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Pey ypeaHuka
Editor's Note

pBor aevem6bpa 2019. roamHe HABPLLUMIO Ce CTOTUHY neaeceT

roawHa of pohersa Bnagummpa P. hophesuha (1869-1938),
CBECTPAHOI CPIICKOr My314apa Koju je 0CTaBMO KPYNQH TPar Ha CBUM
no/bMMA HA KOjUMA je ies10Ba0;: KOO ETHOMY3MKOJIOr, KOMMO3MTOP,
MY31Y4KY EAAror, Kao jefaH O MAOHMPA CPICKe My3uyKe
6ubmorpaguje n nekcvkorpagpuje. Penakumja yacormca

ETHOMY3UKOJIOT
Bnagmumup P. hophesuh

.My3ukonoruja” ogny4nna je 4a o6enexwu Taj 3Ha4YajHM jybunej cprcke
My3uKe v cTora Temy 29. 6poja nocsehyjemo pagy v oNpyHOCY
Braanmupa P. hophesuha.

Ha no3uns Penakuwje yacormca ,My3ukonoruja’, ieTopo eMuHeHTHUX
CTPYYHAKA HAMMCA0 je OPUIMHAIIHE HayqHe CTyaumje 3a Temy 6poja 29.

Ethnomusicologist

(3 4

Vladimir R. Pordevic

O n the first of December 2019 we celebrated the 150th
anniversary of the birth of Viadimir R. Dordevi¢ (1869-1938), a
versatile Serbian musician who left a considerable mark in all fields in

ETHOMYy3uKOIOT Bnagumup P. hopbesuh
Ethnomusicologist Vladimir R. Dordevi¢

which he worked: as an ethnomusicologist, composer, music pedagogue,
and one of the pioneers of Serbian music bibliography and lexicography.
The editorial board of the journal Musicology decided to mark this
important jubilee of Serbian music by dedicating the main theme of the
29th issue to the work and contribution of Viadimir R. Dordevic.

At the invitation of the Editorial Board of the journal Musicology, five

eminent experts wrote original scientific studies for the main theme of No.29.
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PEY YPEAHUKA

IpBor aeuem6pa 2019. roprHe HABPIIMAO Ce CTOTHHY IIEAECET FOAUHA OA poherba
Baaaumupa P. Hophesuha, cBecTpanor cprckor My3udapa KOjH je OCTaBHO KPYIIaH
Tpar Ha CBHM IIOAHMMA Ha KOjUMA je AGAOBAO: KAO0 eTHOMY3HKOAOT, KOMIIO3HTOP,
My3HYKH IIEAQrOL, KAO jeAQH OA IMOHMpA CPICKe Mysuuke 6ubAsuorpadumje u
Aexcuxorpaduje. Pepakumja gacommca ,Mysukosoruja“ je opayumaa aa obeaesxu
Taj 3HAYAJHHU jybuaej cpIicKke Mysuke u crora Temy 29. 6poja mocsehyjeMo papsy u
aompunocy Baaaumupa P. Hophesuha.

Kareapa 3a erHomysuxosorujy ®axyaTeTa Mysmdke yMeTHOCTH y bBeorpaay
u Hapoana 6ubanorexa Cpbuje yIpHAMYEAe Cy CBEYaHy aKaAeMHjy Y dacT
ropnmssure Baaaumupa P. Hophesunha. Axapemuja je oaprxana 2. serem6bpa 2019.
y Hapoaroj 6ubauorenu Cpbuje, mop nHacaosom Baagumup P. Bophesuh y oiregary
8pemena: bauiitiuna, 38yk, Mucao, pe4, cauxa, tpajarse. Ha mosus Pepaxiiuje gacomuca
»My3HKOAOTHja", IETOPO eMUHEHTHHX CTPYUBAKa, YIECHHKA aKaAeMUje, HAMICAAO
je opuruHaAHe Hay4He cTyauje 3a Temy 6poja 29.

Cama Papunosuh u Aumurpuje O. Toaemosuh caraepasajy Hophesuhes npuroc
CPIICKOj My3HYKOj poaraopuctuy. Mupjana 3axuh je cBOjy maxkisy ympasrAa Ha
MecTo u yaeo Baasumupa P. Hophesuha y passojy erHoopranoaoruje. Meaorpadcxu
PaA OBe AMYHOCTH CpIICKe My3HKe OHO je mpeamer maxie Came Pankosuh, koja
je ucnimrasa Hophesuhes mpucTym u yTBpAMAAQ HErOB AOIPHHOC TPAHCKPUIIIH)H
BoKaaHe npaxce. Hajsaa, Bean6op Ipeanh je mpukazao rpalyy o Gophesuhy xoja ce
ayBa y Hapopnoj 6ubanorenu Cpbuje.

Y TeMaTCKOM K METOAOAOIIKOM CMHUCAY Oorara je u pasHoAuKa pybpuka Varia.
Posepux Aodopas mpobaeMarTHsyje IojaBe U3 IIOMyAApHE MY3HUKe KYATYpe Y
Pymynuju. Beorpaacku yaconuc ,Caasencka mysuka“ (1939-1941), y xojem cy ce
YKPCTHAM CAOBEHOQHUACKA HA€ja H MAPKCHU3AM, AOOHO je IIPBY LIEAOBUTY CTYAH]Y, ca
uHTerpasHoM 6ubanorpadujom (Asekcanaap Bacuh). Yaconuc , Mysukoaoruja“ op
CBOra ITOYeTKa HeTyje NHTePAUCLIUIIANHAPHE CTyYAHje. Y 0BOM 6pojy Jacoruca IpBu
IyT Ce jaBia paj U3 AOMeHa IPABHIX HayKa, a y Be3u ¢ MysukoM: Ypom Temarosuh
IIHIIE O ITPAaBHO] 3AIITHTH MY3UIKHX AeAd y EBponickoj yHuju.

Y py6puriu Hayuna kpuitiuxa u iloremuka AOHOCHMO IieT TeKcToBa. IIpukasare cy
TPU H3y3eTHO 3HAYajHe Hay4yHe MOHOrpaduje pasAHIUTe TeMATHKe, Y XPOHOAOLIKOM
PAcCIIOHY OA CpeAmber BeKa A0 AaHAC. Ped je o kibrrama xoje o6palyyjy crapy npkseny
MY3HKY, AUTepapHe H3Bope 3a cpIcKy My3uky XIX Beka, kxao u Mysuky Kapaxajuia
ITToxxay3eHa, jeAHOT OA TAABHHX IIPOTATOHUCTA My3HYKe aBaHIAPAE APYTe IIOAOBHHE
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XX Beka. JeAaH TEKCT ONCEPBHpPA AUTEPATYPY U3 00AACTH HayKe O XapMmoHuju. ITeTn
YAAHAK Y OBOj PyOPHUIIM TIIPEACTaBAA IIPUKA3 IOMEHYTe CBedyaHe aKazeMHuje y 4acT
Baaaumupa P. Hophesuha.

Toxom 2019. u 2020. ropnHe OCTAaAU CMO 0€3 3aCAY>KHUX AUYHOCTH CPIICKE U
PYycKe My3uKOAOTHje 1 My3uuke yMeTHOCTH. Yacomuc ,Mysukoaoruja“ y pyopuriu In
memoriam ca xamermeM OeAeXH 0AAA3aK aKapeMHKa JeaeHe Muaojkosuh-Bypuh, Ap
Eaene I'opaune, npo¢. Mupjare XXuskosuh n akapemuxa Aumurpuja Credanosuha.

Y nme uaanoBa Pepaxiuje yacomuca , My3HKOAOTHja“ M Y CBOje AMMHO HMe SKEAUM
AQ U3Pa3UM CPAAYHY 3aXBAAHOCT PeIleH3eHTHMA 3a YAOXXEHO BpeMe M TPYA, Kao U
CBHM KOAETHHHUIIMMA M KOAEraMa KOjH Cy IOMOTAH y TIPUIIPEMH OBOT Opoja yacomuca.

Y Beorpaay, 1. aeembpa 2020. ropuse
Auxexcanpap Bacuh, raaBHu 1 OATOBOPHE ypeAHHK



EDITOR’S FOREWORD

On the first of December 2019 we celebrated the 150th anniversary of the birth of
Vladimir R. Pordevi¢, a versatile Serbian musician who left a considerable mark in
all fields in which he worked: as an ethnomusicologist, composer, music pedagogue,
and one of the pioneers of Serbian music bibliography and lexicography. The editorial
board of the journal Musicology decided to mark this important jubilee of Serbian
music by dedicating the main theme of the 29th issue to the work and contribution
of Vladimir R. Pordevic.

The Department of Ethnomusicology of the Faculty of Music in Belgrade and the
National Library of Serbia organised a festive academy as part of the anniversary of
Vladimir R. Pordevi¢. The Academy was held on December 2, 2019 at the National
Library of Serbia, under the title Vladimir R. Dordevi¢ in the Mirror of Time: Heritage,
Sound, Thought, Word, Image, Duration. At the invitation of the Editorial Board of the
journal Musicology, five eminent experts, participants of the academy, wrote original
scientific studies for the main theme of No. 29.

Sanja Radinovi¢ and Dimitrije O. Golemovi¢ analyse Dordevi¢’s contribution
to Serbian musical folkloristics. Mirjana Zaki¢ directs her attention to the place
and role of Vladimir R. Pordevi¢ in the development of ethnoorganology. The
melographic work of this significant protagonist of Serbian music is addressed by
Sanja Rankovi¢, who examines Pordevi¢’s approach and assesses his contribution
to the transcription of vocal practice. Finally, Velibor Preli¢ discusses the material
about Pordevi¢ preserved in the National Library of Serbia.

The Varia section is rich and diverse in terms of topics and methodologies.
Roderick Lawford problematises phenomena from popular music culture in
Romania. The Belgrade journal Slavic Music (1939-1941), in which Slavophile
ideas and Marxism intersected, is the subject of the first comprehensive study with
an integral bibliography (Aleksandar Vasi¢). The journal Musicology has welcomed
interdisciplinary studies since its inception. In this issue, an article from the domain
oflegal sciences, in connection with music, appears for the first time: Uro$ Cemalovi¢
writes about the legal protection of musical works in the European Union.

The section Scientific Reviews and Polemics contains five texts. Three very
important scientific monographs on various topics are reviewed, in chronological
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range from the Middle Ages to the present day. These books deal with old church
music, literary sources for Serbian music of the 19th century, as well as the music of
Karlheinz Stockhausen, one of the main protagonists of the musical avant-garde of
the second half of the 20th century. One text observes the literature in the field of
the science of harmony. The fifth text in this section overviews the aforementioned
festive academy in honour of Vladimir R. Pordevi¢.

During 2019 and 2020, several prominent personalities of Serbian and Russian
music and musicology regrettably left us. The section In memoriam addresses the
departures of academician Jelena Milojkovié-Duri¢, Dr. Elena Gordina, Prof.
Mirjana Zivkovi¢ and academician Dimitrije Stefanovié.

On behalf of the members of the Editorial Board of the journal Musicology and on
my own behalf, I would like to express my heartfelt gratitude to the peer reviewers
for their time and effort, as well as to all colleagues who helped prepare this issue of
the journal.

In Belgrade, 1 December 2020
Aleksandar Vasi¢, Editor-in-Chief
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ABSTRACT

Vladimir R. Dordevi¢ (1869-1938), one of the pioneers of Serbian ethnomusi-
cology, achieved outstanding results in various fields; his work is based on Ser-
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bian musical folklore. Several dozen of his publications belong to the domain of
ethnomusicology, as well as music pedagogy and popularization of folk music.
However, for decades, their often very similar titles, as well as numerous repeated
and sometimes revised editions, have discouraged researchers from acquiring a
clear idea of his overall music-folkloristic contribution. The primary goal of this
paper is to create a precondition for a more objective evaluation of Pordevi¢’s
work, in the context of the time to which he belonged.

Keyworps: Vladimir R. DPordevi¢, Serbian musical folkloristics, history of Serbian eth-
nomusicology, Serbian musical folklor and musical pedagogy, popularization of Serbian
folk melodies.

ATICTPAKT

Jeaan op mmoHmpa cprcke erTHoMysukoaorwje, Baapmmup P. TBophesuh
(1869-1938), mocrurao je 3amaxkeHe pe3yATaTe HA PA3AMMHTHM I[OAHMMA.
Iberos pap je 3acHOBaH Ha Ipoy4aBamy CPIICKOT MY3UYKOT PpoAKAopa. Beanku
Opoj myOAuKaruja HpHIapa OOAACTH eTHOMY3HUKOAOTHje, aAH U IIEAATOTHje
U IOIyAApH3alidje HApoaHe Mysuke. MehyTuMm, AelleHmjaMa Cy HHXOBH
CAWYHU HACAOBH, Ka0 M OpojHa IIOHOBMbEHA U IIOHEKAA PEBHAMPAHA H3AAmba
onemoryhaBaaa mcTpaxuBadmMa Aa CTeKHy jacHy uaejy o Hophesuhesom
YKYTIHOM AOTIPUHOCY My3H4KOj GoAKAopHCcTHII. OCHOBHH ITiA OBOT Paaa jecTe
Ad Ce CTBOpe IPEAYCAOBH 3a 00OjeKTHBHUje caraepaBame Hophesuhesor omyca y
KOHTEKCTY BpeMeHa KOjeM je IIPHUITAAAO0.

KnyaHE PEUM: Baapumup P. Bophesuh, cpricka mysuuxa ¢poakaopucruka, ucropuja
CPIICKe eTHOMY3HKOAOTHje, CPIICKM MY3MUKM (OAKAOD M My3HYKa IIeAAroTHja,

MOITyAApPH3aIiKja CPIICKUX HAPOAHHX MEAOAH]A.

Vladimir R. Dordevi¢ (1869-1938) belonged to a group of intellectuals who, al-
though praised for their numerous important results, which were often exposed to
public views, did their work in silence, devotedly and constantly — without pomp,
without the expectation of recognition. Along with his innate personality traits, the
fact that Pordevi¢ grew up in a family of priests, committed to Christian virtues and
traditional values, certainly carried at least part of the explanation for such character
traits that adorned this tireless devotee to Serbian folk music, teaching and music
pedagogy, music historiography, bibliography and theory, composition, music mu-
seology and, last but not least, amateur photography. Growing up in difficult times
and poverty resulted in his modesty, simplicity and commitment to the common
good. Contemporaries described him as a reliable and demanding professional, es-
pecially in the field of pedagogy, and at the same time as a dignified person who
persistently represented the system of social values of that time and who gained great
respect.
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Vladimir R. Pordevi¢ was born on 2 December 1869, in the village of Brestovac
near Bor (in eastern Serbia). His ancestors were among the most famous inhabitants
of the Sokobanja region (also in eastern Serbia) and of the province of Vojvodina
(northern part of Serbia) (Jankovi¢ 1969a: 9); several members of his immediate
family, just like Vladimir himself, achieved a great reputation throughout the coun-
try with their achievements. Namely, his brother Tihomir Dordevi¢ (1868-1944)
became a famous ethnologist and Fellow of the Serbian Academy of Sciences, while
his nieces, Danica S. Jankovi¢ (1898-1960) and Ljubica S. Jankovi¢ (1894-1974),
who was also elected a member of the Academy, laid the foundations of ethnochore-
ology and contributed significantly to ethnomusicological development in Serbia.

Vladimir R. Pordevi¢ graduated from the Teacher’s School in Ni§ in 1890, which
determined his basic vocation, upgraded by the musical education that he acquired
in Vienna and Prague until 1901. In the meantime, and after that, he worked in vari-
ous towns and villages in Serbia, obeying the state-controlled distribution of teach-
ing staff, which was a common practice in the pedagogical system of that time, by
means of which a balanced development of the entire country was secured. His first
employment was in the villages of Kulina and Luzani near Aleksinac, then in Alek-
sinac, Pirot, Valjevo, Vranje, Jagodina, and finally in 1912 in Belgrade, where he re-
tired in 1924 and died on 22 June 1938. He changed various occupations, orienting
himself more and more towards music over time, while pedagogy still greatly marked
his career — he was first a teacher, then a choirmaster, a senior teacher of music and
singing, a senior teacher of skills, a professor at the III Belgrade Gymnasium, and
part-time professor of music theory and harmony at the Music School ‘Stankovi¢’ In
1927, he also became the manager of the Museum at the Music Society ‘Stankovid,
an affiliated institution which he had founded two years earlier. During World War
I, Dordevi¢ was in exile in France (in Bordeaux, Nice and Bolier), where he taught
music to Serbian students, led choirs and worked on the affirmation of our musical
culture abroad.

Despite the fact that he was a versatile person in the music culture of Serbia and,
according to his basic vocation, a pedagogue, Vladimir R. Pordevi¢ based his ex-
tensive activity largely on Serbian folklore (and to a lesser extent Macedonian, i.e.
‘South-Serbian) as it was known in his time?). He inherited such a starting point,
as well as his multifaceted approach to the music occupation, from his great pre-
decessors, above all from Kornelije Stankovi¢ (1831-1865) and Stevan Stojanovi¢
Mokranjac (1856-1914). Another thing that connects Dordevi¢ with them is that
different aspects of his work often intertwine and overlap, which reveals his prima-
ry affiliation with the paradigm of the 19th century. Consequently, in Pordevi¢’s
musical work, one can recognize some general features characteristic for the time
in which he grew up — namely, the combination of collecting folk melodies and cre-
ative work within the so-called ‘national school, and the popularization of folk music
through harmonizations and arrangements and in his case also the connection of all
of the mentioned with music pedagogy.

3 Itis the area of today’s Republic of North Macedonia.
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For these reasons, Dordevi¢’s overall music-folkloristic contribution cannot be
seen only through collecting, research and museological work, but certain music
pedagogical interventions must be added to that picture, as well as his efforts under-
taken with the aim of popularizing folk music. We therefore consider the main goal
of this paper to be a more precise categorization of Pordevic’s results in all of the
aforementioned areas. It should establish the future adoption of a more objective
assessments of him as a Serbian musical folklorist — the fulfillment of an import-
ant task, which, although eight decades have passed since Pordevi¢’s death, has not
been approached with sufficient attention in Serbian ethnomusicology.*

COLLECTING, RESEARCH AND MUSEOLOGICAL CONTRIBUTION

The circumstances in which Pordevi¢ spent his young days, and his subsequent
pedagogical employments in various places in Serbia, enabled him to get acquainted
with the diversity of traditional musical dialects of our people. His affinity for Serbi-
an folk music appeared in his youth. At that time, his first melographic records from
the Aleksinac and Sokobanja areas were made, which he published in two articles in
the magazine Pobratimstvo back in 1892; these were his first papers with which he
went public (Dordevi¢ 1892a; 1892b).

Shortly afterwards, being aware of the fact that the scientific approach to musical
folklore conditions the existence of a sufficient number of collected melodies — the
amount of which in his time was very modest — he carefully compiled an exhaus-
tive list of “Pitanja za prikupljanje muzi¢kih obi¢aja u Srba” [ “Questions for Collect-
ing Musical Customs among Serbs”], together with composer Bozidar Joksimovi¢
(1868-1955). He published it in the magazine KaradZi¢ in 1899, hoping for a great-
er response from amateur collectors (Joksimovi¢ and Dordevi¢ 1899).

