Darmstadt School, but at the same time tried to preserve
the position of an outsider in relation to it. The composer was known for his criticism
of serialism, even though some authors take a more distanced view of it today, being
of the opinion that Ligeti’s criticism was close to the self-critical views of the serialists
themselves (Wilson 2004: 10). Witold Lutostawski remained in Poland, creating his
own musical language and distancing himself from the achievements of the Darm-
stadt avant-garde, but his relationship to that formation proves ambiguous. While the
dates of birth of Ligeti and Lutoslawski are separated by 10 years, their international
careers fall into a similar period. Jonathan Harvey and Helmut Lachenmann belong
to a younger generation, born in the 1930s. The environment of the Summer School
for New Music in Darmstadt shaped the young Lachenmann, himself a pupil of Luigi
Nono and a post-serial composer, adherent to the ideals of the New Music (Neue
Musik) even by the time when they were already the subject of widespread criticism.
Jonathan Harvey perfected his craft under the guidance of such diverse personali-
ties as Erwin Stein, Milton Babbitt and Karlheinz Stockhausen. During the 1980s he
also began to collaborate with IRCAM in Paris, established on the initiative of Pierre
Boulez. Harvey wrote the first English-language monograph on Karlheinz Stockha-
usen (Harvey 1975a). The British composer was linked to the spectralist music move-
ment, born as an expression of opposition to serial music.

It would be difficult to see these composers as belonging to the historical core of
the avant-garde*, yet it had a strong influence on them. All artists also had to face the

3 ,die Aktualitit und Patina eines Klassikers.”

4 Forthe purposes of this article my understanding of the historical core of the avant-garde is quite narrow; it
includes such composers as Luigi Nono, Karlheinz Stockhausen, John Cage and Pierre Boulez (Cf. Iddon 2013).
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challenge of criticism of modernism, both in their own work and in verbal polemics.
The fate and the attitudes of the artists discussed here may be regarded as an exem-
plification of the more widespread phenomena linked to different musical tendencies
and their social-historical context. Ligeti and Lutostawski, one an émigré, the other
stuck behind the “Iron Curtain”, represent the musical legacy of Central Europe, and
both are characterised by a powerful desire for autonomy. Lachenmann is heir to the
German culture, a consistent defender of the avant-garde which, even when its popu-
larity waned in Germany, found its apologists among, for example, representatives
of the New Complexity movement. Harvey, brought up within the British musical
culture, became one of the most recognisable British composers in “continental”
Europe. Alongside French, Romanian and Scandinavian composers, he belongs to
the international community of spectralists.

This article is guided by the thinking of Gianmario Borio and the idea of “histor-
ical appropriation”, according to which “analysis of the works of the past was the
basic tool which made it possible for a composer to identify, and make more
precise and profound the musical thought of his period.”s (Borio 2005: 120). In the
history of music from the second half of the twentieth century we find many exam-
ples confirming this thesis. It was musical analysis which aided the development
of compositional ideas and the shaping of a new conceptual apparatus. It helped
composers understand ideas with which they were in accord, as well as to criticise
those regarded as alien. Borio demonstrates how the foci of analyses changing with
the passage of time can document the evolution of a composer’s own style, as well
as the contemporary repertoire which determines the new analytical context (Borio
2005). Laura Emmery reminds us that in situations where composers show restraint
in commenting on their own work, their analyses point to the issues of compositional
craft that are of greatest interest to them (Emmery 2019: 226). Often an analysis tells
us more about the opinions of its author than about the views of the composer whose
work is analysed. In the words of Naomi Cumming, an analysis reveals “the self as
the listening subject” (Cumming 2000: 61) and, in the case of composers, self-aware-
ness is a key issue. M. J. Grant, when commenting on the analyses by serialists carried
out in the columns of the journal die Reihe, makes the point that “The subjectivity of
their analyses — and subjectivity is, after all, present in all theory - is in fact a bonus
for the present study, precisely for what it reveals not about Webern but about serial
thought” (Grant 2001: 103). The case discussed by Grant also reminds us that impor-
tant and influential analyses were carried out not only by outstanding composers, but
by entire creative communities.

In the case of the composers quoted here it will also become clear that elements
of their thinking about the Second Viennese School helped them to create their own
artistic identities and to define their own place in the history of music.

5 ,lanalyse doeuvres du passé était un instrument fondamental permettant au compositeur de cerner,
préciser et approfondir la pensée musicale de son époque.”
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1. THE SECOND VIENNESE SCHOOL IN CONTEMPORARY
MUSICOLOGICAL INTERPRETATIONS — BELONGING TO A TRADITION
OR “THE ANXIETY OF INFLUENCE”?

The particular historical situation of the Second Viennese School has, since its
inception, been the subject of numerous interpretations in musicological research.
Research carried out during recent decades is characterised by the dialectic of belon-
ging to the tradition on the one hand and the desire to distinguish oneself from one’s
predecessors on the other.

Joseph Auner argues that the activities of all three representatives of the Second
Viennese School are characterised by the tension between tradition and modernity,
between the striving to be the ones to map out the musical mainstream and social
isolation; this tension, apparent in various aspects of the activities of Arnold Schoen-
berg, Alban Berg and Anton Webern, turned out to be a creative stimulus for all three
composers (Auner 2004: 231). The need to “proclaim” their own work as mainstream
led, among other things, to determined attempts, supported by numerous arguments,
to place the music of the Austrian composers on the line of guided changes in the
history of music. Such attempts were made not only by Schoenberg himself, the spir-
itual leader of the school, but also by his pupils and supporters, Berg and Webern.®

Christopher Hailey attempted a reconstruction of the individual canon created
by Schoenberg in his statements. The author argues that, although an actual anal-
ysis of the works of the Austrian composer allows one to position them in a much
wider panorama of musical trends of that time’, in Schoenberg’s reflections his indi-
vidual canon is purposely limited to two centuries and comprises mainly the work
of German composers:

Schoenberg cited Bach and Mozart as his principal teachers, and Beethoven, Brahms,
and Wagner as secondary influences. Arrayed around these core figures Schoenberg set
Schubert, Mahler, Strauss, and Reger, to whom one might also add Haydn, Schumann, and
Wolf. A handful of others, such as Liszt, Berlioz, C.P.E. Bach, and Handel [sic!], appear
only on the periphery (Hailey 1997: 164).

This canon, limited in its range, had enormous significance for Schoenberg in
practical terms. It allowed the composer not only to place himself on a specific line

6  The flagship texts presenting the genealogy of the representatives of the Second Viennese School
are National Music (1931) by Arnold Schoenberg, the series of lectures The Path to Twelve-Tone Composi-
tion (1932-33) by Alban Berg and Why Is Schoenberg’s Music So Difficult To Understand? (1924.) by Anton
Webern; however, these views can also be found in other statements.

7 Auner puts forward a similar argument, pointing to the link between the music of Schoenberg and

popular or theatrical music (Auner 2004: 239).
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of the history of music, but also to define the criteria which would be used to evaluate
his own works. “His ideal was a music of organic process whose impetus and justi-
fication were the fulfilment of its own self-defined and historically grounded needs.
Indeed, in making his modernist style the consequence of history, he aimed the canon
in his direction” (Ibid.).

Lydia Goehr is also convinced of the traditional resonance of Schoenberg’s views.
She concisely summarises the relationship between the composer and the most influ-
ential interpreter of his music: “Adorno stood to Schoenberg as dialectical critic
to conservative composer” (Goehr 2004: 225). On the other hand, she describes
Schoenberg’s vision of the history of music and the composer’s relationship with the
public as “adaptive”, “linear” and “progressivist”. Goehr argues that, in Schoenberg’s
view, it was the task of a composer to capture and present the eternal musical idea
(Gedanke) in a manner comprehensible to the listener. “Comprehensibility” here
would not refer to producing music that is easily accessible, but to “coherence” and
“consistency”, which as a result would ensure continuous beauty of form. Goehr’s
conclusion is that “This commitment to beauty and coherent form in no way distin-
guishes his music, in his view, from the ‘masterpieces’ of the tradition” (Ibid.: 228).

Borio emphasises that Schoenberg combined progressive compositional practice
with conservative theory, characterised by strong links to nineteenth-century ideas.
Schoenberg taught composition specifically by in-depth study of mechanisms of tonal
music. This was intended to allow composers better self-identification in the histo-
rical process (Borio 2001: 252).

In spite of, or perhaps precisely because of their attempts to anchor their work
in musical tradition, Schoenberg, Berg and Webern are also seen as composers who
wanted to distinguish themselves from their predecessors at any price. According to
some researchers, these desires were supposedly motivated by the “anxiety of influ-
ence”. This concept, originating from Harold Bloom’s conception in literary studies
and adopted by Joseph N. Straus for musicological thinking during the 1990s, means “a
fear of being swallowed up or annihilated by one’s towering predecessors” (Straus 1991:
436). According to the idea of the “anxiety of influence”, composers have an ambi-
valent attitude to their precursors, marked by rivalry, or even conflict and struggle.
Of key importance here is “misreading” — an interpretation which changes and at the
same time revises the precursor’s work. In the words of Straus, “Inevitably, this ambi-
valence toward the past shaped musical structure, giving rise to a dual compositional
strategy of incorporation and revision. Twentieth-century composers use traditional
materials, but transform them” (Ibid.: 431).

On the other hand, J. Peter Burkholder sees convergences between the way
that Arnold Schoenberg or Alban Berg treat musical time, and these composers’
perception of their place in history (Burkholder 1991: 426-427). He tends to inter-
pret musical continuity in the context of historical continuity and development.
This attitude manifests itself in avoidance of repetition and emphasis on the conti-
nuous development, most apparent in developing variation, understood as a conti-
nuing process of differentiation. Burkholder also draws attention to the complexity
and dense motivic transformations present in Schoenberg’s and Berg’s works: they
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presupposed that their works would be given multiple hearings and, consequently,
acquire the status of musical classics.

The interpretations quoted above provide convincing evidence that in the works
and reflections originating from the Second Viennese School we find a concentra-
tion of many of the problems encountered by contemporary composers, especially
the modernist ones: a problematic attitude to predecessors and contending with
the burden of tradition; tedious effort at constructing one’s own identity; a tension
between the centre of musical life and its peripheries; and, often, the pressure to
be progressive. One should add that the output of the composers from the Second
Viennese School turned out to be very diverse, not only because of the different
life paths of three composers, but also because of their tendency to transform the
musical language and their openness to change. This is probably one of the reasons
why this formation became an important source of inspiration for the generations
which followed.

Auner sums up his reflections on the Second Viennese School and whether it
was part of the mainstream in the following words: “Ultimately, there is little to be
gained by attempting to resolve the question of their relationship to the mainstream,
since this will be renegotiated retrospectively by each generation.” (Auner 2004: 231).

Therefore, let us take a closer look at how the generation of composers active in
the second half of the twentieth century negotiated the place of Schoenberg, Berg
and Webern in their own vision of the history of music.

2. PLACE IN THE HISTORY OF MUSIC

The narration proposed by the representatives of the Second Viennese School
provided a convenient point of departure for those composers from the second half
of the twentieth century who also cared about the historical placing of their works.
This concerns both artists who professed their attachment to tradition, and those
who were expressly opposed to it.

Even as early as the 1950s it was difficult to find a uniform attitude to the Second
Viennese School among the representatives of musical avant-garde from the Darmstadt
School. This attitude would evolve in time also in the case of individual composers.

Pierre Boulez, who wrote the famous essay Schoenberg est mort (Schoenberg is
Dead, 1952), argued that while the twelve-tone technique was an important step in
the development of European music, Schoenberg lacked the courage and consis-
tency that would have enabled him to endow his compositions with full struc-
tural unity. The composer’s thinking showed associations with thematism and old
forms such as passacaglia, suite, sonata form or rondo (Cf. Skowron 2016: 92-97).
A similar accusation was also partially directed at the music of Webern.* Luigi Nono

8  This problem is familiar to researchers who refer to the classicistic attitude of Schoenberg, Webern
and Berg, but in spite of this point to the fact that the task of the representatives of the Second Viennese
School was to reach for the old models while at the same time confronting neoclassicism (Scherliess 1997).
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took a polemical view of the thesis put forward by Boulez. In the second half of the
1950s Nono talked of the historical and logical continuity of twelve-tone music from
its beginnings to contemporaneity (Borio 2005: 105). Nono also wrote extremely
detailed and profound analyses of works by Schoenberg and Webern. In composing
his Variazioni canoniche sulla serie dell’ op. 41 di Arnold Schoenberg (1949) he paid
homage to the Austrian composer. Laura Emmery has demonstrated that Il canto
sospeso (1955-1956) is also closely linked to his interest in the serialised rhythmic
patterns in Schoenberg and Webern (Emmery 2019: 224). The music of Anton
Webern became an important point of reference for the whole community of post-
war serialists. The entire second issue of the journal die Reihe was devoted to him.
The division of the volume into a historical and an analytical part resulted not
only from editorial requirements, but also from the striving to free analysis from
the historical schemas of analysis of form, something particularly emphasised by
Herbert Eimert. The works analysed most frequently were Piano Variations op.
27 and String Quartet op. 28. Even though in Webern’s output we can find pieces
more complex in terms of structure and instrumentation (Grant 2001: 104), the
aforementioned works, concentrated in terms of material, analytically transparent
and uniform in colour, made it easier to think of electronic music during the early
stage of its development. Alongside leading composers, others who commented
on Webern included Dieter Schnebel, Henri Pousseur, Armin Klammer, Herbert
Eimert and Karel Goeyvaerts. The analyses touched on such issues as the time-
space continuum (the equivalence of the horizontal and the vertical), organic chro-
maticism, monistic form derived from one idea or the structural use of silence.
According to Grant, the analyses by Karlheinz Stockhausen, later accused of reduc-
tivity, concentrated mainly on a small number of the composition’s basic elements,
from which one could obtain an extraordinary number of transformations (Cf.
Grant 2001: 110-111). Stockhausen was interested in the relationship between micro-
and macro-structure, and the fluidity of transfer from note to chord, while the
vocabulary applied to Stockhausen’s own music (Gruppenverbinde, Einsatzabstand
etc.) penetrated the analyses of Webern written by other musicians (Cf. Ibid.: 111).

American experimentalists were represented in the journal die Reihe by Chri-
stian Wolff. This author was fascinated not only by the silence in Webern’s music
(something also noted by Boulez), but also by its static elements arising out of
the repetitions of notes in the same articulation that break into the linear flow
of compositions. Wolff saw in them elements of freedom and unpredictability
(Cf. Ibid.: 107-108). Elliott Carter studied Schoenberg’s method independently
of the Darmstadt community, although, unlike Nono, he was more interested in
the general idea of dodecaphony than in analytical details. He was inspired by the
internal division of the series which made it possible to form it from smaller units
— tetrachords (Cf. Emmery 2019: 202). Laura Emmery writes that Carter experi-
mented with the serial technique in his drafts at the same time as he was distancing
himself from it in his verbal declarations (Ibid.: 209-210). He also saw the expre-
ssive value of Schoenberg’s use of the series, and in that he was following the ideas
of the Austrian musician (Ibid.: 201).
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It should be emphasised that in the analyses referenced here, mainly relating to a
single community, one can already see some flexibility in the thinking and diversity
in interpretive nuances. One could therefore suppose that for composers from diffe-
rent creative communities this trend would become even more pronounced.

Ligeti draws long historical lines of development, trying to place his music within
them, although at the same time he cautions that these lines can be drawn in a variety
of ways (Ligeti 2007d: 130). Lachenmann points to the one, main route which leads
from Beethoven through Wagner and Schoenberg to his own oeuvre.® Lutostawski,
aware of the seminal role played by Schoenberg, tries in spite of this to privilege other,
alternative trends in the history of music. On the other hand, for Harvey it is the
choices faced by the composers from the Second Viennese School that are of greatest
importance, and their analogy to other moments in the history of music.

Ligeti turned his attention to Webern in the early 1960s, at a time when his own
position as an artist was not yet firmly established in the West, and his voice became
recognisable mainly owing to his theoretical statements. The composer would
become a co-creator of the myth of Webern as the patron of all of the avant-garde
of that time. Ligeti is interested in the language of music, harmony and its historical
transformations, perceiving the output of the Second Viennese School as yet another
stage which followed Wagnerian chromaticism, and a logical consequence of the deve-
lopment of tonality. Ligeti sketches out the individual route taken by Webern, which
led from romanticism, via imitation of the atonal music of his master, Arnold Schoe-
nberg, until reaching his own individual style (Ligeti 2007e: 347). Ligeti appreciated
Webern’s thorough knowledge of the art of Renaissance counterpoint (Ligeti 2007h:
379) and stressed its link with tradition, particularly with the works of Johann Seba-
stian Bach. Although Ligeti describes these links as “spiritual”, and thus far removed
from imitation of style or ready formulae, in practice he strives to document them in
his analysis. In Webern’s later choral works Ligeti finds elements of the concertante
technique, manifested in, among other things, alternation of solo and choral parts.
He also draws attention to the alternation of instrumental and vocal textures and to
the cyclical structure of the cantatas (Ibid.). Ligeti sees Webern’s deeply rooted links
to romanticism, which continued in spite of all the stylistic changes which had taken
place in the music of that composer. This “transfigured romanticism” (“transfigurierte
Romantik”) is manifesed in such features as poetic sensibility and the ability to “tran-
scend” natural phenomena into an unreal, subtle sound space (Ligeti 2007g: 344-345).

According to Gianmario Borio, the very term “postwebernism” carries an internal
dialectic since, in spite of the break from the past announced by the avant-garde, it
suggests historical continuity (Borio 2005: 87). In Ligeti’s writings this continuity
takes on a special significance, as the author focuses both on the origin of Webern’s
music and on the influence of his works on the generations which followed. The
high regard which Ligeti has for Webern’s erudition and his deep links with the past
might be seen as the composer’s own attitude to traditional techniques. In his words:

9  Cf. Schultz: 1. It is worth noting that composers for whom Lachenmann had particular regard also
included Gustav Mahler.
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“Certainly traditional techniques should not be taught in order to merely continue
the knowledge that has been handed down, but to be, on the one hand, equally skilled
with the material and, on the other hand, to be able to raise what is newly created to
the level of the music of the past”* (Ligeti 2007¢: 132).

According to Ligeti, Webern’s position in the history of music turned out to be
exceptional as it was specifically Webern who brought a new quality to music and
changed the very foundations of compositional thinking. Schoenberg, Berg, Bartok
and Stravinsky are mentioned as Webern’s great predecessors who, leaving the area of
tonality, introduced new types of melodics and harmony and their own musical logic
(Ligeti 2007g: 344). In Webern’s works “these categories lost their individual posi-
tion and merged into a higher unity, a kind of transparent labyrinth which today we
readily describe as ‘structural composition™ (Ibid.). In this manner all the previous
musical parameters are unified in the concept of structure.

Although in his essays Ligeti devoted most space to Webern, his other statements
testify to his awareness of alternative paths in the history of music. In one of his broad-
casts Ligeti talks about Die Vorbereitungen zur zweiten Revolution in der Neuen Musik.
He describes the “thicket” through which composers have to fight their way and talks
about their interest in experimentation. He vividly writes about the multiplicity of
outstanding individuals and the paths which each of them marked out personally:

Alongside these three “old masters” all kinds of new names sprung up like mushrooms
after the rain. Each marked out for himself a more or less new path and then became a
leader of a new movement: Anton Webern, Alban Berg, Paul Hindemith, Darius Milhaud,
Edgard Varése and many others. All became submerged in the thicket of new possibili-
ties branching into infinity. In that jungle there were enough paths and hunting grounds
for all* (Ligeti 2007b:79)

The story sketched by Lachenmann is much more centralised, but also reaches
further into the future. Schoenberg and Webern function in it as a warning for the
later “established avant-garde” (“etablierten Avantgarde”). In Lachenmann’s approach,
the line of development of the history of music runs between two opposing pairs:

10 ,Traditionelle Techniken soll man gewif8 nicht lernen, um das Uberlieferte blo8 fortzusetzen,
sondern einerseits um gleichsam materialkundig zu werden, andererseits um das neu zu Gestaltende
auf das Niveau der vorgangenen Musik bringen zu konnen.”

11 ,Diese Kategorien (... ) verloren ihre Einzelstellung: Sie gingen miteinander in einer héheren
Einheit auf, einer Art durchsichtigem Labyrinth, fiir das man heute gern den Ausdruck ‘strukturelle

Komposition’ verwendet.*

12 ,Neben diesen drei ‘Altmeistern’ schossen die verschiedensten neuen Namen wie Pilze aus dem
Boden. Jeder bahnte sich einen mehr oder minder ausgepragt eigenen Weg und wurde wiederum zum
Haupt einen neuen Richtung: Anton Webern, Alban Berg, Paul Hindemith, Darius Milhaud, Edgard
Varése und viele andere. Sie alle stiirzten sich ins Dickicht der unendlich verastelt wirkenden neuen

Moglichkeiten. In diesem Dschungel boten sich fiir alle gentigend Pfade und Jagdreviere.”
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affect / aspect, and speech / structure. Affect is understood as the direct influence of
music on the state of mind. On the other hand, aspect is made up of many compo-
nents, both passive (natural and social conditions and the already established proper-
ties of the musical language, unconscious individual preferences), and active (styli-
stic self-awareness, conscious technical limitations, voluntary exercise of the craft).
“Aspect in music can be discerned on different planes through a particular kind of
compositional intention, to treat, interact with or allow oneself to be carried by the
musical material.”s (Lachenmann 2015a: 65) In Lachenmann’s approach, aspect is not
limited to problems of the material, because awareness of aspect allows an intense,
pure experience linked to existential questions: “The aspect answers the question:
How does the world present itself to the subject? How does the subject react? A
composition’s artistic significance reveals itself in the exemplary experience of this
double question“* (Ibid.). According to Lachenmann, music history has been moving
from the dominance of affect to the dominance of aspect: “Even in Beethoven there
are occasional stale affects, and (...) in Mahler even stale aspects ( ... )™ (Ibid.). This
process continued in the works of Schoenberg, and particularly in those of Anton
Webern. The arrival of the latter’s works opened up possibilities of direct experience
of sound and a particular way of experiencing musical time (Lachenmann 2015b: 258).

A parallel process which took place in the music of the twentieth century is the
replacement of the character of music as a language (Sprachcharakter) with the
character of a structure (Strukturcharakter). The composer who finally gave music
structural character and became a point of reference for the next generation was
Anton Webern: “From the widely stretched symphonic developments of Mahlerian
soul painting, Webern distils natural laws and formulates them in the smallest possible
space as pure structure™ (Lachenmann 2015d: 272). The process which was taking
place under the patronage of Anton Webern achieved its completion after 1945. What
happened then was a radical negation of the old understanding of the material, and it
was no longer possible to talk of direct affect. “Serial music grounded itself so clearly
and unilaterally on the immediate experience of its aspect as an attitude related to the
structural nature of the sounding. It hoped to get over and overcome in this way the
bourgeois loss of language™ (Lachenmann 201sa: 67). Drawing a binary framework

13 ,Der Aspekt einer Musik gibt sich so auf verschiedenen Ebenen zu erkennen durch die beson-
dere Art der kompositorischen Willens, mit den Gegebenheiten des Materials umzugehen, darin einzu-
greifen, oder auch sich davon tragen zu lassen.”

14 ,Der Aspekt beantwortet die Frage: Wie stellt sich dem Subjekt die Welt dar? Wie reagiert das
Subjekt? Aus der exemplarischen Erfahrung dieser doppelten Fragestellung im Werk ergibt sich dessen
kiinstlerische Aktualitit.”

15 ,So gibt es schon bei Beethoven gelegentlich abgestandene Affekte und ( ...) bei Mahler sogar
abgestandene Aspekte (... )“

16 ,Aus den weitgespannten symphonischen Entwicklungen der Mahlerschen Seelengemilde destil-
liert Webern naturhafte Gesetzmapigkeiten und formuliert sie auf knappsten Raum, als reine Struktur.

17 ,Die serielle Musik griindete sich so eindeutig und einseitig auf die unmittelbare Erfahrung ihres
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for these values also allowed Lachenmann to establish a place for his own work, with
the frequently emphasised problem of Sprachlosigkeit and importance attached to the
concept of structure. It seems that Harvey refers to the problem of affect and aspect
using somewhat different words when he argues that Arnold Schoenberg aimed at
increasing the complexity of his music while at the same time being concerned not to
lose sight of the transparency of the work and expressiveness of the sound. However,
the expressiveness of sound was determined by its relationship with tonality, however
transient: “Only in this sense can music be feeling, as opposed to perhaps illusorily
‘expressing feeling’, only in this sense can it ‘fire the mind’ rather than ‘emotionally
stir”” (Harvey 1975: 385).

Harvey compares the historical position of Arnold Schoenberg to the Empfind-
samkeit style and to the Florentine Camerata. He argues that all these phenomena
are characterised by quickly changing emotional content and concentration on the
surface layer of the work (as understood in Schenkerian analysis), as well as the
area just under the surface. Even though Harvey assessed the potential of the tonal
system differently from Lachenmann, he admits that the structural depth of the tonal
system has been going downhill since the times of Beethoven. “Schonberg has lost
the confidence in long prolongations which allowed Beethoven stretches of conside-
rable motivic/thematic sparseness; but he (Schénberg) has made up for it by inten-
sifying the dynamic quality of the local event with the use of medium-complex chords
(...)” (Ibid.: 376).

Unlike Harvey, who does not evaluate the position of the Florentine Came-
rata or Empfindsamkeit in the history of music, Lutostawski points to the transi-
tory role of the Second Viennese School. Many of his statements reveal a longing
for a “new classicism” (Lutostawski 2007b: 269) and the desire for contemporary
music to move on from the phase of polemic with the past to the phase of construc-
ting a new language. In Lutoslawski’s view serialism prolonged the historical influ-
ence of Schoenberg’s school. However, this trend takes music beyond the twelve-
tone scale by levelling out the differences between harmonic aggregates, and this
can be achieved more successfully by electronic compositions (Lutostawski 2007d:
24—25). Lutostawski’s comment seems interesting in the context of the importance
of the analysis of Webern’s scores during the early stage of development of electronic
music; this analysis also took on graphic form (Cf. Grant 2001: 114, suggesting a
strong association with the category of density, typical of electronic music. The Polish
composer is the only one of those discussed here to highlight the meanders of the
reception of Schoenberg’s music, reminding the reader that it did not take a simple
and one-directional course. The fascination with serialism in France was aided by its
local promoter, René Leibowitz, while in Germany an important part was played by
the post-war rejection of the cultural policies of Hitler’s regime (Lutostawski 2007b:
268). Lutostawski, as someone living in a communist country and avoiding statements
on political subjects, was at the same time very aware of cultural policies. Trying to

Aspekts als einer auf die Strukturhaftigkeit des Klingenden bezogenen Haltung. Sie hoffte, so den biirger-

lichen Sprachverlust zu verwinden und zu iberwinden.”
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point to other, in his opinion alternative, lines of traditions which marked out very
promising prospects, Lutostawski mentions the names of Igor Stravinsky (particu-
larly in the early stage of his creative career), Claude Debussy, Edgar Varése and Béla
Barték (Lutostawski 2007e: 72). Above all, however, it is Debussy who is contrasted
with Schoenberg as another great composer-reformer of the first half of the twen-
tieth century. Lutostawski provides a series of contrasts, ascribing to Schoenberg a
tendency to theorising and to revolutionary activities, and to Debussy an evolutio-
nary approach and empirical thinking focused on tone and perception (Ibid.).

While in Lutostawski’s writings one can find a clear tendency to contrast Schoen-
berg with other composers, in particular Debussy, Ligeti tends to concentrate on the
spiritual kinship among the contemporaries. The Hungarian composer compares
Webern’s music to that of Debussy*. In the works of both these composers he finds an
absence of pathos, staticity, reduction of expression, concentration on single motifs,
abandonment of thematic work, as well as sensitivity to musical images of nature
(Ligeti 2007g: 345). In their turn Webern and Béla Bartdk share a tendency towards
symmetrical constructions and, in spite of all the differences, explorations in the area
of chromatic harmony (Ligeti 2007i: 362-363).

The contrast suggested by Lutostawski seems much less obvious when we
consider that composers of serial music analysed not only Webern’s music but also
that of Debussy, and the title of Stockhausen’s essay, From Webern to Debussy, might
be regarded as its manifesto. The fourth issue of die Reihe was meant to be devoted
to the French composer, although the serialists’ interest was limited to the ballet
Jeux (Grant 2001: 121). According to Grant, these composers were interested in the
concepts of irreversible musical time, statistical form and the anti-rhetorical and anti-
romantic character of this music (Grant 2001: 120-122). Debussy was also praised by
his countryman, Pierre Boulez, and replacing Schoenberg with Debussy as the key
figure in twentieth-century music was not limited to isolated cases in French litera-
ture. Boulez, who accused Schoenberg of too slavish an attitude to tradition, praises
Debussy for being an autodidact, for his opposition to academicism, for referring to
modernist art and opening himself to the culture of the East. According to Boulez,
Debussy did not follow the classical, petrified models of form in his music; instead, his
sound order is not formed arbitrarily but spontaneously (Cf. Skowron 2016: 89-92).
Eimert also saw in Debussy’s music an “unmethodical allowing to grow” and a “direct
relationship with sound” (Cf. Grant 2001: 123-124). In this respect the comments by
Boulez and Eimert are close to those of Lutostawski, although the latter would speci-
fically include serialism alongside the petrified models.

Ligeti’s tone seems more conciliatory, which may partially be attributed to his
cosmopolitan identity*. Lutostawski, by declaring himself on the side of Debussy and
contrasting French music with the “Germanic” systematicity, continues the native

18 As an example he used Des pas sur la neige, Nuages, Les Parfums de la nuit.

19 Exhaustive analyses of the problem of cosmopolitan imagination in relation to the music and atti-
tude of Ligeti can be found in Bauer, Kerékfy 2018.
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tradition of Karol Szymanowski*. However, one may wonder whether rivalry is not
at the same time a kind of partnership resulting from attempts to solve the same
problem? Lutostawski’s statements indicate that in Debussy’s music he also admires
consistency and methodicity (Lutostawski 2007a: 169) and, while he criticises seri-
alism as a trend, he considers Schoenberg himself to be a “genius”*. Lutostawski’s
views in many respects seem to be close to those of Elliott Carter. Each of them
created his own sound system, while their verbal declarations do not always corre-
spond to their compositional practice. Behind Lutostawski’s avowed distancing from
serialism we find drafts of twelve-tone rows, documented by Martina Homma. The
composer worked on them throughout his life, not only for the needs of specific
compositions, but also in order to develop his musical language (Homma 2001:
195-198). The two composers also share an attachment to the French tradition®.

3. DIALECTICS, AMBIGUITY, CONTRADICTION — TONALITY AND
DODECAPHONY

»A tonality that is too tonal led to becoming its own contradiction: to atonality™
is an argument put forward by Ligeti (2007e: 347). The composer also argues that
the Wagnerian tendency towards alteration put harmony into a state of suspen-
sion (Schwebezustand), finally leading to the abolishment of tonal hierarchy: “More
and more tonal sub- and sub-subcentres were being created, until finally every
note became a small independent centre”* (Ibid.). A similar idea is formulated by
Lachenmann who ascribes to it an even larger historical scope. In his view, tonal
music contains within it an inner dialectic resulting from the way of using dissonances
from the days of Palestrina to Schoenberg’s time. We find in it “an apparatus whose
mechanics include practising and at the same time again suspending its own nega-
tion by regarding that negation as an aesthetic tension of tonal norms™ (Lachen-
mann 2015g: 24,).

20  Attention has been drawn to this by Andrzej Chlopecki. Cf. Chlopecki 2012: 23.

21 This statement is more explicit in the original version of the text: ,Jej tworca, czlowiek niewatpliwie
genialny“ [“Its creator, undoubtedly a genius”] See: Lutostawski 2011: 122; English translation:
Lutostawski 2007e: 72.

22 The parallels in Carter’s and Lutostawski’s musical development are also discussed by James Harley
(Harley 2001: 172-174,).

23 ,Die allzu tonale Tonalitit fithrte zu ihrer eigenen Verneinung: zur Atonalitit.”

24  ,Es bildeten sich immer mehr tonale Unter- und Unter-Unterzentren, bis jeder Ton ein kleines
selbststindiges Zentrum wurde.”

25 ,eine Apparatur, zu deren Mechanik es gehort, ihre eigene Negation zu betreiben und zugleich
wieder aufzuheben, indem sie diese Negation als dsthetische Spannung ihren tonalen Normen

gutschreibt.
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The emancipation of dissonance and the abolishment of harmonic hierarchy
mean that remnants of tonal elements in a composition become all the more appa-
rent. This dialectic manifests itself particularly in the transitional, atonal phase of
the composers belonging to the Second Viennese School. For Ligeti, works which
demonstrate such features are Webern’s Fiinf Lieder op. 3 (1908-9), where in spite of
the atonal construction of the whole we still find tonal phrases (Ligeti 2007e: 347).
Differentiating between the local and global levels of a composition also provided
the key for penetrating analyses of the works of Schoenberg carried out by Harvey.
He adopts from Schenkerian analysis the assumption of the existence of a number of
layers in a musical composition. However, in contrast to Schenker, Harvey does not
claim that the deep layer is the most significant: “there is a sense in which the fore-
ground, the local event, is more important than the less determinate setting of which
it is an elaboration.” (Harvey 1975: 374) In the works of Schoenberg it is precisely on
the surface that one finds the familiar harmonic phrases which are a manifestation of
the dynamic force carried by tonality. Harvey thus conducts a polemic with Schen-
kerian analysis, but at the same time does not negate its basic assumptions. Such an
attitude seems all the more significant if we take into account the historical argument
between Schenker and Schoenberg on the subject of the foundations of analysis. As
Borio reminds us, Schoenberg was concerned with ensuring terminological preci-
sion on the question of forms, particularly the construction of its basic units, such
as a motif or a sentence. “Schenker succeeds in demonstrating both the short- and
long-scale dynamic curves of the Urlinie by letting the motivic relationships recede
into the background, whereas for Schoenberg these relations constitute the real active
principle of musical form” (Borio 2001: 255-256). According to Harvey, rigorous and
dense motivic or thematic work represents the most important aspect of Schoenberg’s
music. This tendency reaches its peak in Kammersymphonie op. 9, gradually leading
towards serial compositions.

Harvey is convinced of the dynamic nature of the tonal system and its “emotional
vividness”. He perceives it in a manner less conditioned by history than Lachen-
mann or Ligeti, which may be regarded as a manifestation of the universalising atti-
tude typical of this composer*. Characterising the main features of the tonal system
Harvey contrasts the organic, dynamic understanding of music to its parametrised
vision. States, tensions and tendencies are thus contrasted with patterns, positions and
magnitudes. An important feature of Schoenberg’s music is superimposing patterns
on dynamism, and Harvey attempts to capture this dialectic during different stages
of the composer’s development. The British composer notes that the symphonic
poem Pelleas und Melisande (1903) is characterised by a subtle game between motif
and theme, while the sense of a submotivic background in the form of interval struc-
ture already heralds serialism. The work contains both diatonic chords and whole-
tone-type harmonies. However, it would be difficult to say here which layer is supe-
rior; “axial symmetry is achieved on top of, or in spite of, tonality” (Harvey 1975:

26 “most — though not all - of his music treats human existence less as the product of particular place
and time than as global, continuous phenomenon” (Downes 2009: 29).
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377). Harvey finds the same mechanism in the first movement of Violin Quartet No.
4 (1936), composed 33 years later, where the set of pitch classes and its combinato-
rial inversions produce a precise symmetrical pattern. “The same bold imposition of
pattern on dynamicism is common to both; one imagines Schénberg alone doing
quite such an extreme imposition, then standing back and watching the two princi-
ples writhe and squeal, delighted to see that, with a few changes, they "'work” (Ibid:
379-380). Even in the case of Erwartung (1909), regarded as a work free of tonality and
thematicism: “Despite the difficulty of finding roots, it is evident that this music does
manifest dynamic forces, and that Schénberg was well aware of it (hence the great
speed of composition, the sense of extreme emotion in rhythm, timbre, text etc.). All
agree we are aware of states’ rather than ’patterns™ (Ibid.: 380). Harvey also reminds
us that Schoenberg himself preferred the term “pantonal” to “atonal”

Harvey’s comments seem close to the observations of Martin Scherzinger, who
argues against Adorno’s criticism of twelve-tone music, as well as his analyses aimed at
demonstrating the supposed arbitrariness of the row. “Schoenberg’s row was less like
Adorno’s arbitrary designation and more like a vehicle for projecting motivic linkages
through developing variation,” claims Scherzinger (2004: 82). The author contrasts
Adorno’s analysis of Fiinf Klavierstiicke op. 23 no 5 (1923) with his own analysis, which
leads him to conclude that the row used in this work still leaves a wide field for the
artist’s individual choices “The row is made up of two hexachords that are pitch-class-
inversions of one another. This made possible the subjective play of various
(dis)connections within the row and between successive presentations of row forms
(...)” (Ibid.).

Similarly to Lachenmann, Harvey conceives tonality in terms of language: “Yet
Schonberg’s ‘Pelleas’ is one of the supreme masterpieces of tonal music — written
by a man to whom the language was so familiar, so absolutely at his fingertips, that
he could write counterpoint perhaps more involved than any since the beginning
of music, and for whom the language was so sensitive that he felt he could reflect
the subtle feelings in every line of Maeterlinck’s drama (as he claimed)” (Ibid.: 375).
Although the metaphors of music as a language and music as an organism imply very
different connotations,” describing Schoenberg’s compositional expertise with the
first of these metaphors seems very appropriate in the context of Schoenberg’s own
views. As noted by Gianmario Borio, while for Schenker the model for music was
life with its expansion and reproduction, for Schoenberg it was much more impor-
tant to understand the syntactic rules governing musical language (Borio 2001: 273).

Although Harvey makes use of structural analytical procedures, he does not allow
himself to be misled by musical notation. He also takes into account the mechanisms

27 Michael Spitzer described this difference exhaustively from the perspective of the cognitive theory
of metaphor and the history of musical thought. According to the author the metaphor of music as a
language is based on the PART/WHOLE image schema and manifests itself most fully in the hierarchy
of rhythm groups typical of the eighteenth-century theory of composition. The metaphor of music as an
organism is based on the PATH image schema and refers to the processual character of melody typical

of the nineteenth century (Spitzer 2004: 58-60).
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of perception, referring to such aspects as the role of the highest voice and the sense
of difference between the same intervals placed in different contexts (Harvey 1975:
381). Taking a multi-layered approach to compositions, both in establishing relations
at micro- and macro-level, and at the level of notation and reception, Harvey strives
above all to demonstrate their multiplicity of meaning. Let us recall that it was the
concept of ambiguity, alongside the concepts of unity, stasis and silence, that was
eventually to serve him as one of the main elements of spirituality in music. “At some
deep level of perception and analysis, every idea is simultaneously every other idea.
(...) The point is that just above that level, as musical ideas fluctuate between one
state and an ambiguous other, we witness an ever-changing flux” (Harvey 1999: 24).
The problem of ambiguity is seen in terms of yet different categories by Lachen-
mann. He contrasts contradiction and identity, with the latter acquiring nega-
tive connotations, because its task is to keep confirming that with which we are
already familiar. Preference for identicality characterises bourgeois audiences: “For
our society art is a means of identification. Contradictions should not be compre-
hended, but criticised™ (Lachenmann 2015e: 261). Schoenberg’s music constituted
a serious challenge to these audiences because it broke through the familiar, esta-
blished schemas: “Schoenberg’s twelve-tone music sounds like vomit for those who
want to reconcile the cohesiveness of the material with new musical thinking. With
a broken spine it realises the long-lived philharmonic rituals, producing aesthetic
schizophrenia in the listener. Traditional forms, tonally oriented gestures, musical
emphasis, tensed and weakened by the rules of dodecaphony: ‘Here you can still see
them, finely ground and in pieces”™ (Ibid.). Lachenmann also finds elements of tona-
lity in Schoenberg’s music, but he does not consider them to be a dynamic, life-giving
force. Instead, he chooses the metaphor of freezing and death, as if the organic image
of music has been exhausted or degenerated: “Fascination with the cold and chilling
tonal material left nothing more than a technical effort which solidified into a goal in
itself. Imagination, vitality, expression, the courage to shock: at one time Schonberg
proved them more than anyone™ (Ibid.: 261-262). Further on he writes about it even
more suggestively: “Material that is both familiar and alien: the corpse of Musica the
comforter as an invitation to grow up, free oneself from consolation.” (Ibid.: 262).

28 ,Kunst fiir unsere Gesellschaft ist Medium von Identifikation. Widerspriiche sollen nicht begriffen,
sondern rezensiert werden.”

29 ,Die Zwolftonmusik Schonbergs klingt wie Erbrochenes fiir diejenigen, welche Stimmigkeit des
Materials in ein neues Musikdenken hintiberretten wollen. Sie vollzieht mit gebrochenem Riickgrat
altgediente philharmonische Rituale und provoziert so im Hérer dsthetische Schizophrenie. Traditio-
nelle Formen, tonal orientierte Gestik, musikantische Emphase, durch Zwélfton-Regeln verspannt und
entkriftet: ‘Hier kann man sie noch erblicken, feingeschrotet und in Stiicken™

30 ,Von der Faszination des erkalteten und erkaltenden tonalen Materials bleibt dabei nichts tibrig als
zum Selbstzweck geronnene satztechnische Anstrengung. Phantasie, Vitalitit, Expressivitit, Mut zum
Schockierenden: Schénberg hat das einst mehr bewiesen als alle anderen.”

31 ,ein Material, wohlbekannt und fremd zugleich: der Leichnam der Trésterin Musica als Aufforde-
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The contrast between the organic metaphor used by Harvey in relation to tona-
lity, and its deformed version used by Lachenmann may also be examined from the
perspective of two competing musical trends in the music of the second half of the
twentieth century — spectralism and (post)serialism. It is specifically in spectral
music, particularly favoured by Harvey, that sound, with its natural structure of
aliquotes, is understood as an organic whole. On the other hand, spectralism origi-
nally stood in opposition to serialism. To paraphrase a statement by Gérard Grisey,
aimed at deprecating serialism: “To treat a sound out of time, out of the air it breathes,
would be like doing a post-mortem” (Grisey 2008: 52). One could claim that in
Lachenmann’s approach this kind of drastic action was necessary to awaken full self-
awareness in the listener.

Lachenmann often repeats the word “contradiction” (,Widerspruch”), writing
about “conscious endurance in contradiction” (,,das reflektierte Ausharren im Wider-
spruch”) or “permanent contradiction” (,,der ausgehaltene Widerspruch”). In relation
to Schoenberg’s twelve-tone music he claims that the reverse of its internal contradic-
tions is “experience of total transparency of the sound material” (,ein Erlebnis totaler
Durchsichtigkeit des klingenden Stoffs”). This structural transparency constitutes “the
old, unobtainable because contradictory, aim of composition” (,ein altes unerreichbares,
weil widerspriichliches, Ziel der Komponisten”) (Lachenmann 2015e: 262).

Questioning the relevance of Webern’s music in the 1970s, Lachenmann empha-
sises that it provides a historical example of dialectic between freedom and discipline
(Lachenmann 2015b: 258). Ligeti sketches similar contradictions. In Webern’s works
he sees a tangle of order and freedom, regularity and irregularity. Analysing the initial
bars of Bagatelle No. s, Ligeti points to the fact that the two regular factors, that of
ordering the chromatic field and the tendency to systematically extend it, lead to rela-
tively irregular effects (Ligeti 2007e: 349).

Lutostawski sees a contradiction in Schoenberg’s work in that the need to free itself
from the system leads to the creation of a new system. According to this composer,
the possibilities of atonality based on a twelve-note equally tempered scale still rema-
ined unutilised (Lutostawski 2007e: 70).

To my mind, Schoenberg is a descendant of the composers of the tonal system. It
sounds paradoxical, since the goal of his creative searching was, among other things, the
invention of a system that would liberate him from tonalism and, at the same time, would
be something constructive, providing possibilities for the future. (Lutostawski 2007s: 168)

The Polish composer, like Harvey and Lachenmann, stresses the analogy between
tonal music and language. He also stresses the fact that the new systems, dodecap-
hony and serialism, never reached such comprehensibility and universality as tonal
music. That is their failure: “The tonal system can be compared to a common

rung, erwachsen zu werden, los zu kommen von Trost.*

32 ,Traiter les sons hors du temps, hors de I'air qu’ils respirent reviendrait a disséquer des cadavres®
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language, understandable by millions of people. The fact that it is assimilated by a
great number of listeners makes this system natural to those people” (Lutostawski
2007b: 265). Ligeti, like Lutostawski, is aware that the creation of a language relies
on a gradual and spontaneous process of self-organisation, and thus requires much
more time than creating a system, and involves many generations of creative artists.
While Lutostawski, particularly in the late stage of his creative journey, clearly longs
to work out a new musical system and to communicate with a wider public (Ibid.:
269), Ligeti seems more cautious and sceptical in this respect. He cautions against
imposing a universal grammar on contemporary composers, since this could only be
a manifestation of utopia and totalitarianism, while the question whether a sponta-
neous process of unifying the musical language will take place in the future is, in his
view, bound to remain unanswered (Ligeti 2007d: 133).

4. EXPRESSION AND SPIRITUAL MESSAGE

Even though Lachenmann distances himself from the bourgeois interpretation of the
category of affect, he very often does emphasise that for Schoenberg the highest goal
of music was expression (Ausdruck), and the musical structure is a manifestation of
the consciousness and will of the subject who shaped it. In Lachenmann’s writings
there is the constantly recurring idea that the works of the Second Viennese School
made it possible to discover new categories of dealing with musical material and
previously unknown categories of experience. However, hitting out against the taboo
of contemporary audiences is related to the crisis of bourgeois values and the disin-
tegration of the subject. Lachenmann sketches out a historical symmetry which rein-
forces the analogy between the Second Viennese School and the Viennese classics:
“while the history of composition oriented towards affect was, until the nineteenth
century, a history of the emancipation of the subjective individual, it then changed
into a history of the subject who recognises his lack of freedom”™ (Lachenmann 2015a:
66). An important step towards the recognition of the subject’s situation was the work
of Mahler, where “the subject said farewell to its unbrokenness™* (Ibid.). Composers
from the Second Viennese School would go even further in breaking the social and
aesthetic taboo. The main identifying feature of this work becomes “Sprachlosigkeit”
(speechlessness): “The latest in Schoenberg’s music, which was the result of musical
thinking (... ) marks out new structures and in this way undermines the given tonal
structure; as a consequence the category of affect became enlarged to the point of its
own downfall, deformation, banalisation, mumification, and finally turned into the
speechlessness of naked structure, an expression of the final throes of the bourgeois

33 ,War die Geschichte des affekt-orientierten Komponierens bis ins 19. Jahrhundert hinein eine
Geschichte des sich emanzipierenden subjektiven Individuums, so hat sie sich in der Folge verwandelt
in die Geschichte des sich in seiner Unfreiheit erkennenden Subjekts (...)“

34 ,Subjekt von seiner Ungebrochenheit Abschied genommen®
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subject shaken by a radical crisis of identity” (Ibid.: 67). As a result, “the subject
discovers himself as an object, as a circumstance, as a structure, following Wozzeck,
as an ‘abyss’ where totally different powers act than those in which the bourgeois idea-
lism wanted to believe™ (Ibid.: 66).

Society instinctively tries to push away the awareness of this terrifying inner abyss,
which creates in people a sense of fear and lack of control”. The music of Schoen-
berg, Berg and Webern, because of its aspect, provides answers to important exis-
tential questions, even if — and Lachenmann stresses this — we cannot directly iden-
tify these answers with the views of the composers whose intention was to continue
the work of their predecessors. These answers do not encourage optimism: “The
expressive result is gloom, the structural result is a suspiciously clear transparency”™*

(Lachenmann 20135e: 262).

Alastair Williams draws attention to the fact that Lachenmann remains faithful to
the concept of subject, strongly criticised by post-structuralists, according to which
it is the subject himself who generates and defines meanings. On the other hand,
Lachenmann’s thinking, focused largely on the process of perception, is not unam-
biguous. Some of his statements suggest that he is close to the idea of becoming
submerged and dissolving in the intensity of sound and the subject does not always
stay in the centre of attention (Williams 2013: 123).

When interpreting Lachenmann’s views, Wolfgang-Andreas Schultz emphasises
the fact that the composer descends to the layers of the human subconscious, discove-
ring its dark regions, but stops halfway in this process and does not lead to the re-inte-
gration of consciousness. The author explains Lachenmann’s attitude in psychoa-
nalytical terms, referring to the composer’s wartime childhood memories. He relates
to that experience the loss of speech and the loss of possibility of expression (Schultz
s.a.: 2). According to Schultz the links between trauma and avant-garde turned out
to be deep and far-reaching in their consequences also in the case of other twen-
tieth-century composers who suffered war experiences. Schultz, like Lachenmann
himself, describes music in organic categories. What for Lachenmann was associated
with the image of terminal rigidity, for Schultz it is only a symptom of trauma. Avant-

35 ,Spitestens in der Musik Schénbergs, Produkt eines (...) Strukturen neu setzenden und damit
die gegebene tonale Struktur zersetzenden Musikdenkens hat sich die Kategorie des Affekts folgerichtig
hiniibergesteigert in die eigene Brechung, Verzerrung, Trivialisierung, Mumifizierung und sich schlief3-
lich verwandelt in die Sprachlosigkeit der nackten Struktur, Ausdruck der Agonie eines in radikaler Iden-
tititskrise gebeutelten biirgerlichen Subjekts (... )“

36  ,das Subjekt entdeckt sich als Objekt, als Gegebenheit, als Struktur, um mit Wozzeck zu spre-
chen: als »Abgrund«, in dem ganz andere Michte wirken als die, woran der biirgerliche Idealismus
glauben machen wollte.

37 According to Lachenmann, only entertainment music nurtures the belief in an untouched subject
and attachment to collective emotions (Ibid.: 66-67).

38 ,Das expressive Resultat ist Trostlosigkeit, das strukturelle Resultat ist verdichtig klare Durchhor-
barkeit ( ...)*
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garde music, perceived as a living body, is characterised by “lack of emotions, distan-
cing, abstraction, coldness, and separation from its physical and sensual dimensions”
(Schultz 2005s: 2). This music has lost the ability to speak, lost its temporal horizon
and has become ossified emotionally.

While Schultz’s interpretation seems very penetrating, it should be noted that in
Lachenmann’s own views there is after all a shadow of hope, even if Schultz himself
would rather look for them in other aesthetic areas. This is the hope of overcoming
the existential crisis, and perhaps even of overcoming one’s own trauma. Its simplest
expression is to be found in the words “to listen (... ) means to gain new hope in the
creativity discovered in oneself in this way " (Lachenmann 2015¢: 118). Lachenmann
writes about experiencing happiness, about capturing beauty anew under changed
conditions, and above all about retaining one’s humanity. All this remains in the
sphere of a project that is difficult to realise, perhaps simply utopian. And yet it is this
very element which differentiates Lachenmann’s thinking from the even more scep-
tical and critical philosophy of Adorno, to whom otherwise he was very close. Schultz
himself points to the fact that even by the 1950s and 60s a second generation of post-
traumatic growth came into the world (such as Wolfgeng Rihm), and a third gene-
ration was born during the 1970s (including Matthias Pintscher and Jérg Widmann)
(Schultz 2005). If we penetrate Lachenmann's discourse in greater depth, it turns out
that even death is interpreted dialectically. An artist no longer living may have a post-
mortem existence and influence future generations, while those who previously had
loudly proclaimed his death will have departed themselves.

In the context of these deliberations it is even more striking that Harvey sees
Schoenberg in constructive categories. It seems that he has in mind precisely the inte-
gration of consciousness as it is understood by Schultz. Referring to such composi-
tions as Gurrelieder, Verklirte Nacht, Pelleas und Melisande or Moses und Aaron, the
composer emphasises the fact that Schoenberg made a particular spiritual choice. He
lived in a world saturated with existential fear, yet finally he chose faith, inner freedom
and clarity of thinking. “He freed himself from being forced into anything, and then
chose the world of spirituality” (Harvey 1975: 373).

Harvey describes Schoenberg’s position as “a higher type of spirituality” and stre-
sses that this kind of spirituality is achieved by only a few individuals. For Harvey, this
is a position most worthy of respect, which he himself tried to achieve in his everyday
life. “He brought together in one life and in one musical language the deep ancient
truths of connectedness and the very latest type of intellectual achievement that our
civilization had attained — and integrated them.” (Ibid.: 372)

When attempting to describe the elusive atmosphere of Webern’s music, Ligeti
stresses its Central European identity, with which he feels a strong kinship and in
which he found support in spite of his complicated life story (Beckles Willson 2007:
119-122). Although technically Webern continues Wagnerian chromaticism, Ligeti
points to the expressive difference of that music. “The atmosphere of Vienna had
many characteristics which made it significantly different from the Wagnerian gesture:

39  ,Horen heiflt dann aber auch: in der so in sich entdeckten Kreativitit neue Hoffnung schopfen.
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devoid of pomp, anti-heroic, anti-self-aggrandizing, ironic and auto-ironic™* (Ligeti
2007g: 343). Even though the term “structural composition” might point to construc-
tionism and objectivism, Ligeti emphasises the fact that in reality Webern never
turned away from romanticism. He always remained close to poetic aspects that are
“delicate, internalised, nostalgically-mysterious™ (Ligeti 2007g: 344).

S. THE LANGUAGE OF DESCRIPTION — FROM ANALYSIS TO METAPHOR

Each of the composers quoted here attempted to describe music using a parti-
cular metaphor, usually an organic or a linguistic one. However, an important feature
of metaphors is that they create whole conceptual systems and encompass categories
with different degrees of generality. Systems of metaphor in time also undergo change.
Of particular importance in this context seems to be the aspect of searching for new
metaphors, and that is what we are dealing with in the case of the description of works
originating from the Second Viennese School by consecutive generations of compo-
sers. At the same time it is clear that the artists were not reaching for new metaphors
merely to throw a different light on the music of their predecessors, but above all
because they wanted to find the right words to describe their own creations. This is
an important manifestation of historical appropriation. Although Gyorgy Ligeti never
wrote his planned monograph on Webern, he aimed to produce a wide-ranging work
on the subject.* A detailed synopsis of the book presented in a letter to an unknown
addressee (probably a Viennese institution) (Pustijanac 2018: 164) indicates that Ligeti
was searching for appropriate analytical categories which would allow him to describe
Webern’s works in full. Within the framework of “style and compositional characteri-
stics” the composer mentions not only “melody” and “dynamics”, but also “temporal
form”, “chromatic organization’, “twelve-tone technique”, “compositional distribution
of tone colours” and “instrumentation and the treatment of vocal lines” (Ibid.: 166).
The word “structure” acquires a special meaning for Ligeti, since he sees Webern in
particular as the composer who introduced “a fundamentally novel compositional thin-
king and way of listening to the so-called structural conception of music” (Ibid.: 165).
For this reason “compositional structure” was distinguished as a separate topic in the
planned content of the book, and it would include exploration of “relationship among
elements’, “horizontal and vertical density”, as well as “relation of structure and experi-
enced time” (Ibid.: 166). As has been said earlier, density is a concept linked to electronic
music, while the problem of horizontal and vertical dimensions had been discussed in
the serialists” analyses of Webern’s music during the 1950s. An additional topic would

40 ,Die Atmosphire Wiens hatte viele Ziige, die von Wagnerschen Gestus stark abwichen: Das Nicht-
tppige, das Anti-heroische, das Anti-Wichtigtuerische, das Ironische und Selbstironische.”

41 ,Das Zarte, das Verinnerlichte, das Sehnsiichtig-Ratselhafte®

42 Even at the beginning of the 1960s the composer still hoped to complete this text (Pustijanac

2018: 168), but in practice what stopped him was the increasing involvement in his own creative work.
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be the form, with particular emphasis on the relationship between structures and small-
and large-scale architecture. Ingrid Pustijanac stresses that Ligeti’s thinking was firmly
grounded in ideas about composition prevalent in his day. Thus, for example, the “rela-
tion of structure and experienced time” may be associated with the ideas of Karlheinz
Stockhausen, while “chromatic organization” was the subject of theorising by Henri
Pousser. According to Gianmario Borio, as in the case of Henri Pousser, Ligeti stresses
the organisation of sound in space. In this area the analysis moves away from the polyp-
honic conception of Webern himself (Borio 2005: 88).

We can draw conclusions as to which elements in the analysis of Webern’s works
were particularly significant for Ligeti also on the basis of his published radio broad-
casts, even though the analyses in them are presented in a more accessible manner.
When writing about Webern’s harmony Ligeti adds the proviso that the term will be
used in a meaning different from the traditional one, and that it “describes not only
the relationship of notes sounding simultaneously, but also the quite general rela-
tions between both simultaneous and successive pitches. A significant innovation in
Webern’s music is precisely this equal treatment, in a sense even an entanglement of
the horizontal and vertical dimensions ( ...)"* (Ligeti 2007e: 347).

Ligeti devotes much attention to the intervals preferred by Webern during the
various stages of his creative career. He notes that, during the early and middle periods
of the composer’s development, minor seconds appear quite frequently, both in simul-
taneous and successive arrangements, while in his later works Webern preferred
sevenths and ninths. For Ligeti, this conscious selection of intervals provides the
key to explaining the phenomenon of harmony used by the Austrian composer. It
allowed him to move away from tonal tensions, in particular from the leading note,
and this development led to the abolishment of hierarchy. What arises is a homoge-
neous harmonic total space, free chromatics, filled with twelve tones on equal terms,
which are like “bricks without mortar in building the form” (Ligeti 2007g: 345).

Anna Dalos emphasises the fact that, in spite of Ligeti’s distanced attitude to his
past after he left his homeland, it was precisely that thorough musical education
which he received in Hungary, and in particular his familiarity with Knud Jeppesen’s
textbook on counterpoint or detailed analyses of the music Béla Bartok, which
provided the foundations of his professional craft in lectures and broadcasts devoted
to Webern. (Dalos 2018: 138).

In relation to Schoenberg’s music Harvey applies — with some caveats — Schen-
kerian analysis, as well as pitch class set theory. What is of significance, Harvey enco-
untered Schoenberg precisely through the latter’s analytical methods, which he had
learned from Erwin Stein. He admired that composer for his profound penetration
of the musical structure of the classical repertoire and, it seems, tried to pay homage
to him with his own attempt at in-depth analysis.

43 ,nicht nur Zusammenhinge simultan erklingender Téne bezeichnet, sondern ganz allgemein die
Beziehungen zwischen simultanen wie auch sukzessiven Tonhohen. Das wesentlich Neue in Weberns
Musik gerade die Gleichberechtigung, ja in gewisser Hinsicht die Verflechtung der horizontalen und

der vertikalen Dimension ist ( ...)“
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In Lachenmann’s analysis the “petrified” categories of tonal music play a signifi-
cant part. It seems that the very description of the tonal system through categories
of isolated, alienated figures is carried out from a very contemporary, postmodern
perspective. One can agree with Williams that Lachenmann uses deconstruction tech-
niques in reaching consecutive layers of musical meanings and showing the manner
in which they are rearranged. However, the ultimate goal is to reach the authentic,
deeper meaning hidden under the deformed surface. (Williams 2013: 124

The composer demonstrates this phenomenon using the example of, among
others, Anton Webern’s Bagatelles, “six gigantic compositions which last only a few
seconds™* (Lachenmann 2015d: 272). Describing the bagatelles in his radio broad-
cast, he focused on the distribution of shapes (Gestalten) into particles (Partikel),
which resulted in the alienation of the material. In these short compositions he
found elements of ostinato and waltz figures (Walzer-figur), and he also ascribed to
individual bagatelles the types of expression familiar from classical music (Scherzo,
Allegro, serenade, menuet, Adagio): “All this serves to name the only accidentally still
recognisable remnants of the landscape of tonal language, which here undergoes
decomposition and alienation through structural perspective (Ibid:273)

In the descriptive language used by these composers when talking about the
output of the Second Viennese School we can see not only an analytical effort, but
also a tendency to create metaphors which will serve as a suggestive model of this
complex phenomenon.

Metaphorical language takes on its most extended form in the writings of Ligeti.
It is a significant fact that the metaphors used to describe the music of Webern will
successfully describe Ligeti’s own works. The basic metaphor is that of space, as well
as the axes of symmetry and the chromatic-harmonic field related to it. The analysis
of the changing range of intervals is accompanied by images of a “dense chromatic
fabric” (“enge chromatische Gewebe”) (Ligeti 2007g: 343), being stretched by a
tensile force. Stretching the harmonic field allows for the organic shaping of form:
“The form, neither constructed schematically, nor free of bonds, arises as something
which lives by growing, shrinking, growing again, and finally breaking through the
chromatic harmonic field™ (Ligeti 2007e: 350).

The metaphor of space is also employed by Lachenmann. It is otherwise also one
of the most typical approaches to pitch relationships in tonal music, also used in theo-
ries of harmony. In many statements by Ligeti and Lachenmann this metaphor is asso-
ciated not only with the sense of movement, crossing space and orienting oneself in
its vertical or horizontal dimension, typical of tonal space, but more with a sense of

44  ,sechs Riesenwerke von jeweils wenigen Sekunden Dauer®

45  ,All dies etikettiert nur die zufillig noch erkennbaren Reste einer hier aufgeldsten und unter struk-
tureller Perspektive verfremdeten tonalen Sprachlandschaft.

46 ,Die Form, weder schematisch konstruiert noch ungebunden-frei, entsteht als etwas lebendiges
aus dem Wachsen, Schrumpfen, neuerlichen Wachsen und schlieplich Auseinanderreifen des chroma-

tischen harmonischen Feldes.”
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staticity of form, stopping time, and even the state of weightlessness. We perceive this
static, chromaticised space even from a very distant perspective: “Webern purposely
and consistently approached a different planet, the air of which was intuited by
Schonberg. His music thus in a way takes a bird’s eye view at the old landscape of
tonal musical language™” (Lachenmann 2015d: 272). Ligeti even talks of a cosmic
distance: “Owing to such subtle compositional technique Webern makes the forces
which sustain this cosmos work only towards the interior, while the cosmos as a
whole rests on itself, floating freely without a point of support in the imagined space
described earlier™* (Ligeti 2007a: 328). The space is also beyond the sphere of silence
and for this reason provides a kind of protective layer for the music; as explained by
Lachenmann: “Webern’s music requires time and silence. The ear must adjust first
to the particular dimensions of the space which it fills,”* (Lachenmann 2015d: 273).

The quoted metaphors indicate that, together with the progressive chromatics,
the very category of musical space undergoes transformation. Robert Adlington stre-
sses the fact that, on the one hand, contemporary music directs one to transforming
and enriching the metaphors used in everyday life (Adlington 2003). On the other
hand, the analogous process of abstracting the concept of space was taking place in
the theories of musical analysis (Spitzer 2003).

6. CONCLUSION

Historical appropriation may help composers not only to confirm their own
choices, but also to criticise contemporaneity. Documenting Webern’s influence on
the generation of composers from the 1950’s, Ligeti writes about total serialism and
the emancipation of individual parameters, such as rhythm, colour and dynamics,
which in time also came to be ordered into series (Ligeti 2007f: 389-392). As early
as the 1960s Lutostawski in his private notes criticised the “slavish attitude” and the
intransigence of the Webernian school. He emphasised the fundamental difference
between Webern, focused on his work and not reliant on external life, and his imita-
tors, who were at the mercy of constant confrontations (Lutostawski 2007c¢: 294).
To the question — what has Schoenberg’s music to offer to us today? — Lachenmann
answers dialectically. On the one hand it is now impossible to tediously imitate its
idiom. On the other, one should follow the example of the composer’s courage and try

47  ,Diesem anderen Planeten dessen Luft Schénberg spiirte, hat Webern sich konsequent und niich-
tern genihert. So blickt seine Musik gewissermafen aus der Vogelperspektive auf die alte Landschaft
der tonaler Musiksprache.”

48  ,Mit den Mittel solch subtiler Satztechnik erreicht Webern, daf} die Krifte, die diesen Kosmos
zusammenhalten, ausschlief8lich nach innen wirken, der Kosmos als Ganzes jedoch in sich selbst ruht,
ohne Stiitzpunkt frei schwebend im zuvor beschriebenen imaginiren Raum.”

49  ,Weberns Musik braucht Zeit und Stille. Das Ohr muf sich an die besonderen Dimensionen des

von ihr erfiillten Raums erst gewShnen.”
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to recognise anew the conflicts and choices which he had to face. Today’s composers
fail in this aspect: “The ignorance of today’s musical thinking includes the striving to
cover up again the conflict which Schoenberg made relevant™®, claimed Lachenmann
at the beginning of the 1970s (Lachenmann 2015f: 95). Even though serial music,
particularly in its initial phase, carried great hope of aesthetic and social self-aware-
ness, the avant-garde as a project intended to continue Webern’s way of thinking was
not fully successful. It failed because of the tendency to try to fit in with the backward
society again. In 1974 Lachenmann talks of compositional stagnation, and in the next
decade directly refers to regress and a return to direct affects in music."

Jonathan Harvey published his text in 1975. He also used Schoenberg’s music as
a commentary on the current situation, where many composers saw “flatness” and
absence of emotional depth in atonal music, while some reacted by a radical return
to tonalism. Harvey’s views on this subject are expressed most powerfully at the end
of his article: “Schonberg is one of the precious few who can exemplify an artistic
spirituality great enough to steer between the dullness of conservatism and the impo-
verishment of modernism, the Symplegades of our time no less than his” (Harvey
1975: 385).

The Second Viennese School turns out to be a permanent point of reference in
individual composers’ canons, even if some take a polemical attitude towards it. Char-
ting new paths in the history of music happens in a variety of ways, not always unam-
biguously centralised. The works of Schoenberg, Webern and Berg are analysed in
depth, which points to a respect for their craft and a familiarity with their composi-
tional techniques. However, these analyses are not aimed at demonstrating the inner
cohesion of these works, but, rather, the dialectic and ambiguity deeply rooted in
them. The composers quoted here have been exceptionally sensitive to this feature of
the music of the Viennese artists, levelled out by postmodern criticism. Some decades
later, in 2004, Martin Scherzinger regards it as his main tasks “to retrieve the dialec-
tical content of modernism” (Scherzinger 2004: 72) and to work towards restoring
the “memory of a receding dialectic” (Ibid.).

The writings of Lutostawski, Ligeti, Lachenmann and Harvey are also charac-
terised by diverse approaches to the tonal system itself: its durability, value and
scope for affecting today’s listener. They adapt creatively the metaphors of the tonal
system that function in the history of ideas about music. Significantly, the music of the
Second Viennese School is not reduced to the problem of a new method of compo-

so  ,Es gehort zur Ignoranz des Musikdenkens unserer Tage, daP es jenen bei Schonberg aktuell
gemachten Konflikt wieder zu vertuschen trachtet*

51 Lachenmann was very critical of the music of his peers and quite often one might have the impres-
sion that his judgments are too radical and one-sided. Williams notes that Lachenmann’s views changed
in relation to the consecutive decades of the history of twentieth-century music. In some cases they
became more nuanced, often under the influence of polemic with other musicians (Williams 2013:
117-120). In spite of this, their critical message was dominant, which is why I do not develop this thread

more extensively here.
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sing, but provides stimulus for reflection on the subject of expression and spiritual
message. As such it remains a testimony to an existential crisis and the attempts to
overcome it. In the descriptions one can also find a tendency to use metaphors which
provide testimonies to the changing categories of musical thinking.

The composers’ discourses are postulative and adaptive in relation to their time.
Often they seem “immediate”, selective and individualised, but also more flexible
than the thinking of musicologists, attached to particular research paradigms. The
composers ask about the consequences of the choices made by their predecessors,
the process which they had initiated and the durability of their effects. They express
their hopes and fears regarding the future of music. The music of Webern or Scho-
enberg served them either as a composer’s model or as a tool for criticising their
contemporaries. In the writers” thinking one can see the interwoven influences of
modernism and postmodernism, which is particularly apparent in the attitudes of
Lachenmann and Harvey.

Paraphrasing the famous statement by Boulez, Lachenmann writes: “For a social
consiousness that juggles the old concept of art only in order to hide the fact that
it has basically become redundant, Schonberg is dead. But the dead live longer™*
(Lachenmann 2013e: 261).

Let us then requote Lachenmann: “the dead live longer” — but only to the extent
to which they are allowed to live by the living.

Translated by Zofia Weaver
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EBaA IIIPAJBEP

,TOTE ABER LEBEN LANGER",
APYTA BEYKA IIIKOAA U FhEHO MECTO Y ITIPOMUIIIAS>ABIMA OAABPAHUX
KOMIIO3UTOPA APYTE ITOAOBUHE XX BEKA (AYTOCAABCKU, AUTETH,
AAXEHMAH, XAPBI)

(PE3UME)

JykcTamosunuja KAACHIIU3Ma B AKTYEAHOCTH A0Oap je OIKC ABOCMHCAEHOT
HOAOXAja Apyre beuxe MKOAe, HE CAMO Y OYMMa HAYIHUKA KOJU HCTPAKYJy BbeHa
ocrBaperba, Beh 1 ieHIX HacAepHHKa y 0OaacTi KoMmosurigje. MehyTum, y pearva
U [IPOMHIIAAIMA KOja IIOTHIY OA Apyre Geuke MKOAe HAAQ3UMO KOHIIEHTPALIUjy
MHOTHX IpobAeMa ¢ kojuma ce cycpehy caBpemMenn xomMmosuropu, moceb6HoO
MOAEPHUCTUYKHL

ITim oBOT YAQHKA jecTe MCIUTHBAE YAOTE KOjy IpeACTaBHUIN Apyre Geuke
IIKOAE UI'Pajy ¥ pasMHUILAbABHMA 0A20paHuX KoMIo3uTopa XX Beka: Kako TH
KOMIIO3UTOPHU BUAE BHXOBO MECTO y HCTOPHjU My3HKe, H3paXkajHe KaTeropuje
IPUCYTHE Y BUXOBUM ACAMMA U BUXOB ABOCMHCAEH OAHOC ITpeMa TOHAAHOCTH.
ITocebHa TeMa KOjy Tpeba HCTPAXKUTH jecTe je3HK KOjH CaBpeMeHN KOMITO3UTOPU
KOPHCTe 32 OIHCHBAbe My3HKe CBOJHX IIPETXOAHUKA — je3HK IIPeITyH aHAAUTHYKUX
Kareropwja u >kusux Metadopa. Lfutupanu kommosutopu (Llonaran Xapsu, Heph
Awreru, Butoaa AyTocaascku u XeaMyT AaxeHMaH) MOTY ce HAEHTHPHKOBATH
C Mambe MAM BHIIe PAAUKAAHO CxBaheHNM MOAePHUCTHYKUM moraeanma. CBu TH
YMeTHHUIIM OTHYy 13 EBporie, aAl IpeACTaBAajy BeHe PasAMUHTe PernoHe U 360r
TOTA Cy HHXOBA UCTOPHjCKA M KYATYPHA HCKYCTBA IIPHAMYHO PA3AMYHTA.

Yuras yaaHak je Bohen nmpomumsamuma Haumapuja Bopuja u naejom
»ACTOPHJCKOT IIPHCBajamba’, IpeMa K0joj aHAAM3a AeAQ IIPOIIAOCTU KOMIIO3HUTOPHMA
IIOMa’xe y CTBapamy COINCTBEHUX YMETHHYKHUX UAEHTUTETA N Ae(l)HHHC&H:Y
COIICTBEHOT MeCTa Y UCTOPHUjHU My3HKe.

Pa3HOAMKOCT MCKyCTaBa Pe3yATHPAAQ je PAaSAMYHTHM CTAaBOBHUMA, IIOHEKAA C
OYMTUM HANleTOCTHMA Mel)y BHMa, aAM 10 MHOIMM NUTABUMA OAAMKYje UX
usHeHalyjyhu crenen noayaapaocru. To cTBapa 3aHUMASHBY IOANGOHU]Y ¥ KOjOj
Ce II0jeAMHAYHH ITOTAeAN MeljycOOHO KOMEHTAPHILY U HAAOIYIY]Y.

VcriocTaBHAO ce Aa je Apyra 6euka IIKOAQ CTaAHA pedePeHTHA TauKa Y KAHOHMMA
MOjeAMHHMX KOMITIO3HTOPA, YaK M aKO HEKU OA IUX 3ay3My IOAEMHYKH CTaB ITpeMa
10j. YIpTaBarbe HOBUX ITyTeBa y HCTOPHjHU My3HKe Aorab)a ce Ha OpojHe, pasamdnTe
HaunHe. OHU HUCY YBeK HEABOCMHUCAEHO IleHTpasusoBanu. Aeaa Illenbepra,



204

MY3UKOAOTHJA / MUSICOLOGY 28-2020

Bebepha 1 bepra AyOHHCKM Ce aHAAMBHPA]y, IITO YKa3yje Ha IIOIITOBAbE BUXOBOT
ymeha 1 mosHaBarme KOMITO3HIJMOHHX TEXHHKA KOje Cy OHU KOPUCTHAU. MehyTuM,
Te aHAAM3e HeMajy 3a Il Ad ACMOHCTPHPAjy YHY TPy KOXe3Hjy THX AeAa, Beh
Ipe AMjaAeKTHKY M ABOCMHCAEHOCT AyOOKO yKopemeHe y buMa. Kapakrepumry
UX, TaKol)e, Pa3AMMHUTH IPHUCTYIIN CAMOM TOHAAHOM CHCTEMY: HeroBoj TPajHOCTH,
BPEAHOCTH U OIICETy YTHIaja Ha AQHAIIETr CAyIIAola. 3HAYajHO je Aa My3HUKa
Apyre beuxe IIKOAe HUje CBeAHA HA TIPOOAEM HOBe METOAEe KOMITOHOBAma, Beh
Aaje IIOACTHIAja 32 Pa3MHUIILbabe O MUTAY eKCIpecHuje U AyXoBHe nopyke. Kao
TaKBa, OHA OCTaje CBeAOYeHe O ersUCTeHIIUjaAHO] KPH3H U ITOKYIIajHMa HeHOT
IpeBasHAQKerba. Y omucuMa ce Takohe moxe Hahu ckaoHOCT Ka Kopuurthemwy
MeTadopa, IITO CBEAOYH O IIPOMEHAUBUM KaTeropujaMa My3HUKOT MUILAEHA.

KnY4HE PEUM: Apyra Oeuka mxoaa, Buroap Ayrocaascku, Hepl Aurern, XeamyT
Aaxenman, [ Tonaran Xapsu, HCTOPHjCKO IPUCBajabe, HAIIUCH CABPeMeHNX KOMIIO3UTOPA
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Pey je 0 AMpeKTHOj H30MeTPHjHU KOja ce 30Be yeHmpaina pomayuja. LlenTpasHa
POTalHja yCAOBAABA XEMUOAHO CTPYKTYpPHUCAEe MeTpa. XeMHOAe Cy UACHTU(HKOBaHEe
C IIPABUAHVM U HE[PAaBHAHIM TeOMETPHjCKMM $pHrypama (IPBEHCTBEHO TPOYTAOBHMA)
IOCPEACTBOM ApTHLHje 1 KoMnosuimje (MHAeKCHOT ) 6poja oapeleHor criekrpaasor
xapMoHuKa. [ TapTrripja v koMmosumpja 6poja kojuMa ce 6aBH AUCKPETHA MaTEMATHKA,
C jeAHe CTpaHe, U, TEXHUKA XOPU3OHTAAHUX XeMHOAQ, CBOjCTBEHA IIOAUPOHHU]H CyO-
caXapcke pertje, C ApyTe CTpaHe, HOCAY>KHAH Cy KaO CPEACTBO 32 OCTBaperhe MeTOAQ
KOjuM 61 ce H30MeTpHjcKa TpaHCcGOpMaLiHja [ieHTPAAHE POTALIMje PeaAn30BaAd y
(Mys3¥aKOM) BpeMeHy.

KY4YHE PEYU: puTaMm, AaMOAOMa, IOAUTOHAAHHU OPOj, H30MeTpHUjcKe TpaHCPOpMALIHje,
LIeHTPAAHA POTALIH)a, CIIEKTap, TPOYTa0, XeMUOAE, AUCKPETHA MaTeMATHKa, AP THIHja 6poja,
noAndoHuja cy6-caxapcke peruje

YBoOA

IIpuMeHa LeHTpaAHe poTallMje Ha MPOjeKTOBaHe MeTPO-PUTMHUYKE eHTHTeTe
M0jeAMHAYHUX XapMOHHMKA CIEKTPA YMHU HACTaBaK CTyAMje O IMOTEHIUjaAHUM
mMoryhHOCTHMa My3HYKO-MaTeMaTHYKe AHAAU3€E MPBEHCTBEHO KPO3 MPHU3MY
IIAQHMMETpPHje U TPUTOHOMETpHje.

ABe peTxoaHe ayTopoBe Kibure: Mukpounitiepeaiu y cliieKitipainoj ieometipuju
(2015), u Cilexitiparna wpuionomeinpuja (3acnueatoe yHusep3arne mMy3usxo-
maitemainiuyke anaiuse) (2017), 6asupaHe Cy Ha METOAY TIPOjeKIiHje T10jeAMHAYHAX
XapMOHUKa cIleKTpa. MeTop 0 kojeM je pey, pasBHO Ce TOKOM Papa Ha AOKTOPCKOM
YMeTHHYKOM NpOojekTy: Baitiaa, ipesyqujymu 3a tygauku opxecitiap ca TeOPUjCKOM
CTYAHMjOM KaO CacTaBHUM AeAOM mpojexta: Ilpumena muxpoinonasnociau (a) y
UHCTHPYMEHITLAAHO] OAUCKOUCTIOHHO] U OAAKAHCKO] MY3UYU POAKAOPHE TipoBeHUjeHYlje,
e (6) Y UHCHAPYMEHIAAAHO], KAMEPHO] U OPKECTAPCKOj MY3UYU aKyClu1Kol tuia
y caspemenoj 3aiiagroj ymeinnuukoj mysuyu (LoKyuiaj 3acHusara jegre ayiioHomHe
CilBAPALAYKO — KOMUAOSUTHOPCKe KOHYeiiyuje), 2014. TOAUHE. Y IIUTakby je alCTPaKTHA
IPeACTaBa IIPOjeKTOPA KOjUM OH Ce CyIIepIIO3UIIMOHUPAHN XaPMOHHIIHM 00pa3oBaAH
Y METPO-pPUTMHYKOj paBHHU. Y Kibusu Mukpouniiiepsaiu y cieKitipainoj ieometipuju, a
noce6Ho y kwusu Cilexiipaina wpuionomeiipuja (3acHusare yHusep3aire my3u4ro-
maitlemainiuke andaiuse), OCBETAHEHa je IpobaeMaTnka AOBolerba y Bey ojeAMHAIHIX
(MHTepBaACKUX M aKOPACKHIX) OAHOCA XaPMOHFIKA CIIEKTPa C TeOMETPHUjCKUM $Urypama
(npBencTBeHO PHrypom Tpoyraa). Ped je 0 akOpACKOM TPOYTAY Kojer 61 YMHHAE TP
He3aBHCHO M30A0BaHe GppeKBeHIje ukje 61 MOPeKAO OUAO Y TIPOU3BOSHOM OCHOBHOM
TOHY criekTpa. OpeKBeHIje 0 KOjIMA je ped YHHUAe O1 i IpeceKe MeTPHUKHX AYXKUHA,
Koje Cy IOCPEACTBOM IIPOjeKTOpa AOKa3aHe KPO3 MaTeMaTcke popMyAalltje MeTpo-
PUTMUYKUX PacTOjarba.

IToToM je ocBeTseHA M APYTa CTPaHa CIEKTPAaAHOT HM33, KOja Ce pacIpoCTHpe
HMHBEP3HO, ¥ OTA€AAAY, UcHOA PyHAaMeHTa. Ped je 0 cyMallMOHMM TOHOBHMA
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APATAH AATUHYHN'R
LIEHTPAAHA POTALTUJA ITPABUAHMX (U HEIIPABAHUX) MY3UYKUX [TOAUTOHA

(cy6aAukBOTHMA) YHjU Ce M3BOA BPIIY CTAPUM IIUTATOPejCKMM IOCTYIIKOM IIO3HATHM
TIOA UMeHOM Aambgoma. Ha Taj HaduH, ApepeHIIpaH je CIIeKTPAAHU IPOCTOP Y KOjeM
Ce Capa yo4yaBajy ABa PerHOHA: FOPe—AeBO/AECHO U AOA€—A€BO/ AECHO.

ITocAy>xHBIIH Ce OIIeT METPO-PUTMUYKOM IIpOjeKnujoM, y Kibusu Clexiipaina
ipuioHomeitipuja AOKasyje ce IpuMeHASUBOCT IIuTaropuse TeopeMe Ha TEeMIIOPAAHOCT
IojeAMHAaYHMX XapMOHHMKa criekTpa. [IpumemeHa je ussepeHa popmyaanuja Koja
nocpeactsoMm npse [Turaropuse Tpojke raacu: (3/x)* + (4/x)* = (5/x)* menunonem
Pa3AOMKA YCIIOCTABEEH je peA KOjuM 01 ce H30IITPaBaAd MHTOHATHBHA PE30AyIIHja
CBOjCTBEHA 3a CHCTeM AATOT XapMOHHKa y ciekTpy. OBakas pea je ayTopa HaBeo
Ha Tpar Aa Ceé OAHOCH KOjH CYy BaXXHAHU 32 AAMKBOTHHU CHUCTEM MOTY AOCAEAHO
TpaHCPOPMHCATH y A€CTBUYHHU/ TEMIIOPAAHH CHCTEM, a I1€0 IIPOIIeC AOBEAEH je ¥
Be3y Ca H30MeTpHjckoM TpancPopmanujom. [Topea Tora mTo je mpu upeHTUGUKAIH U
AYXKUHA CTPaHHUI]A TeOMeTpHjcKe Urype My3UUKOr TPOYTAA KOHCTATOBAHO Aa
TeMeHa TPOYTAA ITOCTajy U30A0OBaHe PpeKBeHIle M0jeAMHAYHHX XapMOHHUKA CIIEKTPa,
npumeheno je, Takohe, Aoa MeTpHuKe mpojexiuje mop oapeheHuM nmpeceruma
06pasyjy u yraose. CAeAUBIIH TBPAKY HeMadyKoT acTpoHoMa Joxarneca Kemaepa,
A3 KBUHTHH yrao oAroBapa TpehuHM Ay>KiHe AyKa OIIMCAHOT KPYra OKO TPOYTAQ,
OCTaAM CIIeKTPAAHH YTAOBH KAACUPUKOBAHHU CY joll y cTyAuju Mukpounitiepsaru y
CleKilipasHoj ieometlipuju, Te AOBEAEHH Y CTPOTY TAQHUMETPHjCKY U TPUTOHOMETPH)CKY
pasan. Y xwusu Cilekilipaina ipuionomeiipuja (3acHusarse yHusep3asHe My3uKo-
MaillemainiuuKe anaiuse), y HeKOAUKO HaBpaTa, KOHCTPYUCAHH Cy HPABOYTAH,
OWITPOYTAU U TYTIOYTAU MY3UYKU TPOYTAOBU. II0TOM ce mpeIAo Ha KOHCTPYKIH)y
TPHOTHOMETPH]jCKUX KPYTOBa IIpeMa HHTePBAaACKUM aMOUTYCHMA. 3aTHM Cy OITHCaHe
TEMIIOPAaAHO-UHTOHATHBHE AMCTaHIle ¥ OAHOCY Ha IIPOU3BOMAAH MTOYETHH AeCTBHYHU
IIOAO3Kaj KOje OU ce, Aame, MOTAE TIPATUTH Ha Ipady MojeAnHe TPUTOHOMETPHUjCKe
$yHKIIMje: CHUHYCOMAU, KOCHHYCOMAM, TAHT@COHAM.

AHAAMTHYKH IPUCTYII IPOOAEMATH30BaY CIIEKTPAAHUX PErHOHa pOPMHUPAO ce
U3 ayTOPOBe HaMepe 32 PelPOCTOPUpPamheM 3ByKa TOKOM KOMITO3HLIMOHOT ITpoljeca.
PenpocropupameM 3ByKa, Kao jeAHOM OA MPUMapHUX MHTEHIIMja CTBApaola,
a CarAeAQHOT KPO3 MCTOPHUjCKU KOHTEKCT, 6ABUAN Cy Cé MHOTHM KOMIIO3UTOPH
TOKOM IIPOIIAOT BeKa. AyTOp TeKCTa OBAE Ce OTPAaHUYaBa CaMO Ha MHTEHIH]y Kao
3ajeAHHYKHU CaApKaAall C KOMIIO3UTOPHMA KOjU Cy Pa3BHjaAl COIICTBEHE METOAE
y kpeupamy aeaa. Klangfarben Texuuka kommnosuropa Apyie beuke uikore, UAH,
MecujanoBa cepujaAusanyja puTMa, y OBOM KOHTEKCTY, YIIPaBO MOTY Ad TIOCAyXKe
Ko 3aje AHMYKM HIMEHUTEeM, TParakha 3a peIpoCcToprupameM 3ByKa. Pasauke mocroje
M KOA TIOMEHYTHX KOMITO3UTOPA YIIPABO ¥ 6OTATCTBY PA3AMUUTOCTH METOAOAOIIKHX
npuctyna. MehjyTum, ayTopoB MeTOAOAOIIKY IPHCTYII YCAOBAABA Mathe OUeKUBaH
CAeA KOpaKa OA OHOT KOjH je IPUMapHO HaMeTHYT TOKOM KOMITO3HI[MOHOT IIpolieca,
a oraepa ce y usbopy (MeH3ypaAHHMX) METPO-PUTMHUYKUX, HAH HEMEH3YPAAHUX
(aneaTopMYKKMX) TeMIIOpPaAHMX KOMIOHEHTH, KA0 IPUMAaPHUX KOMIOHEHTH, a
0A KOjUX O 3aBHCHAE CBe OCTaAe KOMIOHeHTe 3Byka. OBUM MeTOAOM pa3Buja
Ce CBeCT O TOMe A reoMeTpHjcka GUrypa, Kao pojeKToBaHa MeTPO-PUTMHUYKA
KOHCEeKBEHIJa CIIeKTPaAHHX ITPOIOPIIHja, ITOCTaje CPEACTBO 32 KOMIIOHOBAKE ACAQ,
Ka0 TEMIIOPAAHHU 3HAK OAHOCHO — CUMOOA.
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1. IIOAUTOHAAHO CTPYKTYPUCAE BPOJA

bpoj ce onucyje raudpom.* Bpoj cTpykTypuine eaeMeHTe U YCAOB&»ABA HUXOBE
mehycobne opnoce. XapMOHUKe CIIeKTpa MMeHyjeMO peAHHM OpojeBHuMa.
IToauronasne AnHUje u3 pegepeHTHUX CUCTEMA NT0jeAMHAYHHX XapMOHHMKA CIIeKTpa
MOT'y Ce IIPeACTaBHTH LeAuM 6pojeBuma. eomerpujcke ¢purype (moauronn) 6w,
CXOAHO TOMe, MOTAE AA Ce HACHTHUKY)Y 1 AeUHHUILIY IpeMa 0OMMY XapMOHHUKA
crexrpa. CriekTpasHe reoMeTpujcke Gpurype 6rae O CTPYKTypUCAHE TIOCPEACTBOM
naprunyje.’ ITocToju 3HaYajHA pasAMKa Y HOAUTOHAAHOM CHIPYKILYypucatsy bpoja,
a, y OAHOCY Ha iieopujy dosuionarnux (Puiypamiuenux) 6pojesa ca n gumensuja.*
TToAMroHAaAHO CTPYKTypHCare Opoja MOXKEMO AOBECTH Y Be3y Ca KOHIJEIITOM ,,0poja
ABa 1 ABojcTBa, KOpeHa mojma xoju cy I'puu 3Baau ,Mcro u Apyro) rae je Apyro
Heoppehenn cxym 6pojesa Behux oa Jepan. MsBecHa aycTpaAnjcka maeMeHa, Kao U
Bymmanu us jyxae AQpuke, KOPHCTe Ty AUjAACKY HyMepalijy ca CaMO ABa CUMOOAA
3a jeAQH M ABA; TAKO je CBAKH APYTH 6poj KOMOMHAIIMjA OBUX, HA IPHIMEP § =2 + 2 + L.
Apyre npumuruBHe 3ajeannne (y KaandopHuju, Ha npumep) KopucTe Hymepanujy
y K0joj je uetupwu Hajsehu 6poj (na np. 7 = 4 + 3), Heku oner (Apyaku us Jyxue
AwMepuke) UMajy KBUHApHY Hymepauujy (mpupoaHy, 360r 6poja mpcTHjy Ha pyLm),
anocroje u TakBu (y ApuLH) KOjH KOPUCTe XeKCaAHy, ca Hajsehum 6pojem mect”
(Tuxa 1987: 4).