Many years followed, in which he himself was intensively devoted to collecting
melodies in the field. That work was crowned by two capital collections from the
last decade of his life — Srpske narodne melodije (Juzna Srbija) [Serbian Folk Melodies
(Southern Serbia)], published in 1928 by the Skopje Scientific Society (Pordevi¢
1928a), and Srpske narodne melodije (predratna Srbija) [Serbian Folk Melodies (Pre-
war Serbia)], apublished in Belgrade in 1931 (Pordevi¢ 1931b). He self-financed
the fieldwork, “tearing his own garments and eating his own bread”, as he used to say,

4 Dordevi¢’s folkloristic work has been written about several times since his time, in different types
of papers (cf. [anonim] 1926; 1932; 1938; Sijacki 1925; 1928; Spoljar 1928; Zorko 1933-1934a;
1933-1934b; Milojevi¢ 1938; Zivkovi¢ 1938; Lazi¢ 1966; Jankovi¢ 1969a; Duri¢-Klajn 1971a;
Pavlovi¢ 1990; Litvinovi¢ 1999; Gaji¢ 2007; Radinovi¢ 2010; Golemovi¢ 2011; Neni¢ 2011; Miji¢
2011; Pejovi¢ 1984 etc.), even in some foreign publications (cf. Barték 1978; Jankovi¢ 1975; Krader
1993; etc.). However, all these writings, including a few very thorough ones, shed light only on certain
segments of his contribution. Given the importance of Pordevi¢ in the history of Serbian musical
folklore, a synthetic study of this person is forthcoming as a task for the younger generations of our
ethnomusicologists.
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and the same goes for the publication of ‘Pre-war Serbia), which he had to finance
himself, because the state did not always sufficiently understand the importance of
musical folklorists” activities.> With these collections — highly valued abroad and by
such authorities as, for example, Béla Bartok (1881-1945) (Barték and Lord 1978:
27) - a very valuable material, which has largely disappeared from living practice
today, was saved from oblivion. The first collection consists of 428 examples, most
of which are from the present-day North Macedonia, and only a few dozen from
today’s Serbia. It was created on the basis of Pordevi¢’s four-month fieldwork in
Southern Serbia in 1925 and completed by a study in French, written by the eminent
Belgian musicologist Ernest Closson (1870-1950), Pordevi¢’s friend from the time
spent in exile. The second title is especially important for us — it contains 597 records
from various Serbian regions, mostly vocal and fewer instrumental, which Pordevi¢
collected before World War I. The meta-data added to his transcriptions refer to the
places of recording, the genre affiliation of the songs and the names of folk instru-
ments in instrumental examples, and all of that, for the most part, represents a cer-
tain shift in relation to the collecting praxis of his predecessors. This collection also
contains some of the earliest examples of old two-part singing recorded in our ter-
ritory; Pordevi¢ was the first one to start collecting and publishing these in Serbia,
since 1924 (Dordevi¢ 1924b). Progress is also occasionally evident in the domain of
melography, when comparing his transcriptions with those of older melographers.
During the fieldwork, Pordevi¢ was never without his violin, an instrument he be-
friended as a child and which always played a key role in his unique method of field
melography. Namely, in order to check the accuracy of everything that he heard on
the spot, he would sing and play each melody to his informants, before writing it
down in the field notebook.’

The completeness of insight into Pordevi¢’s melographic contribution cannot be
achieved without the taking into acount the help he provided to his nieces Danica S.
Jankovi¢ and Ljubica S. Jankovi¢, by making corrections and amendments to several
hundred of their recordings of dance melodies, published in their first three books

S At the end of the Preface to this book, Pordevi¢ says the following:“Finally, let me mention that
I recorded all of the melodies in this collection while traveling around Serbia at my own expense. I
never managed to get help from either side. Also, I am also forced to print them with my own money.
Otherwise it would not be possible. I only owe a great debt of gratitude to Mr. BoZidar Maksimovic,
the Minister of Education, who gave me a sum of ten thousand dinars from the funds of the Ministry
of Education to print this book, and thus covered almost one third of my expenses. I thank him very
much!” (Dordevi¢ 1931b: XIV). Before that, Dordevi¢ publicly pointed out the indifference of the
state towards the financial and other difficulties that collectors of folk melodies had been facing in
Serbia. He believed that the solution was in systematically designed field work under the auspices of
the state, in a more thorough approach of professionals to this work, in the primary commitment to the
rural environment, and finally in the serial publication of results financed by the state (Dordevi¢ 1922k:
80-81; Radinovi¢ 2010: 622).

6  Like almost all our collectors from the interwar period, Pordevi¢ recorded folk melodies on the
field directly ‘by ear) while the phonograph was used only by Borivoje Drobnjakovi¢ (1890-1961)
and, particularly, Kosta P. Manojlovi¢ (1890-1949).
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of Narodne igre [ Folk Dances], in 1934, 1937 and 1939 (Jankovi¢ and Jankovi¢ 1934;
1937; 1939).7

Apart from the forewords to his collections, Pordevi¢ manifested himself as a
researcher of Serbian folk music heritage by means of about twenty smaller articles,
published in various journals between 1892 to 1931, which are chronologically or-
dered almost without overlap — in Pobratimstvo (Dordevi¢ 1892a; 1892b), Karadzi¢
(Joksimovi¢ and Dordevi¢ 1899), Delo (Pordevi¢ 1905b), Muzicki glasnik (where
he was one of the initiators and a member of the editorial board in 1922) (Dordevi¢
1922a-j), Nova Evropa (DPordevi¢ 1922k; 1923; 1924a-b), Glasnik Skopskog
naucnog drustva (Pordevi¢ 1925), Sv. Cecilija (Dordevi¢ 1928b), Muzika (Pordevi¢
1928¢), Glasnik Muzickog drustva “Stankovi¢” (Dordevi¢ 1928d; 1929a) and Glasnik
Etnografskog muzeja u Beogradu (Pordevi¢ 1929b; 1931a). As the type of his articles
changed over time — from short announcements for the broader cultural public to
already professional articles intended for musically educated audiences - so did the
journals of different profiles where he published his texts. It also shows the gradual
maturation of Pordevi¢’s thoughts about musical folklore in Serbia at the turn of the
19th and 20th centuries, but also the change of two great historical music-folkloris-
tics paradigms, to which he belonged. Faced with the lack of basic factography about
our musical heritage, its accelerated transformations and disappearance and insuffi-
cient state interest in the fundamental values of national culture, Pordevi¢ pointed
out the problems and ways of solving them in these articles (Pordevi¢ and Joksi-
movi¢ 1899; Dordevi¢ 1922k) and dealt with terminological issues that also had
to be clarified (Pordevi¢ 1923). Also, on rare occasions he published music-folk-
loristic material (Dordevi¢ 1892a; 1892b; 1922c; 1928¢) or smaller thematic dis-
cussions (Dordevi¢ 1924a; 1924b). In addition, being already dedicated to music
historiography, he referred to some important points from the past and the current
time (Pordevi¢ 1905b; 1922b; 1922f-i; 1922j; 1928d), as well as to the concrete
contributions of his predecessors and contemporaries (Dordevi¢: 1922a; 1922d;
1922¢; 1929a; 1931a; 1950; 1969). In this regard, it is necessary to point out his
valuable informative text “Ogled bibliografije srpske narodne muzike” [“Essay on
the Bibliography of Serbian Folk Music”], published the Glasnik Etnografskog muze-
ja u Beogradu, which expanded his pioneering music bibliographic work to the field
of musical folkloristics, listing the contributions of his predecessors and contempo-
raries until 1931. He explained his goals as follows:

“I tried to note here only those things that really represent Serbian folk music: folk
melodies and what is written about folk music. This includes those folk melodies that
have been harmonized for various purposes, for example Rukoveti by St. Mokranjac,
because it is often the case that these melodies have been recorded and saved from
oblivion only there. Besides, I have listed the books in which, in addition to purely
folk melodies, there are also artistic ones; they have been listed only because of those
folk melodies” (Dordevi¢ 1931a: 120).

7 'The authors emphasized Dordevi¢’s valuable support in their prefaces to books II and III, and also
expressed their deep gratitude by dedicating book III to him posthumously.
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Three valuable musical-ethnographic contributions also originated from the
most mature, interwar period of Pordevi¢’s work. Two of them are concerned with
ethnoorganology — “Skopske gajdardzije i njihovi muzi¢ki instrumenti” [“Skopje
Bagpipers and Their Musical Instruments”], published in the Glasnik Skopskog
naucnog drustva (Pordevi¢ 1925), and “Nekoji de¢ji narodni muzi¢ki instrumenti”
[“Some Children’s Folk Musical Instruments”], which found a place in the magazine
Sv. Cecilija (Pordevi¢ 1928b). These texts, associated with the corpus of Pordevi¢’s
remaining works dedicated to folk musical instruments and instrumental melo-
dies, qualify this researcher as the most important forerunner in the field of eth-
noorganology in Serbia until the mid-20th century. The last title from this group is
a small monograph “Nekoliko re¢i o igranju i pevanju u Herceg Novome” [“A Few
Words about Dancing and Singing in Herceg Novi”], also printed within the Glasnik
Etnografskog muzeja u Beogradu (Dordevi¢ 1929b), which is the only contribution of
this kind in Pordevic’s opus. Papers of that type were otherwise more characteristic
of the approach of his younger colleague Kosta P. Manojlovi¢, and after that they
found a place in the writings of most Serbian ethnomusicologists until the present
day. In adition to those already mentioned, Pordevic’s articles, although deprived
of a firm theoretical basis and detailed elaboration, raise numerous other topics and
issues, still relevant today: namely, problems related to the methodology of melog-
raphy, to structural characteristics of vocal and instrumental examples, to features of
old two-part singing, melopoetic shaping, musical acculturation and the influence of
urban folklore on the rural.

As it was mentioned before, Pordevi¢’s unique museological contributions,
made at the Music Society ‘Stankovi¢, belong in the framework of Pordevic¢’s eth-
nomusicological activity. The central part of the inventory of the associated Music
Museum, which Pordevi¢ founded himselfin 1925 and whose head he was appoint-
ed at its opening two years later, was a rich collection of folk music instruments that
he acquired in the area of Southern Serbia (Dordevi¢ 1928d; Skripka 1938). Unfor-
tunately, most of it was destroyed during World War II (Puri¢-Klajn 1971b: 181),
and what was left is still preserved at the Belgrade Music School ‘Stankovi¢’ (derived
from the previously mentioned eponymous society), and today it is mostly in a very
bad condition.®

8  According to our knowledge, selected specimens of the preserved instruments were last exhibited
to the public in the school premises from 8 to 17 September 2006, as part of the ‘European Heritage
Days’ event, and also during the already mentioned celebration of the 150th anniversary of Pordevi¢’s
birth in the National Library of Serbia, in December 2019.



22

MY3UKOAOTHJA / MUSICOLOGY 29-2020

MUuSIC PEDAGOGY

Not only Pordevic¢’s profession, but also the time in which he worked, demanded
from him a significant engagement in the field of musical education of his compatri-
ots. His pedagogical influence was multifaceted and long-lasting, and was especially
telt while he was working as a senior teacher of music and singing at the Teacher’s
School for men in Jagodina (1907-1912). According to some opinions, it was so
impressive that this educational institution was then the strongest centre of the de-
velopment of Serbian music culture (Jankovié¢ 1969a: 20).

The music-pedagogical influence of Vladimir R. Pordevi¢ was equally signifi-
cant, radiating through his few dozen textbooks and other didactic writings (Ibid.:
21; Jankovi¢ 1969b). All of them can be classified into four groups: a) music theo-
ry contributions; b) practicums for playing certain instruments (specifically, violin
and flugelhorn); c) methodology of sight singing; and d) song collections for school
youth.

Here, we will briefly refer to the last category, because it, as well as the titles
intended for the popularization of folk music, directly concerns Pordevi¢’s musi-
cal-folkloristics activities. Song collections for school youth contain material of dif-
ferent origin, i.e. composed songs, as well as examples of traditional folk singing.

Whether it is about folk songs for one voice, or those that are harmonized for two,
three or four voices, the purpose of these publications has conditioned Pordevic’s
occasional minimal intervention in original folklore transcriptions, which mainly
comes down to adjusting them to the range of children’s voices, and simplification
and convergement of the content of the lyrics to children’s age.

Dordevic’s first publication of this kind was published in 1896, at the time of
his studying at the conservatory in Vienna. It is a collection of about twenty folk
melodies harmonized for a mixed choir, published in Belgrade under the title Srpske
narodne melodije (skupio i harmonizirao za mesoviti hor) [ Serbian Folk Melodies (col-
lected and harmonized for mixed choir)] as a supplement to Prosvetni glasnik XVII [ Ed-
ucational Bulletin XVII] for that year (Dordevi¢ 1896). It was one of the first articles
that Dordevi¢ ever published, and which, as a seed that hints at a future branched
tree, dealt with collecting work, music pedagogy, and the popularization of musical
folklore in equal measures.

Another very significant work by Pordevi¢ from this group of didactic titles was
published in Jagodina in 1909: his Zbirka odabranih pesama (U jedan, dva, trii Cetiri
glasa, za skolsku omladinu) [ Collection of Selected Songs (For One, Two, Three and Four
Voices, for School Youth)] (Pordevi¢ 1909a). It was in fact the third and significantly
expanded edition of Zbirka de&jih pesama [ Collection of Children’s Songs], previously
published in 1904 and 1906 (Pordevi¢ 1904a). The best evidence of the reputa-
tion and influence of this extended publication is the fact that it was published four
more times in Belgrade by the Izdavacka knjizarnica Gece Kona [Geca Kon Pub-
lishing House] (1920, 1921, 1924 and 1927).° This Pordevi¢’s collection was in-

9  Moreover, the authors of this article remember that they themselves used to learn some of these
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tended for pupils of primary schools and high schools. Out of a total of 88 enclosed
songs, 25 are folk songs, and the remaining 63 are compositions by various authors
active in the musical life of that time. An important inovation in this songbook was
Dordevi¢’s introductory theoretical text “Priprema za notno pevanje” [ “Preparation
for Sight Singing”], with basic instructions provided by the author for one, in his
words, “very little dealt-with subject thus far”. As a pedagogue who was wholy ded-
icated to his work, Pordevi¢ took special care of educating the spirit of the youth of
that time, carefully choosing both folk and art songs whose lyrics radiated patriotism
and affirmed universal human values.

Pevanka za ucenike osnovnih i uciteljskih skola u Kraljevini Srba, Hrvata i Slovenaca
[Songbook for Primary and Secondary School Students in the Kingdom of Serbs, Croats
and Slovenes], published in Belgrade in 1928, is certainly Dordevi¢’s most significant
achievement in the field of music pedagogy based (also) on music folklore (Pordevi¢
1928e). A year earlier, it received the support of the Ministry of Education, which
recommended it as a textbook at the educational levels mentioned in the title of the
book. Its conception is similar to that of the previously discussed collection: a slight-
ly changed introductory text with basic instructions for sight singing is followed by
as many as 148 folk and art songs by Serbs, Croats and Slovenes. Pordevi¢ selected a
total of 35 examples of Serbian folk songs from various sources, and he also recorded
several from his memory. He presented most of them in the basic form, and adapted
a few for singing in two or three voices. He published about one half of this folk ma-
terial in the book for the first time, while the remaining examples were known from
the previously mentioned Zbirka odabranih pesama (U jedan, dva, tri i éetiri glasa, za
skolsku omladinu) [ Collection of Selected Songs (For One, Two, Three and Four Voices,
for School Youth)].

Finally, the corpus of didactic publications should be completed by the Liturgija
nedeljna ili prazni¢na kad se peva “BlaZeni” [ Sunday or Holiday Liturgy When “Blessedis
Sung], Dordevi¢’s harmonization of church melodies for the male choir, created in
1903, then in 1909 recomposed as a two-part version for school youth (Pordevi¢
1903; 1909b).

FOLK MUSIC POPULARISATION

The popularization of folk music through adaptation, harmonization and com-
poser’s treatment was a constant feature of Pordevi¢’s musical activity until the end
of his life. He published numerous collections created for this purpose in Jagodina
and Belgrade, in rare cases in Vienna and France, and these publications often had
various reprints due to the great interest of amateur musicians.

We should first of all single out Narodna pevanka [Folk Songs Collection] from
1926, as a very popular and influential one, in which the records remained the most
similar to the field originals (Pordevi¢ 1926). This compilation of songs by Serbs,

songs in the lower grades of primary school, during the 1960s and 1970s.
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Croats and Slovenes, which Pordevi¢ composed of 250 selected examples from his
own manuscript melographic material, as well as recordings and compositions by
various authors, was intended for a wide readership in the cities of the Kingdom
of Serbs, Croats and Slovenes. As can be seen from the Preface, the creation of this
collection was prompted by Pordevi¢’s concern about the degradation of folk songs
in the urban environment and his determination to oppose such a situation:

“Today, singing among our people is in a terrible state. Not only that it fails to devel-
op, but actually degenerates. To put it simply, rubbish songs are sung. What is sung
by the people in small towns is unbearable. Follow the soldiers, what they sing during
the march, follow the students, when they are on excursions, listen to the students,
when they are having fun, stop by the taverns, in Dor¢ol, Vrac¢ar, Savamala, or in our
small towns, and listen to the supposed professional singers; and, if you have at least
a little feeling for the beauty of the songs and their performance, you will have to
close your ears not to hear them. Meaningless, ambiguous, very often banal words,
whose Christian names one can not discern, with savage howling, or with a simple,
but pretentious sprouting of a mixture of distorted bits of both our own and foreign
melodies and their adaptations, or creations of untalented tamburitza players, singers
and Gypsies — that is how our singing in small towns sounds today. In the villages, the
folk singing is slowly disappearing and is being corrupted by the bad urban influence.
Today the masses are singing worse than a few decades ago” (Ibid.: III).

Considering the relation to the original material, Pordevi¢’s Narodna pevanka
[Folk Songs Collection] is the most similar to the collection of folk instrumental mel-
odies, in transcription for his favourite instrument, published in Vienna in 1905 un-
der the title Trideset srpskih igara za violinu [ Thirty Serbian Dances for Violin], and
reissued in Belgrade in 1928 (Pordevi¢ 1905a). At the end of this publication, there
is the author’s note that explains which traditional melodies from this collection are
for Serbian folk flute (frula) or bagpipes (gajde), which belong to the repertoire of
Roma musicians, and which ones Pordevi¢ composed himself. A similar collection
with as many as 126 examples appeared in 1933, under the title Srpske igre za violinu
[Serbian Dances for Violin] (Dordevi¢ 1933).

However, Pordevi¢ much more frequently harmonized folk melodies in his pub-
lications for the wider readership. Under the name Srpske narodne melodije [ Serbian
Folk Melodies], he prepared a whole series of songs for mixed or male choir, in eight
volumes with 30 melodies each, and published them in Jagodina and Belgrade from
1904 to 1921 (Pordevi¢ 1904b; 1904c; 1907a—c; 1921a—c).'° A similar type is his
already mentioned harmonization of church melodies for the male choir from 1903,
i.e. Liturgija nedeljna ili prazni¢na kad se peva “BlaZeni” [Sunday or Holiday Liturgy
When “Blessed” is Sung] (Pordevi¢ 1903), which he reworked in 1931 for mixed
choir and supplemented by Odgovaranje pri rezanju kolaéa i vodoosvecenju [ Answer-
ing When Cutting Cakes and Water Consecration] (Pordevi¢ 1931c).