IToanronaane 6pojese unHe eaeMeHTH (TauKe) Kao XOMOTeTHYHO pacTyhe
popMe ImpaBUAHUX TOAUTOHA. Pasauky usmely soauionasnoi 6poja u iosuionasnol
ciipyKinypucarwa 6poja, y OCHOBH OU YMHHO U360P Apyraumjer cpeacTsa 3a
KOHCTPYKIHUjy. [Ipu IOAUTOHAAHOM CTPYKTYpHCalkby padyHaMoO Ha MapliMjaAHH
CerMeHT YKyIIHe Ay’XH XapMOHHUKA HCKa3aHOT IleAuM 6pojem. Crora, Ha mpumep,
noauronassu (Tpoyraonu) 6poj 3 jecre u 6poj Koju je IOAUTOHAAHO KOHCTPYUCAH
MOCPeACTBOM MapTHIUje TPHjy CBOjUX jeAHAKuX cTpaHuna (1 + 1 + 1), Te Tako

> Tau¢ je mapa nau rpadpuuxu o6auk. ITpernosHajemo ra kao sHak y oapeheHom cucremy nucama. Taj
3HAK MOYKe OUTH CAOBO, P2, MHTEPIIyHKLHjCKH HAU CIIELIMjaAHH 3HAK.

3 Tlaprunmja npupoaHor 6poja n je IpeacTaBaare 1y 06AMKY 361Mpa HEKOAUKO IIPUPOAHUX OpojeBa,
TIpH YeMy je pepocaes cabupaxa He6uran. Ca p(n) osnavasamo 6poj maprunuja n. Ha mpumep: 4 =3 +1
=2+2=2+1+1=1+1+1+1;Tejep (4) =s. [Tapruryja ce, rpaduuxy, yecto npeacrasra Gepepcosum
AHjarpaMoM; Ha IIpHMep:

00 o0O0oO

o o

TopeHaBeAeHU AUjarpaM MpeACTaBaya NapTULKjy 6poja 7 (5 + 2), rae 6poj Tayaka y BpCTH OATOBapa jeAHOM
CabHpKy; CTU IIPUMEP MOXKE AA CE YMTA M II0 KOAOHAMA, Ka0 MapTHULWja: 2 + 2 + 1+ 1+ 1 6poja 7. 3a ABe

OBaKO ITOBE3aHe HaPTI/IIII/[je KaXXeMo Aa cy KOijI'OBaHe.

4 Y mpocropy ca ABe AuMeH3Hje (paBHH), IOAUTOHAAHH 6POjeBH OATOBapajy 6pojeBuMa Tayaka
pacnopeleHux Tako Aa mpeAcTaBsajy XoMoTerHdHO pactyhe popme (Tj. candne durype) npaBUAHEX
noaurona. Tpoyraouu 6pojesu cy: 1, 3, 6,10, 15, 21, .., (n « (n+1)) / 2, (pasauxe ABa 1o ABa ysacromnsa

YAQHA AQjy HU3 IPUPOAHHX OpojeBa 1,2, 3, 4, 5, ..., fyen).
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YMHH jegHAKOCTUPpanu4an iipoyiao. JeAHaKOCTpaHUYaH TPOYTAO jecTe reOMeTPHjCcKa
durypa xoja je pedpepenrHa 3a cucteM Tpeher xapMonuka crnekrpa. Mehyrum,
0poj s Huje TpOyraoHu 6poj HAKO MOXKe IOCTATH OPOj KOjU je MOAUTOHAAHO
(TpoyraoHo0) KOHCTpyHCaH NOCPEACTBOM NApTHUIHje TPHjy CBOjUX eAeMeHaTa
(cTpannua) Ha caepehu HaumH: (2 + 1+ 2). CXOAHO OBOMe, y pedepeHTHOM CUCTeMy
IIeTOr XapMOHHUKa criekTpa Moryhe je o6pasosaru (cilexilipaitu) jegnaxoxpaxu
impoyiao. Taxohe, Hu 6poj 7 HHje TPOYraoHU OPOj MAKO MOXKe IIOCTATH OPOj Koju je
MOAUTOHAAHO (TPOYraoHoO) KOHCTPYHCAH OCPEACTBOM NAPTHLHje TPHjy CBOjHX
eaeMeHaTa (cTpaHHLA), M TO Ha ABa HaumHa: (1 + 3 + 3) nam (2 + 2 + 3). CxopHO
OBOMe, y pepepeHTHOM CHCTEMY CEAMOT XaPMOHHKa ciekTpa Moryhe je o6pasosaru

qaK) ABa (cﬁe:cmpa/ma) jeguaxoxpaxa iwipoyira. Ca OBaKBUM 3aIaXkKarmbeM, MOXe ce
PasBHTH METOA 3a IIOAMTOHAAHY KOHCTPYKLHjy 6poja (xapMOHHKa), y KojeM 61 L
IPEBACXOAHO OHO AQ eAeMEHTH ITOCAYKe Ka0 XOMOTEeTHYHO pacTyhe popme, Kako
IIPaBHAHHX, TAKO M HETIPABUAHHX (My3W4KAX) IOAUTOHA.

Caepn Taberapuu mpukas Moryhux naprunuja npupoaHor 6poja (oAHOCHO
XapMOHHKa). XapMOHHUK je 06eAexkeH y 3arpapu peAHnM 6pojeM (AeBo 0 3HaKA
jEAHaKOCTH), AOK j€, C AECHe CTpaHe Op 3HaKa jeAHaKOCTH, obeaeskeH 6poj mapTuiumja
uspasom p(n). Tabeaa (1)

TaGena 1. Bpoj Moryhux naprunuja nojefHHauHuX XapMOHHKA CHEKTPa

p{1%)=1 pily=2 p("=3 p@)=5 p (%=1
p (6" =11 p (T =15 p(8H=22 p (9" =230 p(10% =42
p(11%=56 | p(129%=77 | p(13%=101 | p(14%=135 | p(15H =176
p(16%=231 | p(17)=297 | p(18"=385 | p(19")=490 | p(20") =627
p(219=792 | p(22%=1002 | p(23°)=1255 | p(24")=1575 | p (25°) = 1958

2. TEXHUKA XOPU30OHTAAHUX XEMHOAA LIEHTPAAHO-AGPUYKE
1 3ATTAAHO-AOPUYKE ®OAKAOPHE ITPOBEHHMJEHITHU]JE

TTOAMIOHAAHO CTPYKTypHCathe 6poja y Be3H je ca TEXHUKOM XOPU30HTAAHUX
xemuoaa. OBa TexHuUKa je IpUCYTHA Y pOAKAOPY MHOTHX Hapopaa. Ocspuyhemo ce
Ha OCHOBHHU MOAEA KOjU Ce MOXKE CPeCTHU y TOAUPOHH)jH Cy6-caxapcke peruje. Ped je
0 TIPOjeKIHjU BEPTUKAAHOT OAHOCA (3 : 2) Y XOPH3OHTaAHH OAHOC (3 + 2) Koju hemo
[IOCMaTpaTH Kao jeAUHCTBEH EHTUTET, YIIPaBO KAKO caonurrasa Mysukosor Kopu
Arasy: ,[The] resultant [3:2] rhythm holds the key to understanding...there is no
independence here, because 2 and 3 belong to a single Gestalt” (Agawu 2003: 92).
(Tabera2u3).
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Tabena 2. MeTpo-pUTMHUKA MPOjEKIIH]ja CYNePHAPTHKYIAPHUX CIEKTPATHUX

HMHTEPBAJICKHUX OJHOCA (XOPU30HTAIHE XEMUOJIC)

METPO-PHTMHYKR NIPOjEKIIHja CYNePnapTHKYIapHHX
CIICKTPATHHX HHTEPBAICKHX 0HOCA (1aMOI10Ma NPHHLIHIT)

TEOMETPHJCKO
obencKasaibe

y 1

3
2+3~ " =

4 MWWW%HMWMMW

ilu

0312 H= 4 u_rl_r_lr_ll_r J
. 3"‘1’ 3 ]
7l u |_r J I'_I_fl_l'_l 3 2
a
3 e i i BT I LS T
D4:3 oL 3 | 73
= 4&&4&|u.||_u|_u|_u
w a
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Tabena 3. MeTpo-puT™MHUKa MPOjeKIMja BULIECTPYKHUX CYNEpIapTUKYIAPHIX

CIEKTPAIIHAX MHTEPBAICKUX OJJHOCA (XOPU30HTATHE XEMHOJIE)

METpPO-PUTMHYKA HPOjeKINja BUIIECTPYKHUX CyNepIapTUKyIapHUX

CHEKTPATHUX UHTEPBAICKUX OHOCA (JTaMOJ0Ma MPUHIIMIT)

reoMeTpHjCcKO
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3a moverak heMo mocMarpaTu mpojeKIujy cClieKTpasHe CTPYKTYpe Y K0joj
npeoBaabyje oaHOC (3:2). Y OCHOBHU CTPYKTYpe Ce, IPH IPOjeKLHj1, Merba PUTMUYKA
akIleHTyanuja, e he ce Ha MecTy npeaBul)eHOM 3a TPH jeAHAKE PUTMUYKE jeAHHHIIE
jaBuTH ABe (AyOAa), a Ha MeCTy IpeABHDEHOM 3a ABE jeAHAKe PHTMHUYKE jeAMHHIIE
jauhe ce Tpu (TpHOAA A jeAHAKOCTPAHUYHM TPOYTao0). 3a OBaj HOCTYIIAK MOPaMO
Ce IOCAY>KUTH ACTPHOYIIHOjOM pedepeHiliHux PUTMITIKHX jeAUHHII y3 IToMoh KOjux
0¥ Ce METPO-PUTMUYKA MOAYAQLIHja H OCTBAPHAQ. Y CBAKOM OA HAaBEACHHX IIPHMepa,
Y AdmeM TeKCTY, jegHy putiimu4ky 4eitispriuny ipegcinasuhemo 6pojem jegan (1). Aa
61 ce OCTBapHAA AyoAa (2) Ha METPHYKOj OCHOBU OA TPH (3) PUTMUUKE 4eTBPTHHE
xopuctnheMo ce ca weciti pUTMUIKUX OcMHHA (6/2) OA KOjux 61 IpBa 1 4eTBPTa
6uae akyeHTOBaHe. Aa 6MCMO AOGHAY TpHOAY (3) Ha METPHYKOj OCHOBH OA ABe (2)
PUTMHYKe YeTBPTHHE KOpUCTHheMO ce ca uieciti TPUOACKHX ocMuHa (6/3) 0p Kojux
6u npBa, Tpeha 1 nera 6uae akyenTosane. Ms60p 6poja mect (6) Huje caydajar; oH
je mpousBop o6e (moay)-meTpuake ocHoBe (2 « 3). OBo mpaBnAo Baxkuhe 3a 61a0
KOjH IPOjeKTOBAHU OAHOC BUIIMX XapPMOHHKA. AKO jeAHY PUTMHUYKY YeTBPTHHY
npeacTaBumo 6pojeM jepaH (1), MaTeMarcka meMa 61 H3TAEAAAA OBAKO:

(2+3/2) + (3 +2/3) =6/2+ 6/3 =3 + 2. [IpojekroBana MeTpo-puTMUIKa popMa
MOJKe A2 ce TocMaTpa u obpatHo: (3 «2/3) + (2 «3/2) =6/3+ 6/2 =2+ 3; u0BO
IPABHAO BAXKHU 32 OMAO KOjU IIPOjeKTOBAHU OAHOC BHIIHMX XapMOHHUKa. IToraeparn
Tabeay (2a).

OBHMM MOCTYIKOM AOA23MMO AO 3aKnydKa Aa 61 ayoaa (2), Ha 6uAO K0joj
MeTPHYKO]j IIAATGOPMH, MOTAA A Ce KOHCTPYyHIIIE ¥3 TOMOh AUCTPHOYIIHje PUTMUYKIX
jeAMHHIIa Koje 4nHe MoA0oBHHY (1/2) y OAHOCY Ha 0Aa3Hy (OCHOBHY) METPHYKY
BpeaHocT (1). OBakBa TBpAA BpeAesa OH 1 32 CBe OCTaAe XEMUOACKE TpYIIe.
Purmmuka Tproaa (3) MOKe ce KOHCTpyHncaru y3 noMoh AUCTpU6YIMje PUTMUYKIX
jeanHHIIa KOje capa uuHe Tpehuty (1/3) y OAHOCY Ha OCHOBHY METPUYKY BPEAHOCT
(1). PepepenTHa pUTMHYKA jeAMHUIIA je CPEACTBO 32 KOHCTPYKLUjy XeMUAOCKE IpyTIe:
(a) purmmaxom ocmuHOM (1/2) KOHCTpyHe ce Ayoaa (2); (6) TPHOACKOM OCMHHOM
(1/3) xoHcTpyuime ce Tproaa (3); (B) purmirakom mecHaecTHHOM (1/4) KOHCTpywIIe
ce kBapToAa (4); (r) KBUHTOACKOM IIecHaecTHHOM (1/5) KOHCTpyHIIE ce KBUHTOAA
(5), 1 Tako Aame. MOKEMO A2 IPUMETHMO AQ je XEMHOAHO CTPYKTYpHUCathe MeTPa, y
OBOM CAy4ajy, y Be3u ¢ lambdoma npusiumom.

Y mpojeknuju cecKBUTePLUjaAHOT BEPTHKAAHOT 0pAHOCA (4:3) Koju 6u 6uo
CTPYKTypucaH Kao 361p (4 + 3), OIeT ce CAYXXMMO AUCTPUOYIINjOM PUTMHIKUX
jeAnHMLA (TPHOACKMX OCMUHA M PATMHYKMX IIECHAECTHHA), a, Y3 ToMoh Kojux
OH ce METPO-PUTMHYKA MOAYAAIIUja M OCTBApHAA. Aa GUCMO AOOHAU TPHOAY Ha
METPUYKOj OCHOBHU OA YETHPH YeTBPTHHE KOPHCTHheEMO ce ca g8aHaecili TPHOACKHX
OCMHHA OA KOjuX O IpBa, meTa U AeBeTa bOuAe akijeHTOBaHe. Aa 61CMO A0OUAM
KBAapTOAY Ha METPUYKOj OCHOBU OA TPH PUTMUUKe YeTBPTHHe KoprcTuheMo ce ca
g8aHaeciii PUTMIYKUX IIECHAECTUHA OA KOjUX O IIPBa, Y€TBPTA, CEAMA U AeceTa OrAe
akieHToBane. s6op 6poja ABaHaect (12) HU OBA€ HUje CAy4ajaH; OH je IIPOM3BOA
o6e (moay)-MeTpuuke ocHOBe (3 » 4). AKO 6HCMO jeAHY PUTMHYKY 4€TBPTHHY
npeacTaBuau 6pojeM jeaat (1), MaTeMaTcka Iema 61 3rAeAQAQ OBAKO:
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(3+4/3) + (4 +3/4) =12/3+12/4 = 4 + 3. [loraeparu Tabeay (2b).

Y IpOjeKInji OCTAAMX CYTePIAPTHKYAAQPHIX OAHOCA BUIIHMX XapMOHHKA Ka0 IITO
cy sesquiquarta (5:4), uam, sesquiquinta, (6:5), uam, sesquisexta (7:6), 1 Tako Aame, a
Koju 61 6uau cTpykrypucanu caeaehum s6uposuma: (5 + 4), uan (6 + 5), nam (7 +
6), IPYHILIMII je MCTH; OIIeT Ce CAY>XUMO AUCTPHOYLINjOM PUTMUYKHX jeAMHHIIA Y3
noMoh kojux 61 ce METPO-PUTMUYKA MOAYAALHja i ocTBaprAd. Caepe MaTeMaTcke
(mpojexToBaHe METPO-PUTMHUHKe) IIeMe 32 FOpe-TIOMEHyTe OAHOCE:

Ipojekuuja nponopuuje sesquiquarta: (4 « 5/4) + (5« 4/5) =20/4 +20/5=5+ 4.
TToraeaatn Tabeay (2c).

ITpojexuuja nponopuwuje sesquiquinta: (5« 6/5) + (6 + 5/6) =30/5+30/6=6+5.
IToraeaarn Tabeay (2d).

Ipojexuuja nponopuwuje sesquisexta: (6 « 7/6) + (7+6/7) = 42/6 + 42/7=7+6.

Cyuiepbuiapiuiting v cyieplipuilapiiuiiing’ pojeKyuja Ipuapase O¥ OmITeM
THITy pa3Mepa, C TUM IITO IIOCTOjU U3BECHA PA3AMKA Y OAHOCY Ha FOpe-IIOMeHyTe
CyneprapTUKyAapHE TUIOBe MpojeKknuja (MUCAU ce Ha MPoOjeKIuje HajBUMHUX
XapMOHUKA y II0jeAUHOM pedepeHTHOM cHcTeMy). Y Cynep6HIapTUTHOj pasMepu
Opojuaall pa3saoMKa je ABOCTPyKO Behu Hero mro 61 610 y CymeprapTUKYAAPHO]
pasmepH. Pernmo, BepTHKaAHN OAHOC (5:4.), KOjU Ce MOSKe TIPEACTABUTH 30MPOM ABAjy
pasaomaxa (4/4 +1/4), 4MHHO 61 CyepIIAPTHKYAAPHY PasMepy ABajy XapMOHUKA,
AAU BEPTUKAAHU OAHOC (5:3), KOjU Ce MOXe IPEACTABHTH 36MPOM ABajy pasAoMaka
(3/3 + 2/3), 4uHNO 6U Cynep6UNAPTHTHY pasMepPy ABajy XapMOHHKA M3 HCTOT
pedepeHTHOT CHCTeMa IIeTOT XapMOHHUKA CIIEKTPA, 3aTO IITO je OpOojuAal] — KOHKPETHO
APYTOT Pa3AOMKa KOjH YMHH CabHpaK — ABOCTPyKo Behn.’

Uy cynep6unapTUTHOM BEPTHKAAHOM OAHOCY (5:3), @ KOju 61 Y XOPH3OHTAAHO]
npojexnuju 610 mpeAcTaBreH 36upom (5 + 3), CAYXKUMO ce AUCTPUOYLHjoM
PUTMHYKHX jeAMHHALA (TPHOACKUX OCMUHA U KBUHTOACKUX IIECHAECTUHA) Y3 momMoh
KOjHX 61 ce MeTpO-PUTMHUKA MOAYAQIIMja U OCTBapHAA. Aa OUCMO AOOUAU TPUOAY
Ha METPHYKOj OCHOBH OA IIeT PUTMHYKHX YeTBPTUHA KopucTuheMo ce ca ieiliHaecii
TPHOACKHX OCMHHA OA KOjUX OM IIPBa, IIeCTa U jeAaHaecTa OuAe akijeHTOBaHe. Aa
OUCMO AOOHAM KBHHTOAY Ha METPHYKOj OCHOBH OA TPH PUTMUYKE YeTBPTHHE

5 Ha uspase xao mro cy cyneprapTKyAapHa, CyrepOUIapTHTHA HAU CyIepTPUIIAPTHTHA pa3Mepa,
Haumao cam y kwusu Filozofija i mistika broja (Gika 1987).

6 OBae BpeAU CIIOMEHYTH Ad je Y pepepeHTHOM CHCTeMy IIeTOT XapMOHHKA CIIeKTPa OCTBAPAUBA H
BHIIECTPYKO CYHePIapTUKYAAPHA Pa3Mepa, KOHKPETHO — ABOCTPYKO CECKBHAATEPHA, Koja 61 y 6pojuorry
CaApKaAa ABOCTPYKH MMEHHAQL] TIAYC TOAOBUHY). IIpuMep 3a BUIIECTPYKY CYNepNapTUKYAAPHY
IpONOpLHU]jy, YNHUO 6K OAHOC ABAjy XapMOHHKa (5:2), koju 61 Ipu pacTaBryary Ha YAAHOBe 61O

cTpyKTypHcaH Ha caepehn Haunm: (4/2 +1/2=5/2).
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Kopuctuhemo ce ca ieiliHaecili KBUHTOACKHX IIECHACTHHA OA KOjHX OH IIPBa, YeTBPTa,
ceAMa, AeceTa M TpUHaecTa 6uae akieHToBaHe. M360p 6poja metHaecr (15) Hu oBAe
HHje CAy4ajaH; OH je Mpou3BoA obe (1oAy)-MeTpHuke ocHOBe (3 « 5). AKO 6HCMO jepHy
PHUTMHYKY 4eTBPTHHY IIPEACTABHAH OpojeM jeaaH (1), MaTeMaTcka Iema 61 H3raepana
OBaKo:

(3+5/3) + (593/5) =15/3+15/5=5+ 3. [loraeaarn Tabeay (3a).

Y BUIIECTPYKO CyIeprapTUKyAQPHOM BePTHKAAHOM OAHOCY (5 : 2), a Koju 6u
Y XOPH30HTAaAHOj IIPOjeKIUjH 610 IIpeACTaBseH 361poM (5 + 2), OIeT ce CAYXKUMO
AMCTPUOYLUjOM PUTMHYKUX jeAnHHNA (geceill pATMUYKUX OCMHHA U geceill
KBHHTOACKHX IIeCHAaeCTUHA) y3 moMoh Kojux 61 ce MeTpO-pUTMUYKA MOAYAQLIH]jA
u ocTBapuaa. Us6op 6poja aecer (10) HU OBAe HUje CAydajaH; OH je POHU3BOA 0be
(moay)-merpuke ocHoBe (2 « 5). Maremarcka mema 61 H3raepana OBako:

(205/2) +(5+2/5) =10/2+10/5=5+2.

Y cynmepTpHIapTHTHOj pasMepH 6pojuAall pa3sAoMKa je TpocTpyko Behu Hero
IITO je 6MO y CyNepIapTHKyAAPHOj pasMepH. Perumo, BepTUKaAHU 0AHOC 7:6 (mTo
je 6/6 +1/6) unHKO 61 CyNepIAPTUKYAApHY PasMepy ABajy HajBUIINX XapMOHHKA
13 pedePEeHTHOT CHCTEMA CeAMOT XapMOHHKA CIIEKTPa; BEPTHKAAHH OAHOC 7:5 (mTo
je s/5+ 2/5) uuHMO 6U CynepOUNapTUTHY pasMepy ABajy XapPMOHHUKA U3 HCTOT
pedepeHTHOT cuCTeMa; Hajsap, BEPTHKAAHU OAHOC 7:4 (IITO je 4/4 + 3/4) unHuo
OH TaKO — CyNepTPUNAPTUTHY PA3MePy ABAjy XAPMOHUKA U3 UCTOT FOpe-IOMEeHyTOT
pedepenTHor cucTema (ceamor xapmoHHKa criekrpa). [Ipumehyjemo aa ce 6pojuaary
¥ Pa3AOMKY KOj1 YMHH OCTaTak cabupka nosehasa (3a cynepbunaprutHy pasmepy je:
2, AOK j€ 32 CYIepTPUIIAPTUTHY pasMepy: 3).”

Kao 1 A0 capa, 1 y CynepOUIapTUTHOM BepPTHKAaAHOM OAHOCY (7:5) Koju 6u 61o
CTpyKTypHCcaH Kao 36up (7 + 5), mocayxuhemo ce AucTpubyLmjoM op tpugeceti-tieti
KBUHTOACKHX U (ipugecerii-iielli CEIITIMOACKHX IIIeCHAeCTHHA Y3 IIOMOh kojux 61 ce
MeTpPO-PUTMIYKA MOAYAALHja U ocTBapuaa. MI360p 6poja Tpuaecet-miet (35) HH 0BAe
HHje CAy4ajaH; OH je Mpou3Boa obe (moAy)-MeTpuuke ocHOBe (5 » 7). AKo 6HCMO jepHy
PHUTMHYKy YeTBPTHHY IIPEACTABHAH OpojeM jeaaH (1), MaTeMaTcka Iema 61 H3raepasa
OBaKO:

(s7/5)+ (75/7) =35/5+35/7 =7 + 5. [loraeparu Tabeay (3b).

7 OBAe BpeAU CIIOMEHYTH Ad Cy ¥ pedpepeHTHOM CUCTeMY CeAMOT XapMOHHUKA CIIEKTPa OCTBapASHBE U
BHILIECTPYKO CyTepIapTHKyAARPHe pasMepe, KOHKPETHO — ABOCTPYKO cecKBuTepuujaHa (7:3), koja 61y
6pojuoLy cappikara ABOCTPYKH UMeHHAAL nayc Tpehury); 1, TpocTpyko ceckBrastepha (7:2), koja 61y
6pojuoLLy cappiKara TPOCTPYKH MMEHHAQL] TIAYC OAOBUHY). [IprnMep 32 ABOCTPYKY CECKBUTEpPLIHjaAHY
IPONOPLUjy, YMHHO 61 OAHOC ABajy XapMOHHKa 7:3 (IITO 61 IPU pacTaBsarby Ha YAAHOBE UBTACAAAO
0BaKo: 6/3 +1/3 = 7/3). [IpuMep 3a TPOCTPYKY CeCKBUAATEpHY IIPONOPL)Y, YMHHO 61 OAHOC ABAjy

XapMOHHKa 7:2 (IITO 64 IPH pacTaBaalby Ha YAQHOBE U3TAEAAAO OBAKO: 6/2 +1/2=7/2).
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U y cynepTpUNapTHTHOM BEPTUKAAHOM OAHOCY (7:4) Koju 61 610 cTpyKTypucan
ka0 361p (7 + 4), CAY>KUMO ce AUCTPUOYLIHjOM 04 géageceili-0cam PATMHIKUX
LIIeCHAECTHHA U J6ageceili-0cam CeNTUMOACKHUX IIeCHAeTCHHA Y3 IOMON Kojux 61 ce
MeTPO-pUTMHYKA MOAYAALIHja M OCTBapHAd. M360p 6poja aBaseceT-ocam (28) Hu 0Bae
HHje CAy4ajaH; OH je IpousBop obe (moAy)-MeTpuake ocHoBe (4 « 7). Maremarcka
IIeMa 0¥ M3rA€AAAd OBAKO:

(4+7/4)+(7+4/7) =28/4 +28/7=7+ 4. [loraeparu Tabeay (3c).

Y ABOCTPYKO CeCKBHTEPLUjaAHOM BePTUKAAHOM OAHOCY (7:3), Koju 61 6uo
CTPYKTypHCaH Kao 361p (7 + 3), CAy’)KUMO ce AUCTPUOYLHjOM O geageceili-jegre
TPHOACKE OCMHHE U g8ageceili-jegHe CEITHMOACKe IIIeCHAeCTHHe y3 IToMoh Kojux 6u ce
MeTpO-PUTMUYKA MOAyAALHja OcTBapuaa. M360p 6poja ABaseceT-jeaa (21) Hu 0BAe
HHje CAy4ajaH; OH je pousBoa obe (moay)-Merpruke ocHose (3 « 7). Maremarcka
IIeMa 0¥ M3rA€AAAd OBAKO:

(37/3)+(73/7)=21/3+21/7=7+3.

Y TPOCTPYKO CeCKBHaATEpHOM BePTHKAAHOM OAHOCY (7:2), Koju 61 6uo
CTPYKTypHCaH Kao 36up (7 + 2), CAY)KHMO ce AUCTPUOYLHjOM OA HedipHaecill
PUTMUYKUX OCMHHA U HeilipHAecili CEITUMOACKHUX IIeCHAeCTUHA y3 moMoh Kojux 6u
ce MeTPO-PUTMUYKA MOAYAALMja U ocTBapHAa. H360p 6poja uerpraect (14) Hu 0BAe
HUje CAy4ajaH; OH je pousBoa o6e (moay)-Merpruke ocHose (2 « 7). Maremarcka
mmema 61 H3rAeAaAa OBAKO:

(207/2)+(702/7)=14/2+14/7=7+2.

MeTpo-puTMHYKA [IPOjeKMja OCTBAPAUBA je U Kapd U30AOBAHHM XapMOHUK
CIIeKTpa IOCMAaTPaMo Kao eHTHUTET 3a cebe, Tj. Kapa je ppekBeHna cama cebu
nponopuroHasta. Tako 61, perumo, pasmepa (6:6), 6uaa cTpykTypucana kao 36up
(6 + 6). Bpoj pUTMUYKUX jeAMHHIA PacTe ca KBAADPATOM PEAHOT 6poja XapMOHHKa. Y
KOHKPETHO, 0BOM IIPUMEPY, Ha METPUIKO]j IAaTPopMu, cAyskuheMo ce pedpepeHTHIM
PUTMUYKHM jeAUHHIIaMa 32 6POj 6, 2 TO Cy LIECHAECTUHE CEKCTOAE U Ma MX ABa ITyTa
1o Tpuaecer-ect (6* / 6 =36 / 6). [loraeaatn tabeay (3d).

(6+6/6)+(6+6/6)=36/6+136/6=6+6.
3. METPUYKA U PUTMUYKA (LIEHTPAAHA) POTALIMJA IIPABUAHUX
MY3UYKUX TIOAUTOHA
AO Capa CMO XEMHOACKE rpyr[e (CeM AYOAC) I'[OCManaAI/I Kao I'[paBI/IAHe IIOAUT'OHE.

Tpuoaa 6u Ha OHMAO KOjOj METPHYKOj OCHOBH YHHHAQ jeAHAKOCTPAHIYHU TPOYTAO.
KpapToaa 611 1MHIAQ jeAHAKOCTPAHIYHY 4eTBOPOYTao (KBAAPAT), KBUHTOAR — [IEHTArOH,
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CeKCTOAA — XeKCATOH, CENITMOAA — XeNITaroH, 1 Tako Aase. C HabpojaHUM IIPaBHAHIM
MIOAUTOHKMA, KOjH Cy pedepeHTHH 32 CBAKH XAPMOHHUK [IOHA0CO0, MOXKe Ce OCTBAPUTH
HPHUHIUI PUTMUYKE OOPTHHBOCTH MMOCPEACTBOM H30METPHjCKe TpaHcopMaIyje,
KOHKPETHO — yeHilipaine potiayuje. OBaj IPUHIII je APATOIleH jep Hherose eTHMOAOIIKE
KOpeHe HaAa3uMO Y GOAKAOPHOj PUTMHUIIU IIeHTPAAHO-appUUKe U 3aMaAHO-appUUKe
mysuke. OcTBapyje ce TaKo ITO Ce AKIEHTH KOjH YUHe TeOMETPHjcKy GHrypy (IpaBuaHu
TIOAMIOH) ,,lIoMepajy” Ha CycepHy pedepeHTHy PHTMHYKY jeAUHHUITY Y IPaBLy: 1660
UAHM gecHo. TeMIIopaAHa Ay>X OA jEAHOT AO APYTOT aKl[eHTa YMHH CTPAHHIIA TPABUAHOT
noaurosa. OBako ce CTBapa yTHCAK TeMIIOpaAHe KHHEMATHKE jeAHOT H30A0BAHOT
3BYYHOT eHTHTeTa. AKO Ce IOMeparbe AKIleHaTa OCTBapYyje Y CMepY ,Ha AeCHO , CBAKH
HOMepaj 30Be Ce UHKpemeHili. AKO ce TOMeparbe aKIeHaTa OCTBapyje y CMepy ,Ha A€BO,
CBaKy omepaj 30Be ce gekpemeniti. Tabeaa (4a u 4b).

denoMeH pUTMHUUKE POTaIlHje O KOjeM je ped OTEAOTBOPHO Ce jOII IIpe CKOpPO
ITOAA BeKa Y 3allaAHO-yMETHHYKOj KOMITO3UITMOHO] MIPAKCH aMEPHYKUX MUHMMAAKUCTA.
OunraepaH mpuMep POTHpPAa PUTMHYKOT 0b6paciia Hasasumo y komnosuruju Clap-
ping Music (1972) muanmaancre Crusa Pajxa (Steve Reich).® Kopucrehu uckycrso
IIOMEHYTOT KOMIIO3UTOPa, peHOMeH poTanuje hy, y AaseM TeKCTy, IPHKA3aTH Ha
IpHMepUMa TeOMETPHjCKHX GUIypa KPO3 TEOPHjCKH ACTIEKT, a IIOTOM U KPO3 MPAKTUIHH
MOAEA KpeHpara COICTBeHOr aeaa. C ApyTe cTpaHe, ToMeparmbe aKIjeHaTa Ha CyCeAHe
PpUTMHUUKe jeAHHHUIIe OApel)eHOr puTMUYKOT 06pacija Koje AOIIPUHOCE YTUCKY PUTMUHKE
poTaruje MocebHO je KOPHCHO 3a U3ydaBarbe aQpo-KyOaHCKUX PUTMOBA KOjH Ce 4eCTO
MOTy TeHepHCaTH pOTUpameM OApeheHe rpyme 0TKyIlaja OKO ITyHOT KPyTa IOMyT
HHU3ama IIEPAU OKO obruMa orpauie (Hein; Srinivasan 2019: 78—79).

Y cBUM THUIOBHMMa NpOjeKIHja, OA OHUX NPOCTUX (CyNepHapTUKyAApPHHX
yKnydyjyhu u cynep6unapTutHe, OAHOCHO CyIIepTPUINAPTHTHE ) AO OHUX CAOYKEHH)UX

BUIIECTPYKO CyNepIapTUKYAQPHUX), METPHUKY IIEMy ABAjy XapMOHHKA 4HHE ABA
IIPaBUAHA IIOAMTOHA.

3a IIoCTymHak IleHTpaAHe poTallHje y3UMa ce L[eHTap OIMCaHe KPYXXHHUIIe OKO
IIPaBUAHOT TOAMTOHA OAHOCHO XeMHUOACKe rpyiie. To je Kpyr Koju mpoAasu Kpo3 cBa
TeMeHa MHOToyTAa. L]eHTap oBOr Kpyra HaAasu ce y MpeceKy CUMeTpaAa CTPAHHIA 1
FEeroB MOAYIIPEYHHK je PACTOjarbe IIeHTPa 0 OHAO KOT TeMeHAa MHOTOYTAA.

Yiao poinayuje () je yiao poiniayuoHol loMepaja XemuoAe, Tj. yTao KOjH BPEAH 3a
BpeMe Y KOjeM Ce jeAHa CTPAaHUIlA TPABUAHOT TIOAUTOHA ITPECAMKAAQ Ha 0] CYCEAHY
CTpaHMITy. YTao poTalje KBapTOAe je 3a OUAO KOjy pasMepy jeAHAK YeTBPTHHHU ITyHOT
YTAQ OIMCAHOT KPYra OKO jeAHAKOCTPAHHYHOTL YeTBOPOYIAA OAHOCHO KBaapara (¢,
=360°/ 4 =90°).? Yrao poTanuje TpuOAe je, 32 6UAO Kojy pasmepy, jeaHak Tpehunu

8  Kommnosunuja je ussepena y Mysejy caBpemene ymernoctn y Xjycrony (Tekcac, Cjeaumene

Amepuuke Ap)xaBe), 13. HOBeMOpa 1973. TOAMHE.

9 Tloauronaanu (xapparau) 6poj 4 jecTe 6poj Koju je MOAUTOHAAHO KOHCTPYUCAH OCPEACTBOM
HapTHLHje YeTHPHjy CBOjHX jeAHAaKnX cTpaHuna (1 + 1+ 1 + 1), Te TaKO YMHH CIELUjaAaH CAyYaj
IIPaBOYTaOHHKA Tj. KBappar. CrieKTpaAHU KBaApaT (IIpaBUAaH IIOAMIOH) jecTe reoMeTpujcka $urypa

KOja je pedepeHTHa 3a CHCTeM 4eTBPTOT XapMOHHKa criekTpa. C ApyTe CTpaHe, HOAMTOHAAHH (TpOyraoHH
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Tabena 4a. LlenTpanHa poraiyja KBajpara 1 jeAHAKOCTPAHUYHOT TPOYTJia y
cexcBHTEpLHjaHOj pasmepH (4:3); 0° = 360°

increments | @, ®, | increments
TP 55
: | P et | :
a b ¢ d a b c
= E B G 690
I 30° ¢ e et | 3 I
a b ¢ a b c
3 e .8 =/
g = o= o= o= o= =02
w6 | T7 SR IO || wm
a b ¢ d a b c
? B 3T 7%
3+ 4> = = > > >
v 90° ¢ OO OO Mmogor | o v
d a b : a b c
EX R <
3,,4 = =- > B > > - ,
v 20" ¥ e ooy | 2o v
d a b ¢ ¢ a b
344 3 8 7.3
. = 5o 2 O tn
SRR pramssaguanysang nagungungun gl BEVHENRY'
LI a ,7 C C a 17
; 5 & 5 %
+ 4 o= > o= = > > >
Vit | 180° | 7 L EEE [T LO LT | 180°| v
C ll a < a b
5 3 @ @ 3
v = = = = =7 2 s
Vi 210 | e e B L L Lt | 20 v
c d a b c a b
5 3 8§ 9
}+4 > - -~ - = - >
X |40 | T SUEOET OO |40 X
c d a bb c a
344 2 T T 37
sdm = a4 opu B Fa S
X 270° 7T O ED oo | 270° X
b C l’ b ("~ a
3 @ & @
344 = = = U
XU | 300 | T EOE OO | 3000 Xi
b ¢ d b 5 a
® 7 3
3+4 B B - = = - -
i (330 | S RO T LT | 330 | X
b ¢ d a b c a

Y oceHueHUM MoJbUMa, YIIIOBU (ha3HUX MoMepaja (®) moayaapajy ce ¢ yrioBuMma poTaluje
(). [Mapamerpu 3a kBagpat: a = 3/4 (a = b = ¢ = d); Tlapamerpu 3a Tpoyrao: a =4/3 (a=>b

— A\
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Tabena 4b. lleHTpanHa poTalyja IPaBUIHOT METOYTJIA U jeTHAKOCTPAHUYHOT TPOYTJia y
cynep6uraprutHoj pasmepi (5:3); 0° = 360°

increments [} W, increments

- - ~ -~ - -~ -~ -~

5 3 3 3 I k)
345>~ -

[ 0 4%&&&1 I'_I.II.I_FLI_IJ_ILI_I' o° [

e C

3 3 H 3

il 2w | [ uu;;u LLILLJLLH.L]’I_J' 24° 11

_— _g 2 ? 7 ? 5 B
111 48° 7 I=LLI=IQ=I=H=L=IJ LLILLJL.EJLULL.I' 48° 11
, 3a5a ’:‘) ,:;:,\ 3 N )? ?,\ T ’{ ,
v 72° | 7 I ot | 72 v
e a b ¢ d a b ¢
345 :.’:‘ ’? ’:‘ T ’;‘ 3 T ’;‘
\Y% 96° 4I=Q=I=FEH'=JEI=E LL.ILULLJu_IuJ 96° \Y%
vis & T T 3 7 7 ? ?.
VI 120° + g;u&agus:u LLILLFu.Il.LJI_J.I' 120° VI
345a T "s‘ ’x‘ ’x‘ ’;‘ ? T‘
VII 144° 7 uuugg LLII_LILLILJ_H_L]' 144° VII

¢ a a

VI 168°| 4 QQL@ oo | 168° VI

X 192° | ¢ gL oo o oo | 192° X
d e a b c c a b
; 145, ?:. :_? - ’? 3 T_ 3 :.r ‘,‘ ,
X 216 [Qaz=<p=<angus<ujuunpuagunyanpun g PANY X
S«S»A>?>?> ,7 x}?f?‘
XI 240° | 4 Sanngussnyansdpuanpungun pnapnny 240° XI
o 5 ”;‘) )’s‘, E T)T T)T
XII 264 | [ T Ly OO O o | 264° X1
¢ d ¢ a b b c a
, 3455 ?:_ :'? - ” T:' 3 T 3 :'T .
XIII 288° | [+ M HIOHID LD LTt | 288 X111

X1V 3120 | [ IQJJQJ;ILL:Q I_I.ILI.JLLFLULU' 312° XIV

3 G T B 3

XV 3360 | P H:LULI:I::H:LJJ u_JLLH_uu_Ju_r' 336° XV

V oceHueHHM NOJBHMMa, YTIIOBU (ha3HUX TOMepaja (®) MoayAapajy ce ¢ yriioBUMa poTaluje
(). [TapameTpu 3a meroyrao: a = 3/5 (a = b = ¢ = d = e); Ilapamerpu 3a Tpoyrao: a = 5/3
(a=b=c).
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IIYHOT yIAA OIKCAHOT KPyra OKO jeAHAKOCTPAHMYHOT TPOyTAa (@, = 360° / 3 =120°).