10  The first five volumes were republished in Belgrade in 1928 by the Geca Kon Publishing House
(which had previously issued the only editions of volumes 6, 7 and 8 in 1921).
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A greater degree of intervention on the original template was also not uncom-
mon in Pordevi¢’s approach to musical folklore in publications intended for the
wider readership, and then, of course, these are arrangements that are already very
close to original composing. He started such work in 1904, publishing Tri srpska kola
(Ginino, Uzdanica, Veljino) za glasovir [ Three Serbian Kolo Dances (Ginino, Uzdanica,
Veljino) for Piano] (Pordevi¢ 1904d)."" In the collection Trente Danses Serbes pour
piano melodies are arranged for piano (Georgevitch 1918a), while in the one with
a similar name, Trente-cing chansons populaires serbes pour piano avec chant ad libi-
tum, the piano accompanies the voice (Georgevitch 1918b). Both publications were
published during the Great War, in Bordeaux in 1918, the second one again also in
Belgrade in 1930, under the translated title Trideset i pet srpskih narodnih pesama za
klavir sa pevanjem ad libitum [ Thirty-five Serbian Folk Songs for Piano with Singing ad
libitum] (Pordevi¢ 1930). And finally, this group of publications is completed by
one of his last achievements, the arrangement of SS folk dances in the collection
Narodne igre za gudacki orkestar [Folk Dances for String Orchestra], with the leading
part entrusted to the flute (Dordevi¢ 1934).

kK K

There are probably several reasons why Pordevi¢’s work has remained, in the
perception of Serbian ethnomusicologists to this day, somewhat overshadowed by
the attention they paid to other authors of his time. First of all, his contribution was
essentially a bridge between the 19th and 20th centuries (which is to be expected,
considering the year of his birth); therefore, it is not surprising that in ethnomusi-
cological historical reviews, greater scientific interest has been shown towards the
more advanced ways of thinking of Kosta P. Manojlovi¢, or even more advanced
Miloje Milojevi¢ (1884-1946), although, quantitatively speaking, in certain as-
pects, Dordevic’s results were undoubtedly higher than theirs. In addition, a certain
circumvention of Pordevi¢’s work probably stemmed from the fact that it is not al-
ways easy to navigate the sea of his publications with similar titles, often in multiple,
sometimes revised editions, and in works that often contain similar music content
but presented to the public differently — it could be said ‘on three parallel tracks)
depending on the target group for which they were intended.

A more detailed comparative analysis of Pordevi¢’s accomplishments with the
achievements of musical folklorists who worked before World War IT is the next step
to be taken; we hope that it will be facilitated by the initial picture that we have just
created. Serbian ethnomusicology owes this not only to its own history, but also to a
respectable man who left behind a lot, but remained modest and always consciously
in the background in relation to all that he selflessly gave to his people.

11 Only Veljino kolo is a folk melody, while Ginino and Uzdanica are Pordevi¢’s compositions.
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CamA PAAMHOBUE U AUMUTPUJE O. TOAEMOBUR
AonruHOC BAAAUMUPA P. HOPBEBURA CPIICKOJ MY3UYKOJ ®OAKAOPUCTHULIA
(PE3UME)

Baapumup P. Bophesuh (1869-1938), cBecTpana AMMHOCT y My3HYKOj KyATYpH
Cpbuje 1 jeaaH 0p MMOHMpA CPIICKe eTHOMY3HKOAOTHje Ha pasMehu BekoBa, CBOjy
AEAATHOCT je IIOHajBHIIle TeMe/sHO Ha My3UIKoM GOAKAOPY cBora Hapoaa. [Ipu Tome,
PA3AMYHUTH ACTIEKTH BeTOBOT PAAA Y€CTO Cy Ce IPEIAMTAAH, OTKPHBajyhu mpumMapHy
npunapHoct mapasurmu XIX Bexa. Cxopno unmenuny Aa ce Hophesuhes yxynan
MYy3HYKO()OAKAOPHCTHIKU AOIIPUHOC He MOXKE YCKO CarAeAaBaTH CaMoO KPO3 AOMeH
€THOMY3UKOAOTHj€, OBAE Cy TOj CAMILIU AOAATH HETOBH MYy3MYKOIEAArOIIKH, Kao U
3aXBaTH Ha [IAAHY IIOITyAApH3alllje HAapOAHE MY3HUKe.

Cse Bophesuhese momenyre akTuBHOCTH MOry ce mpatuTu oA 1892. po 1934.
ropure. Kopmycy op ABaseceTak eTHOMY3HKOAONIKMX PAaAOBa Ha Pa3sAHMUUTE TeMe
HPHAPYXYjy Ce ABa KAalMTaAHA 300PHHKA C IPEKO XMiaAy 3alMCA BOKAAHHMX U
MHCTPYMEHTAAHUX HApOAHMX Meaoauja us Jyxue Cpbuje (1928) u mpeaparne
Cpbuje (1931), Ka0 ¥ NMOHMPCKU MOABUI OCHUBaba My3eja HAPOAHUX My3HYKHX
uncTpyMenara (1925). Kareropuju AMAQKTHYKMX HacaoBa 3acHoBaHux (u) Ha
$OAKAOpY TIpHIIAAAjy HeroBe OpojHe IeBaHKe 3a IIKOACKY OMAAAMHY, AOK OHH
HaMeeHH IIOITyAApU3aIinju GOAKAOPHE My3HKe, 00jaBsuBanu u BaH Cpbuje, cappie
KaKo BOKaAHe, TaKO 1 HHCTPYMEHTaAHe IpUMepe, Y Pa3sAMIUTHM TPAHCKPUIIIHjaMa 1
cremeHnMa obpaae.

BophesuheBo Aero je A0 AQHAC OCTAAO y CeHIM Maxme MocBehmBame Apyrum
AyTOpHMA AATOT BpPEeMEHa, HaKo Cy y oapeheHHMM acIeKTHMa pesyATaTH Koje je
OH OCTBAapHO HeCyMmHBO 6uAnm u Behm op muxosux. I3BecHO 3ao6MAaKeme
‘Bophesuhesor omyca ycaoBuaa je KoHPy3Hja KOjy 4eCTO CTBapajy merose 6pojHe
ImyOAMKalFje CAMYHHX HACAOBA, O0jaBAMBaHE y BUIIECTPYKMM H AOIYHABAHHM
U3AABUMA, KAO M PAAOBU KOjH MHOTO IyTa CapApKe CAUYAH CaADPXKaj, aAH Apyraduje
IIPEACTaBAEH jABHOCTH, Y 3aBUCHOCTH OA LiMiHE TPyIie KO0joj Cy HaMmemeHu. Ha
OCHOBY TTOAA3He CAMKe GOPMHpaHe y OBOM papy, y CKopujoj byayhrocTu ce Moxe
OYeKMBATH AeTasHHja yropeaHa aHaausa Hophesuhesux ca qocturayhnma cprckux
MYy3HYKHUX (POAKAOPHCTA KOjU CY AGAOBAAU AO APYror CBeTCKOr paTa, a THMe M
00jeKTHBHHje BpeAHOBalbe BeroBOT AeAd ¥ KOHTEKCTY BpeMeHa KOjeM je IIPUIIAAAo.

KanyaHE PEYN: Baapumup P. Hophesuh, cpricka mysuuxa $poakaoprcTHKa, HCTOPHjA CPIICKe
€THOMY3HMKOAOTHje, CPIICKA MY3UYKH (OAKAOP M MY3UYKa IIEAArOrHja, IOITyAapH3aliuja

CPTICKMX HAPOAHHX MEAOAHja.
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ABSTRACT

In the versatile musical activity of Vladimir R. Pordevi¢ at the turn of the 20
century, his research work on collecting primarily traditional Serbian melodies,
the smaller portion of which refers to instrumental music expression, is of
particular interest. Beside this, his pioneering effort in the research of the folk
instrumentarium, which in the overall methodological concept had no role
models in the work of earlier and contemporary folklorists, yielded significant
results in the area of ethnoorganography and organophony, collecting folklore
material and melographic work, applied research methods (direct - in the field,
and indirect — through surveys), as well as unique museological activity. Such
overall contributions qualify him as our most important enthusiast in the area of
ethnoorganology prior to the second half of the 20th century.

*This study is realized within the project “Music and Dance Tradition of Multiethnic and Multicultural
Serbia” (No. 177024), supported by the Ministry of Science and Technological Development of the
Republic of Serbia.
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KeywoRrps: Vladimir Pordevié, ethnoorganology, field research, instrumental music,
transcription, museology.
ATICTPAKT

Y cBecTpanoj My3mukoj peaarHocTr Baasumupa P. Hophesuha, na pasmehu XIX
u XX Beka, 0p IOCebHe je BAKHOCTH Her0B HCTPAKUBAUKY PaA Ha IPUKYILSALSY
IIPEBACXOAHO CPIICKUX TPAAUIIMOHAAHUX MEAOAH]A, OA KOJUX MAbU A0 pedepuine
Ha MHCTPYMEHTAAHU My3uuku u3pas. Ml mopep rora, ;berosBo MMOHMPCKO 3aAarame
33 MCTPa’KHUBake HAPOAHOT MHCTPYMEHTAPHjyMa, KOj€ Y YKYIIHOj METOAOAOMIKO]
IIOCTABIY HHUje MMAAO y30pa y pPaAy IPeTXOAHUX U CaBpeMeHHMX PpOAKAOPUCTA,
AAAO je 3HayajHe pesyATaTe Ha IOsYy eTHoopraHorpaduje um opraHooHuje,
CaKyMAAYKOT U MEAOTPAdCKOT papd, IMPUMEHEHUX HCTPAKMBAUKUX METOAQ
(HemocpeAHHMX — Ha TepeHy, U IOCPEAHHX — ITyTeM aHKeTa), KA0 M jeANHCTBEHOT
MY3€0AOIIKOT ACAOBama. TaKBU YKYIIHH AOTIPHHOCH KBAaAMQHKYjy Ia KaO HalIeT
Haj3HavajHHUjer Iperaolia Ha 1oAY eTHOOPTaHOAOTHje CBe A0 ApyTe moAoBuHe XX
BeKa.

Kay4HE PEUN: Baapumup P. Hophesuh, ernoopranosoruja, TepeHCKO HCTpaKuBaibe,

HMHCTPyMEHTAAHA My3UKa, TPAaHCKPHIILIFja, My3€OAOTHja.

The versatile and widespread musical activity of Vladimir R. Pordevi¢ at the end of
the 19th and the first decades of the 20th century resulted, among other things, in
exceptionally valuable collected materials of traditional melodies and their publish-
ing in extensive studies, which had a significant impact on the further development
of ethnomusicology in Serbia. In Vladimir Pordevi¢’s folklore research practice, his
interest in the folk instrumentarium, which had almost been neglected in the field
work of earlier Serbian folklorists, is of utmost importance. His multiple pioneering
contributions in this area, chronologically presented in this paper, will point to the
importance of applied research methodology concepts by which he placed a founda-
tion stone for a later scientific profile of ethnoorganology as a part of the discipline
of ethnomusicology.

Already in 1899, Vladimir Pordevi¢ (then teacher of singing and music at the
Teacher-training school in Jagodina) and Bozidar Joksimovi¢ (teacher of singing
and music at the Teacher-training school in Aleksinac) compiled, in KaradZi¢ maga-
zine, an exhaustive list of questions entitled Questions for collection of musical customs
in Serbs [Pitanja za prikupljanje muzickih obi¢aja u Srba] (Joxcumosuh, Hophesuh
1899: 1, 11, I11-26), with the intention to collect “those moments when our people
sing, play, and dance, thus setting their feeling in motion” [“oni momenti kad nas
narod peva, svira i igra, te time daje maha oseéanju svojemu*] (Ibid.: IV). The ques-
tionnaire was addressed to “connoisseurs of folk music and musical customs” (Ibid.:
V-VI), with the aim to provide guidance for their field collection of vocal, instru-
mental, and dance practices. Expressed systematically and in detail, the questions
speak about Pordevi¢’s considerable field experience. Thus, the part related to “play-
ing” comprises 104 questions seeking information on: instruments in certain re-
gions (where individually stated instruments include svirala-frula [fife], truba-duduk
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[trumpet] zurle, kaval, klarinet, gajde-diple [bagpipes], tambura-sargija, gusle-gege,
bubanj — go¢ with brecalo [large drum with a bat], dobog [small drum], éemane — egede
— laute, etc.); the manner of their manufacture, and names of their parts; the per-
forming technique; the function of the instruments, character of melodies and for-
mal specificities; gender characteristics of performers; social status of performers;
evaluation of a good performance; ways of learning how to play, and the transfer
of knowledge to younger generations; creation of new melodies; the difference be-
tween Serbian rural and urban melodies (as well as other, foreign) (Ibid.: 15-21).2
Such a concise and comprehensive filed questionnaire from the end of the 19th cen-
tury which, thus, refers to organographic, functional, and acoustic characteristics of
instruments, as well as the aesthetics of folk performing, gender and status symbols
of performers, folk pedagogy methods, and possible transformations of traditional
music at the time, may be deemed as exemplary even in our contemporary organo-
logical field research practice.

In the context of Pordevi¢’s collection and study of folk music instruments, as
stated by Ljubica Jankovi¢, “he had a fervent wish that his idea of a central music
museum in our country attached to the Music society Stankovi¢ in Belgrade come

2 In order to testify to the comprehensiveness of this filed questionnaire, it is necessary to state
several of the questions given:

“How is the scope of tones of the instrument marked, and how are their sound qualities described (e.g.
low, high, sharp tone, etc.)?”

“How do we call tones played before actual playing (...) or those short parts by the end of a piece (...)?”
“Do women play too; when and what instruments do they play? Do they play together with men or by
themselves? Are there any differences in pieces (songs and dances) played by men and those played by
women?”

“What is the predominant age of players? Who plays more frequently, the richer or the poorer class, and
is there any difference in this respect?”

“How is it possible to tell the one who plays well? Do people have use special names or attributes for
such persons?

Do they decide about this because of the strength, speed of performance or the feeling that the player
introduces (love-song playing, sweet playing), or because of something else?”

“Are there any competitions in playing (contests or whatever you call them)? Where does a contest take
place, how and on what occasions, and what does it consist of2 Who decides who plays better in the
contest and on what grounds?”

“Is the skill of good playing passed from parents onto their children and is playing considered
hereditary? Is it considered as a special gift from God and what else could be said about it?”

“Are there pieces that used to be played in older times which are not played anymore? Which are these
pieces, when were they played and why are they not played anymore?”

“Do people distinguish between urban pieces which are not folk pieces, and rural pieces? How are
they called respectively, why are they differentiated, and how is this difference expressed? Are urban
pieces well-accepted? If yes, why are they accepted, is it due to fashion or for their quality? Do people
change and corrupt them, or do they improve them in their own way? Why is this done and how is this
modification called? Who usually transfers urban pieces (e.g. barbers, soldiers, servants, Gypsies, or
someone else?”

“Are there mixed and foreign pieces, and how are they different from Serbian pieces?” (Joxcumosuh-

Bophesuh 1899: 15-21).
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true” (nowadays Music school “Stankovi¢”) (Janxosuh 1969: 16). To this end, he
presented music school “Stankovi¢” (on 3 July 1925) with his collection of music in-
struments which he had collected from his own resources, and later with his collec-
tions of folk melodies as well. The initial collection of music instruments purchased
in Skoplje (at the time of his researches this was the territory of South Serbia), con-
tained specimens of gajde, two pieces of zurle, two pieces of duduk, two kavals, two
pieces of supeljka made from horn and wood, dvojnice, as well as darbuka, and two
pieces of tumbelek which he had purchased “from Gypsies’, also in Skoplje - ac-
companied with a description of the instrument and a note as to the region of its
use (Ibid.: 16, 17). In time, he completed the museum with other instruments from
different regions, including those from children’s folk practices.

DPordevi¢’s unique musicological contribution in the area of ethnomusicology
was also based on the indirect surveying method (in the form of a circular letter with
different questions addressed to singing societies, priests, and teachers, with a re-
quest to collect material on folk instruments and send it to Music society “Stankov-
i¢” (Ibid.: 17). Based on the requested information (detailed data on history of local
singing societies, their photos and photos of people meritorious for development of
music, as well as requested photos of folk musicians, occasions, and customs which
are accompanied by playing or dancing), it is already clear, as concluded by Ljubica
Jankovi¢, “that Dordevié¢ observed [musical] phenomena as part of a cultural develop-
ment” and that he understood them in their complexity”, indicating to “an instinctive
approach to ethnomusicology” (Ibid.: 17). In 1927 he was appointed administrator
of the Music museum “Stankovi¢” and he performed that role until the end of his life
in 1938. Led by the idea of establishing the same museum by other societies too, he
donated a collection of folk instruments and his work in print to the Musical section
“Vladimir V. Dordevi¢” of Moravian teachers in Ni§ (Ibid.: 17).

In the turmoil of the World War II, numerous instruments, as well as original
information on accompanying cards were lost, while individual specimens were per-
ceptibly damaged. Nevertheless, the collection of instruments within the Legacy of
Vladimir Pordevi¢ located at the Music school “Stankovi¢” is of great value. The
preserved specimens were exhibited to broader public in the premises of the school
in the period between 8 and 17 September 2006, within the manifestation “Days of
European heritage”, then at the Museum of mining and metallurgy in Bor in 2011
(Mujuh 2011: 67-73), and recently, at the exhibition space of the National Library
of the Republic of Serbia, within the recently organized celebration of the 150* an-
niversary Vladimir Dordevi¢”s birth (on 2 December 2019).3

3 Through the courtesy of the principal of Music school “Stankovi¢”, Vanjuska Martinovi¢, and
the effort of musicologist Tatjana Vojnov, teacher with Music school “Stankovi¢”, specimens of the
instruments from the Legacy were exhibited in this exhibition space by the end of January 2020.
Beside the instruments, a part of the extensive collection from the library of Vladimir Dordevi¢, which
is kept at the Faculty of Music in Belgrade was also exhibited, as well as a part of his legacy preserved
at the National Library of Serbia. (For more about texts following the whole exhibited material, see
the catalogue Vladimir R. Dordevi¢ in the Mirror of Time [Vladimir R. Dordevi¢ u ogledalu vremena],
2019: 47-90). The ceremony entitled “Vladimir R. Pordevi¢: In the mirror of time (legacy, sound,
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As already mentioned, the initial and major portion of instruments from his col-
lection originate from the Skoplje-based “gajdardzinice” (workshops manufacturing
various music instruments), which he visited in the course of his multiple research-
es of folk music from South Serbia starting from 1923. His visits to the workshop
and discussions with the craftsmen — Veljko Janovi¢, also a bagpipe player, who was
“born in the village of Bader (between Skoplje and Veles)” and his son Panéo - re-
sulted in Dordevi¢’s study “The gajdardzije (craftsmen manufacturing music instru-
ments) of Skoplje and their music instruments” [ Skopske gajdardZije i njihovi muzicki
instrumenti], which was published in 1925/6 in the “Gazette of the Skoplje scientif-
ic society” [ Glasnik skopskog naucnog drustva] (Bophesuh 1926: 384-396). In his
knowledge, the craft of manufacturing gajde, kaval, Supeljka, duduk, dvojnica and zu-
rle partly replaced the earlier practice of independent folk manufacturing of instru-
ments. In relation to the areal of these instruments, Pordevi¢ wrote the following:

“The bagpipes are widespread almost throughout Serbia, excluding Kosovo. The
bagpipes are exclusively played by Serbs, and only when they have reached mature
age. Children and young man are prepared for this instrument playing the gajdunica
while pasturing cattle. The kaval is most widespread in Kosovo and in areas populat-
ed by Albanians. The duduk is widespread in northern areas of South Serbia: in the
vicinity of Kumanovo and villages around it. Travelling southwards, the duduk grows
increasingly rare. The Supeljka is widespread throughout South Serbia, especially in
the vicinity of Skoplje; it is mostly played by young Serbian shepherds. It is Serbians
who play the double flute/dvojnice but Albanians in the vicinity of Skoplje play it
as well. The zurle occur throughout South Serbia, whereever there are Gypsies, as
it is mostly Gypsies who play this instrument. It is only in the region of Veles where
it is possible to encounter an occasional Serb who plays the zurle. The small zurle is
mostly played in Kumanovo, Gnjiljan, Pri$tina, Mitrovica, and Gostivar, while the
large zurle is played in Tetovo, Skoplje, Veles, Prilep, Bitolj, gtip, Kocane, Kratovo,
etc.” (Hophesuh 1926: 385).