3a pasAMKy 0A yIAa poTanuje, IOCTOjH U pasHu yiao (w) KOji ce Mepr 'y OAHOCY Ha
usbop npojekuuje oppehene crekrpasne nmpomoprmje. AKO ce KBAPTOAA POTHUPAAA
Y CECKBUTEPLMjaAHO] pasMepH, a ysumajyhu y 063up npoussop aAuctpubynmje (3
4) pedepeHTHe puTMHUUKe jeAnHULe (PUTMHYKA IIeCHAECTUHA), Taj Ce IPOUBBOA
Ccapa AeAr 0p TIyHOT yraa: (w = 360° / 12 = 30°). Tako AOAABHMO AO 3aKAYUKA A je
IIPUAMKOM POTaLjuje KBAPTOAE AOIIAO AO ABaHAeCT pasHKX oMepaja (uxkpemenaitia) u
YeTHPH POTAIMOHA IToMepaja. ITpernusHuje, MOrAK GHCMO AQ KXKEMO AQ YTA0 pOTaLjyje
xBapToAe (¢, = 90°) Bpeau 3a Tpy pasHa IOMepaja OAHOCHO TPH HHKpeMeHTa (w, =
9 /3=90°/3= 30°) Y METPO-PUTMUUKO]j IPOjeKIUjU CECKBUTEPLIHjaAHE pasMepe.
C apyre cTpaHe, oneT y3umajyhu y 063up npoussop auctpubynmje (3 « 4), aan casa
32 TPHOAY (TPHOACKA OCMUHA), AOAA3HMO AO 3aKAY4KA AA Yrao poTanuje Tproae (¢,
=120°) BpeAM 3a YeTHpH pasHa IoMepaja AM yeTHpH HHKpeMenTa (0, = ¢, / 4 = 120°
/ 4 =30°) Y MEeTpO-pPUTMUUKOj TIPOjeKIIUjH CECKBUTEPLMjAAHOT OAHOCA. [ Iprankom
pOTariije TPHOAE, 32 PA3AUKY OA POTAIIHje KBAPTOAE, AOILIAO je, TaKohe, A0 ABAHAECT
¢$asHMX TOMepaja OAHOCHO ABaHAeCT MHKPEMEeHATa, aAu CaMO AO TPU POTAaLjMOHA
nomepaja. Potanuonu momepaj kBapTose BpeAU 3a TPH HUHKPEMEHTA, AOK POTALHOHH
IIOMepaj TPUOAE BPEAU 32 YeTHPU HHKPEMEeHTa.

®aszuu momepaju (w _) 32 CeCKBUTEpIMjaAHy pasMepy (4:3) YMHE KOAMYHUK
pedepenTHor yraa poranuje Tpeher xapmonuka (120°) ca pearnm 6pojem geTspTOT
XapMOHHUKa (4), OAHOCHO, KOAMYHUK pedepeHTHOT yraa poTaluje 4eTBPTOT
xapMmoHHKa (90°) ca peaHuM 6pojem Tpeher xapmonuKa (3).

w  =120°/4=90°/3=30° (0 = w,) Tloraeparn Tabeay (4a).

lTopeonucanu NpUHIMI MeTPO-PUTMHUYKE POTaIiUje, KOjH je BaXXHO 3a
CeCKBHTEPIHjaAHy IIPOjeKIfHjy, MOKe Ce OCTBAPUTH 3a OHAO KOjU MHTEPBAACKH OAHOC
ABajy xapMoHuKa. OCBPHHMO Ce Ha CyIepOUIapTUTHY IPOjeKIIHjy CIIeKTPaAHOT
uHTepBaAa (5:3). Yrao poranuje KBUHTOAE je 3a 6HAO KOjy pasMepy jeAHAK IeTHHH
IIyHOT yIAA OIKCAHOT KPyra OKO jeAHAKOCTPAHUYHOT IeToyrAa: (@, =360° / 5 =72°).
Kao mrro ecmo Beh pexan, yrao potanuje Tproae je 3a 61a0 kojy pasmepy (11a u 3a oy
0 K0joj je ped) jeaHak TpehMHHU IyHOT yTrAa ONMCAHOT KPYTa OKO jeAHAKOCTPAHUYHOT
Tpoyraa (¢, = 360° / 3 =120°)

AKO ce KBUHTOAQ POTHpaAa y Cynep6unapTuTHOj pasmepu (5:3), a ysumajyhu y
063up npomsBop AucTpubynHje (3 « 5) pedepeHTHe pUTMITIKe jeAnHuULle (KBUHTOACKA
IIeCHAECTHHA), Taj Ce IPOM3BOA CAAA AGAM OA ITyHOT yraa: (w =360° / 15 = 24°).
Taxo A0OAA3UMO AO 3aKAYYKA AQ je IPUAMKOM POTALHje KBUHTOAE AOIIAO AO TIeTHAECT
$asHux nomepaja (MHKpeMeHaTa) U IeT POTALMOHUX oMepaja. IIpenustuje, Moraun
6HICMO A2 KOXXeMO Ad YTao poTaije KBUHTOAE (¢, = 72°) BpeAr 3a Tpu pasHa moMepaja
OAHOCHO TP MHKpeMeHTa (W = ¢, / 3=72°/ 3 =24°) y METPO-PHTMHUKOj IIPOjeKIHjH

HAH IIeCTOyTaoHu) 6poj 6 610 61 6poj koju ce Takohe Moxke TOAUTOHAAHO (KBaApaTHO!) KOHCTpyHUCATH
IOCPEACTBOM NMapTHIHUje YeTHPHUjy cBojux cTpanuna (1 + 1+ 2 + 2). OBo 6u 61o cnekTpasHu

IIPaBOYTaOHMK HAU FeOMeTpHjcKa $Urypa Koja je pegepeHTHa 3a CUCTeM IIeCTOT XapMOHMKA CIIeKTpa.
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cynep6unapruthe pasmepe (5:3). C Apyre cTpane, onet ysumajyhu y 063up npoussop,
auctpubynyje (3 « 5), aAm caaa 3a TPHOAY (TPHOACKA OCMUHA), AOAASUMO AO 3aKAydKa
A2 yTao poranuje Tproae (120°) BpeAr 3a IeT GasHUX OMepaja HAU [IeT HHKpeMeHaTa
(‘*’; =@, /5=120°/5= 24°) Y METPO-PUTMHUHUKO]j IPOjeKIUjHU CyNepOUnapTUTHE
paamepe (5:3). [Ipuankom poTanuje TPHOAE, @ 32 PA3AUKY OA POTALHje KBHHTOAE,
AOIIIAO je, Takol)e, A0 meTHaecT pa3HUX OMepPaja OAHOCHO IIeTHAECT HHKPEMEeHATa,
AAM CaMO AO TPU POTaIMOHA IToMepaja. PoTanuonu nomepaj KBUHTOAE BpeAU 3a TpU
MHKPEMEHTa, AOK POTAI[MOHM IOMepPaj TPUOAE BPEAH 3a TIeT MHKpeMeHaTa.

daszum nomepaju (w _) 3a cymep6umapTutHy pasmepy (5:3) YMHE KOAHYHHK
pedepenTHor yraa poraruje meror xapmoruka (72°) ca peanum 6pojem Tpeher
XapMOHHKA (3), OAHOCHO, KOAMMHFK pedepeHTHOT yraa poTanuje Tpeher xapMoHuKa
(120°) ca pearuM 6pojem neTor xapMoHHKa (5).

w = 120°/5 =72°/3 = 24° (oo1 = wz) IToraeparu Tabeay (4b).

Kao o je Beh peueno, yrao poranuje kBapToAe je 3a OMAO KOjy pa3Mepy jeAHAK
YeTBPTHHU ITyHOT yTAQ OIMCAHOT KPyTa OKo KBaapara (360° / 4 = 90°). Yrao poraumje
KBHMHTOAE je 3a OHAO KOjy pasMepy jeAHAK IIeTUHHU IYHOT yTAA OIIMCAHOT KPYTa OKO
jeAHaKOCTpaHHYHOT meToyrAa: (360° / 5 = 72°). Tako 6u pasHu momepaju (q) )3
ceckBuKBapTHY pasmepy (5:4) unmuan: (a) KOAHYHUK pedepeHTHOT yTAa poTariHje
neTor xapMoHuka (72°) ca peAHEM 6pojeM 4eTBpTOr XapMOHHKA (4), 1, (6) KOAMIHHK
pedepeHTHOT yraa poTaruje 4eTBPTOr XapMOHHKa (90°) ca peAHHM 6pojem meTor
XapMOHHKA ().

w = 72°/4 = 90°/5 =18° (wl = wz)

Yrao poranuje je yrao y kojeM ce jeAHa CTpaHHUIIA TPOYTAA OAHOCHO TeMIIOpaAHa
Ay KOja AeAM ABa aKIjeHTa (TeMeHa) Ha METPHYKOj OBPIIHU IIPECAKA Ha H0j CYCEAHY
crpanuity. Kop jeAHaKOCTpaHUYHOT TPOYTAQ, y IPBOj $pa3u poTalyje, CTpaHUIIA 4 ce
IPecAVKa Ha CTpaHuIly b, cTpaHuna b Ha CTpaHUILY ¢, a CTPAHMIA ¢ HA CTPAHUIYY d. Y
caepehoj poTanronoj pasu crpaHuua b ce mpecArKa Ha CTPAHHIY ¢, CTPAHHUIA € Ha
CTpaHMLYy d, a CTpaHHILA d Ha cTpaHuIly b; aa 61 ce y nocaeamoj (Tpehoj) poranronoj
{asu cTpaHMIA ¢ TPeCAMKAAA HA CTPAHHITY d, CTPAHHIA d Ha CTPAHHITy b, a cTpaHuIfa
b Ha crpanuny c. C 063MpOM Ha TO A2 UIMa TPH POTALMOHA IOMePaja, ITyH yrao (360°)
CMO IIOAEAHMAH Ha TPH jepHaKa Aeaa (360°/3). Yrao poTanuje jeAHAKOCTPAHUIHOT
TPOYTAA KOjH U3HOCH 120° je 3aTo KoHcTaHTaH. C pApyre cTpaHe, ¢pa3Hu ce yrao
MIOCAEAMYHO Melha U30IITPABAEM PUTMHYKE PE30AYIIHje, AAH Ce Metba U M300poM
HOBe TeMIIOpaAHe AYXXH KOja AEAU ABA aKIleHTa (TeMeHa) Ha METPUYKO]j OBpIIH.
Tako cMo y cecKBHTepLujaAHOj pasMepH (4:3), rae je cTpanuna a = 4/3 (u rae
BaXKH jeAHAKOCT CTPAHMIIA jeAHAKOCTPAHUYHOT TPOYTAQ: A=b=c) HACHTUPHKOBAAI
$asuu nomepaj (MHKpeMeHT) 110A YTAOM 04 30°. Beh y cynep6unaprutHoj pasmepn
(5:3), rAe je cTpanuna a = 5/3 (u rae Takohe Baxku jeAHAKOCT cTpaHHNa) PpasHu
HOMepaj je HAeHTUPHKOBAH IIOA YTAOM 04 24°. Ao 6ucMo Beh y ceckBuTeprinjasHoj
pasmepH (4:3) H3OMTPHAM PUTMUUKY PE30AYLIUjy, T CTPAHHUI)Y d OIUCAAH KAO
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a = 8/6, UHKpEMEeHT 6UCMO HACHTUPHUKOBAAH TIOA OWITPUjuM yraoM (15°) ma 6u
POTALHOHH IIOMePaj BpeAeo 3a 0caM MHKpeMeHaTa. Iy cymepbunapTutHOj pasmepu
(5:3) aKo 6MCMO M3OWITPUAU PUTMHUYKY PE30OAYLHjY, T€ CTPAHHILY d ONICAAU KAO
a = 10/6, NHKpeMeHT 6UCMO HACHTUUKOBAAM TIOA jOII OITPHjuM yraom (12°), a
pOTaIMOHH TOMepaj 61 Bpeaeo, capa, 3a aeceT HHKpeMeHaTa. ITpumehyjemo aa 6poj
HHKpeMeHaTa A0 cAepeher poTajioHOr moMepaja 3aBUCH OA OPOjJHOIIA Y PA3AOMAYKO]
KOHCTeAalWju."”

XeMHOACKe IpyIIe AUCTPUOYHPAjy Ce Ha jeAHaKe PUTMHYKe jepuHure. Tpuoay
MOTy Aa YMHE TPH TPHOACKE IeCHAeCTHHE, TPU TPUOACKE OCMHHE, U TAKO AANE;
KBUHTOAY MOYKE AQ YHHU IeT KBUHTOACKHUX IIIeCHAeCTHHA, eT KBUHTOACKMX OCMHMHA
M Tako Aase. MehyTim, Kako je 1jpa 0BOr METPO-PUTMIYKOT HCTPAKUBAA yCMepeH
Ha MCIUTUBalke UACHTHHKAIIMja TeOMEeTPUjCKUX QUTypa y paBHH, He MOXe ce
IpeHeOperHyTH YMbeHNIIA AQ CeM IIPABUAHHMX XeMHOACKUX I'PyIIa Koje 61 YiHMAe
IIPOjeKTOBaHe IPABHAHE My3U4Ke IOAMTrOHe (MHOTOYTAOBE), IOCTOje U HEeTlPaBHAHE
xeMHOACKe rpyre. IIpuMepy HeTPaBUAHUX XeMHOACKHX IPyna OUAK Ou Be3aHH
3a HelpaBUAHE ITOAMTOHE. JeAHAKOKPAKH AU PA3HOCTPAHMYHH TPOYTAOBH CY Y
OAHOCY Ha jeAHAKOCTPaHHYaH TPOyrao — HenpaBUAHN. OHU ce Y MeTPO-PUTMHYKO]
PaBHU MOT'y KOHCTPYHMCATH, a IITO je jOIlI Ba)KHHUje, Ha IbUX Ce MOT'Y U3BPUIMTH CBe
H30MeTpHjCKe TpaHCPOpMariuje, yKoydyjyhu U IeHTpaAHy poTanujy.”

4. LIEHTPAAHA POTAIINJA JEAHAKOKPAKHUX 1M PASBHOCTPAHNUYIHUX
MY3UYKHUX TPOYTAOBA

TTpBH jeAHAKOKPAKU TPOYTA0 jaBba Ce y pedepeHTHOM CHCTeMY IeTOr XapMOHHKA
cnexrpa. [Ipema 06umy meror xapMoHuxka (), a Mpema mapTULHjH 6poja § KOjy IuHe
caepehe Tpu cynerurynmje crpannna: (2) (1+2 +2); nan (6) (2 + 1+ 2); (8) mam:
(2 + 2 +1) oBaj crekTpasHy TPOyTao cappxu caepehe yraose: (1) a = 75.522° = 75°31
21” = 1318 rad; (2) P = 28.955° = 28°57"18” = 0.505 rad; u (3) v = 75.522° = 75°31" 217
= 1318 rad. C 063upOM Ha TO Aa Cy CBH YTAOBH OLITPH, OBAj jEAHAKOKPAKH TPOYTao,
pedepeHTaH 3a eTH XapMOHUK CIIEKTPA, jeCTe OITPOYrAl. [IpuMeTHAn cMO Aa ce
poTanmja (MAM pOTALMOHH TOMEPa]) jeAHAKOCTPAHIYHOT TPOYTAA BPIIH y TPH jeAHaKe
daze. YBHA y jeAHaKe TeMIIOpaAHe Ay>KHHe $pasa IPy>Ka HaM jeAHaK Opoj MHKpeMeHara
y okBupy mux. [Tpu poTanuju jeAHAKOKpaKUX TPOYTAOBa, gee ase he Ouiliu jegraxe
mehy cobom (cagpyeahe ucitiu 6poj unkpemenaitia), a wipeha he, y oAHOCY Ha BHX, Guiiu
gyxa uru kpaha (6poj unkpemenainia he 6uitiu sehu uau marsu). Tlpuaukom potuparma

10 Hucy cBe MeTpHUKe Ay>KIHE IIOTOAHE 32 HCIIMTUBAbE KOAMYNHE $pasHUX [IOMepaja yHyTap jeAHe
dase porarmje. OHe Ay>KIHE KOA KOJUX Ce Ha HUBOY H30LITPaBatha PUTMUIKE Pe30AyLiHje Hajbone youasa
IIPHpacT MHKpeMeHaTa (PUPACT UCKA3aH LieAUM GPOjeBIMa) jecy AyXKUHe KOje Cy PesyATaT Lieaor 6poja
AATOT PAa3AOMKA, HA IPUMED: 3/3, 4/4, §/5 1 TaKO pame, MAM: 6/3, 8/4,10/§ 1 cAMYHO.

11 Y AameM TeKcTy, yseheMo 3a IpuMep ABa jeAHAKOKpaka My3UuKa TpOyrAa (OLITPOYTAU H TYTIOYTAH) 1

jeaan pasnocrpannaan. Hehemo ux mocmarparu yryTap npornoprimje ABajy XapMOHHKA, HET'O H30AOBAHO.
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Pa3HOCTPAHUYHOT TPOYTAQ, cée ipu Pase he Ouitiu passusuiiie, mTo 3HAYM Aa he
CBAaKM POTALIMOHH ITOMePAj UMATH HejegHaK Opoj uHKpemeHaitid. YTAOBU POTAIHOHOT
noMepaja ce, KOA jeAHAKOKPAKOT Tpoyraa (KOHKPETHO TPOYTAA KOjH je pedepeHTaH
32 [IeTH XapMOHUK CIIeKTpa 1 + 2 + 2), H3padyHaBajy Ha caepehy HaumH:

@, ,=180°— (2B) /2 =180° - P =180° - 28.9550243719° = 151.0449756281°

<p1'2 =151° 02’ 42” mam (@, = 2a) oAHOCHO (@, = 27) Y3 ycAOB Ad je: a =Y.

<p3'= 360° — 2 = 360° — 2 ¢ 151.0449756281° = 360° — 302.0899512562° = §7.91004.87438°
¢,=57° 54’ 36" uAn (cp3 =2) y3 ycaoB Aa: B # a, oAHOCHO P # .

Yraosu: @ | (151°02" 427), 1 ?, (57°54° 36”), jecy yrAOBH POTAaLJHIOHOT OMepaja.
Tyn yrao ((p  Basxuhe sa ABe Ay>Ke pOTalfoHe (ase, a OIITap yrao (cp ) 3a mpeocraay
kpahy dasy. Axo y3MeMo y 063up IpOH3BoA AUCTPHGYLHje (3 « §), 32 TPHOAY Koja
BUIIle HUje IPaBHAAH MOATOH Beh je jeAHakokpaku Tpoyrao (1 + 2 + 2), cTpanue
hemo npeacTaBuTH IPOU3BOAOM pedepeHTHe pUTMHYKe jeArHHIE (103 +2 3 +2
*3,Tj. 3+ 6 + 6).> OBaKO AOAAZHMO AO 3aKmYYKa A2 ABA TYIIA yTAQ POTALHje ((p )
oBe HempasuAHe ( ]eAHaKOKpaKe) 'TPHOAE CaAd BPEAE 32 ABAHAECT (aBa myTa o mecT
HWHKpEeMeHaTa (w =S’ 02’ 42”7 / 6 =25°10" 27”). JeaaH, mpeocraan, omrap yrao
poTanuje ((p ) BpeAehe 3a Tpu pasHa IOMepaja HAU TPU MHKPeMEeHTa (w =57°54 36"
/3=19°18"12")

w, =9, /6= (p/6—151 02" 42 /6—25 10" 27"
w @/3—57 54367 /3=19°18"12”
w =050 FO 0 F HOI‘AeAaTI/ITa6eAy(5)

TIpBY TYIIOYTAM jeAHAKOKPAKK TPOYTAO jaBaa Ce Y pedpepeHTHOM CUCTEMY CEAMOT
XapMOHHKa criekTpa.” [Ipema 06umy ceamor xapmoHuka (7), a mpeMa mapTHIUjU
6poja 7 kojy uune caepehe Tpu cyncrurynuje crpanuna: (a) (2 +2 +3); (6) nam
(2+3+2); (B) uam: (3 + 2 + 2) oBaj cnexkTpasHu Tpoyrao caapxu caepehe yraose:
(1) a = 41.409° = 41° 24’ 35” = 0.723 rad; (2) f = 97.180° = 97° 10" 51" = 1.696 rad; u
(3) Y= 41.409° = 41° 24 35” = 0.723 rad. C 0631pOM Ha TO A2 je jeAaH YTao TYIL, OBaj
jeAHAKOKPAaKU TPOYrao, pepepeHTaH 3a CEAMU XaPMOHHK CIIEKTPa, jeCTe TYIIOYTIAH.
YrAOBU POTALIMOHOT IIOMepaja ce, KOA jeAHAKOKPAKOT TPOyraa (KOHKPETHO TPOYTAA
KOjH je peepeHTaH 32 CEAMH XaPMOHHK CIIEKTpa 2 + 2 + 3), U3padyHasajy Ha caeaehu
Ha4MH:

12 Bpoj nHKpeMeHaTa je cBakaKo MOTrao Aa Gyae u Beh, ako 61 ce PUTMITYKA PE30AYLHja H3OLITPUAA.
HW360poM pUTMHUKE IIeCHAECTUHE C KOJUM OU Ce CTPaHMULje IIPEACTABUAE YETBOPOCTPYKUM IIPOM3BOAOM
(4 + 8+ 8) pacrao 6u 1 6poj nHKpemeHaTa, a pasHU YTAOBU 61 GHAM OIITPUjH.

13 IIpema o6umy ceamor xapMoHuxa (7), a IpeMa NapTHUHjU 6poja 7, OCTBAPASUB je 1 OIITPOYTAH
jeAHAKOKpaKu Tpoyrao koju 6u unnuae caepehe Tpu cyncrurynuje crpanunua: (a) (1 + 3 +3); uan (6)
(+1+3); (B) mam: (3+3+1).
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Tabena 5. Poramuja jesiHAKOKPAKOT OMITPOYTIIOT MY3HYKOT TPOYIIa (je/IHAKOKpaKe
OMITPOYIJIEC TPHOJIE) METOT XapMOHUKA criekTpa (a b b)

(a=b/2) uu (b = 2a). Yrao potaumje: 91 2 = 151° 02’ 42, 3= 57° 54 36"

VYrao dazHor noMepaja: o 2 =25 10" 27", w3 =19 18 12",

_k3+ﬁ+6> > = (‘Pl)oo I
g L0 L] LT LT LI
a b b &
25° 10 27 i
J+6+6 = = >
g LLJLLT LT LT LI
a b b 50° 20" 54” 1
3+6+6 = > =
g L] LT LT LT L]
a b b 75231902 v
34646 >~ = >
g [LLJ LT LT LT LI -
a b b 100" 41’ 24" Vv
3+6+6 > > >
8 [ ‘
p n b 125° 52" 12" VI
3+6+6 > > =
1 8 L LT
a b b
16+3+6~ - - NiA "
5T t ' (p2) 151°02' 42 VII
b a b
oFrSte o . d 176° 13’ 09" VIII
g L] LT LT LT LI
b a b
6+3+6 = > > 201° 23" 35" IX
g  LLTLIITLLT LT L]
) a b
6+3+6 = > = 226° 34’ 03" X
s LI LI L] L] 1]
b a b
0 3 '
" _ - - 251° 44’ 30 XI
g L] LT L] LT L]
" 4 4 276° 54’ 57" XII
(‘I*’ 3 + (‘ > = >
1 ¢ L LT f Ly
b a b
H6+6+37 T -
8 II'_I_l L] !I'_l_l LT L] (93) 302°05' 24" XIII
o) s} a
6+6+3 = = =
g  LLJLLJLLT LT LI 321°23' 36" X1V
b b a
6+6+3 = > = ‘
L3 r L LLr 3400 41" 48” XV
b b a
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@, =180°— (2B) /2 =180° - P =180° - 97.1807557815° = 82.8192442185°

<p1'2 = 82° 49’ 09” mam (¢, = 2a) oaHOCHO (@, = 27) Y3 ycAOB A je: =Y.

<p3'= 360° — 2@ = 360° — 2 ¢ 82.8192442185° = 360° — 165.638488437° = 194.361511563°
¢,=194°21 41" mam (op3 =2) y3 ycaoB Aa: B # a, OAHOCHO P % 7.

Yraosu: @ | (82°49°09”), 1 ?, (194° 21" 41”), jecy yraoBu potarpoHor nomepaja. Omrap
yrao ((p ) saskuhe s ABe Kpahe poTanuoHe ¢ase, a Tyl yrao ((p ) 32 IIpeOCTaAy AyXKy
dasy. Axo y3UMeMO y 0631p POM3BOA AUCTPUOYTHje (3 « 7), 32 TPHOAY KOja BULIle Huje
npaBrAaH oAuroH seh je jeAHaKOKpaku Tpoyrao (2 + 2 + 3), crpanurie hemo peacrasuTn
IIPOU3BOAOM pedepeHTHE PUTMIUKE jeAuHuIle (2 ¢ 3+2 ¢ 3+3 ¢ 3,Tj. 6 + 6 + 9).* OBako
AOAABHMO AO 3aKAYUKa AA ABA OLITPA YTAA POTaLje (cp ) oBe (jeAHaKOKpaxe TynoyrAe)
TpHOAE capa BpeAe 3a ABaHaecT (ABa IyTa I10 IecT) HHerMeHaTa (w =82°49'09" /6=
13° 48’ 12”). Jeaan, peocTaan, Tym yrao pOTa.un]e (9) BpeAehe 3a AeBeT ¢asHux momepaja
HAM ABET MHKPEMEHTa (w3 =194°21" 41" / 9=21°35 45"

—cp/6 (p/6 824909 /6—134812
w, —¢> /3= 194° 21 417 / 9 = 21° 35 45"
w=w W EW G0 E W HOI‘AeAaTI/ITa66Ay(6)

Haxo ce npBU pasHOCTPAaHUYHY CIIEKTPAAHU TPOYrao o6pa3oBao TeK y
pedepeHTHOM CHCTeMY AeBETOT XapMOHHMKA criekTpa (2 + 3 + 4), 32 IpuMep
LeHTpaAHe poTanyje, unak hemo yseru Tpoyrao Ilpse [Tutaropune tpojke (3 + 4 +
5) — TpOyTao Koju 6u 610 pedepeHTaH 3a ABaHAECTU XapMOHUK criekTpa. Kao mro je
Beh peueno, 6poj nakpemenara he 3a caky $pasy poranuje 6utu Apyraumju. Ilpema
06uMy ABaHaecTOr XapMOHHKa (12), a Tpema mapTULHju 6poja 12 Kojy unHe caepehnx
mecr cyncruTynyja crparuna: (a) (3+ 4 +5); uau (6) (3+5+ 4); (8) mam: (4 +5+
3); (r) (4 +3+5);mam (a) (s +3+4); (h) uam: (5 + 4 + 3), 0Baj ciekTpasHu TPOyTao
cappxu caepehe yraose: (1) a=36.87°=36°52"12” = 0.644 rad; (2) p = 53.13°=53° 07’
48” =0.927rad; u (3) Y=90° = 90° = 1.571 rad.

YIAOBH POTAMOHOT IOMepaja Ce, KOA Pa3HOCTPAHMIHOT TPOyTAa (KOHKPETHO
TPOYTAA KOjH je pedepeHTaH 3a ABAHAECTH XapMOHHK CIIEKTPa 3 + 4 + § ), U3padyHaBajy
Ha caepehu HaumH:

P, =2a=2¢36.8698976458° = 73.7397952916°

¢, =73° 44 23" uau (@, = 2a) y3 ycaoB paje: a = P, axy.
9, = 2[5 =2 ¢ §3.1301023542° = 106.2602047084°

¢, =106°15’ 37" mau (¢, = 2) y3 ycaos paje: p=a, f = .
@,=2y=2+90"=180°

@, =180° nAn ((p =27) y3ycaoB Aaje: Y £ a, Y # p.

14 Bpoj uHkpemeHara je cBakako Morao pa 6yae u Behu, ako 61 ce pUTMITIKA PE3OAYIIHja H3OIITPHAA.
M360poM pHTMIUKE IIeCHAECTHHE C KOjUM OH Ce CTPaHHMIje IIPeACTABUAE YeTBOPOCTPYKIM IIPOM3BOAOM

(8 + 8 + 12) pacrao 6u u 6poj uHKpemeHara, a pasHu YTA0BU 6 GUAU OLITPUH.
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Tabena 6. Poranmja jeIHAKOKPAKOT TYIMOYTJIOr MYy3HYKOT TpOyIia (jeqHaKOKpake
TYIOYTJIE TPHOJIE) CEAMOT XapMOHHKa criektpa (a b b)

(a=3b/2)unu (b=2a/3). Yrao poraumje: ¢, = 82°49’ 09”, p3=194° 21’ 41”.

Vrao dasnor nomepaja: o1 » = 13° 48’ 127, w3=21°35" 45",

L 9+6+6~ - - o
5 WO W (1) 0 !
a
9+6+6 = > 130 48' 127 I
s WO
9+6+6 - - - 27°36° 23" 111
s gengaagasgunyasgan
94646~ - - 41°24' 35 I\
CJnaySnjuagunyanyanyen
94646 - - - 55012 46” v
3 00 IO
9+6+6 = A 69° 00’ 58” VI
1T s mWmwowr
da
_6+9+6=- . . O bl b2l
NS engangenpesyenpan (92) 82°49’ 09 VII
a
6+9+6 " - . 0 y ”
3 W™ 96°37 21 VIII
b a b
6+§+6|_|_r|_|_|1_|_r|_|_1|_u|_1_r|_u 110°25" 32” IX
b a b
6+9+6 z - - 0 129 Aqn
§ WO 124° 13’ 44 X
6+9+6 - - - 0 s cen
SO 138°01’ 55 XI
6+9+6 = = = 151050’0 i) XII
1 ¢ Do 7
d6+6+9~ = =
g WO HIUIY (03) 165° 38 19” X111
6+6+9 = - -
8 N 187° 14' 04” XIV
6+6+9 - = =
g WL 208" 49’ 48” XV
6+6+9 = - -
CEENSEjengaaganganyenyan 230° 25" 33" XVI
a
6+6+9 > - -
3 0O OI 252001 17” XVII
b b a
6+6+9 . . o O b "
3 W0 It 273°37 02 XVIII
b b a
6+6+9 - : ; 0 ) ”
s OO toItd 295712 47 XIX
b b a
6+6+9 - - - ) i)
REEEgRRgRAgRRguagERguS 316° 48 31 XX
b b a
6"‘6“‘9 - - - 0 ) i)
e T 338°24' 15 XXI
a
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Axo y3meMO y 063up Npou3Bop Auctpubynuje (3 « 12), 3a TPHOAY Koja je
Pa3HOCTPAHMYHK TPOYTao (3 + 4 + §), cTpaHuIle heMO NpeACTaBUTH MPOU3BOAOM
pedepeHTHe puTMUKe jeAMHHLE (3 0 3+ 3 ¢ 4 +3 ¢ 5, Tj. 9 + 12 +15).

w=¢/9=734423"/9=8136"
w =9 /12=106°15 37" /12 =8°5118"
w3=(p3/15= 180° /15 =12
WEW;OFEO ;O EW

S. ITIPUMEHA LIEHTPAAHE POTAIINJE XOPHM30OHTAAHHUX XEMHOAA
Y KOMIIO3MIJMOHOM ITPOLJECY

CBu HaBeACHY IPUMeEPH POTAIIMOHOT KPeTarmba XOPU30HTAAHUX XeMHOACKHX I'PyIIa
HaAa3e CBOjy KOHCTPYKTHBHY IIPHMEHY Y KOMIIO3UIIOHOM PaAy.

3a AMpeKTHY H30MeTPH]y, KaKBa je IIeHTPaAHA POTAIH]ja jeAHOT IIPABHAHOT IIETOYTAA,
HABOAVM IIPHMep U3 KoMITo3HIHje Aujae 3a gee 6apokHe 6uoAuHe, OAPOKHY 6UOAY, 8U0AY ga
iamby u uembaro (2018).° Y AeOHUIM A2 FaMO€ TEMIIOPAAHO je OIHCAHO CBUX IIeT CTPAHHUIIA
IIPABMAHOT TIeTOYTAQ 3aTO LLITO je M3a0paHa pedepeHTHA PUTMITIKA jeAUHHLIA (KBMHTOACKA
IeCHAECTHHA) 32 KOHCTPYKIIH]y IIeHTaroHa. Y OCTaAMM IyAQ4KHM ACOHHUIIAMA, TI0jeANHE
CTpaHHLje Cy U30CTaBbeHe H360POM He-pedepeHTHIX PUTMIYKUX jeAUHHLA ( PUTMITIKe
IIeCHAeCTHHE Y ACOHMIIH IIPBe BUOAMHE, PUTMUYKE OCMHUHE ¥ ACOHHIIU BUOAE, HUAH
TPHOACKE OCMUHE Y ACOHUIIM APyTe BUOAMHE). Y TaKTy IIpeA IapTUTYPHH 6poj 8, cBaka
CTpPaHHIIA IIEHTArOHA ITOYMEbe Ha jaKOM TAKTOBOM AEAY IPA3HOM >KHIIOM, U aKL|eHTOBaHa
je. VIHKpeMeHTH MOT'Y Aa Ce IIpaTe AUPEKTHO OA IPBOT TAKTA y IAPTUTYPHOM 6pojy 8.

Ha ocnoBy rpaduukor omnuca NpaBMAHOT IOAUTOHA Y KOjeM je HHTepIIOAHpaHa
MeTpPHYKa OCHOBA MOXe Ad ce 00pa3yje MeTpO-pUTMHYKA CKHUIIA ¥ KOjOj Ce OA H3BODada
3aXTeBa AA je CBOjeBOAHO HapAOTpasu ¢ppexBeHIlaMa, AMHAMHKOM M apTUKYAAIIHjOM.
3a mpuMep HaBOAUM CBOjy Kommosuuujy u3 Tpehe ceecke Mumukpuja (2017). Peu je
0 IIOAY-OTBOPEHOj KOMITO3HITHjH 3a ABa Taaca. KoMmosumjy unse crpode y Kojuma
Ce MeTpO-pUTMMYKA CKHIJA CEKBEHIJUPa apUTMeTHIYKHM Hu3oM. CTpode umHe
cTUXOBH. Y KOHKPETHOM NIPUMepy, cTpoda cappxu Tpu ctuxa (tepuer). CTuxosu
dHHe IPOjeKIHjy opApeleHe criekTpaAHe pasMepe, Te Cy OAEHEHH HA ABA TOAYCTHXA.
IToAycTHXOBM YHHE IIPOjeKTOBAHH XAPMOHHUK IIOHA0CO0 YHYTap 3aAaTe Hponopiiuje.”

15 Bpoj uHKpeMeHaTa je CBAKAKO, I Y OBOM CAy4ajy, MOrao Aa Gyae 1 Behit, ako 61 ce pUTMITIKA PE30AYTIHja
H30IITPHAA. MI360pOM pUTMUUKE IIECHAECTHHE C KOjUM O Ce CTpaHHIje IPEACTABHAE YeTBOPOCTPYKIM
nporsBoAoM (12 + 16 + 20) pacTao 61 1 6poj HHKpeMeHaTa, a $pa3HU YTAOBU 61 GHAM OLITPH]H.

16 TloraepaTs TakT mpea MapTUTYPHU 6POj 8 1 IPBa YETHPHU TAKTA Y HABEACHOM IIAPTUTYPHOM Opojy
(BuAeTH mpuMep 1).

17 Ilpumep jeanor ceamepra 6uaa 6u MIPOjeKIIHja CeKCBUTEPIIMjaAHe MPONOpInje (4 + 3) TA€ aKIIEHTH
omucyjy cAorose yHyTap cruxa. [Ipumep jeAHor ABaHaecTepla 61aa 61 pojexumja jeaHake pasmepe (6

+ 6), TAe aKLeHTH Takohe ONUCYjy CAOTOBe yHyTap CTHXA.
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Apyru cTux mounse ApyruM GpasHuM moMepajeM, AOK Tpehu cTux nounme Tpehum
$asHum nomepajem (BuAeTH mpumep 2).

IToyeTak MUMHUKpHje YCAOBASABA OAAOMP MHTEPBAAA M3 KOMOHHAI[Hje I10jeAHAYHe
kAace oppehenor xapmonuka crnexTpa. Kaacy 4ynHE CKyIl eAeMeHATa HajBHIINX
XapMOHHKA y CBAKOj CIIEKTPAAHOj mpomopuuju mocebno. bpoj kombunanuja k—te
KAace 1—TOYAAHOT CKYTIa jeAHAK je:

k| n !

"kl kY (n=k) !

OmmrenosHaTa MaTeMarnika GOPMyAa U3 KOMOMHATOPHKE OBAE je ncKopuiheHa
3a mperaep OpojeBHHX KOMOMHAIMja yHYTap pedepeHTHOT cucTeMa oppehenor
xapmMoHUKa. CAOBOM 71 0OeAeKeH je XapMOHHK, 2 CAOBOM k 0besexeH je 6poj uaaHOBa
U3 cKyma. PerjuMo, MoAeAMMO A1 GaKTOpHjeA IeTor XapMoHuKa (5!) ¢ mpoussosoMm
daxropujeaa ABousanor ckyna (2!) n paxkropujesom muxose MehycobHe pasauxe:
(5-2)!, A06MAK 6MCMO Ta9HO 10 MHTEPBAACKUX KOMOHMHALIH]a:

5 '
51w

21 G- 12

opnocHo: (a) 12345;(6)12345;(8)12345;(r)12345;(a)12345;
() 12345;(e) 12345 (%) 12345;(3)12345; () 12345

CrieKTpaAHM HHTEPBAAM 32 IIPBU TAAC jecy: okTaBa (2 : 1), KBUHT-penuMa (4
:1) u penuma (5 : 2). Mzabpane cy kombunanuje: (a), (8) u (e). Peanum 6pojem
HMeHyje ce KAaca, a Taj 6poj YMHYU 30Up BHIINX XapMOHHKA Y CBAKOj KOMOUHALIMjI
oHa0c06. 3a IpBK OpojeBHH HU3 KopuitheHu ¢y nHTepBaAn U3 XI Kaace ereMeHaTa
(2 + 4 + 5) meror xapMoHHKa crekTpa. V360p IpBUX CIIEKTPaAHUX HHTEPBAAA Ce
He KOPUCTH y KOMIIO3HLHjH, U, OBO IIPABHAO BaXKH 3a IIPEOCTAAH rAac (MAM rAacoBe
aKo 61 6uao0 peun o Bumeraacy). 36uposu (2 +1), (4 + 1), u (5 + 2) nojeaAnHaIHIX
CIIeKTPaAHUX OAHOCA (OAHOCHO: 3, § U 7) 9HMHE IIPBU OpPOjeBHH HU3, 3a IPBU TAAC.
Y Bumeraacy, u360p HHTepBaAa Ce BPIIN Y APYTOM HAHM HEKOM BUIIEM OPOjeBHOM
HHU3Y IIPBOT IAACa, TAKO AA Ce CTBapa yTUCAK Aa ApyrH (n-Tm) raac ,kaceu” 3a
nperxopHuM. CrieKTpaAHM HHTEPBAAHU 3 APYTH TAAC Cy: KBUHT-AeruMa (4 : 1),
xBapTa (4 : 3), n Beanxa repua (5 : 4). Mszabpane cy kombunanyje: (8), (x) u (n).
3a Apyru 6pojeHn Hus kopumhenu cy unrepsasn us IX kaace eaemenara (4 + )
IeTOT XaPMOHHKA CIIeKTpa. 36MpOBH MOjeANHAYHUX CIIEKTPAAHUX OAHOCA (5,71 9)
4HHe IIPBY OPOjeBHH HU3, 32 APYTH IAAC; Te, IpuMehyjeMo Aa oarosapajy 36upoBiMa
I0jeAMHAYHUX CTIEKTPAAHUX OAHOCA 32 IIPBU rAac (3 : 2 mTo je 3 +2; 5 : 2 mMTO je § +

2; 1,6 :31WTO0 je 6 + 3), y APYToj CTpOdH.
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6. 3AKASYIAK

Kao mrTo je Beh HaraameHno y yBoAy oBOr TekcTa, reoMeTpujcka GUrypa Kao
IIPOjeKTOBaHA MeTPO-PUTMHUYKA KOHCEKBEHIIA CIIeKTPAAHHUX IPOIOpPIIKja, TOCTaje
CPEACTBO 3a KOMIIOHOBAb€ ACAQ, KA0 TEMIIOPAAHHU 3HAK OAHOCHO — CUMOOA, a IITO Ce
MOKYIIIAAO ¥ AOKA3aTHU KPO3 IIPHAOXKEHE aHaAu3e. AHAAMTHYKH YBHA KPO3 CarAepAaBambe
reoMeTpujcke QUrype y My3HuKOM BpeMeHYy, IIPOXKeTO KOMIIO3UIIMOHO-YMEeTHUYKOM
IIPAaKCOM OTBapa jeAaH HOBHM XOPH30HT y CAMOM YHHY KpPeUpPamha YMETHUYKOT AeAd
Kao TakBOT. Y1MH KOMIIOHOBamba AeAa ITOCTAje AOBOASHO er3aKTaH Ad MOXKe Ad Ce TIpaTH
MOCPEACTBOM oppeleHe MaTeMaTHuKe 00AACTH, KA0 WITO Cy, Y CAY4Yajy poTanuje
MIOAMTOHA, TAAHUMETPHja AU TPUTOHOMETPHja.
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IIruaor

Mpumep 1: Aparan JlatuHuuh, /lujare, naprt. 6p. 8
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[paraH JlatuHuuh, Mumukpuje 3a ABa rnaca.

MIMICRY FOR TWO VOICES
[I VOICE: (1:2 - 1:4 - 2:5); II VOICE: (1:4 - 3:4 - 4:5)]

Aparan Aaturauh (2017)
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DraGgaN LATINCIC
CENTRAL ROTATION OF REGULAR (AND IRREGULAR) MUSICAL POLIGONS

(SUMMARY)

The application of central rotation to the projected metro-rhythmic entities of the
harmonics of the spectrum presents the continuation of the study of possibilities
of music-mathematical analysis primarily through the prism of planimetry and
trigonometry. The text assumes that polygonal lines from the reference systems
of the individual harmonics of the spectrum can be represented by integers.
Accordingly, geometric figures (polygons) could be identified and defined
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according to the extent of the harmonics of the spectrum, while the newly
acquired spectral geometric figures would be structured by means of a partition.

The principle of polygonal structuring of harmonics expressed in integer is
elaborated below. For example, polygonal (triangular) number 3 (which would
be the reference for the third harmonic) is also a number that is polygonally
constructed by partitioning three of its equal sides (1 + 1 + 1), thus forming
an equilateral triangle. However, numbers 5 or 7 are not triangular numbers,
although they can become numbers that are polygonal (triangular) constructed
by partitioning three of their elements (pages) as follows: (a) for number S: (2
+1+2); and, (b) for number 7: (1 + 3 + 3) or (2 + 2 + 3). Accordingly, in
the reference system of the fifth harmonic of the spectrum it is possible to form
(spectral) isosceles (sharp) triangles, and in the reference system of the seventh
harmonic of the spectrum it is possible to form (even) two (spectral) isosceles
triangles - the first would be sharp-angled while the second would be obtuse. With
this observation, a method can be developed for polygonal number construction
(harmonics), in which the aim would be, above all, for the elements to serve as
homothetically growing shapes, both regular and irregular (musical) polygons.

Hemiol groups are generally regarded as regular polygons. The text describes how
the choice of a rhythmic unit of reference influences the structuring of a hemiol on
any metric platform. With regular polygons, which are a reference for each harmonic
individually, the principle of rhythmic rotability can be realized by means of isometric
transformation, in particular — central rotation. This principle is valuable because we
find its etymological roots in the folklore rhythm of Central African and West African
music. It is achieved by “moving” the accents that make up the geometric figure
(regular polygon) to the adjacent rhythmic unit in the direction: left or right. The
temporal along from one accent to another is the site of a regular polygon. This gives
the impression of temporal kinematics of an isolated sound entity.

This metro-rhythmic investigation is also aimed at examining the identification
of irregular geometric figures in a plane. Examples of irregular hemiol groups are
associated with irregular polygons — isosceles and scalene triangles. They can be
constructed in the metro-rhythmic plane, and more importantly, all isometric
transformations, including central rotation, can be performed on them.

All the above examples of the rotational motion of horizontal hemiol groups find
their constructive application in compositional work.

KeywoRpDs: rhythm, lambdoma, polygonal number, isometric transformations, central
rotation, spectrum, triangle, hemioles, discrete mathematics, partition of numbers,
polyphony of the Sub-Saharan region



DOI https://doi.org/10.2298/MUZ2028235R
UDC 781.7(497.11)
39:001.32(497.11)

VLACH VOCAL TRADITIONAL MUSIC IN THE REGION OF
HoMOLJE FROM THE LEGACY OF OLIVERA MLADENOVIC

Maja Radivojevié'
Research assistant, Institute of Musicology SASA, Belgrade, Serbia

TPAAUIIMOHAAHA BOKAAHA MY3UKA BAAXA vV XOMOAY Y
3AOCTABIITUHU OAUBEPE MAAAEHOBUR

Maja Pagusojesuh

ucTpaxuBad-npunpasHuk, Mysuxosomku uncruryt CAHY, Beorpaa, Cp6uja
Received: 15 March 2020
Accepted: 1 May 2020
Original scientific paper

ABSTRACT

Olivera Mladenovi¢ researched Vlach culture in the 1980s. Recordings preserved
in the archive of the Institute of Ethnography SASA also contain examples of vocal
practice of the Vlachs from Homolje region (Northeast Serbia). The material was
recorded on six audio cassettes, which were later digitized. As ethnomusicological
studies of this area are very scarce, the recorded material certainly represents a
valuable testimony to the musical culture of the Vlach ethnic community. The
aim of this article is to determine the particularities of the recorded examples,
based on ethnomusicological analysis and transcription, as well as to isolate the
vocal genres found on these audio cassettes. Vocal examples from the recordings
of Olivera Mladenovi¢ will be paired with existing examples from the literature,
as well as examples of current practice recorded by the author of this article. In
this way, at least a partial picture of the Vlachs’ musical life in Homolje from the
1980s to the present day will be established, and the comparison will allow us to
observe continuity and change.

KeywoRrbps: Olivera Mladenovi¢, Serbia, Homolje Region, Vlach music, vocal practice

*

The study was conducted within the Scientific Research Organization Institute of Musicology SASA,
funded by the Ministry of Education, Science and Technological Development. Also, the study was
presented in one version at the international symposium Vlado Milosevi¢: Ethnomusicologist, Composer
and Educator — Tradition as Inspiration, held in Banja Luka, from 12 to 14 April 2019. Apart from the afore-
mentioned, this study is also part of the author’s research within the scope of doctoral academic studies
at the Faculty of Music in Belgrade.

1 majaetno@gmail.com



236

MY3UKOAOTHJA / MUSICOLOGY 28-2020

ATIICTPAKT

OauBepa Maapenosuh ce 6aBrAa HCTPKUBAIbEM BAQIIKE KYATYPE OCAMAECETHX
ropuHa npomaor Beka. Ha cHumIuma xoju ce Haaase y apxuBy ETHorpadckor
uncrurytra CAHY 3abeaexeHa je u BokaaHa mpakca Baaxa uz Xomona
(ceBepoucrouna Cp6wuja), a MaTepujaa je CHUMMEH Ha MIECT AyAUO-KACeTa, KOje Cy
AuruTasusosaHe. Byayhu Aa cy eTHOMY3HKOAOIIKA IPOyYaBarba TOMeHyTe 06AACTH
BeOMa OCKYAHA, 3a0eAexxeHa rpaha cBakako IMPeACTaBA>A APATOLIEHO CBEAOUEHhe
0 MY3HYKOj KyATYpPH BAAIIKe eTHHYKe 3ajepHuIie. Llun papa jecre yrsphusame
cren$UIHOCTH 3a6eAeXKeHHX IPUMEPA, HA OCHOBY €THOMY3HMKOAOIIKE AaHAAM3E
U TPAHCKPHUIIIIHje, Kao ¥ H3ABajamhe BOKAAHHX )KaHPOBA KOjU Ce HaAa3e Ha THM
ayauo kacerama. Bokaanum npumepuma ca canmaxa OanBepe Maapenosuh 6uhe
HpHAPYXeHH 1mocTojehu mpuMepu U3 AuTeparype, Kao U MIpUMepPH aKTyeAHe
Ipakce Koje je 3abeaexnaa ayTopka osor paaa. Ha oBaj Haunn popmupahe ce
OapeM AeAMMMYHA CAHKA My3HYKOT XXHBOTa Baaxa y XoMony 0p ocampeceTrx
FOAMHA NPOIIAOT BeKa AO AAHAC, a BBUXOBOM KOMIapanujoMm caraepahe ce
KOHTHHYUTET 1 IIPOMEHe.

Kawy4HE PEYM: OauBepa Maapenosuh, Cp6uja, XoMone, BAAIIKA MY3HKA, BOKAAHA IIPAKCa

Vlach music of Homolje region in eastern Serbia has been the topic of several ethnomu-
sicological studies to date, though not to a great extent.’The beginnings of ethnomusi-
cological research of Vlach music in Serbia date back to the 1960 when the first study
that included a review of the music of this minority (namely their vocal practice) was
published. Research into these acoustic expressions in the Vlach tradition has intensi-
fied since the 1990s, mainly thanks to the work of ethnomusicologists Dragoslav Devi¢
and Dimitrije Golemovi¢. These two doyens undoubtedly influenced their students,
who dedicated their seminary, graduate and master’s theses to Vlach music. In recent
years, interest in the music of the Vlach ethnic minority has intensified, both through
the research of the author of the present study, whose doctoral dissertation is dedi-
cated to this topic, and through the work of amateur researchers. Among the Vlachs
themselves, the need to learn about their own cultural specificities also arose (Stano-
jevi¢ 2015), encouraged in various ways by the Vlach National Council (Ili¢ and Kevezdi
2014), for the purpose of (re)construction of the cultural values and identity of the
Vlachs of northeastern Serbia.* When it comes to ethnomusicological research, it should

2 For more information on ethnomusicologists” interests in the study of geocultural areas inhabited
by the Vlachs, see: Papusojesuh 2019c.

3 Itis the study by Miodrag Vasiljevi¢, presented at the conference of the Folklorist of Yugoslavia in
1958 (Bacumesuh 1960/1963).

4 Over the last ten years, many changes have taken place that affirm the Vlach culture: numerous

festivals and other cultural events have been established; the Vlach alphabet was made and the Vlach
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be mentioned that, aside from Devi¢ and Golemovi¢ (Golemovi¢ 1997; Aesuh 2001;
Toaemosuh 2016; 2019), authors who also investigated the Homolje were Mirjana Cosi¢-
Dragan (‘Rocnh-Aparan 1988), Larisa Raji¢-Radenkovi¢ (Raji¢ 1989; Pajuh-Papenxosuh
1995), Selena Litvinovi¢ (Rako¢evi¢) (Aursunosuh 1997), Predrag Poznanovi¢ (Pozna-
novi¢ 2006) and Ivana Arsenijevi¢ (Apcennjesuh 2004; 2008), while current research
has been conducted by the author of this study over the last five years. The number
of studies examining Vlach music of Homolje is very small, only twelve, and they are
devoted to both instrumental and vocal practices (cf: Rocuh-Aparan 1988; Rajic 1989;
Pajuth-Papenxosuh 1995; Aursurosrh 1997; Golemovic 1997; Aesuh 2001; Apcennjesrh
2004; 2008; Poznanovi¢ 2006; Toaemosuh 2016; Radivojevi¢ 2016; 2019a). In addition
to ethnomusicology, other folklorists’ research involving music knowledge should
also be mentioned, among them research done by the Jankovi¢ sisters (Janxosuh and
Jaukosuh 1937; Jarkosuh 1940), Desa Dordevi¢ (2006) and Dejan Trifunovié (2019),
who explored the music (songs and gigs) accompanying folk dances, as well as Slavoljub
Gacovi¢ (2000), who devoted the entire monograph to the vocal genre of petrekdtura
and Sava Jankovi¢ (1969), who wrote about Vlach ballad songs. Among them is also
ethnologist and ethnochoreologist Olivera Mladenovi¢, whose research is in the focus
of the current study.

Considering the fact that the Vlach music records of Homolje region are very
deficient,® Olivera Mladenovi¢’s legacy is an unequivocally valuable contribution
to this matter. The audio material was recorded on six audio cassettes, which are
preserved in the archive of the Institute of Ethnography SASA in Belgrade, and they
are archived as “box 39, cassette 12, 13, 14, 17, 18, 23". Thanks to the courtesy of colle-
agues from the aforementioned institute,” I was allowed to use all six tapes, which I
first digitized at the Phonarchive of the Institute of Musicology SASA, and then I

language was introduced into the school system as an optional subject; printing of books in the Vlach
language began; the Institute for the Culture of the Vlachs was established, etc. (Paausojesuh 2019¢). In
this regard, the EU project Awakening the Awareness of National Culture and Belonging to the Vlachs with
a Focus on Youth was of great importance, because it included, among other activities, an ethnomusico-
logical study of Vlach music in 2016 and 2017, in which the author of this article also participated (cf:
Regionalna razvojna agencija , Brani¢evo-Podunavlje“ d.0.0, 2017).

5 This monography also includes a study by ethnomusicologist Sanja Radinovi¢ on the musical-formal
characteristics of recorded petrekdturas (Pagunosuh 2000).

6 In Kucevo, which belongs administratively to the geocultural area of Zvizd, but is located on the
slopes of the Homolje Mountains, since 1967, a festival called Homolje Motives has been held, which
largely shows the Vlach’s music and dance heritage (Aajuh-Muxajaosuh, Anheaxosuh-Tpamap 2017).
Unfortunately, according to data obtained at the “Veljko Dugosevi¢” Cultural Center in Kucevo, the
recordings of music performed at the aforementioned festival were not preserved until the 2000s, and
continuity in audio-visual recording can be traced only from those years.

7 Iowe a special thanks for sharing materials to the following staff of the Institute of Ethnography
SASA: Milo§ Rasi¢, Researcher Associate, Biljana Milenkovi¢-Vukovi¢, Librarian Advisor and Dragana
Radoji¢i¢, Director.
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began record procession, analysis and transcription. The recordings of O. Mlade-
novié have enabled the reconstruction of the vocal practice of Vlachs from Homolje
area in the 1980s. The recordings of earlier researchers mentioned above, as well as
personal filedwork recordings of the author of the present study will be added to this
tally, which also includes contemporary vocal practice. This allows a comparative
insight in diachronic perspective to the recorded materials, and a comparison of the
examples will highlight the changes that have taken place over the forty-year period,
as well as similarities. Beside this, some comparative insights about certain elements
of Vlach tradition in northeast Serbia will be given, as comparative data about Vlachs
in Homolje and in Mlava and Zvizd, thanks to the author’s own field findings. In this
way, at least a partial picture of Vlachs’ musical life from Homolje will be formed and
the main features of their vocal practice will be singled out, given that the recordings
of O. Mladenovi¢ only contain this type of acoustic expression.

RESEARCH ACTIVITY OF OLIVERA MLADENOVIC AND VLACHS

Olivera Mladenovi¢® conducted many fieldwork researches on the territory of Serbia,
exploring, above all, folk dances — both contemporary dance practice and recon-
structions of old traditional dances. She was predominantly engaged in Serbian prac-
tice, in the area of central Serbia (Sumadija and Pomoravlje), as well as the vicinity
of Belgrade, Kosmaj, Zaglavak, Negotin Krajina, Klju¢, Perdap and Brza Palanka
(Paxouesuh 2014; Muaenkosuh-Byxosuh 2014 ). Furthermore, she paid attention to
the Vlach ethnic community in several studies in which she examined Vlach dances in
the areas of Perdap, Negotin Krajina and Klju¢, while she did not write any studies on
recorded material from Homolje region (cf: Ibid). Beside the Vlachs, O. Mladenovi¢
also dealth with Slovakian minority in Vojvodina and, in one unpublished study, she
focused on the Roma dances (Muaenxosuh-Byxosuh 2014). Her ethnological work
also encompassed the regions of Budzak and Timok Krajina.

O. Mladenovi¢ explored Vlach music in Homolje during the 1980s. As to admi-
nistrative terms, this region belongs to the geocultural area of Homolje in northea-

8  The ethnochoreological activity of O. Mladenovié¢ was discussed by Selena Rakocevi¢ (2014), while
Milog Rasi¢ (2018) wrote about the ethnological activity of O. Mladenovi¢. Her biographical data were
taken from the aforementioned two studies, as well as from the Lexicon of Yugoslav Music (Kovagevi¢
1984). O. Mladenovi¢ was born in Skopje in 1914, but lived in Belgrade since her high school days.
She graduated in 1937 at the Yugoslav Literature and Serbian Language Group with the old Slovene
Language at the Faculty of Philosophy, but focused her entire life on ethnochoreological activity. She
worked at the Ministry of Education and later at the National Folk Ensemble Kolo as one of its founders.
In 1958, she graduated from the Ethnology Group of the Faculty of Philosophy in Belgrade and after-
wards became fully professional in this field. From 1962 onwards she worked at the Institute of Ethnog-
raphy SASA in Belgrade and became intensively engaged in scientific research work. After three years,
she defended her doctoral thesis in the field of ethnochoreology called Kolo with the Southern Slavs
(Kolo u Juznih Slovena)
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stern Serbia.’ Her fieldwork was multi-locational and the settlements she visited were
located in the Homolje Mountains. Those were Zagubica, Krepoljin, Laznica, Sige
and Breznica.” The area is predominantly inhabited by Vlachs Ungurjans" and Serbs.*
Given that the origin of Vlachs Ungurjans has already been discussed in ethnomusico-
logical writings, both those signed by other researchers (cf: Aesuh 1990; Foaemosuh
2016; 2019) and the author of the present study (PapuBojesuh 2019a; 2019¢), as well
as the fact that no new findings have been acquired on this issue recently, either in the
field of anthropology, ethnology or history, there is no need for a more detailed expli-
cation on this occassion.” However, several important facts need to be recalled. The
Vlachs represent a bilingual ethnic community, with Vlach language as their mother
tongue (with multiple dialects), while a considerable number of members of this
minority speak Serbian as well. According to the Statistical Office of the Republic of
Serbia, there are 35,330 Vlachs living in Serbia (Muxajaosuh 2014)."

At the moment, the questions such as who are the Vlachs who nowadays inhabit
the area of Homolje and the whole northeastern Serbia, and where they came from,
cannot be given a precise answer. Issues concerning the origins of the Vlachs in this

9  Several ethnomusicological studies have already considered the geographical location of Homolje
(cf: Pajuh-Pasenxosuh 1995; Apcenujesith 2008; Papusojesuh 2019a). Homolje is a geographical area in
northeastern Serbia, bounded by mountain ranges on all sides. In administrative terms, Homolje belongs
almost entirely to the municipality of Zagubica, which borders with the municipalities of Petrovac,
Despotovac, Bor, Majdanpek and Kucevo. However, the territory of Homolje can be viewed in a broader
sense as well, encompassing all the villages surrounding the Homolje Mountains along their stretch,
which are grouped around three centers: Kuéevo, Petrovac na Mlavi and Zagubica (Pajuh-Paperxosuh
1995; Papusojesuh 2019a). Thus, in some ethnomusicological studies, Vlach music, which administra-
tively belongs to the territory of Mlava or Zvizd, is classified in the Homolje area (cf: Aesuh 2001). For
the purpose of this study, we consider the territory of Homolje in the narrow sense, since the music from

the legacy of Olivera Mladenovi¢ was recorded precisely in this area.

10 As it will be seen later, one of performing examples originated from Milanovac, although no
recording has been done in this village by O. Mladenovi¢.

1 Itwas established that the Vlachs are not a single entity in Serbia, but are divided into two ethnic-
cultural groups, in scientific circles: the Ungurjans (the Vlachs settled in Mlava, Zvizd, Homolje, Brani-
¢evo, Stig, Resava and the vicinity of Cuprija) and Carans (the Vlachs situated around Negotin, Zajecar
and Kladovo) (Vlahovi¢ 1984; Hepeskonuh 2001).

12 According to the Statistical Office of Republic, in the latest 2011 census in Serbia, 9.024 Serbs and
2.811 Vlachs lived in Zagubica municipality (https://publikacije.stat.gov.rs/ G2o12/Pdf/ G2o124001.pdf).

13 An exception to this are the monographs Vlachs of Northeastern Serbia by Miodrag D. Peri¢,
published in 2016, and an amended version of that edition National Identity and Tradition of Vlachs of
Northeastern Serbia published in 2018, which advocates the thesis that Vlachs are indigenous to North-
eastern Serbia (cf: Ilepuh 2016; 2018).

14 However, according to unofficial data taken from the Gergina association from Negotin, the
majority are ethnically indifferent and still declare themselves as Serbs (about 200,000).
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region are not fully understood and this is undoubtedly influenced by current poli-
tical developments, such as the so-called “Vlach Question” (Novakovi¢, Durdevi¢
2015) and Serbian-Romanian relations. The historical perception is further compli-
cated by the ambiguity of the ethnonym Vlach, which did not always refer to ethni-
city, as well as the fact that this ethnic community has been variously named in Serbia
so far: Romanians, Aromanians, Romanivlachs (cf: Vlahovi¢ 1984; Nowicka 2016).
What is unambiguous is the fact that culturally Vlachs are different from Serbs, but
many scholars note that Vlachs are very quickly assimilated by the majority (Serbian)
population, so some refer to them as “chameleons of the Balkans” (cf: Aazuh 1938;
Nowicka 2016), which is undoubtedly reflected in their musical heritage as well.

THE LEGACY OF OLIVERA MLADENOVIC
AND WHAT IT DOES (NOT) REVEAL

Although the sound material in O. Mladenovi¢’s legacy is of great importance,
interpreting someone else’s fieldwork is neither easy nor gratifying. This is due,
in the first place, to the lack of personal experience of fieldwork and personal
contact with the interlocutors, as well as scarce data on the material collected.
O. Mladenovi¢’s notes made during the field recording are not available (it is not
known if they exist at all), but (some) information is obtained thanks to the data
written on the audio tapes themselves. This primarily refers to the places she
visited, then the names of the individual informants, as well as the (incomplete)
lists of contents of the recorded material. It is not known whether O. Mlade-
novi¢ did this research on her own or if it was part of a larger systematic study,
but based on the recordings it is clear that she conducted interviews together
with Mila Avramovi¢, probably one of the local residents, who spoke with infor-
mants in the Vlach language. What is most surprising is the fact that O. Mlade-
novi¢ recorded only vocal practice of musical heritage,” since one would have
expected her to be interested primarily in instrumental practices that accom-
pany traditional dances, considering that she was an ethnochoreologist.” In addi-

15 One of the photographs that are part of the Homolje legacy contains the following information:
singer and player [underlined by M.R.] from Breznica, Krepoljin, 1980 (photography 1). However,
although there is evidence that the player was interviewed, it is unknown whether he played or just sang.
But it should be noted that the recordings of O. Mladenovi¢ reveal several facts regarding instrumental
music. Although the sound itself was not recorded, there were (scarce) tellings of the instrumentation
that was represented. On the occassion of the holiday Bele Poklade (White Carnival), after the marga
dance is performed (cf: Aypauh 1998; Papusojesuh and Tomuh 2019), the customary practice was for the
laptar / violinist to play the dance all night. In addition, the composition of the ensemble which played
at weddings was also mentioned: clanet, clarinet and drum (toba) (cassette 14).

16  The literature indicates that O. Mladenovi¢, as an associate of the Institute of Ethnography SASA,

participated in the creation of a capital piece on Serbian music, which might be related to Homolje
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tion to the six audio cassettes on which the music material was recorded, there
are twelve photographs in O. Mladenovi¢’s legacy (here, the four of them are
published: photographs 1, 2, 3, 4), on the basis of which we learn the approximate
time interval of the research. One of them was marked in 1980 and four in 1981,
while the remaining seven do not reveal when they were made. Also, in the photo-
graphs, as well as on the tapes themselves, (incomplete) names and ages of some
of the informants are printed. Their names will be presented following the order
they appear on cassettes: Cveta and Draginja from Breznica, Marija Dervi$evi¢
(1932) and Petrija Janosevié¢ (1900) from Laznica, Jana from Milanovac (photo-
graphs 2 and 3), Persa from Sige, Nikolija Nikoli¢, Marija and Milan Milojkovi¢
from Krepoljin (Ibid.),” one unknown singer and player from Breznica (photo-
graphy 1), as well as Desa Jovanovi¢ from Zagubica.

Recordings of O. Mladenovi¢ contain a total of 18 examples of vocal practice,
i.e. songs related to the annual and life cycle of customs (Christmas Eve, burning
of ritual fire and posthumous ritual), as well as lyrical songs of general purpose
and one example of singing without words. The great value of the recordings also
lies in the conversations about songs and singing; since O. Mladenovi¢ insisted
that song lyrics and terminology related to singing, interlocutors speak in their
own (Vlach) language. These examples will be accompanied by examples from
the literature as well as with 27 examples from the personal archive of the author
of this study. In considering the musical (dis)continuity, Vlach’s music recorded
by Olivera Mladenovié is crucial, since, as mentioned above, examples of Vlach
musical heritage from this area are few. During further presentation, each of these
genres will be discussed individually, starting with the one most common in the
recordings of Olivera Mladenovic¢.

(DIS)CONTINUITY OF THE VLACHS’ VOCAL PRACTICE
OF HoMOLJE REGION

Olivera Mladenovi¢ recorded the highest number of songs related to the posthu-
mous ritual (as many as 8 examples) — precisely of the ritual that occupies a central
place in the traditional Vlach culture. Among them are two vocal forms that are

research (PapoBanosuh 1988). Although it may be questioned what the research of the Vlachs’ music
has to do with the production of a piece on Serbian music, it should be recalled that only after 2000 the
Vlachs were granted the status of national minority in Serbia, and that by then, the scientific community
had generally pointed out that they had a developed awareness of belonging to the Serbian majority, and
were thus observed (cf: Baaxosuh 1967; 1998; Vlahovi¢ 1984; Pasusojesuh 2019¢).

17 Talso had the opportunity to interview Marija and Milan Milojkovi¢ personally in Krepoljin in 2016
(photographs 2, 3 and 5). They are not Vlachs, but Serbs; however, thanks to Milan’s hard work, dedica-
tion and profession (teacher), he contributed to the spreading and nurturing of both Serbian and Vlach

cultures alike, and was a very valuable interviewee in the field.
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performed in different consituations: petrekdtura and sd kanta (to sing), the first
of which includes 6 examples and the second includes 2 examples. Both categories
include group one-part singing with well-established melodic patterns. What sets
them apart is the function.

Petrekdtura is a song to accompany the deceased to the “otherworld”, “to give
them direction to heaven” and always has the same textual content. It is one of the
most archaic Vlach genres and in a certain way it represents the Vlachs’ book of dead.
In Homolje region, it is performed several times during the funeral, always next to
the deceased, in his/her house or in the house yard, and it was named as “petrjeSem
al mort” and “petre$” (literally translated: “to accompany the dead” and “to accom-
pany”). It is gender specific and performed exclusively by women; the recordings
of O. Mladenovi¢ describe the performance of this form in great detail. It refers to
large vocal forms, and the longest performance of a petrekdtura on audio tracks of O.
Mladenovi¢ takes just over 26 minutes (cassette 12). In Zagubica, before the singing
begins, singers light candles that they hold in their hands during the performance
(photography 4), and “dedicate the song” (,sa fije placice § petrekut*), and then start
performing. They describe the singing as follows: “It is a kind of canon, because it
intrudes into one another, it must not end, and then begin” (,, To je neka vrsta kanona,
jer jedna u drugu upada, ne sme da se zavrsi, pa da po¢ne”) (cassette 12). Very often
while they are still alive, Vlachs contract the performance of this form at their funeral
by saying “when I die, sing to me”, “take me across” (,,kad umrem, da me popevas,
,da me prevedes“). Recordings of O. Mladenovi¢ reveal the existence of 3 different
melodic models of petrekdtura, which are performed in three ways:

1. the first melodic model was recorded in Zagubica, performed by 4 women in
canon antiphony, with two exposing one melostanza and the other two repe-
ating it (“the other two ‘let voice’ before the first two are over” / ,druge dve
‘pustaju glas’ dok prve dve jo$ nisu zavrsile®);

2. the second melodic model was recorded in Sige, performed in antiphony by three
females, so that one is exposing the melostanza and the other two are repeating it;
3. the third melodic model is performed in Milanovac'® (recorded in Breznica)
and sung by one woman (sheet music example 1).

In addition to the tune, the poetic texts of the petrekdtura are also established, within
which refrains in the form of exclamations can be found.

18 Grandmother Jana, one of interlocutors in the field, before performing this petrecitura said that this example
originated from the village Milanovac (in Vlach: Magudica). The record iself was made in the village Breznica.

19 This study is part of the author’s ongoing research for the dissertation, so only one sheet music
example will be provided on this occasion. Other sheet music examples of recorded songs in Homolje

region will be presented in the author’s doctoral dissertation.
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Transcription: Maja Radivojevi¢
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Sheet music example 1: petrekdtura from Milanovac, recorded in Breznica (source: legacy of Olivera Mladenovic,
box 39, cassette 17, Institute of Ethnography SASA, Belgrade)

During the 1990s, Slavoljub Gacovi¢ recorded the singing of petrekdturas in
the wider area of northeastern Serbia, and included the territory of Homolje. The
third melodic model is also to be found within Gacovi¢’s examples, transcribed and
analyzed by Sanja Radinovi¢ (2000) (sheet music example 2) and performed by the
same singer, grandmother Jana (baba Jana), as in the 1980s.

Transcription: Sanja Radinovic¢
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Sheet music example 2: petrekatura from Milanovac (source: latjosuh 2000)

Apart from this, the book contains another, fourth melodic model from Krepoljin
(sheet music example 3), which is not included in O. Mladenovi¢’s recordings, and is
performed by a soloist, by exposing each verse of the song three times in a row (TarjoBth
2000). Based on this, it can be assumed that as early as the 1990s, the antiphonal way of
performing was abandoned, and so was canonical antiphony — i.e. ways of performing
that were of crucial importance for the genre, regarding the ritual function of these
vocal form. This is, no doubt, the consequence of the lack of women who knew how
to perform this form. With the lack of singers in the recent historical period, the func-
tion of the song has also been endangered. According to the data obtained in the field
during the current research, the last performance of petrekitura in Homolje was in the
early 2000s, and they no longer exist in current practice.”

20 Inthe neighboring areas, Mlava and Zvizd, petrekdturas are still performed, although this form is
on the verge of extinction (Papusojesuh 2019b).



244

MY3UKOAOTHJA / MUSICOLOGY 28-2020

Transcription: Sanja Radinovi¢
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Sheet music example 3: petrekdtura from Krepoljin (source: lauosuh 2000)

Sd kanta is a song to invite the deceased to “this world”. O. Mladenovi¢’s recor-
dings show an example with the typical text beginning with the word vino (come)
(cassette 13), and the rest of the text is improvised. Still, the melodic pattern is esta-
blished. It is performed during funerals and pomanas™ or when going to the ceme-
tery on certain occasions; it features group singing and the number of women perfor-
ming is not limited. The recorded example from Breznica is characterized by singing
interspersed with crying. According to informants who were contacted to help in
bridging the language barrier on recordings (the author of this study does not speak
Vlach language),” the example of Kinciku a lu Serban (cassette 17) also belongs to the

21 Pomanais a custom of making a memorial in honor of the deceased, that is, a “feast” for the deceased, by
which Vlachs send food and drink to the “otherworld”. It is followed by a series of ritual acts and it should be
done several times: seven days after death, then, after forty days, after half a year, after a year, three, five and even
seven years from the day the person died (data recorded during the author’s fielwork research in Homolje).

22 Tam grateful to Valentina and Zorica Lezi¢ from Kucevo for helping me in translating the lyrics in Vlach.
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type sd kanta. Like the previous one, this example has an established melodic pattern,
but differs from the previous one in that the poetic textual component is also stable
(only the name of the deceased is changed). Researchers after Olivera Mladenovi¢
did not leave information about singing sd kanta in Homolje, so there is no sound
image of this form from the 1990s and 2000s. In the current practice, one example
was recorded in the village Osanica in 2017, whose manner of performance corres-
ponds to that recorded in the 1980s, with the difference that the performance was by
a solo singer. Field informants have confirmed that this form of singing exists today,
but women are reluctant to sing it outside the original context, thus confirming the
viability of its function.” The confirmation of similarity of the way of performing and
the information about its sacred function preserved in the newest times, could testify
to the constancy in performing way of this genre and the consistency of its function
in Vlach rituals and culture.

Among the recordings of O. Mladenovi¢ there are 7 general-purpose lyrical
songs, all of which have love content (for example Zaba bej, Zaba mank; cassette
18), which can be sung daily, during keeping livestock, leisure, amusement, soci-
alizing, courting and other activities that do not have ritual character. The inter-
pretation is solo or unison and is sung by women. Almost all examples are made
in the parlando rubato system, containing initial exclamations and exclamations
that occur during melostrophy, and the peculiarity is the appearance of a caesura
in the syllable (for example Kobor, koborare and Cukuce de kurpinjis; cassette 18).
An exception in this regard is just an example Oj, Jon, Jon, (cassette 18) which has
a three-part metric division, otherwise atypical of Vlach heritage (cf: Aesuh 1990;
Pajuh 1989; Toaemosuh 2019). Two songs, Njegocinje, viade ¢inje and Kobor, koborare
are characterized by the appearance of an internal refrain pap, which is not found in
the recordings of the later researchers; moreover, another refrain occurs dor, dori-
culje, as well as the front refrain pujiSorulje, which was also noted by D. Golemovi¢
in 1994 in Krepoljin (2019). The poetic textual component is in most cases charac-
terized by an eightfold basis.

The general-purpose examples recorded in current practice are different from
those recorded by O. Mladenovi¢. These are actually examples of Vlach songs that
were recorded or composed during the socialist period. Almost all of the interviewed
singers learned these songs from some existing recordings (which contain interpreta-
tions by singers who, today and before, were the Vlachs’ singing idols) (Pagusojesuh
2019b). The recordings also include songs from other parts of northeastern Serbia
inhabited by the Vlachs, thanks to which the process of unifying Vlach music can be
followed (Ibid). The largest number of recorded examples in the current practice of
Homolje is characterized by the distribution meter, neither has exclamations, nor
even caesuras in the syllable. They were performed by both men and women (photo-
graphy 7), and often accompanied by an instrument (flute, violin or accordion) or the
whole orchestra (photography 8). The solo and unison performance was retained, as
well as the dominant eightfold base of the texts.

23 Itis the same case with examples of this form in the Mlava area (Papusojesuh 2019b).
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The recorded song without words is characterized by the performance of the melody
in a neutral syllable ld (cassette 18). The melodic base can be any song with poetic
textual content, and it is characterized by being sung in the falsetto register. Dragoslav
Devi¢ wrote about this type of singing, which he recorded in the area of Crnore¢je and
pointed out that it had the function of a love call. During the 1990s, Selena Litvinovi¢
(1997) also wrote about singing without words, presenting examples recorded by the
famous singer Nasta Stepanovi¢ from Homolje, who was the last interpreter of singing
without words in this area. According to the informants, this type of singing ceased
to exist in the aforementioned territory in the 2000s (Radivojevi¢ 2016 ), when Nasta
Stepanovi¢ died,* and it is absent from the present day vocal practice.”

Koljendra is performed by a group of boys called koljendrasi for Christmas Eve
(cassette 14).2¢ This procession toured the village and performed a special song.
Unless they were invited in by a homeowner, they could do him great harm. Singing
of koljendra is characterized by a sevenfold textual basis and pronunciation of the
text on one pitch. An example has also been reported in current practice, and differs
in that, when singing, one hits a specially carved stick on the table (photography
6). The existence of the stick was also mentioned on recordings made by O. Mlade-
novi¢, but it was used to stir the fire to keep it burning. Today, this type of singing is
also performed by girls.

One of the examples recorded by O. Mladenovi¢ was sung in the spring, when
the fire of the corn stalks was lit. The song is performed by a group of boys, and the
tune is based on a trichordal sequence. The poetic text has no logical meaning and
consists of repeating the word(s) “olabila” (cassette 14). It has not been recorded by
researchers after Olivera Mladenovi¢, and it does not exist in current practice.

The recorded material in O. Mladenovic’s legacy includes Vlach genres that are
represented in the wider area of northeastern Serbia, such as Mlava, Zvizd, Crno-
re¢je and the vicinity of Bor, where Vlachs live in a relatively large number (cf: Aesuh
1990; Stevanovic¢ 1996; laosuh 2000; Muaocasaesrh 2003; 2013; Toaemosuh 2019).
The insight into the material adds to the knowledge not only of the vocal practice of
Homolje at one historical moment, but also in diachronic dimension, which contri-
butes to the complete knowledge of the Vlachs’ music in Serbia. The cassette exam-
ples confirm the characteristics of Vlach singing that have been described hitherto
by researchers and reflect many of the characteristics of Vlach’s music recorded so
far. However, on the basis of these, the local specificities of the vocal practice of the
Homolje region can be distinguished.

24 Interlocutors in the field could not remember the exact year of her death.

25 In current practice, the author of this article has so far only been able to find one singer who can
perform songs in the aforementioned way. She is Stana Milovanovi¢ from Rakova Bara — a settlement
belonging to the neighboring Zvizd area.

26 This kind of boys’ group is also known in other parts of northeast Serbia inhabited by the Vlachs.

For example in the region of Crnore¢je they were called kolindreci and the song accompanying the rite

was performed in a similar fashion as in Homolje (cf: Aesuh 1990).
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The problem with the ethnomusicological interpretation of Olivera Mladenovic’s
material is the lack of relevant data, including the exact time period of the research,
the number and names of interlocutors, and the omission of some parts of the inter-
view that would facilitate understanding of the context of the performance. The
aim of her research is not known, and since O. Mladenovi¢’s activity was primarily
ethnochoreological, it is surprising that vocal-instrumental and instrumental exam-
ples are absent. What is certainly a valuable asset of the collected material is its ability
to provide insight into the characteristics of vocal practice in the Homolje region,
which has undergone changes since the 1980s, as compared to the present day. These
are reflected both in the loss of certain genres and in the changes that have taken place
within the genres that still exist today, especially in general-purpose lyrical songs that
have been transformed from vocal to vocal-instrumental expression.” Yet, there are
also similarities, like in case of sd kanta, that might be marked as constants in Vlach
vocal tradition in a wider context. Featured specificities represent an excellent basis
for the future research of the Vlach musical life in this area, as well as the definition
of the musical dialect of Homolje.

27 This is the case in almost all territories of northeastern Serbia where Vlachs live (PaAHBOjeBHh
2019b; Papusojesuh and Tomuh 2019).
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Photography 1: singer and player from Breznica, in Photography 2: (from left to right) Marija Milojkovic,
Krepoljin (source: Institute of Ethnography SASA) Jana, O. Mladenovic in Krepoljin (source: Institute of
Ethnography SASA)

Photography 3: informers in front of Milojkovi¢'s house Photography 4: a group of women performing

in Krepoljin (source: Institute of Ethnography SASA) petrekatura in Zagubica (source: Institute of Ethno-
graphy SASA)
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Photography 5: (from left to right) Milan Milojkovi¢, Photography 6: Tanja Sikiru$ demonstrates performance
Maja Radivojevi¢, Milija Radivojevi¢, in Krepoljin of koljendra, Osanica village
(personal archive of the author) (personal archive of the author)

Photography 7: (from left to right) RuZica Ridi¢, Maja Radivojevi¢, Bogdan Nikoli¢, Marija Novakovi, Seliste village
(personal archive of the author)
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Photography 8: Marina Mari¢ and Irena Mari¢, Osanica village (personal archive of the author)
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Maja PAABOJEBUR

TPAAUITMOHAAHA BOKAAHA MY3UKA BAAXA ¥ XOMOAY ¥ 3AOCTABIITUHU
OAUBEPE MAAAEHOBUR

(PE3UME)

C 063upoM Ha YUEHHUITY Ad Cy 3AIIMCH BAAIIKe My3uKe X0OMOs»a BeOMa CKPOMHI,
3aocrasmTrHa OanBepe MaapeHOBUh je HEABOCMUCAEHO APAroLieH IPUAOT TOj
MaTepHju. 3BYyIHU MaTepHjaA CHUMMDEH je Ha IeCT ayAno KaceTa, Koje ce HaAase y
apxusy Ernorpa¢ckor uacturyrra CAHY y Beorpaay, a 3aBeaeHe cy kao ,KyTHja
39, kacera 12, 13, 14, 17, 18, 23" Moy6azHomhy kosera n3 MOMeHyTOr HHCTUTYTA,
AOOHAA caM CBHIX IIECT KaceTa Ha Kopuinherbe, KOje caM HajIIpe AUTHTAAN30BAAA Y
®onoapxusy Mysukoaoukor urcruryra CAHY, a norom u npucrynuaa o6pasu
CHHMaKa, aHaAu3H u Tpanckpunuuju. Ha caumrmma O. Maasenosuh Haasu ce
yKyIHO 18 mprMepa BokaAHe Ipakce, Mel)y KojiMa Cy IecMe Be3aHe 3a TOAUIIBH
¥ KUBOTHH LIUKAYC 06u4aja (mocMpTHH puTyas, Basme Bede u maserme obpeaHe
BaTpe), Ko U [ecMe OIIITEe HAMeHe U jeAaH IpUMep MeBama 6e3 peun. Beanxa
BPEAHOCT CHHMMAKa AeXXH H Y CAMHUM Pa3roBOPHMa O IleCMaMa U [eBamsy, 6yayhu
Aaje O. MaapeHOBrh HHCHCTHPaAa A2 jOj Ce TEKCTOBHU IIeCaMa U TePMHHOAOTHja
Be3aHa 3a [1eBarbe FOBOpe Ha BAAIIKOM je3uKy. Tum mpumepumMa Ouhe mpuapysxeHu
IpUMepH U3 AUTepaType, Kao u 27 IpuMepa U3 ANYHe apXHBe ayTOPKe CTyAHje,
a 3axBasyjyhu BUXOBOj KOMIApaLHji MOXKe ce TPAaTUTHU (AMC)KOHTHHYHUTET
BOKaAHOT Hacaeha Baaxa us Xomona.
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HMaxo je 3Byunu mMaTepujaa u3 saoctaBmTuHe O. Maapenosuh op usyserne
BO)XHOCTH, HHTePIIpeTalHja Tyler TepeHCKOr papa HHje HUMAAO AAK HH 3aXBAAAH
nocao. Pazaor ToMe jecy Ha IPBOM MeCTY U30CTaHAK AUYHOT AOXKHB/oaja TEPEHCKOT
PaAa ¥ AUYHOT KOHTAKTa C Ka3MBaYHMa, Ka0 M OCKYAHH TIOAALIM O CaKyILAEHOM
MaTtepujaAy. Mnak, u mopea CBHX HepOCTaTaka, 3axBasyjyhu cuumiuma O.
MaapenoBuh BokaaHa mpakca XoMosCKuX Baaxa us ocampecerux ropusHa XX
BeKa PEKOHCTPYHCAHA je Y BEAHKOj MepH. YBUA Y MaTepHjaA YIIOTIYHyje Ca3Hamba
He CaMO O BOKAAHOj IIpakcH XoMOsa Y jeAHOM HCTOPHUjCKOM TPeHyTKy, Beh
U IJeAOKYIIHA CadHama 0 BAamKkoj Mysumu y Cp6uju. IIpumMepu Ha KaceTama
noTBplyjy OAAMKe BAAIIKOT IIeBakba O KOjeM je A0 CaAA TTHCAHO M OAPAKaBajy MHOTe
KapaKTepPHCTHKE AO Capa 3abeaeskeHe BAalIKe Mysuke. MehyTum, Ha 0cHOBY mHX
Ce MOTY U3ABOjUTH M AOKaAHE CIIelfiPHIHOCTH BOKAAHE ITPaKCe XOMOACKOT Kpaja.

KawydHE PEUM: OauBepa Maapenosuh, Cp6uja, XoMone, BAAIIKA MY3HKA, BOKAAHA IIPAKCa
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BAHA BECuB, BECHA ITEHO

V3MEBY YMETHOCTU U >KUBOTA.
O AEAATHOCTU YAPYXKEHA MY3UYAPA Y KPAnEBUHU CXC/
Jyrocaasuju

Beorpaa: Mysuxoaomxku uacruryr CAHY, 2017.
ISBN: 978-86-80639-35-2

Y cryauju Hamehy ymettinocitiu u scusoitia. O geaainHocitiu ygpyscersa mysuuapa y Kpasesuru
CXC/Jyiocrasuju mysuxoaouikume Ap Viana Becuh u Ap Becta ITeHo nmpo6aemarusyjy
U KPUTHYKH aHAAM3UPAjy AO Capd HEAOBOSHO MCTPakeHH PpeHOMEH HACTaHKa, Pas3AH-
4MTe aCIIeKTe ACAOBAKHA U 3HAYA) yApyKerba Mysudapa y Kpasesurn CXC/Jyrocaasuju.
Brmeroamiisse HCTpaKMBarbe 3aCHOBAHO HA YBHAY Y OIICeXHY apXUBCKy rpal)y u 6pojue
IpHMapHe U3BOPE U CeKYHAAPHY AUTEPaTypY, PE3YATUPAAO je MOHOTPagujoM KOja AOHOCH
00re MaTeprjasa U YHEEHIIA, AO CaAQ HEAOBOAHO ITIO3HATHX HAYYHO] M LIMPOj jABHOCTH.

Ocum mpeproBopa, y KojeM Cy ayTOpKe Ha3HAuHAe CAOXKEHOCT HCTPAXKMBAKa,
mybAMKalMja HAITECAHA CTPYYHHM U HCTOBPEMEHO PAa3yMAUBHIM je3HKOM, CAAPKHU MET
noraasaa, [Tpuaor (cnucak yeanuxa Casesa mysudapa y Kpamesunu CXC/Jyrocaa-
Buju u [Toacasesa Beorpaa, 3arpe6 u /oy6mana op debpyapa 1924. AO AIPHAL 1941) U
1360p u3 AuTeparype (APXMBCKY M AUTUTAAHU U3BOPH, IITAMIIA U TIEPUOAUKA, YAQHIIH,
CTyAHje, 360pHHULM U AMCepTaLHje).