Later, in the “Foreword” to the collection Serbian folk melodies (South Serbia)
[Srpske narodne melodije (Juzna Srbija)], from 1928, he added that “the bagpipe and
the duduk are played mostly for dances, while the kaval is only used for songs, the
$upeljka is used for dances and songs, while the double flute is used to improvise mel-
odies of undefined rhythm” (Hophesuh 1928: XV). In relation to the occurrence
of other instruments at the territory of South Serbia, his note on broader use of the

one-string gusle in these areas is important, as well as the one on the two-string gusle
found in Bitolj (Ibid.).

thought, word, picture, duration)” [U ogledalu vremena (bastina, zvuk, misao, re¢, slika, trajanje)] was
organized by the Department of Ethnomusicology of the Faculty of Music in Belgrade, in cooperation
with the aforementioned institutions. The catalogue also comprises illustrations of a significant part of
instruments from his collection (see in the text: 3axuh 2019: 85-90).
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Detailed descriptions of music instruments and manners of their manufacture
are illustrated with photographs and drawings of the instruments with precise ter-
minological annotations, which is the first more thorough ethnoorganographic ven-
ture in domestic written sources. Thus, within the description for the bagpipes (of
two-part type) the following parts are given: mesina, glavine, duvaljka with klapno,
gajdunica with nine holes [dupke], the space between which is “defined rather approx-
imately” (for corrections in intonation, “craftsmen who also play use wax, which,
using an eagle’s claw, they stick around individual holes, thus adjusting the given
tone”, the krivaljka with glasnik, piskovi, the (three-piece) prdak (Hophesuh 1926:
385, 386). Together with segments of transcription of certain old dancing melodies
(“Pravo”, “Povracena’, “Stara povraéena” and “Stara krstena”), played by craftsman
Veljko Janjevi¢ (which may be also found the collection Serbian folk melodies (South
Serbia), Dordevi¢ precisely wrote down the tones of the bass pipe by two octaves
lower than the dominant on the gajdunica” (Ibid.: 387). The following piece of data
is also deserving of attention: “Before liberation, men never danced in the same
kolo with women. It was mostly men who were dancing, while women would stand
around and observe them. If women expressed their wish to dance too, then the
gajdardzija would start playing some easier melody, and two round dances would be
formed, one for men, and the other for women” (Ibid.: 388).

Together with a detailed description of how the duduk is made, mostly from
boxwood with six holes for playing, Pordevi¢ named its parts at the top end, such
as the dance, pisak and prozor, while he also provided information on the manners
of their decoration by vrzujenje (twining of the instrument with yellow wire) (Ibid.:
388-389).

The kaval (cylindrical pipe with openings on both ends, the top part of which fin-
ished with a sharply rounded edge) has, in Dordevi¢’s words, eight holes for fingers
and three glasnice. “It is mostly Albanians who play the kaval. Usually two players
play two identical kavals. One plays the melody while the other holds the drone,
following him in one tone. Frequently, they also both play the same melody while
the rest of the company are singing. The kaval is never used to play dances, only
songs, as the kaval has a very quiet and gentle tone, which is not suitable for dancing
(...) Itis believed that if the kaval is played to grazing sheep, that makes sheep quite
cheerful” (Ibid.: 388).

A shorter type of the kaval, that is Supeljka, is characterized as the “simplest”
instrument with six holes for playing, which is used “for both dances and songs”
(Tbid.: 389).

Duwojnice of the drone type characteristic for this territory contains six openings
for plating on the right-hand pipe (“right duduk”), while “the tone of the left duduk
follows the melody”. Its sound is interpreted as “elegiac”, while its repertoire com-
prises mostly improvised melodies “of undefined rhythm; this instrument is used
neither for dancing nor for singing, but is mostly used to entertain shepherds and
shippers while they are travelling” (Ibid.: 389).

The large and small zurle, as the “exponents of music from the East” (with eight
holes for playing and four glasnice on the small zurle and seven holes on the large zur-
le) are “both used to play dances and songs, but the rhythm of both instruments is so
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undefined while the ornaments and variations are so numerous that transcription of
their melodies is very difficult (...) Playing the zurle is unimaginable without a tupan
(drum)” (Ibid.: 390).

Collecting artifacts for the Museum of the Music society “Stankovi¢”, Dordevi¢
was the first researcher who paid a great deal of attention to children’s folk instru-
ments. According to his words, “in our country, among people, children do their
first musical exercises and the first preparations for serious music by imitating those
older than them, singing and playing their music instruments. Although this enter-
tainment is in numerous cases game-playing rather than music, one can freely say
that it is a part of our children’s culture and, as such, deserves not to be overlooked”
(Bophesuh 1928: 201).

He published the work “Nekoji de&ji narodni muzi¢ki instrumenti” (“Some
children’s folk music instruments”) in the fifth issue of the magazine Sv. Cecilija
(Pordevi¢ 1928a: 201-205), with data from Aleksinac and its vicinity, relating to
materials and manufacturing of instruments, as well as character of the sound pro-
duced. As he spent a part of his youth in Aleksinac, he described and illustrated
those instruments from his “childhood memories”:

Playing ¢emane (children’s instrument resembling the violin, made from flat
plates, bended stick, and cord, or from corn stalks, producing the sound character-
ized as “scraping’, that is, “weak and quiet whistling” which is not in line with chil-
dren’s simultaneous singing);

Figure 1.

Playing whistles from willow tree (which produce a “strong whistling sound the
same as whistles of railway men or policemen”);

Figure 2.
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Playing flutes [svirale] made from hemlock of wheat straw with a tab on the top
part and holes for playing (with the quality of tone reminiscent of the sound of the
melodic pipe on bagpipes or diplas);

Figure 3.

E---—___.__._-___._2;‘0
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Playing onion blades (with a small opening made between the thin membrane

and the thick shell to obtain “shill, bird-like tones”);

Figure 4.

Playing empty oak acorn caps [svirka u $uplju kapicu hrastovog Zira] (to make an
intensive sound using fingers and the hand);

Figure §S.
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The ruler [lenjir] (tied on one end with a longer piece of rope the rotation of
which produces “loud and deep buzzing”);

Figure 6.

Playing the walnut shell (which is rotated around a wooden stick tied with a horse
string to produce “buzzing”, or, in another case - specific drumming (“imitation of
a drum”) with assistance of a thread wrapper around it and a piece of a matchstick
inserted);

Playing castanets (made from a corn stalk with two specific wings which hit the
stalk when moved abruptly);

Figure 7.

Unlike the previously mentioned instruments which children make by them-
selves, Dordevi¢ also stated instruments which children buy and which they also
play for the purpose of musical entertainment, such as “the duduk, the accordion with
six flaps, the harmonica, drombulja, éekrtalo, petli¢ made of earth or metal, testi¢, little
trumpets made of wood or tin, et cetera” (Ibid.: 205).

After the total of 15 published Stevan Stojanovi¢ Mokranjac’s transcriptions of
instrumental dance melodies, which mostly originate from svirala and violin players
from Leva¢ towards the end of theth 19 century, (Mokranjac 1996: examples Nos.
76-88, 356-357), by their numerosity and by the fact that they were performed
using different instruments and in different areas, Pordevi¢’s transcriptions of in-
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strumental music are the first valuable written testimonies on melodies which ac-
companied dancing practices. Even though considerably less numerous than vocal
transcriptions in his capital collections — Serbian folk melodies (South Serbia) from
1928 and Serbian folk melodies (Pre-war Serbia) from 1931 — transcribed instrumen-
tal examples provide a more thorough insight into music tradition in various places,
after the methodological approach of Mokranjac, whose work on collection of folk
melodies Dordevi¢ highly appreciated (Hophesuh 1928: XIV).

Beside the mentioned transcriptions of melodies played on the bagpipe by crafts-
man Veljko Janevi¢, the collection Serbian folk melodies (South Serbia) (Hophesuh
1928: 8) contains yet another example of a dance melody from Stip, which could
be played on the violin or the clarinet. A considerably larger number of instrumen-
tal dance melodies (43 altogether) is contained in his second extensive collection
Serbian folk melodies (Pre-war Serbia) (Bophesuh 1931). As it is emphasized in the
Foreword, the transcription of melodies in this collection was initiated 40 years pri-
or to its publishing, firstly in his immediate setting — the area of Aleksinac and Soko-
banja, and then, gradually, in other parts of Serbia as well (Ibid.: XI, XII). Continual
connection with the sounds of traditional music from his childhood - his birth-
place of Brestovac in the vicinity of Zaje¢ar where he was born in 1869 and those
from his youth days spent in Aleksinac, Sokobanja, and Ni§ — resulted in the largest
number of transcriptions from these areas in east and south-east Serbia. They rep-
resented performances on the svirala, duduk, bagpipes [gajde] (small, medium-sized
and large), karabas and cevara, and, exceptionally, on the violin (played by “Gypsy
musicians”). In his latter researches of music folklore in individual areas of central
and west Serbia, in his notational transcription Pordevi¢ documented the practice
of svirala playing as dominant, with yet another exceptional case of “Gypsies from
Pozega playing the violin”.

Beside the identification of instruments and the areas in which the examples
were transcribed (in accordance with the areal principle of grouping of melodies,
which implicitly points to local differences of music materials in terms of style;
Awtsunosuh 1999: 135) names of the musicians are omitted from this collection.
This piece of information is in most cases contained in his original transcriptions
preserved at the library of the Faculty of Music in Belgrade, as illustrated by the
following example (of the original and print transcription):
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Figure 8.
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Just like his predecessors and contemporaries, Pordevi¢ transcribed melodies
“by ear”, in the very course of his field work or from memory, after he had learned to
play them on the violin. With the aim to make his transcriptions of field material as
authentic as possible, he tended to employ his own performing (and generally, musi-
cianship) skills to compensate for the absence of sound recorders (phonographs) in
the circumstances of the time. In these terms, transcriptions of instrumental melo-
dies in the collection from “Pre-war Serbia” are characterized by: presentation in the
form of shorter or longer (we guess, complete) music patterns; metronome tempo
designations; marking of key signatures “for the mode” (in accordance with the rules
of the west-European tradition of “art” music known to him),* annotation of musi-
cal metrics (binary metrorhythm, and only exceptionally, ternary metrorhythm);
transcription of the expression of articulation, as well as various ornaments. It must
be observed that the pedal (drone) tone is omitted from these print transcriptions
of bagpipe melodies, as well as the reason for its omitting in some (expected) com-
ment, the reason for which is unknown as he had already transcribed this accom-
panying (drone) tone in his previous works (Hophesuh 1926: 387-388; 1928: 8).
Despite certain dilemmas in relation to the manner of transcription of individual

4 The professional domestic public encountered the nowadays standard ethnomusicological
approach of transposition of melodies to the finalis gl based on the Finnish method for the first time
in 1948 (Zganec 1948).
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comments (especially in relation to the mode and pitch), which he pointed to in the
prefaces of his collections, Pordevid’s transcriptions of instrumental melodies may,
without any doubt, be deemed not only exemplary, innovative, and consistent in
terms of methodology at the time of their transcription, but also a base for further
ethnomusicological achievements in this area.

Kk

Summing up the aforementioned, it is clear that Dordevi¢’s pioneering endeavor
with respect to the collection and transcription of traditional instrumental practices
at the end of the 19 and the beginning of the 20th centuries encompassed a broad-
er research spectrum in the area of future development of ethnoorganology. This
is corroborated by his results in the area of ethnoorganography and organophony
(description of instruments, their morphological and terminological properties and
specific sound characteristics), his collecting and melographic work (transcriptions
of instrumental melodies with accompanying data), applied research methods (di-
rect — in the field, and indirect — through surveys), as well as his unique achieve-
ments within museological activity. Such overall contributions qualify him as our
most important enthusiast in the area of ethnoorganology before the second half of
the 20th century.

Faced with the process of accelerated transformation and disappearance of nu-
merous old music forms in the period between wars, as well as with the issue of
financing his research and its publication (almost) entirely with his own funds,
DPordevi¢ pointed many times to an insufficient interest in the basic values of nation-
al culture on the part of the state. In this sense, he emphasized the need for system-
atically devised field research under the auspices of the state, to be thoroughly con-
ducted in predominantly rural settings, as well as for series of publications of results
which would be financed by the state (Dordevi¢ 1922: 80-81; Papunosuh 2010:
622). In other words, Pordevi¢ pointed to the need for and significance of protec-
tion of intangible cultural heritage, which officially became a part of Serbia’s cultural
policy only in 2010 (in line with the UNESCO Convention for the Safeguarding
of Intangible Cultural Heritage), and in effect — by the establishment of the Cen-
tre attached to the Belgrade Museum of Ethnography which bears the same name
in 2012. By his visionary designation of exceptionally important strategic solutions
aimed at preservation and protection of music heritage, Vladimir Pordevi¢ complet-
ed his decades-long activity in various spheres of music culture, which makes him
one of the most versatile and most dedicated music personalities from the end of the
19th and the beginning of the 20th century.
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MuprjAHA 3AKUB
AomrpruHOC BAAAMMUPA P. HOPBEBURA PA3BOJY ETHOOPTAHOAOTHJE
(PE3UME)

Y 06yxBaTHOM M NAOAOHOCHOM MY3HMYKOM AeroBamy Baapmmupa P. Hophesuha,
kpajem XIX n noyerkom XX Beka, oceOHy maxisy 3aBpelyyje ieros BHIIEAEIIEHHU)jCKH
PaA Ha CaKyILbaIsy M OeAesKersy My3HIKOPOAKAOPHOT MaTepujaAa, KOju je 06jaBuO
y cBojum s6upkama Cpiicke HapogHe meroguje (Jynna Cpbuja) u Cpiicke napogre
meroguje (Ilpegpaiuna Cpbuja). Vako sHaTHO Mar06pOjHHje 0A BOKAAHHX IIPHMepa,
3amMCcaHe MHCTPyMEHTaAHe MEAOAHje Ha TajAaMa, CBUPAAH/ AyAYKY, KapabaMa, rieBapH,
Kao U Ha BUOAMHH, IIPEACTABAAjy ITPBa AOKYMEHTOBaHA CBEAOUEHA O MEAOAM)CKUM
KapaKTepUCTUKAMa Pa3HUX MHCTPYMEHATa, IbUX0BOj PYHKIIMOHAAHOCTHU Y HAPOAHOM
XKHBOTY H 3aCTYIbeHOCTH Y oppehenmm aoxasnmtermma. IlodeTHu 3sHavajHHjU
€THOOPraHOTrpadpCKH/eTHOOPraHOAOIUIKK IIOAYXBaTH IIOTEKAH Cy Takohe w3
Bophesuhesor mepa, pepepricareM Ha HHCTPYMEHTe CKOICKUX ,[ajAApHHja’, Kao
U Ha Aedje My3MYKe MHCTPyMeHTe U3 oKoAuHe AaexcuHIa. Op H3y3eTHe BaXKHOCTH
jé U ’WeroBo 3aAarame 3a OCHUBAWE KOAEKIIMjeé HAPOAHHMX HMHCTPyMEHaTa IIpU
Mysuukom ApymTBy ,Crakosuh” y Beorpaay, koje je IpUKyIsao Ha TepeHy, a dujy
KACHHUjy HAAOTPAAIbY je CIPOBOAMO U HHAMPEKTHUM IyTeM (aHKeTama ¢ 06yXBaTHUM
nuTamuMa yrnyheHuM nAybuTesHMa U CaKyILbAYMMa HAPOAHOT CTBAPAAANITBA H3
pasHuX KpajeBa). HophesnheBa McTpaXmBadika aKTHBHOCT AOMMHAHTHO je 6uAa
ycMepeHa Ha CpIICKe ayTeHTH4He (cTapuje) Gpopme My3HUKOT H3PaKaBarba, CATAACHO
HAIIHOHAAHOM MPHCTYIy OeAexerma HAPOAHE My3HKe HErOBHX IIPEeTXOAHHKA
u caBpemenuka. CyoueH c mporjecoM ybpsaHe TpaHchOpMalpje M HeCTajara
MHOTHX CTapUX MY3HYKHX GopMu y MebhypaTrHOM paspobmsy, kKao u ¢ mpobaemoM
{uHAHCHpatba HCTPAKUBatba U MyOAMKOBaba (TOTOBO) MCKAYYHBO M3 CONCTBEHHX
cpeacrasa, Hophesuh je Bume myTa ykasmBao Ha HEAOBOAHY 3aHHTEPECOBAHOCT
Ap’KaBe 32 BPEAHOCTH OA Ba)KHOT HAI[MOHAAHOT MHTepeca, Te IIPeAAArao perema
IPeBa3HAKEA TAKBE MPOOAEMATHKE Y I[FAY HETOBabha HEMATEPHjAAHOT KYATYPHOT
HacAeha 1OA OKPOBUTEACTBOM —ADKABHHMX MHCTHTYLHja. BH3HOHapCKuM
Ha3HAYaBaKeM M3y3eTHO Ba)KHHX CTPATEIIKHX Pellemha Y Iioy O9yBamka U 3aIlTHUTe
mysuuke Gamrune, Baaaumup Bophesuh je ymormynmo cBoje BHimepereHnjcko
AeAOBame y pasHUM cdepaMa MysHUKe KyAType, INTO Ia YHHH jEAHHM OA
HajcBecTpaHWjux U HajmocBeheHujux Mysmukux AmdsocTr Ha pasmehu XIX n XX
BeKa.

KanyaHE PEUM: Baapumup P. Bophesuh, ermoopramosormja, TepeHCKO HCTpaxuBarbe,
HMHCTPYMEHTAAHA My3UKa, TPAaHCKPHIILIFja, My3€OAOTHja.
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ABSTRACT

Serbian musicians who were collecting different forms of traditional music at the
end of the 19th and the beginning of the 20th century were unable to make au-
dio recordings of the collected material. This conditioned the need to transcribe
folk melodies “by ear” during the very process of interviewing their interlocutors
or later — from memory. Methodology of transformation of sound into an ade-
quate graphic transcription was especially promoted by Vladimir Pordevi¢ who,
in comparison to his predecessors, introduced numerous novelties. This article
discusses his approach to the transcription of vocal practices as applied in two
large collections: Serbian Folk Melodies (Southern Serbia) and Serbian Folk Melo-
dies (Pre-war Serbia). The fundaments of his work are observed through the analy-
sis of the manner in which Pordevi¢ transcribed meta-data, as well as from poetic
and music texts.

* This study is realized within the project Music and Dance Tradition of Multiethnic and Multicultural
Serbia (No. 177024), supported by the Ministry of Science and Technological Development of the
Republic of Serbia.
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ATICTPAKT

Cprcxku Mysuyapu KOju Cy ce OaBHAM CaKyILbambeM PasAHIUTHX OOAMKa
TpapuimoHaAHe Mysuke KpajeM XIX u mouerkom XX Beka, Cyo4aBaAH Cy
ce ¢ uemoryhunomhy aa 3ByuHO 3abeaexxe IpuKyILveHH Marepujas. To je
[IOAPA3yMeBAAO 3AIIMCHUBAe HAPOAHHX MEAOAH)A ,II0 CAYXy 3a BpeMe CaMor
HCIUTHBAYKOT IIPOLjeca, AU KacHuje — mo cehamy. Meropoaorujy mpeTsapama
3ByKa y aAeKBaTaH rpadUIKH 3aITHC T0CeOHO je yHarmpeano Baapumup Hophesuh
KOjH je yBeo OpojHe HOBHHE § OAHOCY Ha CBOje IIPETXOAHHKe 1 CaBpeMeHHKe. Y
OKBHPY OBOT PaAa Pa3MaTpa ce HeroB IPUCTYI TPAHCKPHUIIIHjH BOKAAHE IIPaKce
Koju je mpuMemeH y ABe Beauke 36upke: Cpiicke wapogue meroguje (Jyxncra
Cpbuja) u Cpiicke napogre meroguje (Ilpegpatuna Cpbuja). Kpos aHaamsy
HaunHa Ha xoju je Hophesuh Geaexxno Meramoparke, Kao ¥ IOeTCKe U My3HIKe
TEKCTOBE, CATAGAABAjy Ce OCHOBEe HeEroBOr papd. MeTamopany Cy HMCKa3aHH
KpO3 MCIHCHBame (MAM M30CTaBmaibe) MMeHa KasuBada, Hacema y KOjUMa Cy
IecMe 3aIlMCaHe M MOAAIIMMA KOjH Ce OAHOCe Ha KOHTeKCT. I[ToeTcke u Mysuuke
KapaKTepUCTHKe ITecaMa caraepaHe Cy Kpos ucturusame Hophesuhesor opnoca
IpeMa IIeBaHOM M IIOETCKOM TeKCTY, AeKceMaMa Koje uMajy GpyHKIHjy pedpena,
TOHCKOM IIOTEHIIUjaAy MEAOAMja, HHTOHATUBHUM OACTYIIABHMA, METPY, PUTMY,
KapaKTepy U APYTHM H3BOaIKIM 0COOEeHOCTHMA.

KayaHE PEYN: Baapnmup Hophesuh, rpanckpuniiuja, BokasHa npaxca, Cpiicke HapogHe
meaoguje (Jywna Cpbuja), Cpiicke napogre mesoguje (IIpegpaiina Cp6uja,).

The establishment of ethnomusicology as a science was accompanied by the pro-
cess of collection of music material and its transformation from auditive into visual
forms, which was especially facilitated with the invention of phonograph in 1877 by
Thomas Edison (Mapxosuh 1994: 19). The notions of transcription®* and melog-
raphy refer to this methodological process which leads towards “the generation of
the end-product” — transcription (Devi¢ 1974: S; XKusauh 2008: 1). Validity of the
transcription frequently arises as an issue, as the west-European musical notation is
almost incapable of presenting all auditive specificities of traditional music passed
through word of mouth (Barték and Lord 1951: 20; Seeger 1958: 184-195; Mer-
riam 1964: 57; Hood 1971: 51, 54-55; Nettl 1983: 76). Nevertheless, transcrip-
tions are an important means used in ethnomusicology for the purpose of sampling,

2 According to the opinion of Ter Ellingson “Transcription is a subcategory of notation, and logically
and historically requires the pre-existence of notation (Ellingson 1992: 111).
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conservation, documentation and music analysis. Discussion of its methods and
attempt at a universal approach has been a part of ethnomusicological narratives
from the beginning of the 20th century (Abraham, Hornbostel 1909/10: 1-25) to
the present day.® Theoretical deliberations of transcription advanced when Charles
Seeger introduced the terms prescriptive and descriptive music writing (Seeger 1958:
184-195).* His concept was expanded by Ter Ellingson who points to the third form
of transcription, which is “neither strictly prescriptive nor descriptive, but rather
cognitive or conceptual, as it seeks to portray musical sound as an embodiment of
musical concepts held by members of a culture” (Ellingson: 1992: 110).

In parallel with the tendencies in the global professional public, the need for
visualization of traditional music also occurred among collectors of Serbian vocal
practices in the beginning of the 19th century, starting from Franz Mirecki and his
transcriptions in Vuk Karadzi¢’s Book of Poems [Pjesmarica] in 1818, via Emanuil
Kolarovi¢, Josip Slezinger, Alojz Kalauz, Kornelije Stankovi¢, and others (Aesuh
1960: 99-102). They transcribed music folklore using West European musical no-
tation and treated it in the spirit of Romanticism, wishing to adapt it to the chamber
style of playing (Aursunosuh 1999: 135). As they were harmonized, folk melodies
suited the taste of the civil setting with their new harmonic sound and “bridged the
gap from the rural community to civil society” (ITerposuh 1987: 4).

Throughout the 19th century, Serbian researchers were faced with the impossi-
bility of making audio recordings, so they were doing their transcriptions “by ear”,
either during the interviewing process, or later — from memory (Toaemosuh 2011:
12). Towards the end of the 19th and the beginning of the 20th century, Vladimir
DPordevi¢ undoubtedly provided crucial contribution to the development of the
methodology of collection of folklore music material and the improvement of tran-
scription. His work, aimed at establishing the methodology of transcription of tradi-
tional music, introduced numerous novelties in comparison to his predecessors and
contemporaries, and established a base for further ethnomusicological endeavour in
this area. Even though as a melographer Pordevi¢ paid equal attention to playing and
singing practices, this article focuses on the examples of traditional singing which far
outnumber the instrumental playing performances, which are published in two cap-
ital volumes: Serbian Folk Melodies (Southern Serbia) [Srpske narodne melodije (Juz-
na Srbija)]* from 1928 and Serbian Folk Melodies (Pre-war Serbia) [Srpske narodne
melodije (Predratna Srbija)] from 1931 (Hophesuh 1928, 1931).

3 In the beginning of the previous century, the aim of transcription was to provide as realistic
sound picture as possible; in the 1950s, there occurred great diversity in terms of the manner in which
transcription was used. Some 20 years later, the methodology of transcription was conditioned by a
resolution of a certain issue, while in the 1990s the occurrence of transcription in scientific studies was
reduced (Nettl 1983: 78).

4 According to Charles Seeger, descriptive transcription implies transcription of all details of one
interpretation, while prescriptive transcription is void of the meticulous approach in the process of
transformation of sound into a visual image (Seeger 1958: 184-195).

S Atthe time of Vladimir Dordevic’s researches, the notion of Southern Serbia implies the Sandzak
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Facts from Vladimir Dordevi¢’s biography speak about his insider role in the pro-
cess of collection of folklore music materials. As he was born and bred in the village
of Brestovac in the vicinity of Zajecar, and spent his youth in Aleksinac, Sokobanja,
and Nig, he continually had the opportunity to listen to traditional music (Hophesuh
1928: XIV; Jankosuh 1969: 9-11). In the course of his active service in numerous
settlements in Serbia, he was still connected to the sounds of his youth; thus, his
wish to visualize acoustic experiences was quite natural (Hophesuh 1928: XIV). He
made the first transcriptions of vocal practices in the period from 1890 to 1892 in
the village of Kulina in the vicinity of Krusevac, where he was working as a teacher.
He published several of the songs transcribed at the time in the magazine Pobratim-
stvo in 1892, while he also adapted most of the collected materials for mixed choir
and published them in 1896 within the collection Serbian Folk Melodies from Kulina
[Srpske narodne melodije iz Kuline] ( Jarxosuh 1969: 11).

For a more thorough understanding of Pordevi¢’s activities in the area of tran-
scription, it is necessary to point to an important step which he made by publishing
the Questions for the Collection of Musical Traditions of Serbs [ Pitanja za prikupljanje
muzickih obi¢aja u Srba] in cooperation with Bozidar Joksimovi¢, a singing teacher
from Aleksinac (Joxcumosuh, Hophesuh 1899). Dordevi¢ transformed his experi-
ence from the field into the aforementioned text, which was composed as a ques-
tionnaire and which presented a guideline for amateur researchers collecting vocal,
instrumental, and dance practices (Ibid.). The content of the questions points to
a profound knowledge of traditional music and relates to geographical location of
the song, context description, analysis of emic terminology, participation in sing-
ing practices in relation to gender and age group, local esthetic criteria related to
traditional musical performances, social position of singers, et cetera (Joxcumosuh,
Bophesuh 1899: 7-15).6

Having in mind the moment in history when Pordevi¢ was conducting his re-
searches, i.e. the end of the 19th and the beginning of the 20th century, the ques-

of Novi Pazar, Kosovo and Metohija, as well the areas in the vicinity of Tetovo, Skoplje, Kratovo, and
Kocane (Erdeljanovi¢ 1924: 330-331).

6  Joksimovi¢ and Dordevi¢ developed 141 questions relating to vocal tradition (Joxcumosuh,
Bophesuh 1889: 7-15). The quantitative and qualitative framework for these fieldwork guidelines
encompasses numerous research areas which Serbian ethnomusicology was studying for years after the
publication of this work. Here are some separate questions to illustrate the content of Joksimovi¢’s and
Dordevi¢’s work and their way of thinking (Hernrth 2011: 59):

“Is a singer generally considered to be a person of a greater value, and how is that value expressed?

Are there songs sung only by children, or only by young women, or only young men, or only married
men and women, or only older people? What is the name for such songs?

What is the predominant age of singers?

Is it young girls or women who sing more?

Who is said to sing well? Is this determined by the strength of the voice or by some other feature?
How old should one be to start learning how to sing and how?

Do they sing through nose and why?

Do they differentiate between town songs which are not folk songs and simple rural folk songs?

How do people call the chorus?” (Jokcumosuh, Hophesuh 1899: 8,9, 11, 12, 13).
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tion arises of how he transcribed folk songs, since he did not have a phonograph.
Understanding the importance of the very process of transportation of an acoustic
image into writing, in the prefaces to the given collections (Hophesuh 1928, 1931)
he stated the basic principles of transcription which he had applied, as well as some
observations relating to traditional music in general. It is important to emphasize
that Dordevi¢ was familiar with the melographic work of his predecessors and con-
temporaries, which is subjected to his critical review in the preface to the Serbian
Folk Melodies (Southern Serbia) [ Srpske narodne melodije (Juzna Srbija)] (Gophesuh
1928: XIII-XVIII). He stated that most musicians who melographed Serbian music
tradition did not distinguish folk music from art music, which resulted in transcrip-
tions of artistic melodies and texts as folk, and the neglect of “those features of our
folk music that constitute its essential character” (Hophesuh: 1928: XIV). How-
ever, as an example of a proper relation to folklore music material, he emphasized
Mokranjac whose works he evaluated as “impeccable” (Hophesuh 1928: XIV).

As it has been said, the methodology of Pordevi¢’s activity on transcription
is particularly intriguing if we take into account the fact that he did not have the
possibility of making audio recordings, which would facilitate the process of trans-
formation of sound into a graphic image, and provide a more precise transcription.
He tried to ensure accuracy and authenticity of his examples by gathering a large
number of singers at the same time so that they could correct and complement one
another. Pordevi¢ compensated for the absence of an adequate sound recorder by
relying on his own musical capabilities, which is corroborated by his words:

“Inever transcribed a melody before I had learned to sing it and play it on the violin.
I would transcribe it only when I was able to sing it all the way to the end with the
others, and then I would transcribe it from the first verse, and then the rest of the text.
This is how I would check transcribed melodies with other singers from the same
village” (Bophesuh 1928: XVI).

This manner of field work may be connected to the “learning method” which was
explained at the end of the 19th century by Erich Moritz von Hornbostel and Otto
Abraham, which was based on a specific transcription of melodies by ear.” Here it
is not about the application of the methodology of these German scientists, but a
coincidence which stemmed out of Pordevi¢’s “self-grown resourcefulness” in the
given circumstances (Papunosuh 2010b: 36).

Having in mind Dordevi¢’s collections of vocal examples (Hophesuh 1928,
1931), it is possible to observe all parameters which make a transcription complete
and which include transcription of meta-data, as well as characteristics of poetic and
music texts. Rich singing material, the transcription of which is discussed in this pa-

7  The “learning method” implied that the researcher learned music pieces (instrumental and vocal)
from his respondents. He could transcribe a music example by ear only after the talented individuals
from the researched community confirmed that they were satisfied with the interpretation (Abraham,
Hornbostel 1909/10: 15).
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per, is based on 428 examples from South Serbia (Fophesuh 1928), as well as 597
examples from different areas in Serbia (Fophesuh 1931).* Such imposing material
speaks in favour of the fact that Pordevi¢ treated folklore music material as a sub-
stance which needs to be presented in the form as interpreted by folk singers. When
classifying the materials, he applied the areal principle, grouping songs by counties,
regions, and settlements in which they were transcribed.” Thus he expressed a de-
veloped awareness of local differences in the style of music materials which he tried
to group in some way (Autsuzosrh 1999: 135). In the upper right corner of each
example it is possible to find information on the particular village, town, or region
where it was transcribed. Beside this data, following the poetic text, he stated the
genre of the song or gave his observations characteristic for the interpretation itself.
In the book related to materials from Southern Serbia, additional explanations occur
only sporadically (Hophesuh 1928: 3, example No. 9; 4, example No. 11; 6, example
No. 16; 15, example No. 43; 18, examples No. S0 and 52, etc.), which are adopted as
a principle in the collection of transcriptions from pre-war Serbia and which repre-
sent a constant in the process of transcription (Hophesuh 1931). This speaks about
the fact that in the period from 1928 to 1931, preparing his second collection, he
reinstated certain elements of documentation of traditional songs. The comments
under the transcriptions contain the following content: “St. Lazarus Day song”
[lazaritka] (Bophesuh 1931: 6, examples No. 16-20), (“rainmaking songs” [ dodole]
(Bophesuh 1931: 8, example No. 26), “Trinity Day songs” [kraljice] (Gophesuh
1931: 18, 53), “carpet-weaving” songs [ ¢ilimarska] (Hophesuh 1931: 26, example
No. 90),'° “harvesting” [Zetvarska] (Hophesuh 1931: 134, example No. 538), or
“sung when the bride goes to her father-in-law after the wedding” (Bophesuh 1931:
36, example No. 126), “on going to pick bigroot geranium” (Hophesuh 1931: 61,
example No. 234), etc. As information on the genre is written under most examples
in the second collection (Hophesuh 1931); whenever it is omitted, it means that the
song was sung in different situations. Beside shorter remarks, Pordevi¢ also occa-
sionally imparted broader information relating to the very process of interpretation
or context. Thus, next to the score of song “Jeremija u polje”, which he wrote down in
the village of Pavlica in the county of Studenica, he states: “On the eve of Jeremiah’s
Day, young men and women get together and go from one house to another. On this

8  The book Serbian Folk Melodies (Southern Serbia) [Srpske narodne melodije (Juzna Srbija)]
comprises songs collected in the course of a four-month sojourn in Macedonia, Novi Pazar, and
Kosovo and Metohija in 1925 (Fophesuh 1928: XIV), while Serbian Folk Melodies (Pre-war Serbia)
[Srpske narodne melodije (Predratna Srbija)] comprises transcriptions generated during the course of
his four-decade long melographic work from the last decade of the 19th century to the publication of
the book in 1931 (Hophesuh 1931: XI-XII).

9  Inorder to mark the settlements in which the melodies were taken down, he used the “Dictionary
of places”[Re¢nik mesta] by Stevan Koturovié from 1892, but he would mostly use the name which was
in everyday use at the time (Hophesuh 1931: XIV).

10  Interestingly, in Pirot Dordevi¢ transcribed eight “carpet weaving” songs [¢ilimarske pesme];
this genre has not been documented in studies of Serbian ethnomusicologists so far (Fophesuh 1931:
23-26, examples No. 83, 84, 85, 86, 87, 88, 89, and 90).
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occasion, the young women sing the above song, while the young men peal the bells.
This is how they chase snakes away” (Bophesuh 1931: 134-135).

Interestingly, names of the players and singers are omitted from Vladimir
DPordevi¢’s published transcriptions, markedly in the book presenting materials
from Southern Serbia (Hophesuh 1928). However, upon examination of his orig-
inal transcriptions kept at the library of the Faculty of Music in Belgrade, it may be
concluded in most cases that names of the performers were written down, but that
they mostly omitted from printed works (see example No. 1). An exception is the
case of mentioning the name of his interlocutor Bela Tomi¢ from Kriva Reka, for
whom Pordevi¢ himself stated that he had insisted to be highlighted as a singer,
which speaks about the were integrity of the interlocutor, as well as of the ethical
attitude of the researcher (Hophesuh 1931: 126).

Example No. 1

Tebowo Tleazcongs lenad. oo
1y s cena M s
ESTermssesm ompeoeesmseasni
s e e B 3 %%—‘é:\—\—*—*—?\%
.»_...--wﬁ e m'u*‘W’”’ﬂ“vrﬂw e G T ) = 90 AP - eue 3
Original transcription by Vladimir Bordevi¢ including data on the performer (L|brary of the Faculty of
Music in Belgrade).

Maurosau
A s #MM J:lOO (CP. KOCAHMYKH, OKP. TOILIHUKH).
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O, [iBe-TH-80, BO-J0 MO-HO - CH-TA, BO- A0 TNO-HO - CH-Ta,
O, IIBeTHE>0, BOAO NOHOCHTA, Te ja mabo no Tpm 6pona penom:
Ilito cH MeHe cumok mpesapuia Ha jegsome kuhenn cBaToBH,
Jla Ha Te6e Hurlie 6poaa HeMma, Ha npyrome neBep u IeBojxa,
A ja jyTpoc no mopaHo mojo, A na tpehen Gpatanm u cectpuna.

The same example without data on the performer was published in the work Serbian Folk Melodies
(Pre-war Serbia) [Srpske narodne melodije (Predratna Srbija)], 65, example No. 253.

Besides meta-data, Vladimir Pordevi¢ took a specific approach to writing down
sung and poetic text of the song. Unfortunately, he frequently omitted exclamations
and introductory lexemes deeming them of lesser importance, which he explained in
the Preface to the collection Serbian Folk Melodies (Pre-war Serbia) [Srpske narodne
melodije (Predratna Srbija)]:

“I did not write down the intro and the ending to each song, but only in some cases,

in order to avoid their overly frequent repetition. As for the text of the intro and the

ending, I would write it down under the notes, but I would not repeat it in the text

of the song which I wrote down in its entirety under the melody” (Hophesuh 1931:

XIII).
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It is obvious that he omitted choruses occurring in the beginning of the me-
lo-stanza, while he would write down the text of choruses framed by the sung text
under the notes, but he would not mark them separately - as it is done nowadays,
by underlining the text of the chorus (Devi¢ 1974: 64-65)."" Same as the choruses,
Vladimir Pordevi¢ would also sporadically write down cries on the vowel /i/ which
occur in cadential formulas of the melo-verse (Hophesuh 1931: XIII).

DPordevi¢ did not write down poetic texts in the same manner, as he would, in
most cases, add the content of the sung stanza under the notational signs adding
poetic text to it, mostly without the chorus and repetition of individual parts of vers-
es.'” However, the collected materials are not presented in an uniform way in this
area either; thus, in a number of examples, he would quote the whole text of the song
with repetition of individual parts of verses (see example No. 2), while in others he
would supply the poetic text without repetition (see example No. 3).

Example No. 2

KymaHnosa. Urpa.

Pa-go, fie - po, Pa- o, ke- ;;o, r'ne ch  cu-Hok 6w - aa?

Pano, hepo, Pago, hepo, rie cu cuHok Gnna?
Majko muna, majko muia y 6awmrty cam GuJa,

Y 6awty cam 6nia, majko, upehe cam cu Gpaia.
Papno, hepo, Papo, tiepo, xome cu ra pana?
Hunmanje npojouwe, majko, uBehe mu tpaxuue.
Onu Mu gaBaule, MajKo, TPH pefa AyKaTa.

The example in which Dordevic writes text down with repetition of parts of verses

(hophesuh 1928: 2, example No. 5)

Example No. 3

Oxoxnna Kymanosa. Wrpa.
O # NS | | )

L
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‘Bypbe-nnn, Byphe-tun Cra-Ho y-6a-pa, Cra- o y- Ga-ga,

‘BypbeannCrano .y6asa,
Tu nu Geure cunohk Ha BOpa?
Ta ja Ge, Ta wTo fexa Ge?