Ompepenyjyhu ce 3a mpoydaBame jeAHe HEAOBOASHO HCTPaXKeHe 00AACTH KOja
HEeCyMIbUBO MPEACTaB/&»a BAKAH CETMEHT Y CTBapaksy MOTITyHHje CAUKE U PasyMeBaky
creUIHOCTH My3HYKOT 1 KyATypHOT rpocropa Kpanesine CXC/Jyrocaasuje usmehy
AB2 CBETCKA PaTa, Ay TOPKE Cy Y CAAPXKaj CTYAHMje OCHM YHIeHIIHOT POHAR Koju oborahyje
AOCapalamka CKPOMHA Ca3Habha O HAYMHMMA OPraHM30Bakha, APYIITBEHOT yMpeKaBamba 1
MOAAAUTETHMA ACAOBAH:A YAPY>KeHha My3HYapa, YKAYIHAE U IIHpe, HAYeAHO CaTAeAABak:e
opabpaHe MpoOAEMATHKE Y AMjaXPOHUjCKH OCMHIILAEHO] TTEPCIIeKTUBHL

Y yBoaHOM noraasay (Yeog. O peresanitiHociuiu ucipajcusarea ygpysceroa mysu-
4apa) Ha3HAYeH je LA NCTPAXUBAba — GOKyCHparbe Ha pasAuduTe GpopMe UHCTH-
TYLJHOHAAHOT OKYILbamkha M PYHKIJMOHUCAA ABe TpyIne My3udapa: CaBesa My3u-
vapa u YApyxema MysukaHara (CaBesa HApOAHUX My3HKaHATa H IleBada 06a moaa)
y Kpamesuru CXC/Jyrocaasuju, c HAMepOM Aa Ce ,TOETHYKA, eCTETHIKA U HAjHA
CTpeMmdea My3uiapa U My3SHYKHMX CTPY4YHaKa pasyMejy y IHpeM, KyATypHO-HCTO-
PHjCKOM M APYIITBEHO-UCTOPHjCKOM KOHTEKCTY, 4 3aTHM U Ad Ce 00jacHH yTHIaj
OAVICKe TTOBE3aHOCTH C IIPUITAAHHUIIIMA ADYTHX CAOjeBa, HAPOUUTO MHTEAEKTYaAAl[a
u moautndapa...“ (7). [lopea Tora, ncrakuyTa je noTpeba Aa ce IPeAOUH AO Capa
3aHeMapeHH er3UCTeHIMjaAHl MOMEHAT TPOpeCHOHAAHUX U AMATePCKUX My3Hdapa y
MelhyparHoj JyrocaaBuju, Kao 1 BHXOBA [TO3ULHj, BUASUBOCT U YTHIIAJHOCT Y jaBHO]
cdepu. cTpaxkuBame je CIIpOBeACHO Y HEKOAMKO $pa3a, IIOYeBIIH OA YIIO3HaBama C
IPAKCOM YAPY)KHBatba My3Hudapa y Mel)yHapOAHHM, a IIOTOM H jYyTOCAOBEHKHM OKBH-
pHMa, IPeKO aHAAM3€e APYLITBEHOT OAOXKAja My3Udapa Ha jyrOCAOBEHCKOM HOAPYYjY
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AO TIPEACTaBAAMA ITyOANKOBAHe U HEITyOANKOBaHe rpal)e 0 aKTHBHOCTHMA YAPYIKerha
mysudapa y Kpasesuru CXC/Jyrocaasuju.

Y mpBom peay apyror noraassa (Okoanociliu Hacilianka, paseoja u ekciansuje ygpy-
JHceroad My3UMapa y in06arHUM U jYI0CAOBEHCKUM OKBUPUMA) TUTAOLM Ce MOTY YIIO3HATH ca
HCTOPHUjaTOM OCHHBaK:3, pazama pa3Boja v MPUOPUTETHMA HALMOHAAHKX YAPY>Kekba My3H-
9apa y pasBHjeHHM KalUTaAuCTHIKUM 3eMaama — CAA, Beankoj bpuraruju u Opaniry-
cxoj (Ocepiti na gerosarse ygpysucersa mysusapa y CAA u Espoiiu og gpyie fiorosune 19. 6exa
go kpaja Apyioi ceettickol paitia). OHo mITO je 3ajeAHMKO 32 BehuHy THX yApy>kema jecTe
HCKOPAK U3 TOYETHOT eAUTHCTUYKOT IPUCTYIA TPOeCHjH, TO jeCT HHCUCTUPaba Ha
$opMarHUM KBaAMUKALHMjaMa BUXOBUX YAAHOBA Y IIPABL]y CIIO3HAje O HEOIIXOAHOCTHU
yKAamama 6apujepa usMel)y mpodecroHaAHNX 1 aMaTEPCKUX My3HYapa, a IIOTOM U [IOBe-
3MBakba C ADYTHM IPUITAAHULIIMA MHAYCTPHje 3a0aBe, IOIyAApPHE KYATYPe M PAAHIIKIM
CHHAMKATHMA, IPBEHCTBEHO PAAM AKTHBHM]jET y4eCTBOBAA Y IPpOMeHama rmocrojehnx
U AOHOIIEIY HOBUX 3aKOHCKHX aKaTa KOjU Cy Ce OAHOCHAH Ha ITOAOXKAj My3udapa y
CMIICAY ITOOOSIIIAkHA BHXOBOT €KOHOMCKOT CTaTyca U jadara ApymreHe Mohu. ITporec
PAAHIYKOT U CHHAMKAAHOT YAPY>KHBarba Ha IpocTopy MehyypaTHe Jyrocaasuje koju je
obeAexeH peAaMabUMa IIOAMTUYKHX/ TAPTHjCKHIX M CHHAMKAAHHX HHTEPECa, eTare
Pa3Boja PaAHUYKOT TOKpeTa 1 CIeIMHIHOCTH PAAHUYKOT 3AKOHOAABCTBA OIMCAHE Cy Y
noTIorAaBsy Apyusitisere iipuiuie na iepuitiopuju Kpaswesune Cpbuje u cycegnux peiuja
09 Kpaja 19. 8eKa U eKcilan3uja pagHuukol iokpetia.

TTpeTXOAHN KOHTEKCTYaAHH OKBUD YIIOTIybyje caepehe moraasme ITorosaj mysu-
uapa na tipociniopy Kpawesurne CXC/Jyiocaasuje og kpaja 19. sexa go tioueitica Apyioi ceeiti-
CK0i patia, KOHLMITUPAHO Y TP XPOHOAONIKA NTOTroTAaBAa ( Oiluiiiu itoireg, Mysuuapu
y Kparesunu Cpbuju u cycegnum peiujama go xpaja Ilpeoi ceettickor paitia u Mysuuapu
y Kpawesunu CXC/Jyiocrasuju) y kojuMa cy pasmaTpaHa IUTamba 1 IPOOAEMH Y Be3n
Ca CTaTycoOM My3H4apa y FTA06AAHOj APYIITBEHO] X1jepapXujH, ¥3 CKpeTambe IaXKibe Ha
OUMTAEAHE PA3AUKE Y CTelleHy YTUIRJHOCTH 0jeAMHIX podecuja (HayqHHIH, CIy,
TAYMIH, cAMKaph). YIpKoc oApelyeHuM momanyuma, CkpoMHa MaTepHjaAHa CPeACTBa
HaMemeHa My3UIKHM MHCTUTYIIHjaMa, aAu ¥ YKOPEemheHe PeAPacyAe TpeMa My3rdap-
cKoj IIpodecuju, oHeMoryhuar cy Mysudape Aa rpeBasul)y APyIITBeHy MApTHHAAM30-
BAHOCT U II0OOMIIIAjY CBOj eKOHOMCKH ITOAOXKA] U JABHHU YTAEA.

Y nentpasnom noraasay — Cases mysuuapa y Kpawesunu CXC/Jyiocrasuju og ocHu-
sarba go oettixa Apyioi ceeitickol paitia — Kpo3 IeT HOTIOIAABASA (ITpeiniewe Casesa mysu-
uapa na jyiocroserckom Ay fipe kouctuuiuyucara Kpavesune CXC. Ilpoyec yciiociua-
swarea Casesa mysuuapa y Kpawesunu CXC/Jyiocaasuju, ITpse iogure Casesa mysuuapa
y Kparesunu CXC, Ka opianusayuju u ugeorouixoj koncorugayuju, Kontiunyuitietiu u
guckoninunyuitieiiu, Ocepii na suauaj Casesa mysuuapay Kpawesurnu CXC/Jyiocrasuju)
IPErAeAHO je CCTeMATH30BaHA U H3AOXKeHa Ipal)a IpHKyIreHa U3 BUITe apXHBCKHUX
usBopa (ponaoBu Apxusa Jyrocaasuje u Apxusa Mysukoaomxkor nxcturyra CAHY),
crenmjasusosane neproauke (Jugoslavenski muzicar/Muzicar — auct CaBesa Mysndapa
Kpanesune CXC/Jyrocaasuje) u AHeBHe mTamIle y Besu ca ucropujom ror Capesa unje
CY YAQHCTBO YHHUAH KBAAMPUKOBAHU POPECHOHAAHH My3HYapH. Ykasyjyhu Ha ciipery
u 3aBUCHOCT papa CaBesa 0p APYIITBEHOMCTOPHjCKHX IPUAUKA U ITHPET KYATYPHOT
KOHTEKCTa, Y TOM ITOTAAB/Y OCBET/AEHM Cy CBU 3HAYAjHH acieKTH pasa CaBesa MysH4apa,
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opraHusanyje Koja je 3acTyIlasa HHTepece CBOjUX YAAHOBA U ITpodecHje Y IjeANHH.
YIIpKOC OYeTHUM OPraHM3AIMOHUM IIPOOAEMIIMA U IIOBPEMEHHM 3aCTOjUMA Y PaAY,
Cages je ycIieo A 04yBa KOHTUHYUTET y TIEPUOAY OOeAeKeHOM OPOjHIM MOAMTHIKAM
1 €KOHOMCKHMM H3a30BMMa U KPH3aMa, jep Cy 3a Pa3AMKY OA ADYTHX YAPYKemba, Y OBOM
CAyYajy Ha4eAHO OIIpeAeseHse 32 MAEjY jyTOCAOBEHCTBA U HHTepecH podecuje yCreAu
Aa TIPEBAAAQjY HAI[OHAAHE U eTHHYKe APTUKyAapusMe. ako mporpamcka opujeHTa-
rja CaBesa Huje yBek O¥AQ jaCHO AeUHMCAHA K AOCAGAHO CIIPOBOleHa, Ta OpraHm3a-
IIYja IPEAY3€eAa je HM3 aKTUBHOCTH Ha 3aIITUTHU IIPaBa My3HUJapa, CTAHAAPAM3ALIMjU 1
yHanpelemwy npodecroHaAHNX HOPMH, IOBE3HBakby Ca CANYHUM HHOCTPAHUM YADPY-
JKEHHMA, HAPOUHUTO OHUM U3 CAOBEHCKUX 3eMabd, OCHHUBAKSY HOBYAHOT POHAA 32 TOMOh
YAQHCTBY, OGaBelITaBaby jABHOCTU O CBOM paAy (IokpeTarbe raacuaa Jugoslavenski
muziéar/Muzicar xoju je n3aazuo y 3arpefy oA 1923. AO 1941), IPeBa3HARKelby HeTa-
TUBHUX edeKaTa Ha eKOHOMCKHU M PAAHM CTaTyC My3u4Yapa M3a3BaHMX eKCIIaH3HjoM
HOBHX MeArja (3BydHH QUAM, PaAro, IPaMOOH) U II0jaBOM KOHKypeHUHje (cTpanu n
BOjHM My3n4apy). Y 3aBpIIHOM KPHTHYKOM OCBPTY Ha pap CaBesa HCTakHYTH Cy pasa0su
300r KOJHX Pe3yATATH U CTelleH epHKACHOCTH TOT yAPYXKekba y Ipoliecy yHanpehema
My3HYapcKe podecHje HICY AOCETAN CBEOOYXBATHH)H HUBO: CTAACLIKH EAUTH3aM KOjU
je moapasyMeBao MOryhHOCT y4AamHBaba CaMO KBAAMPHKOBAHHX MPOPECHOHAAHHUX
(,HoTanHNX") My3udapa (OpKecTapCKUX M KOHIIEPTHUX M3Bolada, KOMIIO3UTOPa, AUPH-
reHaTa M My3UYKHX [IEAATOTA), IITO je 3a IOCAEAULY HMAAO MAAOOPOJHOCT YAQHCTBA U
CaMKM THM MAAH CTETIEH ADYIITBEHE YTUIQJHOCTH, OACYCTBO CApPaAE C ADYTHM CTpY-
KOBHUM H PAAHHYKUM YAPYIKEIHMA, HEAOBOSHA YITyheHOCT y TyMadere i IpUMeHy
nocrojehyx 3ak0HOAABHHX IponHca (Ha IpuMep Mpo6AeM IIpaBHe HeyTeMeAreHOCTH
KOHI|eCHOHHPAba My3U4apa, U3AABAba AMIIEHITH i yBOl)ema , pAAHO-AUHAPA', POOAeMH
y IprMeHH 3aKOHA O ay TOPCKUM IPABUMA) M TAPAAOKCAAHO, CIIOPAAMYHA IPUCYTHOCT
Y jABHOM KOHIIEPTHOM MY3H4KOM >KHBOTY, YIIPKOC IIPUOPUTETY Koju je CaBes pekaapa-
THUBHO IIPUAABAO CBOjOj KYATYPHO-YMETHHYKO] MUCH]H.

AuMeH3Hje pacKopaka HCKa3aHOT II0jJMOBHMA YMETHOCT M )KUBOT Y HACAOBY KEbHTe,
HAjOYMTAeAHH]je Cy Ce MCIOmUAe Y TOCAeAheM NorAaBsy Konctiuttiyucarse Ygpy-
wera mysukanaiia y Kpavesunu CXC/Jyiocrasuju — tioitipebe u yusesu. CTyAMO3HO
IIpHKa3aH pap OpraHU3aLyje KOja je 3acTymaAa MysukaHre (,,aHoTaancTe) obeaeskrae
cy 6pojue adepe (cyacku mporecu 360r IpoHeBepe HOBLR), Melyco6Ha cypeBBHBOCT
JeAHHKA YAPY>Kelha U PAa3AUYMTHX MY3UKAHTCKHX IPYIa, CKAHAAAN M POAHH CTepeo-
Tunu (pacrpase 0 MOPaAHO]j He/AOCTOJHOCTH MOjEANHUX PUIIAAHHLIR YAPYKemba).
Maxo cy npeasut)eHU IjimoeBH i AKTUBHOCTH YAPY>KeHha MY3HKAHATA, HCTO KO M AKTUB-
Hoctu CaBesa My3n4apa, GMAH OIPABAAHU Y YMETHHYKOM (HEroBatbe HapOAHE My3HKe)
¥ COLIjaAHO-eKOHOMCKOM IIOTA€Ay (3alITHTa MaTepujaAHHX, MOPAAHUX U HHTEAEKTY-
AAHVX MHTepeca YAAHOBa) HU 0BO YAPYXKerbe, Kao IITO je MCTAKHYTO Y 3aBPIIHOM pasMa-
Tpasy, HUje YCIIeAO AA Ce H300pHU ca GPOjHIM M3a30BHMA PEAAHOT KUBOTA, 114 je , AUAeMa
‘uamelyy yMeTHOCTH 1 KHBOTA, 3a1IpaBo | je] MeTagOpUUKY PUKa3 ecKarm3ma KBANQH-
KOBAaHWX U HEKBAAMPUKOBAHIX My3Hdapa ¢ OBHX pocTopa... (190).

Coma L]seitixosuh






BAHA BECUR

KOHCTPYUCABKE CPIICKE MY3UYKE TPAAUITUJE Y IIEPUOAY USMEBY ABA
CBETCKA PATA

Beorpap: Mysuxoaomxu uacturyT CAHY, 2018.
ISBN 978-86-80639-36-9

Y mosamarmaoM criucky m3pama Mysukoasomxkor uacruryTa CAHY, koja cy mocaeamux
FOAMHA 060TaTHAA MY3UKOAOLIKY U € THOMY3HUKOAOLIKY AUTEPATYPY ¥ HAC, BASKHO
MeCTO 3ay3MMa OIICeXXHa, HHTePAMCIIMIIAMHAPHA U, HAAACBE, OPUTMHAAHA HayYHa
cryauja Ap ViBane Becuh, Hayunor capapHnKa IIOMeHYTOT MHCTUTYTA. Bumero-
AUIIIbE IPOyYaBarbe Pa3Boja My3HUKOT CTBAPAAANITBA, M3BONaITBa, 06pasoBama,
Hay4HO-ITyOAUIMCTUYKOT U MeAorpadckor papa y MehyparHoj Jyrocaasuju, Koje je
3aIroyeAa joI TOKOM 3aBPITHUX rOAMHA cTyArja Ha Kareppu 3a mysukoaorujy Qaxya-
TeTa My3H4Ke YMeTHOCTH, 2 HACTaBHAA y BpeMe Papa Ha AOKTOPCKOj AUCEPTallUjH Y
Openemy 3a conuoaorujy Pusrosopckor pakyarera Yuusepsurera y beorpaay, Ap
ViBana Becuh je y cB0joj mocAeA 0] KEbU3H 3HAAAYKHU 320KPYIKHAQ, IOHYAUBIIN HOBY
BU3YPY CPIICKe M jyTOCAOBEHCKe KYATypHe UCTOpHje, pa3dBoja, TauHuje, Ipoleca
KOHCTPYHCamba CPIICKe U jyTOCAOBEHCKE My3HUKe TPaAUIIHje.

AyTopka je Beh Ha mpBUM cTpaHMI]JaMa CBOT PYKOIIMCA HATOBECTHAA AA C€ K32
HeIpeTeHIJMO3HOT, 11a YaK M HEAOBOSHO YIIeYaTSHBOT HACAOBA KEbUTE M, HCTO TAKO,
»HEaTPAKTUBHUX  HACAOBA IIOTAABAA, KOjU O YHAIIPeA IPUBYKAH MKy YMTAOLA,
KpHje IyCTO TKake BeITO YKPIITeHHX U MAaAO IIO3HATHX [TOAATAKA, TEMEAHO AHAAU-
3MpaHuX 1 IpoTyMadeHuX. CTPYKTYpy Kibure, yKmydyjyhu yBoAHA 1 3aBpIIHA pa3Ma-
Tpama, YMHHU IIeCT, 10 06MMY yCIelHo n3baraHcupaHux neauna (cTp. 9-306).
ViMnosaHTaH cnucak KopumheHux uzpopa: rpaha moxpameHa y pasAHuuTHM
apXMBCKMM POHAOBMMA M 3a0CTABIITUHAMA, 3aTHM AHEBHA IITaMIIa U IePUOAMKA,
C M3ABOjeHHM MY3HUKHIM YaCOIMCUMA, TyOAUKOBAHA MEMOAPCKA AUTEPATYpa U
TIpenucKe, HATIOCAETKY, HAyYHe MOHOTpaduje, 360pHULM 1 uaaHH (CTP. 307-339),
Y LleANHY TA€AQHO, CBEAOUYH O OTPeOH MUCIIa AA C€ OATOBOPHO M MUHYIJHO3HO
IIOCBETH CBHM TeéMaMa Koje Cy Ce HaMeTHyAe Ha ITyTY Ka IOCTaB»>eHOM UCTPaskMBa-
4KOM IUnY. [IperaeAHOCTH opaTaka AOIIPUHOCE U ABA IPUAOTA; Y IIPBOM CY XpOHO-
AOMIKY MOMMCAHHU CBU BAYKHUjU KOHIIEPTHU jyTOCAOBEHCKE My3HKe U My3HIKU PpecTH-
BAAU KOJH Cy Y IIEPHOAY OA 1919. AO 1941. ropuHe npupelhern Ha Tay Kpasesune CXC/
Jyrocaasuje (cTp. 340-350), AOK CY Y APYTOM, TIPeMa CBOJHIM HACOAOLIKHM yBepPemhuMa
U AGAOBABUMA YHYTAP PasAMYUTHX UACOAONIKMX PpaKIiKja, IPYIHUCAaHU My3UYapH 1
My3HYKH CTPYUAIiM 1 ITOHy eHe Cy BHXOBe, HOBUM UnibeHHI[aMa oboraheHe 1 peBu-
AMpaHnM noAanuMa npouninhere 6uorpaduje (crp. 351-364.).

Ao6po yIo3HaTa ¢ BULIECAOJHUM UCTOPHjCKUM, KEHXKeBHOMCTOPUjCKUM H yMeT-
HMYKOMCTOPHjCKMM TOKOBUMA KapPaKTePUCTHYHUM 33 BUIIIEHAI[IOHAAHY jyTOCAOBEHCKY
3ajepHHULy y mepuopy usmel)y aBa cBetcka pata, Ap MiBana Becuh je 61aa y mosunuju
AQ Y CaTAeAaBamby, 32 00AACT KOjOM ce 6aBH, LleHTPaAHe — My3HUKe Cdepe y CKAOITY
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jABHOT, KyATYPHOT ¥ yMETHHYKOL, aAK U IIKpe CXxBaheHOT APYIITBEHOT 1 OAMTUYKOT
M0M&a, IPUMEHU OAUTIEPCIIeKTUBY. TakaB MPHUCTYTI, KOjH je TeOPHjCKH PyHAMpPaAA
U IPaKTUYHO CIPOBEAA Y Y809y U IIOTAABAY IIOA HA3UBOM JasHo fiore y Kpawesunu
CXC/Jyiocrasuju: oliwitie Kapaxiiepuciniuke, IOAPA3yMeBao je AepUHUCAIbE IpoLeca
KOHCTPYKIIHje CPIICKe My3HYKe TPAAULIUje 13 BUIIe PAa3SAMYUTUX YTAOBA K C HEKOAMKO
PaBAMYHMTHX, IpeMAA Mel)ycoOHO moBe3aHnx TeMaTcKux maardpopmu. MHunmjasHa Tesa,
KOja ce KOH3UCTEHTHO Pa3BHUja KPO3 YUTABY KILUTY, FTAACH AQ je KaKO Y IPOPHAKCAEY
CPIICKe, OAHOCHO jYTOCAOBEHCKE KYATYPe€, TAKO U Y IOCTABAARY CMEPHHIIA Y 00AUKO-
Bakby CpIICKe/jyTOCAOBEHCKe MY3HIKe TPAAHLIUje, KiyIHY YAOTY IMAAA HAJHCTAKHY TH)a,
3a AP’KAaBHH CHCTEM MACOAOIIKH HAJIIOAOOHHja HHTeAeKTyaAHa eAnTa. [TocraBaajyhu
KA0 CBOjeBPCHY KAy4HY ped y CBOM M3AAramy ,ApymTseHy Moh', ap MiBana Becuh je
Beh Ha yBOAHHMM CTpaHHIIaMa YMTAOIy HAMETHYAA COIICTBEHY YIIUTAHOCT, C KOjOM Ce H
paHHje OTUCKUBAAA Y HCTPAXKHMBAYKe ITOAYXBaTe: y KOjOj MepH M Ha KOjH HaYHH MOAH-
THUYKE UACOAOTH]je IIPOXKUMAjy PASAHUHTE OOAACTH KYATYpe; KOjU APYIITBEHH MeXa-
HU3MH oMoryhaBajy yIIAUB oAuTHYKe cdepe y KyATYPHY U yMETHHUKY Chepy; Kako ce
oppeheHr HapaTUBY O HALMOHAAHO] HCTOPU)H, KYATYPHU U My3HYKOj TpasuLuju Hamehy
Kao AOMMHAHTHH?

Y 1Ay AeTEKTOBaMa KAYIHUX OCOOEHOCTH jABHOT MOMSA M C UM Y CAAjCTBY
IPOMU3AUIANX MaHU(eCTAI[Mja HAIJHOHAAHE KYATYpP€ Ha CPIICKOM/jyTOCAOBEHCKOM
IPOCTOPY, Ay TOPKA je, YIIPKOC YBUAY Y OPOjHE HCTOPHjCKe, COLIOAOLIKE H AHTPOIIO-
AOIIIKe CTyAHj€, 32 TAABHU OCAOHAI] 0Aa6paAa TeopHjcKe IIOCTAaBKe O HALIMOHAAM3MY
Beneankra Anpepcona (Benedict Anderson), Epuka Xo6c6oma (Eric Hobsbawm)
u Tepenca Pejuyepa (Terence Ranger). MoaaauTeTe yKiyunBamba osa My3HKe y
IpoIlec KOHCTPYKIUje CPIICKe U jyTOCAOBEHCKe Hallhje U KyAType AepHHHUCaAAA je Ha
OCHOBY Teopuje mona conuoaora [jepa Bypaujea (Pierre Bourdieu) u xonnenra
sumecTpykux jaaoct Kpejra Kaaxyna (Craig Calhoun).

BemrTo crmajajyhu momMeHyTe COLHOAOIIKe BUSYpe, OHA je MOCTABHAA TEOPHjCKY
6a3y (cTp. 42-49), € KOje je y HACTAaBKy IPATHAQ, AAU He 1 TIOAPEAHAR, GPOjHIM U3BO-
puMa AOKYMeHTOBaHe HHTepaKIiHje ojeAHHalla U IPyTa YTUIIQjHUX IPeACTaBHUKA
MOAUTHYKE, AKAAEMCKO-Hay4YHe, KIhIDKeBHOYMEeTHUYKe, KYATYPHO-IIPOCBETHE, I 1
CTPYKOBHO-CHHAMKaAHe jaBHOCTH. C HCTe maargopMe je u3BeAa M HAYUHO yTeMeseHy
eKCIIAMKAIIM)Y YBepema CPIICKe HHTeACKTYaAHe 1 YMEeTHUYKe eANTe IIpeMa HOBOIIPO-
KAAMOBaHUM BPeAHOCTHMA jyTOCAOBEHCKOT APYIITBA, U IIPHKa3aAa HaeaAe Ka KojuMa
je IIOMeHyTa eANTa yCMepHAA CTBAPAAAUKH IOTEHIUjaA U jaBHO aerame. Kapa je
KOHKpPETHO ped 0 My3uiiu, Ap Bana Becuh je HeABocMICA€HO ITOKa3aAa AQ je cpo-
BODeme MpojexTa KOHCTPYKIHje CPIICKe MY3HUKe TPAAHUILIHje, 3a[I0YeTOT TOKOM ApyTe
noaosuHe XIX croaeha, HacTaBseHO U Y MelypaTHOM pasa00ny.

M aeoAoLIKe AUCTHHKIUj€ Y CPIICKOj/jyrOCAOBEHCKO] jaBHOj cdepu Hajipe Cy
IpeACTaBAeHE Ha YOIIITEHOM IIAaHY y moraaBsy Opakyujcke iiogese y jasHom iory
(cTp. 77-105). Kao nHAUKATOpH y pasrpaHUyelsy NOjeAMHAYHIX QPaKIHja IOCAYKUAK
cy caeaehn mapamerpu: a) mouMare jyrOCAOBEHCKOT H I10jeAMHAIHHX HALJUOHAAHHX
MACHTHUTETa YHyTap jyTOCAOBEHCKOT 6) Mepleniuja peAaLuje jyToOCAOBEHCKe KyAType
U 3aMTaAHOEBPOTICKUX KYATYPHUX MOAEAQ, C jeAHEe CTpaHe, U CAOBEHCKHX KYATYpa,
C ApyTe CTpaHe; B) OAHOC ITpeMa HHTEPAKLIHjH BUCOKe H HAPOAHE KyATYpe I') XHjepapxuja
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YMETHHYKHX IIPaKCH, U A) yAeo xpumhanckor Bepckor Hacaeha y ApymTBeHOM
xuBoTy. Ha 0CHOBY AQTHX KpHUTEpHjyMa ayTOPKa je HajIpe CyMapHO IMOABYKAQ CIIeIIH-
QUUHOCTH ACAOBaFbA TPH BeAHKe QpPaKIiuje: KOH3ePBATUBHE, ALOepaAHEe H AeBUYAPCKE.
Ykazaaa je Ha BUXOB IIPOrPaM, KyATypHe U YMEeTHHYKE HHCTUTYIIHje TOCPEACTBOM
KOJHIX CY FbHIXOBH CA€AO€HHMIIH jABHO HCTYIIAAM, YACOIIICE U APYTa TAACHAQ Y KOJMA CY
CBOJHIM HAIKCHMA, PACIIPABAMA H IIOAEMHKAMA yTHUIJAAM Ha JaBHO Mibelbe, 00AMKyjyhu,
CXOAHO ITOAQ3MIITHMA CBOJUX IPYIIAIHja, CPIICKH/jyTOCAOBEHCKHU KYATYPHHU HACAA.

CBojeBpcHa paspasa IOCTaBAEHHX GPAKIMCKHX PA3AMKA U IOHUPAe Y KOHKPeTHe
IoKasaTese jaCHO IPOPUANCAHUX HACOAOIIKUX OPUjeHTAlIUja CIIPOBEACHHU CY Y
HapeAHOM MOTAaBAY (C HACAOBOM: AKIUBHOCTIU iiojequHaunux gppakyuja y jyioco-
BEHCKOM jasHoM 106y TOKOM g6e etliane, CTP. 107-188), y KOjeM je ayTOpKa AeAOBarbe
KYATYPHUX IIOCACHHKA CBHX IIPOPHUA, YKAYUYjyhH 1 KOMIIOSUTOpE, My3HUKe CTPYUEbaKe
M KPUTHYAPe, IPATHAL TOKOM ABE, HICTOPHjCKIM Aoraljajima opeante dase: OA HACTAHKA
3ajeAHUYKE JyTOCAOBEHCKE APXKaBe AO YCIIOCTaB/sbaka MOHAPXOAUKTATYPE 1929, M OA
[ecrojanyapcke AMKTaType AO IIOYeTKa ApyTOT CBETCKOT paTa 1941. TOAMHE.

Pazanike y nAejHOj KOXepeHTHOCTH PpaKIiHja, HeyjeAHadeHa YKAyIeHOCT BUXOBHX
IIPEACTAaBHHUKA y jaBHE aKTUBHOCTH ¥, TEHAPAAHO Y3€B, AUBEPTE€HTHH ITPUCTYII jABHOM
IPOCTOPY U CAOGOAM A€AOBaRbA, C IPABOM Cy onpeaearae Ap MBary Becuh aa 3a mpsy
BPEMEHCKY eTaIly BesKe CHHTAarMy ,Ipoljec moaapusaruje’. Kako cy y Toj pasu y jaBHoj
KYATYPHOj cpepu BHCOKY IO3HIHjy 3ay3eAU IPeACTABHHIM AubepaAHe Pppakiiyje,
eKCIIOHeHTH y To BpeMe Boaeher wacormca — Cpiickoi KtbuscesHol iracurd 1 YApyKerba
npujatesa ymernoctu Ieujeitia 3ysopuh, y3 caepbeHnKke KOH3epBaTHBHE ppaKiiuje,
ayTOpKa je ’HMXOBOM aKTHBHOCTHMMA ITOCBETHAQ HajBUIIle IIPOCTOPA. Y BE3H C AeAaT-
Homhy , Anb6epaa” KOHCTATOBAAA je AA CY BHXOBH eKCIIOHEHTH Y BEAUKOj MEPH 3aCTy-
AU 33jeAHIYKA HAEjHA [IOAABUIITA, C [TMbeM 30AIDKABAHA jyTOCAOBEHCKHX HAPOAA U
00AMKOBaKbA jeAUHCTBEHE JyTOCAOBEHCKE KYATYPe U YMETHOCTH, Ad CY AGAUAH OAaro-
HAKAOHOCT IIpeMa 3aIfaAHOEBPOIICKOM KYATYPHOM KOAY, Te AQ CY UMaAK PpAeKCHOHMAAH
OAHOC ITPeMa CaBpeMEHUM YMETHUYKHMM TEHAEHIIH]jaMa, AOK Cy Y Math0j MEPH HETOBaAH
HAEjY CBECAOBEHCTBA M 3aCTYIIAAY yBepeme O TO3UTUBHUM epeKTHMA YIIAUBA CAOBEH-
CKOT eAeMeHTa Ha jyrOCAOBEHCKU KYATYPHH UACHTHUTeT. IIpeMaa y KOHTeKCTY Anbe-
PaAHe HACOAOLIKe MO3HIIHje oMHUbe YAeo Muaoja Muaojesuha kao Bopehe anunocTn
Meby Mysudaprma, makiy 3aHTepeCOBAHOT YMTAAALIA 32 THOAba Ha IIOAY MY3HKE,
M3a3BaHA YIIAUBOM APYIITBEeHEe MONM MCTaKHYTHX II0jeAUHAIA, AyTOPKA je HCIIPOBO-
LMPaAa, OAAOKHMBIIM KPUTHYKU OCBPT 32 AadH TOK H3Aarama. (I[TomeHyaa je, Haume,
HO3HATe [TOAATKe Y Be3u ¢ MuaojesuheBuM yTHIajeM Ha IPOrPaMCKy OpHjeHTALH)y
kako Cpiickoi KruxcesHol iracruka, Tako u Yapyxema Lleujettia 3ysopuh y aomeny
My3UuKe, beroBy CyIepBH3Hjy KOHLePTHUX peneproapa npu HapoaHoM koH3epsa-
TOPHjyMy U IIPOTEXXHUPatbe YHUBEP3UTETCKOT KaMepMysudkor yapyxerwa Collegium
musicum, HaCITpaM APYTHX U3BODauKMX aHCAaMOaAa y IIPECTOHHUIIH, MECTO CTAAHOT
MY3HYKOT KPUTHYAPA U Y AHeBHOM AUCTY TToAuiiuka, aAu je M30cTasa objeKTHBHA
OIleHa BeroBOT CTBAPHOT YYMHKA.

Haeje 0 cBeCAOBEHCKO] [IOBE3AHOCTH, KOje Cy A0OMA€e Ha 3HAYA]y Y jaBHUM AHCKYP-
CHMMa ¥ aKTUBHOCTUMA AUOePAAHHX U KOH3ePBAaTHBHUX IPYIIA TOKOM 1924. TOAMHE,
Ha cTpanuama yaconuca Mucao u Cpiicku kruxcesHu iracnuk, Ap Fisana Becuh je
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AeTasHO IIPOTYMAYHAA HA OCHOBY Hamuca ,Anbepasa” Jopana IIsujuha ,koHsepsa-
tuBana‘ Musoma Hypuha u Baagumupa Beamap-Jauxosuh. Ilpysxuaa je, Takobe,
MPOAOPAH MOTAEA Ha aKIjije KOje Cy BOAMAE 30AIDKABAKY JyTOCAOBEHCKOT COKOA-
CKOT CaBe3a C OpraHu3aliijaMa CAUYHOT YCTPOjCTBa U Mporpama y 4exocAoBaykoj
u ITomckoj, u jour moppo6Huje onucasa porabaje koje cy 1mop 3acTaBoM CBECAOBEH-
CTBA 00@AEKHAH jyTOCAOBEHCKU MY3HUUKH XXUBOT Y IIEPHOAY OA 1924. AO 1929, KaAd
cy, moajeaHako u y 3arpeby u y /oybmanu, kao u y Beorpaay, mokpenyTe capapme
C HAIIMOHAAHUM MYy3H4KHM yApyXemuMa us Yexocaosauke, byrapcke u IToscke, n
IITAMIIAHU APAroIleHH IPUAO3HU O II0jeANHHM CAOBEHCKHM MY3UYKHM TPaAUILIMjaMa
y daconmcuma Jugoslavenski muzicar u Nova muzika. ITpemaa ayTopka moMube opra-
HH30Bambe jaBHUX IPeAABaba O My3UIIH K My3HdapHMa U3 ,CAOBEHCKOT CBETa', Kao U
adupMaTHBHE IIPUKa3e M KPUTHKe rocTyjyhux ancaMmbaAa y jyroCAOBEHCKHM IPaAO-
BHMA, KOHKPETHH IIOAALIH, NMeHA [IPEAABAYa, TeMe 1 OAAOPAHHU IPHMEPH HajyCIeANjHX
H3BOl)erba Cy M30CTAAM Cy M3 TAQBHOT TEKCTa, HaKo je Ap MBana Becuh y Hanomenama
IPY>KHAQ YUTAOL[y MOTYNHOCT Ad Ce Y BheHUM COIICTBEHHMM PaAOBUMA IIOAPOOHHje
YTI03Ha C HOMeHyTHM TeMaMa. [ IpasHuHa y onucy Makap rAaBHUX aKIjfja ¥ OCTBApEeHUX
pesyATaTa 0CTaAa je ¥ M3a IIOMeHa BaKHUX YAPYXKeHa KakBa Cy JyTOCAOBEHCKO-4eXo-
caoBauka aura, IToscko-jyrocaoBeHCKH KAy U JyrocAOBeHCKO-Oyrapcka AUra, ImTo
je pasyMsUBO C 003MPOM Ha UHEbEHHITY AQ CHCTEMATCKA HCTPAKHMBAkha TUX YAPYKerba
HIHCY IIPeAy3eTa.

HecTanax yHyTapppaxuujckux crpyja, yuspmhusarme, OAHOCHO cAabmerme
oppebennx dpaxnuja y Apyroj eramu mehyparror paspobma, Ap Misana Becuh je
AOBeAa y Be3y C IIPOIeCOM MOAAPHU3aliHje Y jyTocAOBeHCKOM ApymITBy. C 063upoM Ha
10 Aa je IllecTojaHyapcku mporpaM 0OYXBAaTHO YaK M HAEJHO CYIIPOTCTaBseHe Pppak-
IiMje, KaKBe Cy HIIp. AbepaAHa i KOH3epPBaTHBHOAYTOPUTAPHA, AyTOPKA je Y OBOM
MOTIIOTAABAY AHAAM3Y YCMepPHAA He Ka HAEJHO-AeAATHUM Mehydpakimjckum pasau-
KaMa, Beh Ka pasANYNTHM METOAAMA Y PeaAU3aIijH TOCTABASEHUX 34AATAKA Y jJABHO]
chepu. C TUM y Be3H je y OKBUPY IeT MaFbHX TEMAaTCKHX IleAHA 00pasnAa Hajpe
II0jaBy AOMHHAIFje KOH3epPBaTHBHE PppaKiiuje, U Y H0j HU3ABAjarbe PAAUKAAHE ACCHUIE
— MHCTHYHOPEAUTHO3HE CTPYje, 3aTUM OKOAHOCTHU KOjeé Cy BOAMAE 320IITPaBamby
YHYTapppaKIIMjCKUX AeBUYAPCKUX IPYHAliUja U KOHCTUTYHCAKe ,AeBOT My3UYKOT
¢poHTa’, Ad OM HATIOCAETKY CyMHpPaAa MOCACAHIIE TOAApU3alHje TI0 ppaKIIUjcKe
oaHOCe. Y 5KesH Ad 3allpTaHKM METOAOAOIIKH IIPaBal] AOCAEAHO M Kpajihe CaBeCHO
HCITPATH, ayTOPKa Ce y KOPUCT CBeOOYXBATHOT IIPUKA3a APYIITBEHE U KyATypHe
MHUCHje Pa3AMYUTO YCMepeHUX OpraHM3aliyja, nolyT noMenyte Hapoane opbpane
HAM )KEHCKHX YAPY>Kelba, AAU U IOjeAMHUX AMYHOCTH K0 IITO Cy AUKOBHM KPUTHYAP
Casa ITonosuh u kmrvkeBHE KpuTHYap Baapumup Byjuh, ma u excrionenTn Mucrid-
HoxpumhaHCKe IpyIanyje, 3aApXKaAa Ha Pa3AMYUTHM PACIIpaBaMa M TeMaMa, YuMe
je $yHAMpaAa KOHTEKCT Y OKBUPY Kojer he ce, y HApeAHUM [TOTAABSHMA, YCMEPUTH
HCK/y9HBO Ha MPOIeC KOHCTPYKIIUje CPIICKe/jyroCAOBEHCKe My3HUKe TPAAUIIT]e.
Hanme, KOAMKO IOA AQ je IPHPOAQ peAaliyja y jaBHOM HOsY ¥ APyroj pasu Mehyparue
jyrocAoBeHCKe ApyKaBe HaMEeTHYAQ IIPOOAEMCKY KOHIJIIIIN]y, H3BECHO je Ad My3HKa
HYje HU H30AM3a NMaAa CAUYAH TPETMAaH y AUBEPIeHTHUM HAjHUM IIPOTPaMIMa U
CIIPOBEAEGHUM aKTHMBHOCTHMA PppaKijfja i GPaKIMjcKUX CTPYja.
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Ap VBana Becuh je AOKyMeHTOBaHO IOKa3aAa A je 3HAYAj My3HKe Y KpeHuparmby
HACGHTHTETA ,HOBe" jyrOCAOBEHCKe Haljuje 61O IIPerOo3HAT IPEeBACXOAHO Y OHHM
rpymama y Kojuma cy ce y BeheM 6pojy Ha OKyIIy HAIIAM CaMH My3U4apH, II0Ce6HO
OHU KOjH Cy CTEKAM 3aBUAHE IIO3HUIIMje Y APYIITBEHOM CUCTEMY MAH, TTaK, OHU KOjU
Cy peIyTarlujy CTeKAH KaO CBOjeBPCHH , AUCHAEHTH, AeAyjyhu us cenke. Y 1jeAnHH
FAAQHO, KASYYHU QaHTDKMAH My3HYapa 1 My3HYKUX CTPydmbaka 610 je ycMepeH y
IpaBIjy My3HuKe eAyKalniuje u mpocBehema MUPHUX HAPOAHUX CAOjeBa, HHCTHUTY-
[IMOHAAM30BAY My3HYKOT 00pa30Barkha U HCTPAXKUBAMA MY3HIKOT POAKAOPA, KAO
U jadarby APYILITBEHe MMO3HIIMje My3HIKHX cTBapaAaria. M3 morpebe nmpubarmkasama
My3HKe IIHPUM HAPOAHUM MacaMa, KoHcTaryje Ap MBana Becuh, npoucrekaa je
I0jaBa U3pa’KeHMjer My3MIKOT aMaTepH3Ma; BUIIe HErO PaHuje, IPUCTYIIHAO Ce
dopMmupamy opKecTapa U IeBaYKUX APYIITaBa, OUyBamy 3Bolauke Tpasunuje Ha
HAPOAHHM HHCTPYMEHTHMA, 2 CBOjeBPCHU MPOAOP AOKHBEAA je B 00AACT eTHOKO-
peoaoruyje.

ITpema 6pojy arMAHMX KOMIIO3UTOPA M My3HYKUX CTPYUHAKA ,ACBUIA" je H3He-
ApHaAa cBOje My3H4ko Kpuao. Ha 3aueny cy ce, KOOpAMHUCAHUM aKIjdjaMa, HAIIAK
4AaHOBM U cuMnarusepu Komynucruake mapruje Jyrocaasuje: Bojucaas Byuxosuh,
Aparyrus Yoauh, ITaBae Crepanosuh, Crana PubHuKap u Apyry, Ha IPBOM MeCTY
npamku harm mMely kommosuToprMa, Koju Cy, IIpeMa HCIPIIHEM ITI0Ka3aTesrHMa Koje
HaBoAM Ap VBaHa Becuh, kpenpaau Mysndky CTBAPHOCT y CKAAAY C jaCHO AEKAAPH-
CaHUM IIOCTaBKaMa MaPKCHCTUYKe TeOpHje YMeTHOCTU. AyTOpKa je AdAd I[eAOBUT
IPHKa3 CTABOBA HA KOjUMa je II0YnBaAa ypelrBauka MOANTHKA My3HYKOT YaCOIHMCA
Zvuk, aAv ¥ OHHUX KOje Cy y YAQHIJMA O MY3HIIU A€BUYAPU IIPOKAAMOBAAH, IIAACH-
pajyhu ux y jaBroct myTem gaconuca Nasa stvarnost, Umetnost i kritika, Maada
KyAmypa, IOCPEACTBOM jaBHUX IIPeAABaba HAH, IIPOCTO, OCMHIILbaBajyhu KoHIjen-
1y papa u ydectsyjyhu y Bopehum crpykrypama nHCTHTYIIMja Y KOjUMa Ce 6aBrerbe
PasAMMMTHM BUAOBUMA MY3HYKOT H3BohamTsa noapasymesaso (Mucau ce Ha Koaapues
HAPOAHU YHUBEP3UTeT 1 AKaAeMCKO Io3opullTe YHuBep3uTeTa y beorpaay y uujem je
PaAy aKTHBHO CyaeA0Bao Byukosuh; 3arum, Ha xOpcKy 1 nosopumny cexuujy YPYT
Abpawesuh, y xojuma cy ce ucrakau Crepanosuh u Joanh; aau 1 Ha YApysxerbe mpuja-
Tena CAABEHCKE My3HKe H Ap. ).

AyTopKa je ImoraaBse 0 BpeMeHy IoAapusanuje pakinjcKUX HACOAOTHja U
MeCTy My3HKe y HheMy 3aBpIIHAA CPaBHHUBaKkeM Pa3sAUYMTUX HHUIIUjaTHBA U AEAO-
Bama y IIPaBIy aHTUMAPKCUCTHYKE U aHTHPAIIUCTHYKE IIPOIAraHAe, y K0joj cy ce,
Takohe ¢ PasAMYMTHUX [O3UIHja M yBePerba, HAIAY U IPUITAAHUIIN KOH3ePBaTHBHIX,
AMOEpaAHHX M AeBUYAPCKUX KPYroBa. Y Be3H C TOAMHAMA HEIIOCPEAHO IpeA I0YeTaK
usbujama para Ap IBana Becuh je maxsy ycpeacpeariaa Ha HajarHAHUja yAPYKerba:
HapoaHy oabpany, YApysKerbe mpujaTesa CAABEHCKe My3HKe U YAPYKekbe HaydHHKa,
YMeTHHKA U ITHCaIla, HOTOM Ha mporpaM papa KoaapueBor HapoAHOT yHHBep3H-
TeTa, YApY>Kema npujaresa ymernoctu Ieujeiia 3ysopuh, YPYT Abpawesuh, a Hapo-
9UTO Ha IIporpaMcky cxemy Papno Beorpapa. C TuM y Besu u3HeAa je HU3, 3a Oyayha
MYATHUAMCIIMIIAUHAPAHA IIPOYYaBamba KOPUCHUX M My3HUKOAOTHjy YMHOTOMe HOBUX
[OAQTaKa O AKTUBHOCTUMA CBHX IIO3HATHX My3H4apa, K TO He CaMo ca cpIickor, Beh
C UHTABOT jyrocaoBeHcKor npocropa. Huje, Takole, mpormycriaa pa cymupa mopaTke
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KOje Cy MPYXXMAH, Y AATOM TPEHYTKY, HajYUTaHUj!U AUCTOBHU U YACOTIMCH, HCI[PTa-
Bajyhu ¢ BeankoM noyspanomnhy KaydHe TeMaTCKe AMHH]je KOje Cy Ce HalllAe Ha CTpa-
HunaMa yaconuca Hgeje, Cpiicku xwuxcesnu iracuux, Crasencka mysuka, Mysuuxu
iracnuk, Cinygenin/Beoipagcku cinygenm/Haw ciiygenm/Hoesu citiygenia, Hosa
cmena, XX sex u aAp. 11y 0BOM caydajy, y BUAY je ©IMaAa MHOroOpojHe HaIuce, KOju
O KOHCTPYKLUjH jyTOCAOBEHCKOT KYATYPHOT MOAEAQ PEIHTO CBepoude (MAaycTpanuje
PaAH, BpEAHO je 6ap MOIMHCaTH MMeHa eMUHEHTHHX IPEACTABHUKA OHAAIIIbE HHTEACK-
TyaAHe eAHTe, U3 Yhjer Cy Iepa HaCTAAU TeKCTOBH Koje je Ap Becuh o6paamaa: Josan
"Bophesuh, ’Kusojur Baayrimh, Mapxo Ceaeckosuh, Kcennja Aranacujesuh, Muaom
Lpwancku, Ayman Maruh, Josan Hophesuh, y3, HapasHo, crince Mysudapa Bojucaasa
Byuxosuha, ITpepgpara Muomesuha, Muxosuaa Aorapa, Autyra Aobponnha, Kocre
I1. Manojaosuha, ITerpa Kowosuha, Caaska Ocrepua, CreBana Xpuctuha u Ap.).

Y 3aBpIIHOM IIOTAABAY, IT0A HasuBoM Qpakyuje ocoberocitiu y iipoyecy KOHCIpyu-
carea cpiicke mysuuxe iipaguyuje, Ap Visana Becuh je 13AB0jiAQ HEKOAMKO YIIOPHIIHHUX
TayaKa C KOjUX je MCIIPATHAA Ha KOjH je Ha9MH KOHCTPYKIUja CPIICKE U jyTOCAOBEHCKe
My3HUKe TPaAHITHje AOOHAA TEOPHjCKO MOjalllberbe Y HAPATUBHMA O PA3AHYMTHM
My3uakuM TeMama. Tpeba pehu Aa joj y eHTpy naxkebe HUCY OUAH reHe3a oppeheHnx
CTAaHOBHMINTA, HUTH YTHUIAjU ITOA KOjHMA Cy OOAMKOBAHU €CTETHYKU M TeOPH)jCKH
CTaBOBH My3M4Yapa, KOMIO3UTOPA, My3HYKUX aKTUBHCTA U KPUTUYAPA, IPUITAAHMKA
HAEOAOIIKH ONIOHEHTHMX IPyIa, TBOPalla My3UYKMX HapaTuBsa. 13 BUAOKpyTa cy joj
M30CTAAU U CHeUPUIHU NOETUYKH, eCTETHIKU K MACOAOIIKH IOCTYAATH TAQBHUX
KpeaTopa PasAMYUTHX My3HYKHX IPOrpama, 6yayhu aa oBa TeMa M3Aa31 U3 OCHOBHOT
TOKA PEKOHCTPYKIjHje KOHTYpa My3HIKOT POTpaMa, YHjHM je CipoBohemeM Tpebao
AOCETHYTH AO OATOBapajyher Mysudkor uaeasa.

OmpepeseHOCT My3Hdapa 32 HAEjY jyTOCAOBEHCTBA M/HMAM CPIICTBA, jyTOCAO-
BEHCKY H/HAM 3aITAAHOEBPOIICKY, KOMEPIIHjAAHY — IIOIyAAPHY 1/ HAU BUCOKY KYATYPY,
$OAKAOP 1/HAU BICOKY yMETHOCT, 32 yA€O IIPABOCAABHOT XprinhaHckor Hacaeha man
ATeHCTHYKOT YBeperha ¥ 0OAMKOBakY )XHBOTHUX CTABOBA HOBOT YOBEKA jyTOCAOBEHCKeE
3ajeAHHUIIe U APYLITBEHO MPUXBATAUBOT HAIJMOHAAHOT HAeaAa, Ap MiBana Becuh je
KOH3MCTEHTHO IPEeACTaBHAA HAIHCUMA IIPeACTaBHHMKA KOH3epBaTUBHE, AeBUYapCKe
u AnbepaAHe, Ka0 U Y OKBHPY e U3ABOjeHe HMHAMBHAYAAUCTHYKe IpyIie. BaxHo je
uctahy A2 je KPUTHYKHUM YUTaEeM, KPIITakheM YOUeHHX Te3a U BbUXOBUM Mehy-
cobuuM nopehemem 06e36eprnra HOB MPUCTYII CPIICKO] U jYTOCAOBEHCKOj MY3HUKO]
ucropuorpaduju. Koncraropaaa je, Haume, 0CO6EHOCTH y OHO BpeMe IPHCYTHHUX
MY3HYKHX IOAMTHUKA, BUXOBO BPEAHOBAbE, TIOHYAHAA je AYIIMAHE 3aKioydKe Y Be3H C
THM Ha KOjH Cy Ha4KH IIPHMAaT A0OUjaAr OApeheHr My3HIKY ITOCACHHUIIH, 114 H EbHXOBA
AeAa, Koju Cy usBol)auku aHCaMOAM, 11a 1 My3HUKH XXAHPOBHU OHAM ITPOTEXKUPAHH, HA
KOjU Cy HA4MH CTBAPAOLIU U3 CPIICKe/jyTOCAOBEHCKe My3HUKe IIPONIAOCTH, 6l Kao
U [I0jeANHU CaBPEMEHHIH 3aA00HjaAl TUTYAY HOCHAAL]A HAIIMOHAAHOT My3H4KOT
KaHOHA. AyTOpKa je 00jeKTUBHO yKa3aAa M Ha ACTHHKTHBHE CTABOBE Y Be3H C Opra-
HHU3AIMOHUM IUTAakHMa YHYTap My3UYKHX MHCTUTYIIN]a, PEIIepTOapCKOM IOAUTHKOM,
HPHCTYIIOM IIPOyYaBakby U OUyBaky My3udkor Hacaeha, Hajsap, yTuiajuma Bosehux
HMHCTHUTYLIHja y KOjHMA Ce My3HKa M3PasUTHje HeropaAa Ha mupe cxsaheHo KyATypHO
nose.
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Y 3aBpIIHOM OCBPTY Ha MY3UYKH IIPOrpaM 3aceOHUX PppaKijija U TeOPHjCKe
U eMITHPHjCKe HMIIAMKAIMje jOLI jeAHOM Ce, He CACBMM OIIPABAAHO, OCBPHYAA HA
AoGujeHe pesyaTaTe, IpeMAA 01 6HAO ACAOTBOPHIje AQ UX je caMa ,Aonupasa’y
OAHOCY Ha OHO IITO je 3aAyTO IIPe BUXOBOT Cabuparma y KOpHUIje KEbHIe YHjU je TBOpall
Y CPIICKOj U jyrOCAOBEHCKOj My3HKOAOTHjH MPEACTABASAAO PA3HUHY. AKO Ce H3y3Me
TO AQ je 300T IIOCTaBbEHE CTPYKTYPe CTyAHUje, Ha MaxoBe Ap MBana Becuh Mopasa aa
Ce BpATH Ha IIOjeAVHe, IPETXOAHO Beh H3HeTe moaaTke, Te Aa Cy oapelhere napopma-
Iiuje y HaoMeHaMa U3AHIIHE, IOy T KPATKHX OMOrpadCKUX IIOAATAKA YAK K IPOCEUHO
00aBeIITeHOM YUTAOI]Y [IO3HATUX KYATYPHHX [IOCAAHHKA Mel)ypaTHe ApikaBe, HAH, T1aK,
Ad je 13 HACTOjama Ad ,ybp3a“ pasyhernnu Tok aHaAm3e, BakHe HHPOPMAIIHje OCTABHAA
y $ycHOTaMa, HAKO MM je MECTO YIIPaBO y FTAQBHOM TEKCTY H CA., CYIITHHCKA MakbKa-
BOCT Ie€HOT HaPATUBA jeCTe CY3APXKAHOCT AA Ce Y IIPEAY3eTOM, IPeOOHMHOM HCTpa-
JKMBAYKOM PAAYy MaKap HA3HAYH COIICTBEHA 3aCAYTa M AOOHjeHH Pe3yATATH HEABOCMHC-
AeHuje uctakuy. C mpaBoM Tpeba HATAACHTH A je ped 0 CTYAHjH oA MehyHapoaHor
HAy4YHOT 3Ha4aja, c 0631MpoM Ha TO Aa he y 10j caBecHu ncrpakusaun y 6yayhum
COIICTBEHHM KOPAI[FMa 3aCUI'yPHO TOMEHYTH HHCIIMPALIK]y KOjy MM je y HCTPasKH-
BAYKOj pap03HaAOCTH Kibura Ap VBane Becuh nmoxpenyaa. Ebena monorpaduja he,
HeCYMIbHIBO, TIOCTATH He3a00MAA3HO IITHBO 3a CBe OHe KOjU HACTOje AA jaCHHje carae-
AQjy ¥ TeMesHUje IPOHHUKHY y YMETHHUKE [I0jaBe Koje Cy He caMo IparHAe, Beh cy kao
cacTaBHHU Ae0 OuAe yrpaheHe y mporjec HACTAHKA APYIITBEHOT, IOAUTHYKOT M HAIHO-
HAAHOT MHTETPUTETA HAPOAA KOjH CY Ce YjeAHbeHH HallAl y rpanuiiamMa Kpasesune
CXC/Jyrocaasuje.

Becra Capa Ileno.






KocoBo u METOXH]JA:
MY3HYKA CAUKA MYATHKYATYPAAHOCTH SO0-uX U 60-1X TOAMHA XX BEKA /
Kosovo AND METOHIJA:
A MUSICAL IMAGE OF MULTICULTURALISM IN THE 19508 AND 1960s

Vpeaunne: aAp Aanka Aajuh Muxajaosuh u ap JeaeHa Jopanosuh, AomicHY YAaH
CAHY / Editors: Danka Laji¢ Mihajlovi¢, PhD and Jelena Jovanovi¢, PhD,
corresponding member of SASA
Beorpap: Mysuxoaomxu uscruryr CAHY / Belgrade: Institute of Musicology
SASA, 2018.

Eaunyja ,3yuna pusuuna“ / Edition “Sound Treasury”

3Byuno m3pame Kocoso m Meroxmja — My3uuka CAMKAa MYATHKYATYPAAHOCTH 50-HX
1 60-ux roarHa XX Beka IMPeACTaBs>a IPBY MyOAMKALM]y Y OKBHPY eAULHje 3BydHa
pH3HHMIIA, 6asHUpaHe HA jaBHOM IPE3€HTOBAY TEPEHCKHX CHUMAKA TPAAMIIMOHAAHE
Mysuke u3 poHoapxusa Mysuxoaonxor nactutyta CAHY, a nHHIIMpaHe MoBoAOM
70. TOAMIIESHLE ACAOBAK>A T€ HAYYHOMCTPasKMBadKe HHCTUTYIIHje.

3Hayaj MOMeHyTe 3By4YHe IyOANKAIHje, KOja CAAPIKH ABa KOMITAKT-AMCKA H ABOje-
3UdHY KibOKHI (Ha CPIICKOM H €HIAECKOM je3HKy), a KOjy Cy CAdMHHAE ypeAHHIIe
Aarke Aajuh Muxajaosuh u JeaeHa Joparosuh, Beark je u Bumecrpyx. Hajipe, pedje o
U3y3€THO BPEAHOM 3BYYHOM KOPITYCY KOjH Cy OA TIO49€TKA APyTe TOAOBHHE ITPOMIAOT BeKa
Geaexxriae Muanria Vianjus u Papmuaa Ierposuh, Bpche capastuie Mysukoaommxor
uncruryry CAHY, koje cy melyy npsuma, naxon Kocre IT. Manojaosuha 1 Muoapara
A. Bacunesuha, ocTaBuae AParoreHo 3By4HO CBEAOUYEHhe O My3HUIKOM XHBOTY CTAHO-
BHUIITBA Ha TepuTopuji Kocosa 1 Meroxuje. Mimajyhu y BuAy reokyaTypHE apeaa
CHUMAEHOT MaTepHjaAa, KOju oTHde HajBehiM AeAOM U3 jy>KHIX 1 CeBEpHUX KpajeBa
Kocosa 1 Meroxuje, noTomM M3 3aapgHUX M MCTOYHKX (HasHaveHnM Ha KapTu 1, cTp.
22), Tj. U3 06AACTH Koje cy crenuuaHe, Melyyco6HO yaameHe 1 pasAMuUTe IO CBOjUM
(He camMo My3HMYKNM) KapaKTepHUCTHKaMa, BAXKHOCT oBe rpabe usysetHa je. OHa AOKy-
MeHTYje My3M4KO CTBAPAAAIITBO PA3AMYMTHX €THUUKUX 3ajeAHMIA — CPIICKOT, aAbaH-
CKOT, TOPAHCKOT, TYPCKOT M POMCKOT CTAHOBHHIITBA y okoAuHH I Ipuspena, Cpeackoj,
Aparamry (LJA 1), 1 AOMUHAHTHO CPIICKOT U3 Hacema Tapaimbe Komyne Aenocasuh, y3
pebe npumepe aabarcKor cTaHOBHUIITBA U3 Pyroscke xancype, ApeHuile, OKOAUHE
I'wuaana (LJA 2). Ocum Tora, penpeseHTaTHBHOCT ITy6AanKoBaHe rpalje caraeaasa ce
1 Ha peepeHTHOM COLJMOKYATYPHOM IIAQHY, KpO3 HyMepe U3Bol)eHe y CeOCKHM U Y
IPaACKHM CPeAMHAMA, AOK je Pa3HOBPCHOCT CUTYAIIOHO KOHTEKCTyaAHe AUMEeH3Hje
IIPeACTaBAEHA HHXOBUM (pe)MHTepIIpeTHparheM y Pa3AHYUTUM IIPHAMKAMA — TOKOM
TepeHCKHX cHUMama (y ayTeHTHYHOj GyHKIHjU uAH, Yemhe, y BAHKOHTEKCTYaAHUM
CHTYyanmjama), Kao ¥ Ha CLIeHCKMM HAcTynuMa (yTAaBHOM KOHLIEPTHOT 1 QeCTUBAACKOT
Hma). [Tope, AAKA€, TepEHCKIX CHUMAKa HA9MeHNX YTAABHOM Y IPUBATHUM aMOujeH-
THMa, OA 3Hayaja Cy CBAaKaKO U jaBHU HACTYTIM NPHUIAAHUKA PA3AUYMTUX MY3UUKUX
KYATYPa C pelipe3eHTaTHBHUX KOHIIePaTa, KaO OAPa3 HACOAOTHje U KYATYPHe MOAUTHKE
aKTyeAHe Y CPEAHIIHM AelleHujamMa XX Beka.
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HasHadyeHu KpUTEPHjyMH Y CEAEKTOBAkY U OPTaHU30BAkby My3Huke rpalje pesyarn-
PaAu Cy 3By4HUM ITy 6AMKaLMjaMa ca yKyIHO 97 HyMepa (48 Ha IPBOM U 49 Ha APYTOM
ayaAno-pucky). C 063MpOM Ha TOMEHYTY Pa3AMMUTOCT eTHUMKOT Ipouaa n3ohada u
FHXOBY IIPHITIAAHOCT Pa3AHYHTUM KYATYpaMa, He H3HeHal)yje XeTepOoreHoCT My3HIKOT
MaTepHjard, K0 HY Pa3HOBPCHOCT NPBEHCTBEHO BOKAAHUX )KaHPOBA C TEKCTOBUMA
MCIIMCAHUM Ha OAroBapajyhuM jesunuma u anjasexruma (y3 crpydry nomoh capaa-
HFIKA M KOAETa U3 PasHNX MHCTHTYLHja). C 063MpOM Ha H30CTAaHAK KOMIIACTHHX TepeH-
CKHX OeAeXHHIIA ITOjeArHe HyMepe He Cappike MIOTITyHe MOAATKe O M3BohadnMa, a
CKPOMHOCT TeXHMYKOT KBAaAMTETa HeKUX cHUMaka (rmpaheHa oHekap, ,akyCTUYKAM
mymom” / ,I03aAMHCKOM 6ykoM”) HHje 3HAYMAQ BUXOBO HEM3OCTABHO UCKAYIHUBAIbE
y IIpOliecy CeAeKIluje MaTepHjaAa. JacHO je Aa CY TaKBH YPeAHUYKH II0Te3U IIOBOAOM
0AabMpa HyMepa y Be3H C LiseM AOKYMEHTOBAha PA3HOAUKHMjUX M 00yXBaTHHjUX
MY3HYKHX CTUAOBA.

Y cxaapy ca reoKyATypHHMM IapaMeTPOM, IIPBH AUCK CAAPIKU TIPHMepe U3 jyXKHUX
obactu Kocosa u MeToxuje, a APYTH 13 CeBEepPHHX, 3HATHO MM AGAOM K3 3aTITAAHUX
U HCTOYHUX KpajeBa Te TepUTOpHje.

Behu 6poj HyMepa Ha IPBOM 3BYYHOM AMCKY PE3YATAT je TEPEHCKOT Paja Koju
Cy, y HEIIOCPeAHOM KOHTAKTY ca u3Bohaunma, o6asrase Muanna Manjun (1954. y
Ilpuspeny u 1957. y Aparamy / [Tpuspenckoj [opu) u Pagmunaa Ilerposuh (1967. y
CpeAcKoj), AOK Cy OCTaAe CHUMMDeHe Ha CLIEHCKO]j IpeseHTanuju $poakaopa (1966.
Ha CMmoTpu y 3BeyaHy U 1967. Ha KOHIIePTHMA yIPUAHMYEHUM 32 yyecHuKe XIV
Konrpeca CY®] y Cpeackoj u [IpuspeHy), kao 1 y CpIicKOj 1 aAGaHCKOj OCHOBHO]
00pa30BHOj MHCTUTYIIHjH, TYPCKOj TUMHA3H)H B KYATYPHO-YMETHUYKOM APYIITBHMA
y Ilpuspeny. Hajopojuuju cy mpuMepu KOji HAYCTPYjy CPIICKY BOKAAHY IIPAKCy 3
06peAHO-00MYajHOT KMBOTA, IIOIIYT AA3aPUUIKKX, lecaMa u3BoheHux Ha Beanrpaan
(Yekpe), y3 06peaHO HuIIame / pvymarbe, AOAOACKUX, KPCTOHOMIKHX, )KeTBAapPCKHUX,
cabOPCKHUX, CBATOBCKHX/ CBAAOEHHUX U yCIIaBaHKH. BOKaAHOj KaTeropuju mpumapajy
U MeAOAHje U3BOheHe Y3 UTPy, HHTEPIIPEeTHPAHEe KAKO OA CTAPHjUX XKEHA TAKO U OA
yUeHMKa OCHOBHHX IIIKOAQ, KA0 U IIAsHBe U AyOaBHE ITecMe OMIITe HamMeHe. Mysiuke
U TTOETCKe KapaKTepUCTHKe TlecaMa YCAOBAEHE CY BHMXOBOM QYHKIIH)OM, a, Ipe CBera,
0co6eHNM AOKAAHUM HAHOMOM KOjH Ce Ha My3HYKOM IIAQHY caraepaBa Kpos Mehy-
JKAaHPOBCKO MpOXHMambe (II0CTojame 3ajeAHMYKOT MOAEAA CTapHjer CTHAA y Ad3a-
puukuM, Beanrpanckum, sxeTBapCKUM, cabOpPCKUM U cBapbeHHM mecMama y Cpea-
CKOj) ¥ jeAHOTAQCHH, Tj. yHHCOHH (Y3 CACBUM CIIOPaANdHY XeTepOOHHjy) MaHUP
usBohema. VickycTBo 1 Aybma yrpaheHoCT y Tpasuimju MaHIpeCTHA je y MHTepIpeTa-
LIMj1 [eBaYML}a CTAPHjET Y3PACTa, KOje Ce IO CBOjuM obeAexjuMa (KapakTepucTHIHOM
TeMOPY, TAACOBHOj MUMUKPHjH, OCIIHAATOPHO] MEAOAHIIN Y3aHOT OIICera, CAOOOAHOM
PUTMUYKOM CHCTEMY Ca MEAUSMHMA U AY>KHM U3BHIJMMA U/ AU IIOHUPAEbeM TAACOM
y TIojeANHNM 06peAHNM KaTeropHjama), GUTHO pasauKyjy o ussobema pene (craa-
GUYHOT KapaKTepa 1 CBeAeHHje MEAOAMKE), IITO je HajTpaHCIIapeHTHUje y IIpe3eH-
TalUjy AAa3aPHYKUX lecaMa OA CTApHjuX XeHa u AeBojunna 3 Cpeacke (LJA 1/1).
TTopeheme ce ycmocTaBna 1 Ha PeALHji CEOCKOT M IPAACKOT BOKAAHOT H3pasa, IIPU
JeMy ce leCMaMa ,MeAUTEPAHCKe MAU ,OpHjeHTaAHe" 3ByYHOCTH IIPHUIINCYje BHXOBO
(BepoBarHo) rpaacko nopexao (LJA 1/15; 20). [Topea jacHe ABoAeAHE 1 TpoAeAHe
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Mepe y mecMaMa y3 HIpy, CHeIMPUIHOCT My3HUIKe METPHKe Y II0jeAMHUM IPHMepUMa
OBOT JXKaHpa CaTAeAUBA je y TeHAeHIMjH peobpaxasatma Mepe 3/8'y 7/16 (LA 1/29,
31), Tj. y acuMeTpU4Hy (XeMHOAHY) METPHUKY CTPYKTYpy KOja 0p cpeante XX Beka
IIOCTaje CBe 3aCTyILbeHHja ¥ cprickoj mpakcu Kocosa u Mertoxwje.

3a pa3AMKy O XKeHCKe HOIIyAALjHje, Ykja je AOMUHAHTHA YAOTA y OUYBakby U IIPEeHO-
ey BOKaAHOT (oce6HO 06peaHo-061dajHOr ) Hacaeha, MyIIKU A€0 CTAaHOBHHUIITBA
AOKYMEHTYje IIPeTeXHO HHCTPYMEHTAAHY M BOKAAHOMHCTPYMEHTAAHY IIPAKCY Pa3AH-
YUTHX eTHUYKYX 33jeAHHUITA Y jy>KHIM KpajeBuma Kocosa u Meroxuje. Y ToM cMucay,
CPIICKA TPAAMIIHja Ha IIPBOM KOMIIAKT-AMCKY IIPEACTABACHA je IIeBamheM Y3 I'yCAe,
CBUpameM Ha ABeMa IIyInesKaMa, TaMOypurm 1 uzBohemem ancambaa KYA-a ,Byayh-
Hoct” u3 Ilpuspena (y cacTaBy: XapMOHMKa, TUTapa 1 Aapabyka); TOPaHCKa — MeAO-
Aujama Ha 3ypaama (y3 IIpaTiby TylaHa/TamaHa) U3 Aparaia; aAGaHCKa — [eBambeM
y3 yAapauke HHCTpyMeHTe (TallaH U AQupe), CBUpabeM Ha KaBaAUMa U3 OKOAHHE
Ipuspena, mesopnjama ¢ Hactyna KYA-a ,Xajaap Aymu” us Hakosurie; Typcka —
qaarujckum ancam6aoMm (y3 xeHcke raacose KYA-a , Aorpu joa* us Ilpuspena. Ctua
CPIICKOT eICKOT IIeBaba Y3 I'yCAe OAAUKYje CBeACHA MHCTPYMEHTAAHA IIPaTHa, CKaH-
AVIPAHH HAH, TIaK, AMHAMIYAH KapakTep BokaaHe peonute (LA 1/21; 22). Tpapummo-
HAAHY CTPYKTYPy MaKaMa HAYCTpYje FOpaHCKa HMIPOBH3aIiMja Ha 3y PAAMa, YHja MeAO-
AMja je U3BeACHA Y3 GOPAYHCKY IIPATHY 1 AOCAEAHOM TeXHHUKOM I[HPKYAQPHOT AMCaEba
(IJA 1/23), ka0 u Typcke BokaAHe U (BOKAAHO)MHCTpyMEHTaAHe HyMepe y3 Urpy
06eAexeHe 3ByKOM IPAACKOT YaATHjCKOT aHcambaa (y cacTaBy: BUOAMHA, KAADHHET,
aapabyka — LIA 1/36-42). Crieyududan MaHUP 5KEHCKOT aAGAHCKOT MeBarba IpeA-
CTaB/;eH je IIOBpeMeHUM XeTepOYOHUM OAHOCOM TAACOBA — ¥ HAPAACAHUM CEKYH-
AAMa, Y3 HarAllleHy pATMUYKY HHCTpyMeHTaAHy npatisy (LA 1/26), ka0 1 HaduHOM
MYIIKOT BOKAAHOT U3BOl)erba C pyKOM Y yXy KOjU y KOMOMHAIIM)H C TAPOM KABaAa OAPA-
)KaBa CTHA HeroBaH y maaHuHckuM obaactuma (LJA 1/27). 3a pasanky os mpero-
3HAT/SHMBUX M AUPEPEeHTHHX My3HUKUX aTPHOyTa aAbaHCKe M CPIICKe CeOCKe IIpaKce,
HyMepe CHEMAEHe Y BIXOBHM KYATYPHO-YMETHHYKHIM APYIITBAMA OAAMKYje AOHEKAe
yHIOPMaH rpapcku (1 CLIeHCKH) M3pas3, Y OTACAY MY3HYKHX APAH)KMaHA Ca UCTaK-
HYTOM ACOHMIIOM XapMOHHKe y aHCAMOAY ¥ BUIIETAACHUM IIeBabeM Ka0 XapMOHCKHU
HOBOM BPCTOM 3By4HOT oborahema.

Matepujaa Ha APYyrOM KOMIIAKT-AHCKY HajBehuM peaoM obyxBaTa Hymepe
CHHMAeHe IIPUAMKOM TePeHCKHUX HCTPaXKMBakha My3HIKOT GOAKAOpPA CeBEPHOT
aeaa Kocosa n Meroxuja (oxoaunna Aenocasunha), TokoMm 1963. ropune. Boxaanu
KOPITyC IPEACTABAEH je, HajIpe, IMKAYCOM CBATOBCKHX ITeCaMa U3BO)eHHX y PasHUM
TpeHyuMa TOT 06peAa, YHje COAMCTHYKe U AyeTcKe (YHHCOHE HAH XeTepoOHO
ABOTAQCHE) UHTepIIpeTaluje Pa3HOBPCHE BepCHPHKALMOHE CTPYKTyPe OApaxa-
Bajy MAHUP [eBamba CTapHje ceocke IpaKce y KonaoHuukoM kpajy (LIA 2/1-9), xoju
je IIpero3HaT»UB U y AMPCKUM ecMaMa onmTe HameHe (LTA 2/21, 25, 26, 27, 29, 31,
39, 40). Ha nctu pernonaanu crua ynyhyjy u kapakTepucTuke CAABCKUX Iecama
(ITA 2/10, 11), mecama usBohenux Ha Jepemujunpan (ITA2/18), xao u oHMX HHTep-
IpPeTUPAHHX ¥ PAa3HUM IIPUAMKAMA KOje Cy IIO CBOjOj CTPYKTYPH M MEAM3MATHIIH
CPOAHE CTAapPUHCKMM ITyTHUYKAM HAM sKeTeAaukuM necmama (LIA 2/22, 24, 41; 29).
3HavajaH OpOj MeAOAMja IIPUIIAAA KATETOPUjH AMPCKUX AyOaBHUX IIeCaMa — ACAY
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penepToapa 1 )KeHCKe ¥ MyIKe nomyaanyje. [locTojame pasAuuMTUX THIIOBA MEAO-
AHjCKOT 0OAMKOBaba HajUAYCTPATUBHIjE je Y HyMepaMa UCTOT IIOETCKOT CaAPKaja,
KOje Cy U3BeAeHe Ha ,Ayradky (CTapoBpeMcku) raac’, motoM Ha ,kparku’ (LJA 2/30,
31; 32, 33) U ,capamcku raac” (mpuMep 6p. 34), unju Hasusm Beh ykasyjy Ha pasau-
YUTOCT MY3HYKHAX MOAEAQ, KA0 M Ha BUXOBY Behy 3aCTyIAeHOCT y MpakcH CTapHjux
nan Maabhux nesaunna (LIA 2/32, 33, 34). Y CAMYHOM CMHCAY, IPEACTABAEHH CY
U IpUMEPHU C BApHjaHTHUM MHUIIHjAAHMM CTHUXOM, a YHMjH jeé CACBHM ApPYTaduju
usBohauku cTia Moryha mocaeaniia 0Co6eHHX My3HYKUX HAMOAEKATA Y CEBEPHHIM
o6aactuma Kocosa n Meroxuje (LIA 2/37, 38). O crapujem HaunHy My3HdKOT H3pa-
’KaBarba CBEAOYEe HAKO MAAOOPOjHE HHCTPYMEHTAAHE UIPadKe HyMepe, HHTePIIPeTH-
paHe Ha cBUpajKu / cBEpaAn y3 ryrypaaty rexuuky (LIA 2/14, 19), Kao 1 BokaaHo-
MHCTPYMEHTaAHe — IeBalbe y3 IycAe — CBEACHOT M peduTaTuBHOT Kapakrepa (LA
2/12,13), ca CeUQUIHOM L}e3yPOM y IIeBatby IOCAE AEBETOT CAOTA EIICKOT Aece-
tepua (LIA2/12).

Mamu 6poj mpuMepa Ha APYTOM ayAHO-AMCKY CHUMMbeH je Ha CMOTpPH H3BOPHOT
CTBapaAamTBa y 3BevaHy, 1966. ToAuHe, 1 Ha KoHepTy y [Ipuspeny 1967. Ilopey
Hpe3eHTOBAHMX CPIICKUX AUPCKUX [TeCaMa M IPYIHOT Ha4MHA TyXema 13 Fbapckor
KoaammuHa, Ka0 ¥ HHCTPYMEHTAAHUX HI'PAYKHX MEAOAH)jA y U3BOD ey aHcaMbAa
n3 Koperumra (xop I'buaana), npeacTaBmeHe Cy M HyMepe U3 IpaKce aAGaHCKoOT
CTaHOBHMINTBA U3 CeBePHUX, 3aNaAHUX (BepoBaTHO u3 Pyrosa) u jyroncrodsux
aeaosa Kocosa n Meroxuje (oxoanHa I'tbraana). Ayercke mHCTpyMeHTaAHe GopMa-
IiMje y Mpe3eHTal[iju AADAHCKUX MEAOAMjA PE3YATHPAjy PA3SAHUUTHM PaKTypama:
YHHUCOHUM, 60PAYHCKUM HAH CAOGOAHH]UM OAHOCOM KaBaAckux peonnna (LA 2/43;
47); ycaraameHuM cBupameM Ha ABa aucta (LIA 2/45); jacaum AudepeHimpamem
MeAOAHMjCKe AMHHU]je 3ypAe B puTMudKe okocHune Tamana (1JA 2/48). [Tpumepn
rpynHor (roToBO AOCAEAHO YHHCOHOT ) TleBama y3 okperame terncuje (LJA 2/44)
¥ HapaTUBHUX Necama y3 nparwy hudreanje (LJA 2/46) npeacrabmajy Tunuune
$opMe BOKAAHOMHCTPYMEHTAAHOT H3PaXKaBama aAbaHCke nomyaariuje Ha Kocosy
u MeToxuju.

TTopea cTpyYHHX KOMEHTapa O CBAKOj OA 3aCTYIAEHUX HyMepa, OCeOHY Bpea-
HOCT OBOT M3AaBa NPEACTaBs»a HaydHA ABOje3HYHA CTYAHja Y KOjOj Cé MYATH-
KYATYPAaAHOCT 0OyXBaTHHje CaTA€AaBa KaO MCTOPHUjCKH AMHAMUYHA MO3aMYHA
cavka (IpenusHUje: CKMIA) CEOCKHMX U IPAACKHX MY3HYKUX IPAKCH MYATHET-
HUYKUX U MYATHUKOH($EHCHOHAAHUX 33jepHunIa Kocosa u MeToxuje. Ynormyma-
Balby TAKBOT MO3AaMKa AOTIPHHEAO je pedepHpame YpeAHHI]A HA YKYIIHY 3a0eAe-
xeny rpahy Muaunne Vaujun u Papmuae Ierposuh (13 HasHauennx obaacru),
noxpameHy y apxuBy Mysuxoaomxkor nHctutyTa CAHY, Kao 1 Ha AuTepapHe jeau-
Hurle nocBehene mojeAnHNM OOAMIIIMA My3HUYKOT H3PakaBarba Ha OBOM IIPOCTOPY.
MsyseTHa ycaraameHoCT CTPYYHOT TEKCTa M CEAeKTOBAHOT 3BY4YHOT MaTepHjaAa
Adje AOAATHH KBAAUTET OBOj ITyOAMKAIHjH, ¥ IIOTAEAY AUTUTAAHOT Perpe3eHTOBabA
pe3yATaTa eTHOMY3HKOAOIIKUX (M eTHOAMHIBUCTHYKHX) IPOy4aBatba KOHKPETHE,
apeaAHo OpHUjeHTHCaHe apXUBCKe rpal)e, Kao U y AOMeHy Aanver pasBoja ,IpUMerbeHe
Hayke” KOja AOTIPHHOCH O4yBaky HeMaTepHjaAHOT KyaTypHor Hacaeha. Ca ucro-
PHjCKOT 1 KYATYPHOT CTAaHOBUIITA, 3Ha4aj TEXHUYKHU Y30PHO OIPEMAEHOT U3AAHa
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Kocoso u Meittioxuja — Mysuuka cauxa MyAmuKyATRYpaAHOCItiu S0-Ux U 60-ux loguxa
XX sexa MOTLPTAH je U YMHEHUI]OM A je TO IIPBO ITyOAUKOBAHO U LIHPOj jABHOCTH
AOCTYITHO CBEAOYEIhE O TPAAULIMOHAAHOj MY3UIIM CTAHOBHHUIITBA C HA3HAYE€HOT
IIPOCTOpPA U y Ha3HAYeHOM BpeMeHy. M3paBame OBe CTyAMje U OBUX CHMMAKA ITPeA-
CTaBdA Y CBAKOM CMUCAY BEAUKH IIOAYXBAT — M U3y3€THO BPEAHO OCTBapeme.

Mupjana 3axuh
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HCTOPI/I]A CTAPOI'PAACKE MY3UKE Y CPBI/I]I/I

Beorpap: Yuroja mramma, Mysukoaomku uactutyt CAHY, 2019.
ISBN 978-86-531-0502-0

Hayuna peaarnoct Mapuje Aymunh Buaorujesuh mocaeamux ropusa obeaesxena je
HPeAAHIM PaAOM Ha PACBeTAHABAMKY YPOAHHX My3HIKUX TPAAMIINjA, O YeMy CBEAOUH
u cTyauja 38yyu HociliaAiuje: uciiopuja ciapoipagcke mysuke y Cpbuju, y K0joj je mpBu
YT y CPIICKOj eTHOMY3MKOAOTHUjH 1IIEAOBUTO IIPEACTaBAHEHA OBA KOMIIAEKCHA TeMa.
Hcmucyjyhu crpanuie TexcTa 0o Ha3HaueHOM QpeHOMEHY, OHA je BOAUAA HEKOAHKO
IapaAeAHMX HAPaTHBa KOjH Ce OAHOCE Ha eTHOTpadujy pasAMYMTHX II0jaBa Kao IITO Cy
TIOIyAApHa My3HKa U KyATypa y Cpbuju ripe Apyror CBeTCKOT paTa, perneproap Crapo-
rpapcke My3HKe, AUCKOrpadcKa AAATHOCT, PAAUO KAO MEAHU] M IIPOCTOPH Y OKBUPY
KOjHX Ce ,KOH3yMHUpa“ CTApPOrPaACKa My3HKa.

Y camom Ysogy Aymuunh Buaorujesuh Bemto nmpunpema unTaoie 3a pasymeBare
caMe CTyAHje KpO3 TOCTaBKy OCHOBHHX TEPMHHOAONIKUX U METOAOAOIIKHX YTIOPHIITA
Ppaaa. Ycrocrasmame TEPMHHOAOIIKOT allapaTa YCAOBAEHO je PAa3AUYMTHM IMTOUMakeM
Ha3MBa ,HAPOAHA MY3HKa“ y OKBHPY YMETHHYKOT, H3BOl)a4KOT, KOH3YMEHTCKOT 1
HCTPXXHBAYKOT AMCKYPCa, KA0 U Y OApel)eHnM ApyIITBeHUM rpymanujaMa u UCTo-
PpHjcKEM pa3A0OsMa. AyTOpKA ITOAEMHIIIE O BPEAHOCHHM CTABOBUMA KOJH Ce jaBsajy
IpH pa3MaTparby CEOCKe M IPAACKe My3HKe Yy KOjHMa Ce IIPBa Olielbyje Kao ,A00pa’
a ApyTa Kao ,Ao0ma‘, Y CKAQAY C TUM je U YMEbeHHUIIA A Y OKBUDPY AoMaher eTHOMy3H-
KOAOIIKOT AMCKYPCa AOMHHHPA 6aBArerbe KYATYPHIM HacAeheM pypasHHX IOApPYYja
IITO AOAATHO H3ABaja OBY CTYAMjy KAO MHTPHMIaHTaH TEKCT KOjU, CYIIPOTHO AOCaAa-
110 IIPAKCH, AKTYeAU3yje My3HKY y ypOAaHUM CpeArHaMa.

McnuruBarme CTaporpaacke MysHKe, Koje je BpIIEHO 3a TOTpebe 0BOT paaa, peasn-
30BaHO je npahemeM U 3ByTHUM AOKYMEHTOBakEM IIOITyAApHEe MY3HKe KOja Ce AQHAC
H3BOAM, KA0 U CATA€AABAEM HeHOT ,)KUBOTA" IIpe APYTror CBeTCKOT paTa Kpo3 yBHAE
Y PasHOAMKY apxuBcKy rpaby (kao mTo cy HOcauu 3ByKa, HOTHA H3AAMba H 9aco-
IIHCH, AUCKOTPadCKa AEAATHOCT, MEAUjCKH Cappkaju). TepeHCKH pa Koju je crpo-
BEAEH OA 2010. AO 2016. TOAMHE ITOAPa3yMeBao je Y4eCHHYKO MMOCMaTPahe KUBHX
usBohema y CkapapAuju, orcepsanujy KoHIiepTa 3BoHKa Boraana 1 uHTepBjyncame
eMUHEHTHHIX UHTePIIPeTaTopa CTaporpaacke Mysuke. OBakBo Bol)ere HCTPasKMBAIKOT
IpOoIieca YCAOBHAO je HAyYHH OKBUP KOjH IIPeACTaBs>a KOMOHHAIM)Y HCTOpUOrpad-
ckor nipuctyma, npema Kej Kaypman Illeaemej (Kay Kaufman-Shelemay), u yp6ane
eTHOMY3HKOAOTHje Koja mounBa Ha AeaarHocTu Apeaanpe Pejec (Adelaida Reyes).

Y YBOAHOM CETMEHTY CTyAHUje 0OPa3A0XKEH je ALCKYPC HOCTAATHje KOjHU je Kiyd
3a pasyMeBame CTApOrpascKe My3HKe jep je IoBe3yje ca IPaACKOM IMPaKCOM KapakTe-
PHUCTUYHOM 3a IIepHOA IIpe APyror cBeTcKor paTa. Teopujcku IPUCTYI y CXBaTakmby
HOCTaATHje ocAamba ce Ha pap caasucte Ceraane Bojum (Svetlana Boym), y3 ysaxa-
Bame peaeBanTHUX cTyAHja Topopa Kysuha, Mutje Beankome, Muxuja Bauja (Micke
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Vallee), Cajmona Penoaaca (Simon Reynolds). YmpesxaBameM My3uxke 1 HOCTaATHje
3amaka ce KaKo je mocae Apyror CBeTCKOT parTa IIpeApPaTHA IPaACKa My3HKa ,IIpe3Ha-
4eHa" y CTApOTrPAACKY M HCTOPU3OBAHY, YMMe je AeMHCTUPHKOBAHA ,CTAPHHA" OBOT
JKaHpa KOja je IIPOAYKT , HHAYCTpHje HocTaruje”.

JeaaH op LeHTpaAHUX A€AOBa KIBHTe IIPEACTaBsA IorAaBae Hacilianak ipageke
HAPOgHe MY3uKe, KOje Ce CAAPKAJHO CacToju U3 ABa MehysaBucHa HapaTuBa. Y IpBOM
ce obpasaake IojaBa paHe IIOMyAAPHE MY3HKe KOja je IIOApasyMeBaAa KOMOUHAIH)Y
I0jeAHOCTaB&>EHE 3aIIAAHOEBPOIICKE POMAHTHYAPCKE TPAAMIIHje C POAKAOPHUM
eAeMeHTHMa oapeheHe eTHiruke rpyme. Ha Taj Hauns cy HacTase GppaHIfycKa IMAHCOHA,
HEeMAUKH IIAArep, HTAAMjaHCKa KaHI[OHA M PYCKa POMAHCa, Koje Cy UMaAe U3y3eTaH
yTHIaj Ha HomyAapHy Mysuky y Cp6ouju. Kako 61 KOHTeKCTyaAH30BaAa IPAACKY
HapoaHy My3uky y Cpouju, Mapuja Aymuuh Buaotujesuh ce ocBpHyAa Ha cpoaHe
HpaKce y APYTHUM eBPOIICKUM U 6aAKAHCKUM CPEAMHAMA YHMe je MMOCTABHUAA IIHUPH
OKBHP 33 KaCHHje pasyMeBarbe CAOXKEHHX IIPOIieca y pa3Bojy OBOT jKaHpa Ha Aoomahem
noApydjy. Hakon oBako o6yxBaTHOT npukasa ypOaHHX My3HYKuX rmojasa y EBporu,
IYHKTHpPaHe Cy IPapcKe Ipakce Ha TepuTopuju Xpsarcke, bocue u Xeprierosuse,
Llpue Tope, Makeponuje u CaoBeHuje.