The example in which Dordevic writes text down without repetition of parts of verses
(hophesuh 1928: 2, example No. 6)

11 Thisis corroborated by numerous examples in Dordevi¢’s collections such as in the songs: “Sano
dugo, Sano mori” (Hophesuh 1931: 1, example No. 1), “Sto je gluma u ta gornja mahala” (Hophesuh
1931: 6, example No. 14), “Letevo me, letevo” (Bophesuh 1931: 6, example No. 15) and many other.
12 Vladimir Pordevi¢ stated that he mostly omitted choruses from the poetic text, but not always,
which is why it is not sufficiently clear what he was led by when taking them down or omitting them
(1931: XIII).
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When presenting poetic text, Dordevi¢ would additionally explain the meaning
of certain words, which is especially emphasized in the transcription of the song
“Pred ku¢om mi do tri ¢e$me teceu” from Prizren (Bophesuh 1928: 150, 417). This
is an example the content of which is given in Serbian and Turkish, but the words in
Turkish are inscribed in Cyrillic alphabet (see example No. 4):

Example No. 4

ITpu3pes.

Mpenky - fiom MH, a-MaH, [0 TPH Wuell - Me

Te-ye - y, a- MaH, a- MaH, Te - 4He - y.

Tipen xyhom mMu .10 TpM uellme Teuey,
Bupn )mehep, oupn wep6er, 6upn 6an')
Ilekep, mepGer cua'e® oacyn™ Gan Guan
Y nBope mu §xo TPH Bohxe pacrey,
Bupn apmyTt) Gupu emmat ﬁupu Haph
ApmyT, eJbMa cH3H OJiCyH, Hap Gu3'M,
Y Gawtu MH go TpH uBeTa nBeTajy:
Bupw nane 6upu cum'6nn’) Gups Hya®
Jlane cum’6Gun cH3'H oacyH, hyn GHa™m
Y ape MM 0 TpH KOmba Nexajy.

Bupn anya® Gupn nopue® Gupu Hok®
Anpa, popue ciFH OJCYH, HOK Gu3'M

Y opaje po Tpm atke® (x?dyme) cenajy
Bupn aHymM, GHpH bemm' OHpH K'a®
AHyM, jenuH cHZH OJCYH, K'3 Gu3'M
Ha yappak mu po Tpu are cegajy,
Bupr ara, Gupu nawa, 6upn Ger
Ara,namia cus’d onacys, Ger 6u3d n®

)Gupmjenaii; Gan=Men; CHa'H-Balle; ONCYH: 2 Gyxe; GHI'M- Hallle; APMYT = KPYuIKa;
emma=jabyka; anya, [opye, HOK jcey MMEHA KOIbA; auyM (xaHyma)-rocnokha; heauu-
HEeBeCTa; K’3:-JeBojKa.

Some of the songs are incomplete and contain only one verse due to the interloc-
utors’ inability to remember the whole content, which Pordevi¢ solved by ending
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the text in three dots (Bophesuh 1931: XIV). Another curiosity is the transcription
of a lament within the collection from pre-war Serbia in which only the melodic
transcription is given without the poetic text which, as he stated, he could not un-
derstand (Bophesuh 1931: 132, example No. 528). As an experienced researcher,
he knew how sensitive transcription of this genre is and he believed that transcrip-
tion of the melodic line only is an exceptionally important piece of data. Beside this,
he noticed that there are examples comprising verses with different versification and
felt the need to comment on their performance manner, stating that in such cases
“the larger note is split into two smaller ones, or two smaller notes merge into one
larger note” (Hophesuh 1931: XIV).

Observing musical characteristics of the songs he had transcribed, Vladimir
DPordevi¢ noted that most of them are monophonic, which is also corroborated by
the comment in which he talks about the dominance of monophonic singing in Ser-
bian vocal music: “Our people sing monophonically (in unison)“ (Hophesuh 1928:
XVI). However, this claim possibly related only to individual regions in Serbia in
which monophonic singing prevails, as in most Serbian regions two-part singing
is the paradigm of vocal expression (Ilerposuh 1989: 65; Maksimovi¢ 1997: 3).
DPordevi¢ himself refuted the statement made previously in a comment to a two-part
example and wrote that two-part singing is especially characteristic of Svrljig and
Pirot areas, but that he had not always transcribed it (Fophesuh 1931: 47). This is
why the publication of his paper comprising three two-part examples of older rural
practice published in Nova Evropa journal in 1924 is of great historic importance
for Serbian ethnomusicology (Hophesuh 1924: 350-352), These transcriptions are
rare examples of two-part songs documented by Serbian researchers (Papuzosnh
2010a: 625)."* Here it is necessary to especially emphasize the example “Majka Katu
uplitala” from Ogladenovac near Valjevo as the first transcript of the Serbian vocal
corpus within older rural tradition in the history of Serbian melography (see ex-
ample No. 5). Later, Dordevi¢ repeated two songs published in Nova Evropa in the
collection Serbian Folk Melodies (Southern Serbia) [Srpske narodne melodije (Juzna
Srbija)] as they had been written down in Kumanovo and Tetovo.' Quantitative
progress in transcription of two-part songs is especially perceptible in the collection
Serbian Folk Melodies (Pre-war Serbia) [Srpske narodne melodije (Predratna Srbija)]
in which he published seven more songs of the older singing layer."*

13 It is believed that the first transcription of a two-part song (without text) was published by
geographer Vladimir Kari¢ in the 19th century (1887: 189). However, the example he published is
dominated by one-part singing within which the second chord occurs only once and the fifth occurs
twice in the cadenza. One should not neglect the fact that Mokranjac also transcribed one Macedonian
song belonging to urban tradition which was performed in parallel thirds. It is not known when
Mokranjac wrote down this transcription which was published only in 1996 (Moxkpamar 1996: 282).

14 Inthe collection Serbian Folk Melodies (Southern Serbia) [ Srpske narodne melodije (Juzna Srbija)],
two two-part songs were written down in Kumanovo and Tetovo (Bophesuh 1928: 3, 141, examples
No. 9 and 389),

15 The collection Serbian Folk Melodies (Pre-war Serbia) [ Srpske narodne melodije (Predratna Srbija)]
comprises seven two-part examples from Ni§, Podgora and Luznica counties (Fophesuh 1931: 47, 49,
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Original transcription by Vladimir Dordevic from the Library of the Faculty of Music in Belgrade
(published in Bordevic¢ 1931,143, example No. 570).

When writting down vocal traditions, Pordevi¢ did not transpose melodies so
that the final tone of the music flow represents the finalis g1, i.e. he did not use the
Finnish method.' He wrote down the original intonation implying the key by mark-
ing the key signatures which do not occur in the notated text.'” Such approach to the
process of transcription is best presented by an example of a two-part song from the
vicinity of Tetovo (see example No. 6) in which key signatures written for both parts
point to different modes (one in G major, and the other in g minor), which means
that he tried to put traditional vocal practices within the limits of west European mu-
sic tradition (Hophesuh 1928: 141). Dordevi¢ was well aware of specificities of folk
music as compared to art music, but it is also obvious that at the time of his intensive
melographing activities he had still not found solutions to all issues in this process,
as well as a clear approach to the definition of tone series.

Example No. 6

-~ TeToBO.
0z : >
R e e
1 i —s 7 = e~ 7
o ey i
Ilpa-tu-na maj-xa [Bo-ja - Ha, y J03-je rpo3-jc |na Ge - pe".‘)
_() | " I\ P " __q L I i \ -_m A
I1. D " 1 K N —— P | N N = S N } —foa—t T
oy ) J -1 1 [ - T T ] I T
rac! ;@ﬁﬁt&h&;‘ﬁm o W dgw gt —a g |
. oJ 4 r
N xyTn pywn jeceHki, Fonem pa yyMOGMII YKHHHMO,
Wytn ja6yhn GocjaHku. Mioro pa napa apuumo,
Tyja ra cperte nyuapue, Jeaeue e TH Kpojumo,
Ilypapye Beau roBopu: Ca cpma fie ra Besemo,
"Ben Gepu, Gesa Bojana, Nykatu ke ™1 paaemo,
Ilog Hauin Gedu 4anpopH, Tosem ga yymGHII YHHMMO.
T'poszjebepcka.

The example No. 389 is taken from the collection Serbian Folk Melodies (Southern Serbia)
[Srpske narodne melodije (Juzna Srbija)]

56, 65, 66, 143 examples No. 175, 185, 186, 218, 254, 255, 570).

16  Our professional public encountered the Finnish method for the first time in 1948 (Zganec
1948).

17  He did not determine the mode, key signatures, and bar only for the lament from Lucica and the
song ,Jao, kuku, brale“ from Vitkovo, published in the collection Serbian Folk Melodies (Pre-war Serbia)
[Srpske narodne melodije (Predratna Srbija)] (Bophesuh 1931: XII, XIII).
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Being engaged with tonal potential of vocal examples, Dordevi¢ came to the con-
clusion that Serbian music, especially in Svrljig and Timok areas, comprises pitch
aberrations and tonal relations the size of which amounts to a quarter of a tone. In
order to mark the phenomenon, he used the plus sign (+) for higher pitch and the
minus sign (-) for lower pitch. He was the first Serbian collector of folklore music
material who applied this manner of annotation, which as important step ahead in
development of methodology of transcription (Hophesuh 1931: XII).

In the area of the music meter, for some melodies Dordevi¢ tried to determine
their meter in accordance with general principles of art music in the west-European
tradition. If the melody comprises several different metric frameworks, he would
write them all down in the beginning of the transcription. However, he did not al-
ways determine the rhythmic signature, which he commented on in the following
manner: “I did not mark bar lines in some melodies, but I nevertheless divided them
into certain groups using broken bar lines. For some melodies I did not insert bar
lines at all, as this would be impossible” (Fophesuh 1931: XIII). It remains unclear
based on which parameters he wrote down the broken bar lines within the notation-
al system, as he did not provide any explanation.' In any case, by omitting the meter
annotation, he anticipated the manner in which melodies in rubato and parladno
rubato systems are written down within contemporary Serbian transcription (Devi¢
1974: 42).

Vladimir Pordevi¢’s maturing as a melographer is also perceived in the area
of annotation of the character and tempo of vocal performances. Tempo annota-
tions are missing from his collection Serbian Folk Melodies (Southern Serbia) [Srpske
narodne melodije (Juzna Srbija)], while he defined the character of performance only
in two cases, using the term Moderato."” Beside this, he observed changes in duration
of individual notational values, so he marked longer tones with a pause sign.** In
accordance with this, he also tried to provide a graphic presentation of occasional
aberrations from the tempo using the term ritenuto.” However, it is only in the book
Serbian Folk Melodies (Pre-war Serbia) [Srpske narodne melodije (Predratna Srbija)]
that it is possible to observe a more mature approach to transcription, as all exam-
ples, with no exceptions, contain metronome annotations (Hophesuh 1931: XIII).

Analyzing music texts from Pordevic’s collections discussed in this article, it is
also possible to observe other details pointing to the specificity of his transcriptions
of vocal practices. Thus, he melographed ornamental tones as single, more rarely as

18  Based on several examples in which broken bar lines occur, it may be assumed that they are written
instead of regular bar lines as they divide metric units. Every unit could be marked with a certain type
of bar, but Pordevi¢ probably did not write them down as he felt that the songs were freely performed
in terms of metrics (Hophesuh 1931: 8, example No. 27 etc.).

19  Interestingly, within the second collection relating to Southern Serbia, no other term occurs
besides Moderato (Fophesuh 1928: 72, example No. 201; 152, example No. 423)

20 In this case, the pause sign occurs not only the closing part, but also in central segments of the
music flow (Fophesuh 1928: 80, example No. 223; 116, example No. 321; 141, example No. 389; 142,
example No. 393; 144, example No. 398; 145, example No. 403, etc.).

21  He used this sign most frequently in the closing parts of the music flow (Hophesuh 1928: 103,
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double or triple appogiatturas.’? The occurrence of appogiattura is the least frequent
element in his transcriptions (Bophesuh 1931: 41, example No. 151). He marked
all ornaments by standards used in contemporary melography, which in the case of
single ornaments implies writing down of a small crossed quaver, while for more
than two ornamental tones it implies writing of a small semiquaver the duration of
which is accounted in the value of the base tone (Devi¢ 1974: 50-51). As Dordevi¢
only relied on his musical memory, it may be assumed that he simplified or omitted
some complex ornaments.

Among the songs documented by Vladimir Pordevi¢ there are specific singing
manners, occurring in a minor number of examples, which, however, are of utmost
importance for the analytical process. One of them is disruption of the melody by
one syllable with a break, which he transcribed using a broken line connecting two
pitches divided with a rest, while connected with the same syllable. He clearly no-
ticed this phenomenon as a specificity of vocal interpretation which in Pordevic’s
songs dominantly occurs in ritual songs.” Several decades later, Russian ethnomu-
sicologist Izaly Zemtsovsky explained this phenomenon deeming it characteristic of
Russian tradition and the ritual system of Balkan Slavs (3emioscku 1968: 61-69).

Summing up data relating to characteristics of Pordevi¢’s work on transcriptions
of vocal tradition, it is possible to single out principles according to which he ap-
proached this complex task. Even though he only implied the key and was occasion-
ally inconsistent in stating the text, intro, chorus, and cries, his contribution is still
of exceptional importance for the development of Serbian melography and may be
observed in the following:

«  Attitude towards folklore music material as substance

«  Upgrading of melographic principles and deliberation of specificities of ma-
terials through the prefaces of the two collections of folk melodies

«  Transcription of meta-data relating to the transcribed examples (name and
family name of the performer, geographic origin of the song, context of per-
forming, genre, chorus, etc.).

«  Transcription of two-part examples of older rural practices

« Introduction of signs for aberration in pitch

«  Transcription of disruption of melody by one syllable (when the melodic
caesura is positioned within the syllable)

«  Writting down tempo and character of performance of music examples, as
well as aberrations in terms of duration of tones and change of tempo.

example No. 286; 141, example No. 390 etc.), and more rarely in central parts (Hophesuh 1928: 72,
example No. 188).

22 There are few examples with double (Gophesuh 1931: 15, example No. 54; 16, example No. 57
and 58), or triple appogiatturas (Hophesuh 1931: 16, example No. 60; 18, example No. 65).

23 This performing manner may be especially observed in ritual songs [lazaricke] (Hophesuh 1931:
6, example No. 18), singing while digging corn (Hophesuh 1931: 39, example No. 141), wedding
songs (45, example No. 167), and love songs (Fophesuh 1931: 15, example No. 56).
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Based on these observations, we may conclude that Vladimir Pordevi¢ is an im-
portant figure in development of the methodology of transcription in Serbia. He is
one of the first Serbian transcribers who did not transcribe traditional music only
for the purpose of its artistic processing, but who also documented it as intangible
cultural heritage. Despite the fact that he could not make a recording of collected
materials, it is obvious that he strived to achieve the most meticulous melography
possible, to approach descriptive transcriptions (Seeger 1958: 184-195). In Serbia,
further development of this sphere of ethnomusicology is based on the foundations
he established in his works, as well as on dilemmas that he tried to resolve.
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CAbA PAHKOBUR
AonpPruHOC BAAAUMUPA P. HOPBEBURA TPAHCKPUIILIUJU BOKAAHE IIPAKCE
(PE3UME)

Baapumup TBophesuh mpepcraBsa mocseheHor cakymmaua My3HIKOPOAKAOPHE
rpabe ¢ kpaja XIX u mouerka XX Beka, 4Mja aKTHUBHOCT je OHAQ ycMepeHa Ka
AOKYMEHTOBAbY TPaAUIIMOHAAHE My3uKe. Fako Huje mocepoBao pororpad, Te Huje
6no y mMoryhHOCTH AQ 3BYYHO CHUMH IIpHMepe TPAAHI[OHAAHOT My3HIHPaIba,
TEXHO je MHHYLIMO3HOM 3aIMCHBAy My3HUKOr Tekcta papehu ,mo cayxy® Toxom
borare Mysuuke KapHjepe AOIPHHEO je PasBOjy MeTOAe TPAHCKPUIIIIHje BOKAAHE
Ipakce Kao CHeIMQUYHOI Ipolleca IIpeTBapama 3BYYHOI 3alHca y IPaduuKy
cauky. OCHOBHe IIOCTyAaTe CBOT paAd IyOAMKOBAO je y IIPEATOBOPHMA CBOjUX
xarmrasHux Aeaa: Cpiicke napogre meroguje (Jynmna Cpbuja) n Cpiicke napoghe
meroguje (Tlpegpainna Cpbuja). Y mwuma ce caraepaBa Hophesuhes opnoc mpema
MY3HYKOPOAKAODHOM MaTepHjasy Kao MaTepuju M Y3AM3ame MeAOrpadCKux
HadeAa U PasMHILMGAKA O CrelUPUIHOCTHMA rpahe. AHAAM30M HaunHA OeAexersa
METAII0AATaKa, KAO U IIOeTCKUX U My3UYKHX KAPAKTEPUCTHKA Y HA3HAYCHUM ACAMMA,
samaka ce Aa je Hophepnh MMIAMIMPAO TOHAAUTET M ITOBPEMEHO HEAOCAEAHO
M3AATa0 MOETCKU TeKCT, yBOAHE CerMeHTe MeAOCTpoda, peppeHe U H3BHKE. YIIPKOC
TOMe, HerOB AOIIPHUHOC je M3y3eTHO 3HAyajaH 3a Pa3BOj CPIICKe TPAHCKPUIIIIHje H
OrAeAQ Ce y: 3alMCHBaiby METAllOAATaKa Be3aHHX 3a 3abeaexkeHe mpumepe (uMe
npesuMe u3Bohaua, AOKAIH)y OAAKAE je TTecMa, KOHTEKCT M3Bolerma, KaHp, pedppeH
M APYTO), TPAaHCKPHIILHjy ABOTAACHHX NPUMepA CTapuje ceocke Mpakce, yBohemwy
O3HAKA 33 MHTOHATHBHA OACTYIIaka, 3aIMCUBAIbY NPEKHAAbA MEAOAHje Ha jeAHOM
caory (kapa je MeAoAMjCKa Iie3ypa MOSHIMOHUPAHA Y CAOTY) U GeAexerby TeMna 1
KapakTepa HHTepIpeTanyje.

KanyaHE PEUM: Baapumup Hophesuh, Tpanckpummuja, Bokasna mpakca, Cpiicke HapogHe
meaoguje (Jywna Cpbuja), Cpiicke napogre meroguje (Ilpegpaitina Cp6uja).
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ABSTRACT

This article deals with the collection of documents belonging to Vladimir R.
Dordevi¢, which are kept at the National Library of Serbia. These documents are
divided in two separate personal funds — Vladimir’s letters to his brother Tihomir
are preserved in the Legacy of Tihomir R. Pordevi¢, while photographs and letters
addressed to Vladimir Pordevi¢ are in the Legacy of his nieces Ljubica and Danica
S. Jankovié. This material can be a very useful source for research of Pordevi¢s life
and work.
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AIICTPAKT
OBaj waanak ce 6aBu rpahjom koja ce uyBa y HapoaHroj 6ubanorenu Cpouje,
a opHocu ce Ha Baapumupa P. Bophesuha. I'paba ce Hanasu y aBa aerara —
Baapumuposa nucma yyhena 6pary Tuxomupy Haaase ce y aerary Tuxomupa P.
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HeroBHx cecTpuunHa /oybure u Aanure C. Jankosuh. OBaj MaTepujaa MOxe OGUTH
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KayaHE PEYM: Baapumup P. ‘Hophesuh, Hapoana 6ubanorexa Cpbuje, kopecroHAeHImja,
$ororpaduje.