Apyru aeo npBor moraaBaa nmocseheH je caraepaBary rpascke HApOAHE My3HKe
y Cpbuju Kpo3 ycrocTaBrame AMjaxpOHHjCKOT IIPUKA3a € THOMY3HKOAOIIKHIX HCTPa-
>KUBama Ha MoApy4jy Kocosa u Metoxwuje, Canniaka, Bpawa, Mause, Bojsopune u
Beorpapa. OBaj mperae pabyer je Ha OCHOBY AUTepaType i AOHOCH CHHTETHYKO H3Aa-
rame Pa3AMYUTHX UCTPAKMBAYKMX U HAYYHHUX IPUCTYTIA Y HPUKYILSAY U eKCIIAM-
Kanuju rpabe, Kao u moTIpTABabe HAj3HAYAJHUjUX MY3UIKO-IIOETCKHUX U HHTEP-
IpeTaTUBHUX KapAKTEPUCTHKA XaHpa y II0jeAMHUM cpearHaMa. Kpos uspBajame
PerHOHAAHMX CHeNUPUIHOCTH IPAACKOT IIeBamkha jaCHO je YKa3aHo Ha IOCTojame
Pa3AMYMTHX H3BOHAYKMX CTHAOBA KOjH Ce HITYUTABAjY M HA MOAY CAMUX MY3HIKHX
Y IOETCKHX TeKCTOBA. Y TOM CMHUCAY, 3aIlaXKa Ce CPOAHOCT KOjy II0Ka3yjy MmojeArHe
ypbaHe Tpapunmje 6asupaHe Ha jaKUM MCTOYAYKIM HAH 3aITAAHUM YTHIJAjHMA HCKa-
3aHHM y KOHIJEIITHMA ,aAaTypKa“ U ,aradpanra’. Mehyrtum, ocrajy HeAOBOASHO pacse-
TreHe HApOAHE My3UdKe IIPAaKce Be3aHe 3a IPaAOBe Ha IOAPYYjy LieHTPaAHe U HCTOYHE
Cp6uje Koje BepOBaTHO HHCY y3eTe y pa3MaTParbe C HEAOBOAHOCTH IIOAATAKA Y ITyOAH-
KOBaHOj CTPYYHO] AUTE€PATyPH.

Y okBupy apyror noraassa (Cpiicka Hapogra my3uka og 1900. go 1941. iogue),
ayTOpKa MPY’Ka LIEAOBUTY CAHKY O MY3HIIH KOja je 61Aa A0 CBAKOAHEBHIE CPIICKOT
rpahaHcKor ApyIITBA Y IPBOj TOAOBUHH 20. BeKA. Y HA3HAYEHOM CETMEHTY Ce IPBH ITyT
Y CPIICKOj €THOMY3HKOAOTHjU ocBehyje apeKBaTHA ITaXKEba H3BONaUKOM KOHTEKCTY U
peneproapy oBe mpaxce. klako kopeH: HCIIMTUBAHOT JKaHPa CeXyY Y 19. ¥ jJEAHHUM ACAOM
¥y 18. BeK, TeMITIOPaAHH OKBHP KOjH je M3ABOjeH Ha HajbosH HaulH oMoryhasa ycrmocra-
Boarbe BAAUAHE pedepeHiIie, Kao MepPUOAA KOjU IIPEACTABSA BETOBO ,3AATHO A00a",

Teorpadcxo oppeheme Teme oBor eTHoMy3ukoaomKor papa Mapuja Aymunh
Buaornjesuh onpaspasa mosunujom beorpasa kao MecTa y KoMe A€AYjy eMUHEHTHA
MY3MYKa MMeHa TOKOM IIpBe YeTHUPH AelleHHje 20. BeKa M IPOCTOpa Ha KoMe ce
YKPIITAjy Pa3AUYUTH KyATYPHH YTULAjU. AeTasHO OIUCHBakbe H3BOI)auKMX KOHTEKCTa
Ka$aHCKOT ¥ CAAOHCKOT My3HIIMPaba, Ka0 ¥ PAAHjCKOT eMUTOBaba IPAACKe HAPOAHE
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MY3HUKe, ayTOPKa je CIIpOBeAd YBHAMMA y apXHUBCKY AOKYMEHTALUjy U3 $OHAOBA
Hcropujckor apxusa Beorpapa u Apxusa Jyrocaasuje, Te 6orary MeMoapcky rpaby.
TTopep Tora, usBplieHa je aHAAM3A 30UPKH ITecaMa ¥ ITaMIIAHUX My3HKAAHja, Cauy-
BAaHHX KaTaAOTa rpaMO$OHCKHUX IA0Ya, Tporpama Pasno Beorpapa Ao 1941. ropmne,
K0 1 AOCTyTHUX TepeHckux chumaka Ecrep Lloncon lapaunrxayc (Esther C. Jonnson
Garlinghouse).

Byayhu aa ce xonsymupame nomyaapHe Mysuke TokoMm Mehyparsor meproaa
OABHJAAO y IPHBATHHIM, a [IOCEOHO jaBHUM IPOCTOPHMA, H3BPIIEHA je AHAAN32 KOHTe-
KCTa KadaHCKOT U PAAHjCKOT My3HIIHPamba. I papcka HapoaHa My3HKa je IMaAa 3HaYajHy
YAOTY y CTBapamy HAGHTHTETA IIPOCTOPA Y KOjUMa je HHTePIPeTHPAHa TAKO Ad Ce Y
OKBHPY OBOT A€Ad TEKCTa HAaAa3M IOIKC KadaHa M XOTEAd, KAO M OHAAIIBUX 3HAMe-
HUTHX H3Bohaua. Ha mpBu moraep, 0Bako MHMPOK CIIHCAK AOKAAA U My3UdYapa MOXe
AEAOBaTH IIPEOOUMHO 32 CaM TEKCT, AAU je HeroBo OeAexerbe 0A BEAMKOT 3HaYaja 3a
HCIHCHBIbE My3HuKe eTHOrpaduje ,crapor” Beorpaaa.

Ilopea xadana, 3HAYAjHY YAOTY Y IIOIYAAPUCARSY, CTAHAAPAM3ALIM]H U Pa3BOjy IPAACKe
HapOAHE My3HKe Mo je M PAAHO KaO MeAH). Y TOM CMIICAY, HApaTHB 0 HcTopuju Paaro
Beorpaaa op ocHuBama 1929. TOAUHE AO APYTOT CBETCKOT PaTa yKasyje Ha FerOBY BayKHY
HO3HUIH)Y Y YCIIOCTaBAAkY peAalyje uaMehy caymaaaria, Mysmdapa 1 My3HIKe HHAYC-
TpHje, Kao 1 Ha IHPOKO CXBaTame II0jMa HapoaHe Mysuke. [ Ipu mmyT ce y 0Boj MoHOTpa-
uju HOMUIbY Ha3HBH €MICHja y KOjHMa je IPe3eHTOBaHA IPAACKA HAPOAHA MY3HKa H
yAOTa My3HYKHX YPeAHHKA y Kpenpaiy nporpama. MehyTum, paauo Huje 61o camo
IyKH MPeHOCHUK My3HKe Bell HHCTHTYIIHja y KOjOj je IpaACcKa HApOAHA My3HKa OOAH-
KOBaHa 1 Ipo$eCHOHAAN30BaHa Kpo3 ocHuBambe HaposHor papno-opkecrpa u Tamoy-
pamkor papro-opkecrpa. ITopea Tora, 3HauajaH je AOIIPHHOC IOjeAMHAITA KOjH CY IOITYT
Muxajaa Bykaparosuha yTuijaau Ha peryaarujy pereproapa, U3BOHauKux cacTasa i
HA4MHA HHTEepIIpeTalije HapOoAHe My3uke. IToceOHO Cy 3aHUMMAUBH IOAAL O HAYUHY
PaAa C MAAAMM IIeBaYMMa KOju Cy y okBHpPY Paprio Beorpapa noayyaBaHu KBaAHTETHO]
MHTepIIPeTAIHjH, IITO yKa3yje Ha CTBapame CIelju$pHiHe BOKAAHE eCTeTHKe Koja ce
AQHAC 4eCTO AeUHHIIIE KAO ,PAAM)CKA ITEBAYKA IITKOAA ',

ITocAeAmH CEIMEHT IIOrAaBs>a MOcBeheH je KOMIIAEKCHOM MHUTalby PelepToapa,
6yayhu Aa ce papr o xKaHpY Koju 06yxXBaTa MaTepHUjaA U3 AOMEHA YMETHUYKOT, IIOITy-
AApHOT M HAPOAHOT MY3HYKOT H3pa3a. Ha ocHOBY Tora ce BUAM AQ IIMPOKO CXBaTarbe
»TPaACKe HApOAHE My3HKe  HCXOAM U3 ITpaKce Koja je 00yxBaTaAa aHOHUMHE CTBa-
paolle, Kao M Ay TOPCKY MY3HKY 3a KOjy Cy YeCTO Be3aHH TeKCTOBH IIeCHHUKA YHjH Ce
OITyC CMATpa AGAOM CPIICKE KEbIDKEBHE YMEeTHOCTH.

Tpehe moraasse (Cmapoz'pagczca MY3UKa KAo Jaup uoiyspre Hapogre my3uke),
nocseheHo je AMHAMUYHOCTH >KaHpPA KOja BOAU ITOPEKAO U3 KOHTHHYHPAHOT H3Bohema
KOje je AOIIPHHEAO Ad TPAACKA HAPOAHA My3HKa OyAe Ipe3HadeHa y CTAPOTPAACKY
My3HUKy. AyTOPKa XaHP CTapOTrPaACKe My3HKe CMEIITa Y KOHTEKCT AGAATHOCTH KOMIIO-
suropa JKapxa ITerposuha koju ra je mpoduancao y sarpe6auxom ,JyroroHy“ 1971.
TOAMHE eAUITHjoM A04a ,CTaporpascKy O1cepr” U KaCHHje HOTHUM U3AQRBHIMA Y U3AQ-
Baukoj kyhu ,Hora" us Kiaxesra.

BaxHo muTame MOKpeHyTo y cTyauju Mapuje Aymuuh Buaotujesuh, npeacrassa
UCIUTHBale CABPeMEeHHX HauMHA [IPe3eHTal}je CTapOrpasCke My3HKe Koje je peasu-
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30BAHO MOBE3UBAKbEM MPOIeca My3UIUPaha Ca APAMCKOM yMeTHouhy y3 mpuMeHy
mopeaa Puuapa lexnepa (Richard Schechner) y xome je neppopmanc nocmarpan
K20 BPeMEeHCKO-IIPOCTOPHA CeKBeHIIa. Y AyXy CaBpeMeHHX eTHOMY3HKOAOUIKHX
HCTPAXXHUBEA, HCIIUTAHA je MHTEPAKTHBHOCT M MaTepPHjaAH3aIIMja CAMOT U3Bolerma
KpPO3 IIPUKA3KBakhe aKTYeAHOT KOHTEKCTA Be3aHOT 32 KadpaHCKO U KOHIIEPTHO My3HUIH-
pame. OBakaB OAQOHpP KOHTEKCTA MPOU3HAA3H U3 Teopujckor okBupa Tomaca Typura
(Thomas Turino) u ITjepa Bypanjea (Pierre Bourdieu) xoju HasHauaBajy ABa THIa
My3HYKe HHTePIIPEeTalluje y PeaAHOM BpeMeHy: ,y4eCHIUUKO H3Boheme” U ,IPUKa3HO
usBoheme”. Y ToM cMuCAy, H3abpaHe Cy ABe CTyAHje CAy4aja KOje IPEeACTABAA)Y AAEK-
BaTHe PeIpe3eHTaHTe, [IPY YeMy je IIpBa HaCTyI peHoMupaHor opkecTpa ,Tambypuiia
5" yxadanu ,ABa jeaeHa’, a ApyTa KOHI]ePTHO IPEACTABAAE IIOITYAAPHOT BOKAAHOT
unTepnperaropa 3soHka boraana y Llentpy ,Casa“ y3 mpaTmy Beankor rambypamikor
opkecTpa. ¥ GOKyCy aHAAUTUYKOT IMpoljeca 06e KOHCHTYaIlHje HAAA3U Ce He CaMo
peneproap Beh u pacropes HyMepa y BpeMeHY, AMHAMHU3aIl{ja HACTYIIA, KAO 1 KOMY-
HUKITHOHH ITPOIIECH KOjU Ce OABHjajy Ha Pa3AMIUTHM IOAUMA.

HaxoH 6aBmera KOHTeKCTHMA My3HUKHUX IIepOpMaHCa, Ay TOpKa je AedHHICaAA
CTapOTPAACKY MY3HKY KaO ,, AMCKYP3UBHH KOHCTPYKT jep I10 ITapaMeTPHMa CTBAPatha,/
usBohema y rpaay, y CkapapAnju, y KapaHu, IIOpeA TOra H HAGHTHGHUKOBAHOT ayTOP-
CTBa, TO MOXXe 6UTH GHAO KOja [TecMa U3 IIOAjeAHAKO MATAOBHTHX MeTaKaTeropuja
HapOAHE U OIyAapHE My3HKe Ha CPIICKOM (1 XpBAaTCKOM, MAaKEAOHCKOM...) je3HKY, a
KOja je mpoImaa Kpo3 nporiec naruHusanyje” (275). JacHa apTHKyAaLyja XXaHpa AOBeAa
je A0 0AQbMpa THIICKHMX IIPHMepa i eKCIIAMKAIIMje HIXOBe My3HuKe aHAAM3€e 3aCHO-
BaHe Ha IIPOyYaBay IIOETCKUX U My3UUYKUX ITapaMeTapa.

Y 3akwy4ky Kbure Haaase ce peMUHMCIIEHIIMja Ha IIPEeTXOAHA IIOTAABAA M ITPEA-
Bubama Aamer pasBoja CTaporpascke Mysuke, 3a Kojy Mapuja Aymuuh Buaorujesuh
TBPAHU A2 he ocTary ,BUTaAaH My3H4KY )KaHP" y OKBHPY ypOaHOT mpocTopa.

Kwura 3syyu nociiariuje: uciiopuja cinapoipagcke mysuke y Cpbuju onpemmena
je mommcoM AMCKorpaduje CTaporpascke My3HKe U HHAGKCOM KOjH je crerduyan
jep, mopea yobuyajeHHX ropaTaka, o6yxBaTa U HasuBe KadaHa Koje Cy buae BaKHe 3a
IPAACKy HAPOAHY MY3HUKY ITpe APYTOT CBeTCKOT paTa U CTApOrPaACKy My3HKY AAHAC.
Omna mpeacTaBs>a OPUTHHAAAH HAYYHH Paj KOjH IIPBU ITYT Y CPIICKOj €THOMY3HKO-
AOTHjH METOAOAOIIKH yTeMeseHO UCIHCYje HCTOPHjY CTaporpapcke Mysuke. ITopep
CHHTETHCakha CBUX PEACBAHTHHUX [TOAATAKA M HHTEPAUCIUIIAMHAPHOT IIPHCTYIIA,
Mapuja Aymuuh BusoTtujeBuh cmeso pedpuHmIe 0Baj KaHP 1 UBHOCH HOBE, AO
caja Mame ITo3HaTe HH$opManuje. BHcOKOMHPOPMATHBHY TEKCT IMMCAH je IUTKUM
U IPOPHILEHHM je3HKOM Ca CAOjeBHTHM HAPATUBIMA U BEIITO YMPEKeHUM Ca3HABUMA,
300r yera je IPUCTYIIAYaH KAKO CTPYYHOj, TAKO U IIHPOj ITyOAUIIHL.

Carva Panxosuh



Music, LANGUAGE AND IDENTITY IN GREECE.
DEFINING A NATIONAL ART MUSIC IN THE NINETEENTH AND
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Edited by
Polina Tambakaki, Panos Vlagopoulos, Katerina Levidou and Roderick Beaton.
London and New York: Routledge 2020.
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This is a ground-breaking publication. Originating in a conference held in Athens
in 2015, it brings together papers by nineteen specialists in various aspects of Greek
culture, and, in the absence of anything resembling an English-language general
history of Greek music, and given the general inaccessibility of publications dealing
with these topics outside Greece, will be of fundamental importance to anyone with
more than a passing interest in them.

There are three sections to the book; the first deals with the ancient Greek and
Byzantine legacies; the second with the creation of a “national music”, and the third
with the intersections between music, poetry and drama. The first section begins
with a survey by Christophe Corbier of the way the idea of ancient Greek music was
received in the 19" century and the role this played in the creation of a national iden-
tity, and is followed by an examination by Alexander Lingas of the way Byzantine
chant was viewed during the same period, and specifically the quest to situate it as
part of the continuity of Greek musical tradition. Katy Romanou’s chapter functions
neatly as a kind of third panel in a trilogy, discussing the way in which Greek musical
history has been invented by non-Greeks from the 18" century onwards, and conclu-
ding with a detailed discussion of the way in which Greece has taken on the job for
itself, in the context of a country as an active member of a global community. Kostas
Kardamis contributes a fascinating examination of the role music (specifically of the
military, ceremonial kind) played in the construction of the new Greek identity, in
which we meet Dionysios Solomos for the first, but by no means the last, time in the
book, and in which the author makes clear the continuing role today of the ideolo-
gical agenda behind such cultural manifestations. This first section ends with a kind of
status report on the continuing investigation into the archives of the Athens Conser-
vatoire, with the all the implications this has in particular for the history of Greek
performers, not least Maria Callas.

The second section, “’National Music’: Kalomiris, Skalkottas and beyond”,
contains six chapters dealing with the various attempts at the realization of that “nati-
onal music” from the time of Greece’s independence as a country. Pano Vlagopoulos
contributes an extremely valuable discussion of the whole question of the harmo-
nization of folksongs, concluding that, “before one dismisses harmonisation as a
fin-de-siécle practice belonging to the infancy of ethnomusicology, one should use
it as an indicator of the forgotten, but no less revealing, ideas, anxieties and menta-
lities of the people involved at the time” (p. 126). This kind of contextualization is
indeed one of the triumphs of this book, and is a model approach for anyone dealing
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with “peripheral” musical cultures. Petridis is the subject of the chapter by Nikos
Maliaras, and one can only wish that it were longer. While the composer’s trenchant
views on Kalomiris and Samaras are discussed, they are placed in perspective, and the
nuances of his opinions of different approaches to the question of a national music, as
well as his eccentric approach to Byzantine chant, are deftly brought out. Kalomiris
himself is the subject of the chapter “The last defender”, by Ioannis Tsagkarakis, and
in particular his opera Constantine Palaiologos. Tsagkarakis does a fine job of situa-
ting a composer still apt to raise hackles within the struggle for “the idea of Greek
music,” and Eva Mantzourani does something similar for Skalkottas. Though certainly
a detailed discussion, it also functions as a very good introduction to the composer’s
work, similarly placing it in context — as she notes, “...if Skalkottas is a Greek national
icon, it is not because of any narrow, nationalist ideology, but because of his original
treatment of diverse musical sources and elements.” Katerina Levidou’s discussion of
the 36 Greek Dances by the same composer is a case study that continues this line of
thought, concentrating on a single work, his most popular, in a quest to place Skal-
kottas the modernist in the frame of the elusive formation of a national identity. Skal-
kottas is also the subject of the chapter by Petros Vouvaris, which discusses parallels
between his life and work and those of Chr. Esperas (pen name of Chrysos Elvopidis),
sixteen of whose poems the composer set to music.

Part III, “Music and Language”, begins with a fascinating chapter by Peter
Mackridge, entitled “You used to sing all my songs”, in which the author traces the
complex interrelationships between language and song from the age of Solomos (from
whom the title comes) to that of Seferis. It is a revelation, I think, precisely because it
comes from an essentially literary, rather than musical, perspective, though it is clear
that the author is more than familiar with Greek musical tradition(s). It is followed
by an examination by Polina Tambakaki of the Prologomena of Takovos Polylas, from
which she expands into a discussion not only of the reception of Solomos and his
poetic voice, but the complex web of connections with Mantzaros and the question
of the meaning of the word “music” itself during this period. Effie Rentzou contri-
butes a chapter on Gatsos and surrealism, centring her discussion on the song The
Drunken Boat (To pefiopévo kapdft), for which Hadjidakis composed the music, and
which Rentzou describes as “an apostrophe to the French poet Arthur Rimbaud,”
referring overtly as it does to the latter’s poem Le bateau ivre (p. 257.).

Anastasia Siopsi writes about the role of music in productions of ancient Greek
plays: the work of Eva Palmer-Sikelianos is naturally discussed, but much of the mate-
rial presented here will be unfamiliar; though Siopsi has written about this topic
elsewhere, and particularly in the context of Wagner reception, this text is a useful
concise analysis of the way Greek composers undertook the task of providing music
for ancient drama and the way this interacted with the question of national iden-
tity. The theme is continued in Kostas Chardas’s chapter, in which he discussed the
approaches of such composers as Christou and Xenakis.

Unusually, the volume concludes with two reflections on its contents, both very
thought-provoking: Jim Samson provides a typically wide-ranging contextualization
of the music, literature and ideas discussed, not only pan-Balkan, but in fact pan-Euro-
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pean, and the composer George Coroupos contributes a highly personal reflection on
the ways in which Greek composers (including himself) have dealt with the question
of setting their own language, in the form of poetry, to music. An original epilogue to
a remarkable collection of essays.

Ivan Moody
CESEM - Universidade Nova, Lisbon
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BecHA MUukus
(BEOTPAA, 30. MAJ 1967 — BEOTPAA, 30. OKTOBAP 2019)

»Mory aa kaxxeM pa cam uMaaa cpehy pa Ao06HjeM Takas Iocao, A2 u3abepem
TaKaB [I0CA0, AA Taj [I0Ca0 MeHe Halje, 1 Aa Ce U AAH-AQHAC AYAO 3a6aBraM
ciygupajyhu mysuxoroiujy”.

Topme peun oa3Bamajy AOK y HEBEPHUIIM MOKYIIaBaMO Ad IPUXBATHMO YUE-EHHUITY Ad
je TOAMHY KOja je 3a HaMa, Y IIOTAeAy My3HKOAOLIKe 3ajepHutie y Cpbuju, a u mupe,
obeaesxnaa AeBacTupajyha Bect o opaacky Ap Becne Muxuh (1967-2019), peaoBHOr
npodecopa Ha Kareapu 3a mysuxosorujy Oaxyarera mysuuxe ymeTHOCTH y Beorpaay.
Hemu 1 6eckpajHO 3aXBaAHH LITO je Hallle CTYAMje YIMHHUAA BpEMEHOM KaAd CMO ce
4y0d0 1 KBAAMTETHO 3a0aBraAr yuehu op e 0 My3HIIH, ADYIITBY ¥ KOMe KHBHMO,
MelysyACKHIM OAHOCHMA 1 IIOCTYAATHMA HeceOUYHe 1 IIAeMEHHUTE JKee 3d CTHIIAMbEeM
U Pa3MEHOM 3Haka, OTIPAIITAMO Ce OA Hallle Apare mpodecopke.

Y My3HKOAOTHjH Ce, IIpeMa COIICTBEHNM PedrMa, o0peaa ,cruriajem cpehnix okoa-
HOCTH" 1 63 IPeTXOAHUX OueKHBarba. [lopexaoM U3 MpaBHUYKE MOPOAHIIE, CBOjY
»y6aB IpeMa UCTOPHjH, UUTAkY U My3UIIM YCMEPHAQ je€, IPEKO OCHOBHE U CPeAlbe
My3HYKe IIKOAE, Ka OHOM CTYAUjCKOM IIPOrpaMy KOjH joj je HyaAro MoryhHOCT pa cBoje
CKAOHOCTH cabepe U IPeTOYHU y KUBOTHH I1031B. Beh cBOjuM AUIIAOMCKHM papOM
Heop Cinpasuncku: HeokAacuyuzam — cumyrayuja — komyruxayuja (1991), pahernm y
Kaacu mpod. Ap Mupjare Beceannosuh-Xo¢pmaH, oxazasa je CKAOHOCT Ka HOBHM H
HENCTPaKeHNM TeMaMa U pucTynuma. Marucrapcku paa (Heoxaacuyusam y cpiickoj
My3uyU wiecitie U cegme geyenuje, 1994), a T0ce6HO AOKTOPCKa aAucepTanuja Mysuxa
y wextokyrinypu (2002) — Takohe pahenu nop MenTopcrsom npo¢. Beceannosuh-
XodMaH — mpeACTaBaajy MpUMepe H3y3eTHO 3PeAOT HayqHOT Papd M BpeAHe TOAYX-
BaTe KOjHMa y HAIllOj My3MKOAOTHjH BPEAHOCT He OTaAa.

Hbena mpodecronasna brorpaduja n3ysetHo je 6orara 1 pasHOBpcHa. YurbeHHUIA
KOjy Cy AO Capa HCTAKAHM CBH KOjH Cy ce oA Becne Muxkuh onpamraau jecte ynpaso
OHa KOja TOBOPH O HEHOj CMEAOCTHU U CIIPeMHOCTH Aa TOBOPH, NHUIIe U ITpeAdje O
HOBMM TeMaMa, AA KP4H ITyTeBe Koje je Hallla CaBpeMeHa My3UKOAOTHja — HAMEPHO HAM
CAy4ajHO — ocTaBHAA 10 crpanu. Op kmure Mysuka y fexHokyAypu, KOja je oljermbeHa
Kao IPHAOT ,,CTBapaky jeAHe HOBe, OTlePaTHBHE MY3HKOAONIKE MHCAM O aKTyeAHUM
My3HYKHM peHOMEHHMA', IPUAOT KOjHU ,Ha Taj HAYHH CTPEMH PEeBUTAAN30BAY My3H-
KOAOIIKe AMCIJUIIAMHE Ka0 TaKBe ) I1a CBe AO OCHMBama L]eHTpa 3a IOIyAapHy My3HKY,
Becna Muxuh je HeymopHO 1 mocseheHo ,0TBapaAa” TeMe M MCTPaXHMBAAA IPHUCTYTIE
KOjH Cy y HallleM KOHTEKCTY AGAOBAAM KaO HECBAKUAQAIIEH, AAU Cy Ce IOKA3aAH IIPEKO
norpe6uum. Basehu ce caBpemenoM My3ukom en général, y cBOM HayqHOM M IeAQa-

1 Vesna Miki¢, , O studiranju muzikologije i profesionalnom radu® 2018, https://www:youtube.com/
watch?v=uufqyHofkp8.

2 Kcennja Cresanosuh, ,Beca Muxuh, Mysuka y tiexrokyrittypu’, Mysuixoaozuja, 2006, 6. 6, 415419, 419.
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TOLIKOM PaAy Ha OpPHUASAHTAH HAYMH je YBe3HBAAA 3HAA M3 HAjPA3AMYUTHjHX 00AACTH
— ¢uro3oduje, IOAUTHYUKE TeOpHje, eKOHOMHUje, HUCTOPH]je, COIIMOAOTHje — U Kpeu-
PaAa TeMaTCKH aKTyeAHe, HAAACBe KpPeaTHBHE M aTPAKTHBHE KypCceBe U Hay4Ha IITHBA,
KojuMa he ce meHN CTYAeHTH 1 KOAeTe yBeK PaAO, PAAO3HAAO, a ca ceToM Bpahari.

Kaxo je To Beh ncrakuyTo,’ y cBoM HayuHOM pasy Becna Muxuh je muonupcku
3aroyeAa 6aBiere TPHMA BOKHIM [IOSUMA: TyMadeheM HeOKAACUI3Ma y AooMahim
M eBPOIICKMM OKBHPHUMA, IIPOyYaBabeM OAHOCA H3Mel)y My3HKe 1 TEXHOAOTH]e, Te
Ipo6AEMaTH3AIIMjOM IIOIYAAPHE My3HKe U CMEAOM HHCTUTYIIMOHAAM3AIIMjOM Te
obaacTu mpoyyasama. ToMe y prAOr roBope U HeHe Kibire — Beh IIoMeHyTa cTyAmja
Mysuxa y inextoxyaiuypu (2004), noTom Auya cpiicke mysuxe: Heokracuyuzam (2009),
Te [IOCAEAIHA y HHU3Y, KOja je OCTAAQ Y IPUIIPEMH H Yje KOHAYHO 00jaBAHBarbe ayTOPKa
HHje pouekaaa, Auya cpiicke mysuke: ioitysapra mysuxa. Ilaanupaaa je, mopep wux,
u u3paBame kwure Auya cpiicke mysuxe: Cphan Xogman. Ocum Tora, mweHy 616A1-
orpadujy YHHHI FOTOBO CTOTHUHY MPHAOTA Pa3AHYUTHX XKAHPOBA — TEKCTOBA y 300p-
HUIJMMA ¥ HAYYHUM 9aCOIMCHMA BHCOKOT Mel)yHapOAHOT yraeaa, prKasa, perieHsuja,
AEKCHUKOTPaCKUX OAPEAHUII, TEKCTOBA 32 3BY4HA M3AAMba. Y4ECTBOBAAA je Ha ITPeKo
TpuaeceT MehyHapoaHMX HayuHHX cKymoBa mHUpoOM cBeTa. Mckasyjyhu Ha Taj HaunH
CBOjy Ay0aB IpeMa je3HIMMa, aKTUBHO Ce 0aBUAA 1 IIpeBol)ereM CTpydHe AuTeparype.

BaskaH cerMeHT WeHOT paja 6uaa je u 6oraTa ypehupauka AAATHOCT, Y OKBUDY
KOje je MOKa3aAa 3aBHAHY OPTaHHM3AI[OHY CIIOCOOHOCT U ceHaubuanter. Ipe caera,
0HAQ je AyTOTOAMIIEA 3AMEHHUIA TAABHE K OATOBOPHE yPEAHHIe jeAHOT oA Boaehux
Aomahux yaconuca us o6aactu mysuxoaoruje, New Sound International Journal of
Music, Te jepaH Op CTaAHHX YAaHOBa ypehusaukor TrMa 36opHuKa y uspamy Kateape
3a Mysuxoaorujy PMY.

Becna Muxuh je 61Aa 1 peAOBHH YAQH OPTaHU3AIMOHKX U IIPOTPAMCKHX 0A00pa
6ujenasnor Melynapoanor Hayusor ckyma Kareppe. Bpmehu $yuknujy meda
Kareape 3a Mysukoaorujy (2016-2019), 0CHM HOBOT H3Aatba KOHepeHIHje, OHa je
2018. TOAMHE HHUIIMPaAa 0OeAexkaBarbe CeAAMASCETOTOAMIIEbIIIE TOCTOjamba Kateape,
Te U3paBame 300pHuKa [zazovi savremene muzikologije. Eseji u cast prof. dr Mirjane
Veselinovi¢-Hofman. 3a Taj usysetru Tpya, Becrn Mukuh je mocrxymHo, y AerieMOpy
2019. TOAUHE, AOAeseHa Bearika naakeTa YHuBep3uTeTa yMeTHOCTH. [oAUHY paHa mpe
TOTa, y OKBHPY 0beAexaBarma ocamaeceT ropuna Pakyarera Mysmike yMeTHOCTH,
Becna Muxuh je oprannsosasa usaox6y u jasny rpubuny Us apxuse (1987-2017)
mehynapogroi nayuroi ckyiia Kattiegpe 3a mysuxoaroiujy u Kaitiegpe 3a eitinomy3uxoAoiujy.
Y obpasaoxersy npeasora Aa ce Becan Muxuh poaean Bearika raakera, ieHe KoAeru-
Hulle 1 koAere ¢ KaTeape ncTakae cy 1 BUCOKH CTeIleH lheHe OCBelNeHOCTH Y TOTACAY
HEOIIXOAHOCTH A Ce My3HKOAOIIKa Ipakca u pap Kareape pocTojHO mpepcrase 'y
Pa3AMYUTUM MeARjCcKuM PpopMarima. OCHM IPHCYCTBA Y AHEBHO] IITAMIIH, Ha PAAH)Y
u reaeBusuju, Kareppa je moxpenyaa sBaHu4Hy PpejcOyK CTpaHHUILY, Te HHTEPHET CTpa-
Hutly nmocseheny MehynapoanoM ckyiry, ca cBIM M3AaBHMa MPOUSAIIAUM U3 IIPET-
XOAHHMX KOHpepeHIIja y AUTUTaAHOj GOopMu. Y CBe OBe, Ka0 M Y MHOTe APYTe ITOAYX-

3 Biljana Lekovi¢, ,Steps and Traces of Vesna Miki¢ (1967-2019) INSAM Journal of Contemporary
Music, Art and Theory, 2019, Vol. 2, Nr. 3, 10-13.
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BaTe, Beca Muxkuh je cBecpAHO yKimydHBaAa CTYAGHTE CBUX HUBOA CTYAHja, HA Taj
HauuH X yryhyjyhu y MoryhHocTH 1 pa3HOBPCHOCT My3HKOAOIIKOT IIOCAQ Y CaBpe-
MeHOM A00y. Taxko je, H3HOBA M H3HOBA, AKTHBHO y4eCTBYjyhu y pasy OpojHHX opraHa
u Teaa OMY, moxasuBasa MPUBPKEHOCT ,cBOjOj Kyhu” 1 HeceOMUHO ce AaBaAa 3apap
KOAEKTHBHOT A0Opa.

ITocebHO ce, y TOM CMUCAY, HCTHYe OCHHBambe ITIOMeHyTor LleHTpa 3a HCTpaxu-
Bambe MOITyAAPHE My3HKe U3 2013. FTOAMHE, ¥ KojeM je BecHa Mukuh oxymnuaa 3HadajaH
OpOoj cTyAeHaTa AOKTOPCKHX CTYAHja KOjH Cy TIOKA3aAM HHTEPECOBAbE 32 TO M3a30BHO
HAy4HO [IOA€ M OXPAOpHAA MX Y TUM TEXHAMAa, HajIIpe KPO3 BHIIEETAITHU AyTOTO-
AMIIBY IIpojexaT ,Mysuuke crieHe y CpOuju’, MOKpeHyT UCTe TOAMHE.

KonauHo, He cAy4YajHO Ha 3aAaCKy OBOT TEKCTa, AOAA3HM AO OCBPTA HA IIeHTPAAHY
TauKy HEHOT PaAd, OHY 110 k0joj he Hajmupe octarn ymamhena. leneparuje cTyae-
HaTa Koje Cy y pyKaMa MMaAe BeHy KBUTY Auya cpncke my3uke: HEOKAACUYUIAM,
ceruhe ce AUpsHBe ITOCBeTe C MPBUX CTpaHuIa: ,CTYAEHTHMA, Ca KOjUMa CaM UMaAa
cpehy aa paanm“ Hekoanko peun koje oTkpusajy cymruty (ynorpe6uhy oBy pea
HaKo je npodecopka Huje Boseaa — , Ko op Hac ma 1 3Ha 1rTa je cymruHal’, 3HaAa je
AQ KaXke) BeHOT OAHOCA ca cTyAeHTHMA. KoMyHHIMpaaa je AMPeKTHO U OTBOpPEHO,
M3a30Be U 3aKAYUKe IIOCTABASAAA CMEAO U MPOBOKATHBHO, MEHTOPCKH ITO3HB 00aBAaAd
nocseheHo ¥ HHCIIMPHCAHO, @ HA ANYHOM IIAQHY YBeK je HACTOjaAa AQ TOAPIKH, IIOCa-
BeTyje u MoTHBHIIe. CTOTa M He YYAU IIOAATAK AQ je Y CBOjOj IeAAroIKoj KapHjepH,
AYTOj TOTOBO TPUAECET TOAUHA, OMAA MEHTOD 32 OPOjHE AMIIAOMCKE, MATHCTAPCKe U
MacTep papOBe, K0 1 AOKTOPCKe AUCEPTallHje — ITOA BeHHM MEHTOPCTBOM OAOpareH
je ABaaeceTjeaaH AMIIAOMCKH Paj, IIIeCHAECT MACTep PaAOBa, TPU MarkcTapcKe Te3e U
IeT AOKTOPCKMX AUCEPTall}ja, a Ha 3aBpIIaBambe AOKTOPCKHMX aKaAeMCKHX CTYAHja ,y
FEHOj KAACH " YeKaAe Cy 3BAaHHYHO jOII YeTHPU AOKTOPAHTKHUIbE. *

Csoj neparomku myT Becaa Mukuh je ormodesa 1992. ropune Ha Qaxyarery
My3HUYKe YMEeTHOCTH, Ha 4Hjoj je KaTeapH 3a My3HKOAOTHjy 1 e THOMY3HKOAOTH]Y
(xacuuje: Kateapu 3a My3HKOAOTHjy) IIPOIIAA CBA HACTABHA 3Batha, OA ACHCTEHTA AO
peaosHor mpodecopa. OcuM y MATHYHOj HHCTUTYIHjH U Ha VIHTepAMCIIMIIANHAPHIM
AOKTOPCKHM CTyAHjaMa YHHUBEP3UTETa YMeTHOCTH y beorpaay 6uaa je y pasauauTuM
IepHOAMMa AHTKOBaHA Kao podecop u Ha Apyrum daxyarernma y Cpouju (Axape-
muja ymeTHoctu y HoBom Capy, Puaosomxo-ymeranaku pakyarer y Kparyjesiy,
Axapemuja ymernoctu y Ilpumtusn), Pery6annu Cprickoj (Akapemuja ymjeTHOCTH
Yuusepsurera y bamaaynu, Akapemuja ymjetaoctr ,Cao60Mup” Yausepsurera y
Bujesunn) u Lproj Topu (Mysuuxa akapgemuja va Letumy). Kao rocryjyhu npesasaa
6opaBuaa je Ha BucoxoM HaIHOHAAHOM KOH3E€PBATOPHjyMY 32 My3HKY U IIAEC y
IMapusy, y MHCTHTYTY 32 My3UKOAOTHjy XyMOOATOBOT yHUBep3uTeTa y bepauny u
Oacexy 3a Mysuxosorujy Puaosodcxor dpakyarera y Soybranu.

Tpeba HarAQCHTH U AQ je y CBOMe IeparomkoM papy Becaa Mukuh ocmucanaa u
peaanszoBasa 6pojHe MHOBATUBHE KyPCeBe, OA KOjHX ce MOT'Y M3ABOjUTH: ,Teopuja
HOIyAapHE YMETHOCTHU U KYATYype', ,YMEeTHOCT U MoAUTHKA', , EAexTpoakycTika

4 Ym. Appuana Cab6o, ,ITeparomka aeaarHoct Becae Muxuh'y New Sound International Journal of

Music, 2020, y mTamIm.
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mysuka', ,ITomyaapHa My3uxa: Teopuja‘, ,JlomyaapHa My3uxa: sxaaposu’, ,Mcropuja
HoIyAapHe Mysuke', ,Mysuka u moauruka’, ,Ficropuja u Teopuja pHUAMCKe U TeAeBH-
sujcke Mysuke’, ,Teopuja u mpakca My3HKOAOTHje Y MEAMjUMA’, , ACTIEKTH My3HKe 20.
H 21. BeKa') ,YBOA y KOHTeKcTyaaHe cTyauje dectusaaa ITecma Esposusuje”. C xoae-
runniama Bpanxom ITormosuh i Ceeraanom Casrh ocMucANAQ je ¥ HOBU HACTABHH
nporpay, ,Cryanje (caBpeMeHHX) My3HYKO-MEAUjCKUX KYATYpPA') 4Hjy PeaAusaLujy
Takohe HHje AOUeKaAa.

Mmaaa caM Ty 9acT Aa IIPUCYCTBYjeM HeHHM II0CACABUM IpepaBambuMa. buao
je To y Bamaaymm, ampuaa 2019. roAUHe, y BpeMe OAp)KaBamba MaHHpecTanuje Aaxu
Buaage C. Muaowesuha. Mecenima 0ACyTHA € TPO$ECOPCKOT OAKjYMa, PEIIHAA je —
HaKO jOj je Apyradnje CaBeTOBaHO — Ad Iohe y Bamaayky 1 oAp»ku mpepaBara CBOjUM
TAMOILIEBUM CTyAeHTHMA. IIpUnpeMuBIIH Ce 32 CyMOpAH CIieHapuo — Aa Hehe uMaru
CHare AQ OAP>KH HEKOAMKO IIPEAABamha Y AAXY — IIOBEAA je KOACTHHHUIY U MeHe, Ad
ypeysMemo mradery” 0OHAQ Kapa ce oHa 6yae yMopuaa. FcrocTaBrao ce Aa joj, y Tom
CMUCAY, HECMO brAe moTpebHe. Harmasimu ce mpea CTyAeHTHMA, Ca KapOM, 3apPa3HIM
€AQHOM, yOeASMBOM eHEPIHjoM, OCTaBAajyhu cBe IPUCYTHe 6e3 AaXa, [IAeAQ je IpHdy
0 CaBpeMeHOj MY3HIIH, OHAAIIBUM M CAAAIIEHHM APYIITBEHOIOAUTHYKMM IPHANKAMA
M BOKHIM )XHUBOTHUM AeKIjHjaMa, pasBeApaBajyhu atMocdepy — a To je 1 HHade papo
YMHHUAQ — IIAAOM U II0O3HATHM pedepeHIiaMa U3 IoIryAapHe KyaType. CaTu cy npoaa-
3UAH, A OHA je, YUHHUAO Ce, IMAAA XKeAY Ad Ce IIpeAaBarbe HUKaAa He 3aBPIILL

ITo cBuM Mepranma, Becra Mukwth Hac je pepano Harrycrraa. OCTaAl CMO XKeAHH
IeHHUX CaBeTa, leHUX Peun U MAeja, IbeHe POAUTEeNCKE OpHre M TOIAOT M HCKPEHOT
ocmexa. bam mpomae roarHe raepasa caM jeAHY HOBY OPUTAHCKY TEAEBU3UjCKY
cepujy. ITpodecopka je 61aa cTpacHu oboxaBaTes TOr GOpMATa, a 3Hajyhu 3a eHO
HEYMOPHO HHTepeCOBakbe 3a CaBpeMeHY TEXHOAOTH]jy i APYIITBO, CepHrja Koja ce barm
TMe 6aBu OrAa 6H joj 3acHrypHO BeoMa 3aHUMAMBA. O 0B0j, MehyTiM, HuCMO cTHTAC
Aa mposbopumo. 13 enusope y enusopy myTyje ce 0 HEKOAMKO TOAMHA y 6yayhHOCT
KOja, HaKO APAaMaTUYHO-IIECUMICTHYHA — AeAyje CacBHM U3rAeAHO. ITocaepma ermzopa
Adje HaroBeIlTaj Ad je AYACKA BPCTA YCIIeAd Ad TPEeMOCTH IIPOAAZHOCT ASYACKOT TeAQ,
CavyBa CBECT, 3HAEbe U MCKYCTBO HHAUBHAYE; AQ AHL je eKCIIEPUMEHT 61O yCrielmaH 1/
HAM OTIACaH, HUCMO AO3HAAH, AAU y IPeCeKy TeKCTOBA 1 AeIABaba Y ,CTBAPHOM CBETY )
He MOXXeMO a Ad C HeH3MePHOM TYTOM He IIOMHCAUMO KOAHMKO OH A€TIO GMAO UMATH Ty
MoryhHoCT 1, 6ap Ha Jac, oreT IPOTOBOPHUTH Ca IPOPECOPKOM.

Bojana Pagosanosuh
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