Vladimir Pordevi¢, a pioneer in the field of ethnomusicology in Serbia, has his own
bequest at the Faculty of Music of the University of Arts in Belgrade. Shortly after his
death in 1938, his brother, ethnologist and member of the Serbian Royal Academy
of Sciences, Tihomir Pordevi¢, and nieces Ljubica and Danica Jankovi¢, sorted out
Vladimir’s books, papers and notes from his researches and handed them over to
Kosta Manojlovi¢, at the time Dean of the Academy of Music in Belgrade.

Figure 1. Portrait of Vladimir Bordevi¢ from 1900
(LjDF 171)

All other material, including mainly correspondence and photographs, remained
with the Jankovi¢ sisters, who were taking care of materials and notes of both of their
uncles Vladimir and Tihomir. Tihomir died in the closing months of World War II
and his private library became the first bequest of the renewed National Library of
Serbia (NLS) in 194S. Ljubica and Danica Jankovi¢ sorted Tihomir’s entire corre-
spondence, which included Vladimir’s letters to his brother, and in 1953 this collec-
tion was added to Tihomir’s bequest at the NLS. All other material related to Vlad-
imir Pordevi¢ remained with Ljubica and Danica Jankovi¢, and only after Ljubica’s
death in 1974 the rest of Vladimir’s correspondence, scores and and a collection
of photographs became part of the bequest of Ljubica and Danica Jankovi¢ in the
NLS. Vladimir’s letters are the part of the correspondence subcollection within the
bequest of Tihomir Pordevi¢, and their signature number is TP 6264/215/1-378.
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Figure 2. Handwritten letter by Vladimir, sent from Vienna to his
brother Tihomir in 1893 (TP 6264/215/8)

The Pordevi¢ brothers had a very close relationship, and generally the entire
Dordevi¢-Jankovi¢ family was closely bonded, so it is not a surprise that they left be-
hind a huge collection of letters — there are 378 letters addressed to Tihomir by Vlad-
imir, while Tihomir wrote some 300 leters to Vladimir. If we include other familly
members — sister Draga and her husband Stanislav Jankovi¢, and their daughters Lju-
bica and Danica, whose work in the domain ethnochoreology their uncles Tihomir
and Vladimir were supervising, then, parents Radosav and Jelisaveta, as well as the
youngest brother Borivoje, who died young, the number of letters addressed to the
Dordevi¢-Jankovié¢ family is over one thousand. This exceptional collection of letters
gives us insights into the private life of these famillies, whose members were all well
educated and prominent in Serbian and Yugoslav cultural and social life. They were
informing each other in detail about all kinds of events, they passed news about fa-
milly and relatives, described in great detail encounters and discussions with mutual
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friends, described their travels, explained their plans for field researches and the re-
sults they got, and they would always mention their health conditions. Expectedly,
a very important subject in the correspondence between Vladimr and Tihomir was
their professional work, as they were both, together with the sisters Jankovi¢, doing
research in similar fields. It is clear from these letters how much Vladimir appreciat-
ed his brother Tihomir and he often asked him for opinion on issues he was facing
in his work, but he also sought advice on ordinary, everyday things. Tihomir also
valued Vladimir’s work and effort and supported him during his studies at the Vien-
na Conservatory and in every other way, with advice or sharing work, even proof-
reading. Brothers managed to stay in touch during World War I and Vladimir gave
a very detailed account on his work with exiled students from Serbia in southern
France, where he spent most of the war years. Tihomir and Vladimir inspired their
nieces Ljubica nad Danica in their ethnochoreological work, so the correspondence
between uncles and nieces was partly professional and partly private and familiar.

- //% 79 o G Pacy/w/@
/N7

pg;/;,,, 7«4.‘u,« arﬁyr derio ~ ello o, %
ZW /”%" o arvero 4
W?WW y o WW 2,

Teor WP P A e D AR Ay

. atene oo fo pasans ap

7! A€o A re /('/7“‘ % 7

AL A i 2
4/1/;.4,.,/%; M otcol Oheiinn

it

I o e
/ %[ZEJ @(feff
Pores ﬂ’j%«m‘
7/&“.;.”{,-.& w wphloaie,
CZ‘C/’/“\ L l“é‘"—
/R O e
;’ou-»?;:; /999,

Figure 3. Letter by Vladimir to Tihomir with his design of
the cover of the Violin School from 1899
(TD 6264/215/87)
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Figure 4. Cover of the Violin School published in 1899 (LjDJ 256)

There are about seven hundred leters exchanged between Vladimir and Tihomir,
and with around three hundred fifthy letters from/to other family members.

Letters received by Vladimir Pordevi¢, sent to him by his friends and associates
are in the bequest of the Jankovi¢ sisters. Ljubica Jankovi¢ requested that nothing
should be done with the material she dedicated to the NLS for fourty years after her
death, so it was only in 2013 that work on the material from this bequest properly
started. Within this huge collection there are 579 letters sent to Vladimir Pordevi¢
by his friends and associates and they are placed in the LjDR group VII, boxes no.
10, 11 and 12. Work on this particular material is still underway. Letters are sorted in
chronological order, by the year and by the sender. This correspondence is covering
the period from 1907 to 1936, but for the years 1920 to 1927 there are significantly
less letters than in earlier and later periods. Most of the letters from the period before
World War I are actually orders for Pordevi¢’s publications from school teachers.
Two of those letters are from Serbian schools in Vojvodina, then Austria-Hungary,
which shows that Dordevi¢’s work was already heard of abroad as well as in Serbia.
Almost all senders’ names are identified, leaving only a small group of letters with
indistinct handwritting. List of correspondents (but not a deffinite one) is at the end
of this work.
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Figures 5a and 5b Post card from Ernest Closson, Belgian composer, from 1928 (LJDR VII/9)

The bequest of Ljubica and Danica Jankovi¢ contains a subcollection of photo-
graphs that represents an illustrated history of the Pordevi¢ and Jankovi¢ families
and covers the period from the second part of the 19th century to the 1960s. Among
697 photos in this subcollection there is a significant number of photos of Vladi-
mir Pordevi¢. These photos include his portraits from different ages, some of them
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made in a characteristic fashion of photo atelliers at the turn of centuries, as well as
group photos from different occassions and photos related to Vladimir’s work. This
subcollection can be researched throug the electronic catalogue of the NLS under
the signature LjDF 1-697.

Figure 6. Vladimir Dordevi¢ (in white) during research trip in the village Cepelare
in southern Bulgaria (LjDF 15)

| Figure7.

| Ida Bar-Marli was singing in Vladimir

DPordevic's piece Die Braut muss billig sein in
Vienna (LjDF 114)
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A special place in this photo collection is occupied by a group of 293 photos made
by Vladimir Pordevi¢ himself in 1930s. After the end of World War I technology of
photography advanced to the level where cameras were available to practically ev-
eryone, handling cameras and developing films was simplified and amateur photog-
raphy became very popular. There is no doubt that photography attracted Vladimir
DPordevi¢ as he understood how this media, not that new at all, but suddenly very
simple and affordable, could help in documenting folk life and tradition. Vladimir’s
approach to photography was purelly documentaristic and without any artistic am-
bitions. He was capturing on film everything he considered worth remembering and
he was especially inclined to take shots of everyday life in Belgrade and other cities
and in the countryside.

Figure 8. Street vendors in Belgrade in 1930s, photo by Vladimir Bordevi¢ (LjDF 405)

Figure 9. Buddhist temple in Belgrade in 1930s,
photo by Vladimir Bordevi¢ (LjDF 382)
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He was photographing new modern buildings together with remains of old town
architecture in Belgrade, made a series of monuments erected in Serbia in memory
of the soldiers perished in World War I, and another series of new and old religious
places (his photo of the buddhist temple in Belgrade is one of only two known pho-
tos of this temple, which does not exist any more). While on field trips, in the villages
that he visited during his research, he would always take shots of local schools, public
wells, traditional robe, habits and particularities of different ethnic groups in Serbia,
Macedonia and Montenegro. But mostly Pordevi¢ was taking photos of common
people and their activities — whether professional ones or traditional ceremonies.

Boxno. 9 in the group VII of the Jankovi¢ sisters’ bequest holds some documents
related to Vladimir Pordevi¢ - his passport from 1929, one notebook with address-
es and notes, obituary, letter with condolences sent by the Academy of Music to
DPordevic’s family, press clipping and one handwritten text for a public lecture from
1933.

Par Ordre
da Préfet de Eelgrade

Le Sécrétaire GSngral

Fig. 10. Vladimir Bordevic’s passport from 1929 (LIDR VII/9)

The bequest of the Jankovi¢ sisters comprises the majority of Vladimir Porde-
vi¢’s published works — all of his Serbian folk melodies including the first issue from
1895, the first edition of the Violin School from 1899, his piece Die Braut muss bil-
lig sein from 1905 (E. S. Krauss) and other publications, thirty nine titles in total.
The bequest of Tihomir Pordevi¢ has only four publications, but there are twenty
five more publications by Vladimir Pordevi¢ in the general fund of the NLS which
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makes sixty-eight titles in total. These titles can be researched through the electron-
ic catalogue of the NLS, but the material that is kept in the bequests of Tihomir
Dordevi¢ and the Jankovié sisters can be used only with prior consent of the Special
Collections Department of the NLS.

Figure 11.
Cover of the Violin Album from 1910 (LJDJ 251)
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12. Cover of the first volume of Serbian Folk Melodies from 1904. (LJDJ 235)

Material related to Vladimir Dordevi¢ which is kept in bequests of Tihomir
DPordevi¢ and of the Jankovi¢ sisters is not that big in its volume, but still, this ex-
tremely interesting material can help researchers to understand better the life and
work of our distinguished researchers in the field of folk tradition, ethnomusicology
and ethnochoreology, and information from their private letters can bring new de-
tails for biographies of Vladimir and Tihomir Pordevi¢ and of Ljubica and Danica
Jankovi¢. Also, this material can be very valuable for researchers that are working
with even broader topics such as social history, history of our culture and education
and history of private life in Serbia.
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Beausor IIPEAUTE

3A0CTABIITUHA Baapumura P. HOPBEBUEA
y HAPOAHOJ BUBAMOTELIU CPBUJE

(PE3UME)

Aerar erHomysukoaora Baapumupa P. Hophesrha Harasu ce Ha Qaxyarery mysmuke
ymeTHOCTH y Beorpaay. Heayro nakon Baapumupose cmptu 1938. ropuse, meros
opar Tuxomup P. Hophesuh, erHosor u yaan AxaseMuje, 1 cecTpudnte /oyburia u
Aanura C. Jankosuh, cpeanan cy saocrasurury Baapumupa Hophesuha u merose
pyKOIMCe, HOTHe 3amKce M CTPYYHY AUTEpPaTypy IpepaAd Tapallmoj Mysuukoj
aKapeMHjH.

Ilpeocrasa rpaba — mucma u gororpaduje — ocrase cy Ko cecrapa Jankosuh, koje
Cy BOAMA€ OpHTY O 3a0CTaBUITHHAMA CBOjUX yjaKa, KOjU Cy UM OHAH M MEHTODH Y
IUXOBOM CTpy4YHOM paay. OHe cy Hajipe cpearAe KOMIIAETHY IpenucKy Tuxomupa
Bophesuha, u Ta 36upka je 1954. ropune npumydena merosoM Beh mocrojehem
aerary y Hapopnoj 6ubanoreriu Cp6uje. Y T0j 361upiu ce Haaasu 378 mucama Koje je
Baaaumup ymyTno ceoM 6paty TuxoMupy, a IpemnucKa MOKpUBA IIEPHOA OA TTOCACAEE
Aenennje XIX Bexa A0 ApyTe MOAOBHHE TpUAeCeTUX roprHa XX Beka.

ITucma xoja je Baapumup mpuMao op poAOHHe, IIpHjaTesa U CAPAAHHKA, OCTAAQ je
Kop, cecrapa Jankosuh, u ek nocae cMmpru /oybune C. Jankosuh 1973. Ta rpaba je
mocTasa Aeo Aerata cecrapa Jaukosuh y HBC. ¥V woj ce Hasasu 579 nmcama xoje
je Baapmvup npummo usmehy 1907. u 1936. ropuse, a OTHPHUANKE TIOAOBHHY THX
nucama Hamucao je Tuxomup Hophesuh. Heka op MMeHa APyTHX KOpecrnoHAeHaTa
Mory ce HahM y IPUAOTY OBOT TEKCTa.

Ocum npenncke Baapumupa Hophesuha, y aerary cecrapa Jankosuh ce Harasu u
Beha koaexuyja pororpaduja. Mehy smuma je 3Havajan 6poj Baapumuposux moprpera
y CTHAy CTapux (oToaTesea, aAM U U3 CBAKOAHEBHOT XXMBOTA, IPOQeCHOHAAHOT
paAa u rpynHux $poTorpaduja Koje cBepode 0 OpOjHUM aKTUBHOCTHMA Baapnmupa
‘Bophesuha.

TTocebHy neanny y Toj 36upuu pororpaduja y Aerary cecrapa JankoBuh unne
poTorpaduje xoje je cuumuo Baapumup Hophesuh. OH je, HajsepoBaTHHje KpajeM
ABaAeCeTHX TOAMHA, HA6aBHO $OTOAMAPAT H UCKOPUCTHO HATIPEAAK ¥ GpoTOrpadckoj
TEXHOAOTHjU Ad 3abesexu crieHe u3 Beorpapa, Cpouje, Lipue Tope u MakepoHyje.
Iberos mpuctymn ¢pororpaduju je AOKyMEHTAPHCTUIKH U OH je OeAeXKHO IPU30pe U3
CBaKOAHEBHOT XMBOTa y beorpaay, kao 1 TOKOM CBOjHX ITyTOBamba M UCTPAXKUBAKA,
rae ce Hajuernhe MHTepeCOBAO 32 AOKAAHE OOMYaje M THIINYHE CIjeHe TPAAHIIHOHAAHOT
JKMBOTA Y YHYTPAIIHOCTH.

3aocrasmruny Baapumupa Bophesuha y HEC unne mpemnucka u pororpaduje,
Kao U mybAHKanuje Koje je oH caM o06jaBsusao. Ta rpaha ce popmasHo Harasu y ABa
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Aerara — Tuxomupa Hophesuha u cectapa Jankosuh, 1 AOCTYIIHA je HCTPAXXKUBAYMMA,
KaKO OHMMA KOjH ce 6aBe HAUIMM KYATypPHHM HacaeleM, Tako u oHHMa Koju ce OaBe
U IIHPHUM TeMaMa — APYIITBEHOM HCTOPHjOM, KyATYPHOM HCTOPHjOM H pa3BojeM
00pa3oBama, KA0 K UCTOPHjOM IPUBATHOT XUBOTA.

KanyyaHE PEUM: Baagumup P. Hophesuh, Hapopara 6u6anorexa Cpbuje, KopecoHAeHIH)a,
dororpaduje.
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ABSTRACT

“Perverting the Taste of the People’: Ldautari and the Balkan Question in Ro-
mania” considers the term “Balkan” in the context of Romanian Romani mu-
sic-making. The expression can be used pejoratively to describe something “bar-
baric” or fractured. In the “world music” era, “gypsy-inspired” music from the
Balkans has become highly regarded. From this perspective “Balkan” is seen as
something desirable. The article uses the case of the Romanian “gypsy” band
Taraf de Haidouks in illustration. Romania’s cultural and physical position with-
in Europe can be difficult to locate, a discourse reflected in Romanian society
itself, where many reject the description of Romania as a “Balkan” country. This
conflict has been contested through manele, a Romanian popular musical genre.
In contrast, manele is seen by its detractors as too “eastern” in character, an unwel-
come reminder of earlier Balkan and Ottoman influences on Romanian culture.

Keyworps: Balkan(s), Romania, alterity, exotic, oriental, Ottoman, manele, ldutari,
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ATICTPAKT

» VI3Butonepewe ykyca syaw': Ldutari u 6Gaskancko mnurame y Pymynumju®
CTyAHja je y K0joj ce pasMarpa mmojam ,baskan” y KOHTeKCTy My3HuKe IPOAYKIIHje
pymynckux Poma. Taj uspas ce MOXe KOPHCTUTH y II€jOPATHBHOM CMHUCAY AQ
OTIHIIE HEeINTO ,BAPBAPCKO” HAU U3AOMMDeHO. Y epH ,Mysuke cBera” (,world mu-
sic“), ,uuranckamysuka“ c Baakanamocraaaje Beoma nemena. l3 Te nepcrekruse,
»DaAKaH" ce MOCMaTpa Kao IOXKeSHA OAPEAHHIIA. Y YAAHKY je Kao MAyCTparjyja
kopuutheH npumep pymyHckor ,uuranckor” 6enpa Taraf de Haidouks. Kyarypau
U reorpadcxu oAoxaj Pymynuje yaytap EBpolie Temko ce MoXKe OAPEAUTH; Taj
AHCKYPC Ce OAP@XXaBa M Y CAMOM PYMYHCKOM APYILITBY, y KOjeM MHOTHU OADALlyjy
omuc PymyHuje xao ,6askancke” apxkase. Taj KOHPAMKT je IpeHCIHTaH KPoO3
manele, OIyAAPHY PYyMYHCKH My3HIKH sKaHp. MelyTuM, ononentu manele Buae
Ka0 KapaKTepOM CYBHIIE ,ICTOYHH JKaHP, KA0 HeIIOXKepHU TOACETHHUK Ha paHuje
0aAKaHCKe X OTOMAHCKe YTHIaje Y PyMYHCKOj KYATYpPH.

Kany4yHE PEYM: Baakan, PymyHuHja, APyrocT, er3oTHKa, OpUjeHTaAHO, OTOMAHCKO, Hat-
ele, lautari, ,yUraHcko’, Typcko, poMcko, Pomu, ,My3HKa cBeTa', Marbe BpEAHO APYTO.

INTRODUCTION

The Romanian “gypsy” band Taraf de Haidouks are undoubtedly one of the most
celebrated acts to have appeared on the “world music” stage. They epitomise the
“gypsy’, or “gypsy-inspired” musical subgenre associated with the Balkans that has
become highly valuable in the “world music” era. I estimate that my first encounter
with them occurred in 2002 when I heard them play a short set during a drive-time
programme on BBC Radio 3, around the time when they won the Europe and Mid-
dle East category of the World Music Awards. Latterly, they became a focus for my
research, which centres on the Romani musicians (known as ldutari [sg. ldutar] in
the Romanian language) of southern Romania. In common with the other traditional
trades practised by the Roma in Romania such as that of blacksmith, the profession
of ldutar is a hereditary one, and an occupation almost exclusively reserved for males.
The word lautar is derived from ldutd, the Romanian word for lute, and originally
referred to one who played that particular instrument or the cobza (small lute). The

2 Some of the terms I use are prone to cause confusion, and can also be problematic. I have taken
the interpretation of the definitions given by Carol Silverman (2012:295n1) as my model. Roma is the
plural of Rom, which is preferred nowadays to the more popular “gypsy”, a term generally considered to
be pejorative. The corresponding adjective is Romani. I have found that Romani, Roma and “gypsy” can
be used interchangeably in literature on the subject, depending on the source and when it was written.
Where possible, I have tried to use Roma (Rom) and Romani. Because “gypsy” is a contentious term,
T use lower case and enclose it in inverted commas, whether or not its use is authentic in the context in
which I'am using it. I adopt the same convention for other expressions that are hard to define. The most
commonly encountered of these are “orient” and the attempted categorisation of culture by means of
points of the compass, such as “the east”.
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meaning of ldutar then evolved to describe the fiddlers who came to dominate the
traditional Romani taraf [band /pl. tarafuri/] and developed further to describe Ro-
manian “gypsy” musicians in general.> My enquiries stem from this question: Why
is “gypsy music” highly revered, whilst the group of people who the musicians are
considered to represent are consistently a target for popular xenophobia and racism?
This apparent dichotomy had been comprehensively addressed by Carol Silverman
in her definitive book, Romani Routes: Cultural Politics and Balkan Music in Diaspora
(2012). Silverman considers alterity in the context of “gypsy” music and is concerned
with the participation and reception of the Roma as a subaltern group involved in the
transmission of music both at the local and global level. Her argument is constructed
with reference to the “world music” market’s taste for “gypsy music”. She discusses
how globalisation, identity and representation relate to this overarching topic, set
against a backdrop of cultural appropriation and prejudice.

The lautari are acknowledged as conservators of a musical tradition that may
have died out without their patronage (Bercovici 1983, cited in Crowe 2007: 129;
Kertész-Wilkinson 2001 ). Taraf de Haidouks’ origins are firmly rooted in the ldutari
tradition. Over time, roughly since the 1989 revolution in Romania, the demand for
the services of the ldutari playing traditional music at life cycle events diminished,
and many musicians turned to the song and dance genre known as manele as a more
lucrative source of income. Modern manele (sg. manea*) can be broadly classified as a
Romanian popular-music style that combines local, Turkish, other Balkan and west-
ern musical elements. It is performed (in general) by male Romani musicians using
electronic or amplified acoustic instruments. However, the meaning of the term man-
ele has evolved from a narrow definition into one that covers many styles of Romanian
popular music. Manele is generally regarded with disdain by a section of Romanian
society delineated as “establishment” or “elite”. As well as being considered vulgar in
all senses of the word, the genre is seen by them to maintain an “eastern” register in a
Romania that seeks to be “western” and Romani musicians perpetuate a Balkan and
Ottoman alterity in the Romanian state. The exponents of manele are charged with
“perverting the taste of the people”® Here is another paradox: For connoisseurs of

3 By the latter part of the nineteenth century, ldutari were more likely to be from the Romani
community. During the period of the enslavement of Roma in the Romanian principalities, the
musicians and the music they performed were associated with the Phanariot courts, boyars’ estates
or monasteries. Following the abolition of slavery, these musicians were now free to practise as self-
employed artists. Those who migrated into urban centres became associated with muzicd ldutdreascd,
a style that combines Romanian musical tradition and western diatonic harmony with some Ottoman
Turkish flavour (Samson 2013: 174).

4 A Romanian lexicographical resource explains that manea is “a love song of eastern origin, with a
tender and drawn out melody”, and the entry confirms the Turkish etymology of manea. This definition
corresponds closely to the description of a manea provided by the language specialist Beissinger (2007:
101). She defines a manea as “[...] a non-metrical, partly improvised Ottoman Turkish art song [...]”
that has become popularised by ldutari. The lexicon does not acknowledge colloquial usage of the word
“manea” as a broader term that covers Romanian popular music in general.

S Thave paraphrased this expression from Manele and the Hegemony of “Good Taste” (Ilioaia, 2014).
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“world music” the word “Balkan” when it is connected to “music” seems to connote
something positive and desirably exotic in the “western” imagination. In contrast, de-
scribing Romania as Balkan at all appears to be problematic for many Romanians.
The term “Balkan” has been invoked metaphorically to insinuate cultural or political
backwardness. An example of such a British colonial attitude can be found in the work
of an explorer, Harry de Windt (de Windt, 1907:15), who described the “near east”
(i.e. The Balkans) as “savage” Europe because “the term accurately describes the wild
and lawless countries between the Adriatic and the Black Sea”.

De Windt includes what was then Romania (i.e. the relatively recently united
principalities of Wallachia and Moldavia) in his itinerary, but he might not have done,
because Romania’s status as “Balkan” is not always clear cut. Bounded by the Black
Seaand Aegean to the east, the Adriatic and Ionian to the west and the Mediterranean
to the south, geographically, the Balkans describes the peninsula that lies to the south
of the River Danube. Therefore, strictly speaking, only the Dobrogea region lies with-
in this area as it is dissected from Wallachia and the rest of Romania by the Danube,
which rises north towards the delta region at Romania’s frontier with Ukraine. Nev-
ertheless, as so much of its destiny has been inextricably linked with its Balkan neigh-
bours, Romania is invariably included along with them in a “Greater Balkan” context,
not least because of the long shared period under Ottoman suzerainty and influence.

De Windyt, in a further display of Edwardian colonialism, notes that the “Balkan”
soubriquet is not always a popular one amongst Romanians themselves. He states
that “Rumanians (sic) resent the inclusion of their country with the so-called ‘Bal-
kan States,’ to which they consider themselves, and not without reason, somewhat
superior” (Ibid.: 250). Maria Todorova recalls the words of John Reed, an American
journalist based in Bucharest during the First World War, who writes “If you want to
infuriate a Romanian, you need only to speak of his country as a Balkan state. ‘Bal-
kan! he cries. ‘Balkan! Romania is not a Balkan state. How dare you confuse us with
half-savage Greeks or Slavs! We are Latins.” Romanian is, of course, fundamentally
a Romance language and this provides for many sufficient evidence of a Romanian
identity that is markedly “western” in character, setting it apart from its “Balkan” or,
even, “oriental” neighbours.

In more recent times, Romania’s cultural and physical location still presents
somewhat of a conundrum. Katherine Verdery, writing about notions of identity and
politics during the Ceausescu® era, states that: “Different political options had been
intertwined for over three centuries with alternative definitions or representations of
Romanian identity (European, Eastern, something different from both); [...]” (1991:
3).Boia (2001: 12) describes Romania as being at once “[...] Balkan, Eastern Europe-
an and Central European, without belonging wholly to any of these divisions - [...]”
Furthermore, Todorova (1997: 49) cites two commentators who describe Romania
as the “[...] transition between Occident and the great Asian Orient, [...]” and as “[...]
some kind of no-man’s land, not European at all, but not Asiatic at all”. However, for
many on the outside looking in at Romania from political and cultural perspectives,

6 Nicolae Ceaugescu (1918-1989), Romanian leader 1965-1989.
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the country is categorised as “Balkan”” For many western Europeans, Romania rep-
resents a first level of alterity. By attaching the “Balkan” label to Romania, the “oth-
erness” is reinforced by a further remove; a place where a “different” Europe can be
found, and western Europeans can locate their own Balkan European “others”?

TARAF DE HATDOUKS

Taraf de Haidouks originate from the commune of Clejani in Giurgiu County in
the historical province of Muntenia, about forty kilometres south-west of the Roma-
nian capital, Bucharest. At the core of Taraf de Haidouks are a group of musicians who
appeared as “Les Lautari de Clejani” on a landmark ethnomusicological recording on
the OCORA (Office de Coopération Radiophonique) label’ entitled Roumanie: Mu-
sique des Tsiganes de Valachie (1988). This album was compiled under the direction
of the Swiss ethnomusicologist, Laurent Aubert.'® This is a comprehensive collection
of examples of the important vocal and instrumental forms that are to be found in
the southern Romanian provinces of Muntenia and Oltenia. It contains three types
of song: doind — a free form lyric song; cdntec de dragoste — love song; and cdntec batra-
nesc'' or baladd — “old person’s song” or epic song. The common instrumental dances
in duple time are all included: joc — dance; hord — circle dance; sdrbd — line dance; and
braul — belt dance. A combination of dances may be played as a suite. This is called a
rdnd de hore in the Romanian language, and an example of this is included on Rouma-
nie: Musique des Tsiganes de Valachie. In 1991 further recordings were made at the Peas-
ant Museum, Bucharest. Some of these were issued on cassette in 1992. Two compact
discs, Outlaws of Yore / Les “Haidouks” d’Autrefois (I) and (1) were compiled from this
material and are available on the Ethnophonie label."

7 Also, for example, the eminent historian Barbara Jelavich (1923-1995) has no qualms about
including Romania in her two-volume History of the Balkans (1983).

8  “Nesting orientalisms” is a concept developed by Baki¢-Hayden in an article written for the Slavic
Review (1995). In the context of the former Yugoslavia and with reference to Ottoman influence in the
region, Baki¢-Hayden illustrates how a hierarchy of “others” and “orients” is constructed in the Balkans.
Thus, even within a relatively small physical area, one constituent might regard the “other” as more
“oriental” from a cultural point of view, regardless of their verifiable longitudinal position. The Balkan
case demonstrates a micro-example of nesting orientalisms, and the model can be extended Europe-
wide. Working from the micro to the macro, the Balkans defer to the rest of eastern Europe, which in
turn must yield to western-central Europe. Beyond Europe, a greater orient is imagined, its starting
point and location ill-defined. Given their status as internal “oriental aliens” in the Balkans and eastern-
central Europe, it is clear that the Roma occupy the very bottom of the chain of “nesting orientalisms”.
9 OCORA was established in 1957 for the purpose of making ethnomusicological recordings. It
comes under the governance of Radio France.

10  Laurent Aubert had himself been introduced to the ldutari of Clejani by the Romanian
musicologist Speranta Radulescu in 1986.

11 Badtrdnescis derived from bdtrdn, meaning “old man”, hence, cdntec batrdnesc — “old person’s song’”.
Batran has the Latin root, veteranus [veteran].

12 Ethnophonie 003 and CD 004. The appreciation and knowledge of muzicd lautdreasci has been
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The Taraf de Haidouks concept was the brainchild of Stéphane Karo and Michel
Winter, two Belgians with ambitions to become impresarios. Musique des Tziganes" de
Roumanie, dating from 1991, was the first album to be produced by Karo and Winter
under the name Taraf de Haidouks, and in many ways it is essentially a commercial ver-
sion of the ethnomusicological recordings as it contains many of the song and dance
forms and styles familiar from those collections. Hence, prior to their global exposure
as Taraf de Haidouks, the musicians performed a characteristically southern-Roma-
nian repertoire. There was nothing manifestly “Balkan” about it. This opinion is con-
firmed by Carol Silverman (2012: 273), who notes that “[ ... ] before the 1980s Taraf’s
music had little in common with Turkish music and the Romani musics of Bulgaria,
Turkey and Macedonia. [ ... ] before 1989 Taraf played mostly regional Romanian mu-
sic and some Romani songs”

Nevertheless, the earlier Turkish influence on Romanian music via its Ottoman-oc-
cupied Balkan neighbours and the vassal status of the principalities of Wallachia and
Moldavia cannot be discounted. According to Robert Garfias (1981:98), liutari were
working in the courts of Romanian nobles acting in proxy for their Ottoman overlords
as early as the sixteenth century. Hence, present-day ldutari can claim to be descendants
of court musicians with direct experience of Ottoman Turkish musical aspects. Turkish
musical influence can be traced to many of the components of muzica lautareascd. Al-
though they do not always necessarily refer to an exact equivalent, the names of certain
traditional instruments played by ldutari, such as the cobza, caval (shepherd’s pipe) and
nai (panpipes), are related etymologically to comparable Turkish instruments.* Some
features relating to the ensemble and form also have Turkish derivations (with Arabic
origins). Before a group of liutari came to be known as a taraf, the word tacim was used
to describe a Romani band. Both taraf and tacim are Turkish (takim) in origin, as is
the term taxim (taksim), which describes an instrumental improvisation that precedes
certain types of accompanied song, such as the cdntec batrdnesc. Moreover, some dance
types characterised by aksak'® rhythms are corruptions of the original Turkish — the
seven-beat geampara being an example.'® Such dance styles are particularly apparent in

greatly enhanced by the work of the eminent Romanian ethnomusicologist Speranta Radulescu
(1949-), for those in Romania and beyond. She has been responsible for many field recordings of
Romanian folk music and is a driving force behind the Ethnophonie collection of CDs.

13 Tsigane and tzigane are both accepted spellings of a French word meaning “gypsy” according
to Larousse Encyclopedia online http://www.larousse.fr/encyclopedie/ [Accessed 27 January 2020].
14 The close Turkish equivalents of these instruments are the kopuz (Picken 1975: 268), kaval and
ney.

15 In his essay “Aksak rhythm”, Briiloiu (1984) criticises the popular use of “Bulgarian” rhythm
as a general term for aksak, largely due to the use of such a label by Bartdk in several of his works.
Aksak (translating as “limping” from Turkish) are irregular rhythms resulting from the combination
and alternation of duple and triple rhythmic cells that generally add up to an odd number of units — e.g.
2+2+3=7.

16  Investigations reveal that the geampara wedding dance appears to be derived from the name of
an idiophone called a ¢alpare in Turkish. It is a castanet historically played by boy dancers (tr. kdgek)
(personal communication with Professor John Morgan O’Connell, S November 2015). The etymology
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the southernmost parts of Romania, where Turkish influence would have been at its
strongest of course.

The instrumental configuration of Taraf de Haidouks is typical of what is now a
fairly standard taraf for the region. Along with the ubiquitous and dominant fiddle
sound, the core ensemble also includes tambale [cimbaloms / sg. tambal'’/] and dou-
ble-bass. The accordion has also become a fixture and many of Taraf’s performances
feature the fluier (peasant flute); it is rare for a pipe of any sort to feature in a typical
Wallachian taraf.'® The tacim had originally comprised vioard [violin], cobza and nai.
At some stage (no one seems to be quite sure when) the double-bass had replaced the
cobza and the nai appears to have fallen out of use in this context; the accordion and
tambal were additions (Garfias 1981: 101).

A more obviously “Balkan” register in the music of Taraf de Haidouks started to
appear through the influence of the fiddle-player “Caliu” (Gheorghe “Caliu” Anghel
[1958/9 (2)-]). Caliu was one of the younger members of the band at the time they
were emerging from rural obscurity and the darkness of communist rule towards glob-
al recognition. He was instrumental in introducing some new repertoire and a style
which is more associated with an urban environment. Known as muzica mahalageasca
[“slum” music], this music had a more “eastern” flavour and featured music with more
Bulgarian, Serbian or Turkish aksak rhythms. The “Balkan” connection was further
developed through collaborations with Romani musicians from other Balkan coun-
tries, in particular the Bulgarian clarinettist Filip Simeonov and Taraf de Haidouks’
production and recording stablemates the Macedonian Romani brass band Kocani
Orkestar. These musicians first feature together on Taraf de Haidouks’ 2001 album,
Band of Gypsies.

Whether or not the shift towards a more “Balkan” aesthetic was contrived, the Bal-
kan aspect in the work of Taraf de Haidouks has been enhanced to appeal to “western”
enthusiasts of “world music” The wildness of the Balkan “near east” invoked by de
Windt before long translates as “oriental” and ultimately to “gypsy” and “Turk”. The

is confirmed by an entry in dexonline, an online lexicographical resource for the Romanian language,
which states that, apart from being a Romanian dance, the word also refers to a type of castanet (“patru
bucitele de lemn cu care picinesc dansatoarele” [“four pieces of wood which the dancers rattle”]).
The Turkish equivalent, ¢alpara, in turn, comes from the Persian éarpare (four piece). See Dictionarul
explicativ al limbii romdne at www.dexonline.ro [Accessed 31 January 2020].

17 The fambal has Turkish links through its relationship to the santiir, a dulcimer of Middle Eastern
origin that Feldman (1996: 160) notes was in use at the seventeenth century Ottoman court. Feldman
goes on to describe how the leading santfir virtuoso at court of his time, Hilmi Bey (18202-1895),
swapped his santiir for the Romanian tambal mic (small cimbalom), a portable instrument that is
supported by means of a strap suspended from the player’s neck. This is the instrument that features
prominently in the muzicd lautdreascd of the southern and eastern Romanian provinces of Oltenia,
Muntenia and Moldavia. Although the fambal does feature as an occasional solo instrument in muzicd
lautdreascd, it plays an important role providing rhythmic impetus to the music in the absence of
percussion, which is mostly the case (Rice, et al., 1998-2002: 908).

18  Gheorghe “Fluierici” Falcaru (1954-2016) was the virtuoso pipe player with Taraf de Haidouks.
It is said that he was the son of a Moldavian ursar (bear handler), and was adopted by the village of
Clejani as a small child.
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marketing of Taraf de Haidouks consciously emphasises these stereotypical features
in order to increase the appeal to western audiences and record buyers. This is most
evident in the notes and imagery included in the accompanying CD liner material. The
name Taraf de Haidouks is calculated to invoke the romantic idea of the free-spirited
“gypsy” living a life of adventure just on the wrong side of the law. “Taraf de Haidouks”
is a French translation of the Romanian “Taraful Haiducilor” that loosely compares to
“Band of Outlaws” in English. This is clearly a reference to the idea of the “gypsy” as an
itinerant brigand, who survives on cunning and thievery. The haiduc legend is popular
with the ldutari and is frequently a subject for their ballads. Haiducs were Robin Hood-
type characters who stood up for justice for the ordinary people at the expense of the
powerful, who they took great pleasure in outwitting. The word haiduk was also used
to describe Bulgarians and Serbs who fought against the Turks during the Ottoman
era (Rice 1994: 225). Their second commercially released album called Honourable
Brigands, Magic Horses and Evil Eye (1994) in particular adds to this association. While
maintaining the theme of “gypsies” as thieves, it also references a romantic association
to magic and sorcery.

! Brigands,

& Magie,

4\1 Horses
and Evil

TURKMENISTAN
MOULTANI,

4 Vidsceanu q\; ‘hu‘rmp tos de Rowitah
9" Al

Plate 2. Honourable Brigands, Magic Horses and Evil Eye — inside the liner notes
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For Honourable Brigands, Magic Horses and Evil Eye, much effort was put into the
design of the accompanying material with its suggestions of magic, the occult and
the “east”. But other references remind listeners that they are being enticed into a
borderland where empires and cultures have converged: Austria-Hungary and the
Ottoman Empire; the “occident” and the “orient”; Orthodox Christianity and Islam.
The liner notes rely on striking colours. On the front, there is a paper-cut figure of an
accordionist, a pair of die and a miniature bible with a profile of Christ engraved on
it. The reverse shows “Bosorogu” (Ion “Bosorogu” Manole [1920-2002]) in his liv-
ing room with his family. There is a wall hanging, which depicts an oriental scene of
an “exotic” female dancer, accompanied by female musicians performing for a man
in a turban. A picture of the Madonna and child can also be seen hanging further
up (see Plate 1). Just inside the liner notes, there is a reminder of the eastern origin
and transit through the southern Balkans of the Romani people. The track listing is
printed over a graphic representation of the migratory journeys that the Roma are
imagined to have taken following their departure from the north-west Indian region
of Rajasthan (see Plate 2)."

Musically, Honourable Brigands, Magic Horses and Evil Eye shares many similari-
ties with the earlier Musique des Tziganes de Roumanie. It contains many of the famil-
iar dances, historical epic songs and legends, but it also includes dances from further
afield. These are: “Turceascd’, “Geamparale” and “Tiganeasca’, which are translated
on the album listing as “Dance in a Turkish Style®, “Wedding Dance” and “Gypsy
Dance” respectively.

°
W
KOCQI) ]
feat Naar veliov

OrBOGsTOr

[I'arient est rougel

Plate 3. /orient est rouge - front and back of liner notes

19 Persian, Armenian, Medieval Greek and basic Slavonic elements in the Romani language testify
to the route that the Roma took on their long, slow, journey to Romania and beyond (Achim 2004: 8).
More recently, genetic research has reinforced the linguistic evidence and furthermore established that
the Roma have had a European, predominantly Balkan, presence for fifteen hundred years (Institut
Biologia Evolutiva, 2012).
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Plate 4. /orient est rouge (1) and Band of Gypsies (r) - a comparison of artwork

This Turkish and “eastern” connection is developed further in Band of Gypsies.
This album, dating from 2001, is a mixture of live and studio recordings. Islam-
ic-style motifs decorate the liner notes and the CD itself for Ko¢ani Orkestar’s 1998
recording, lorient est rouge (see Plate 3), and a taste of this visual imagery is carried
over to the Band of Gypsies album (see Plate 4). A Turkish musical connection is
maintained through a reprise of “Turceasci” (now called “A La Turk”) with addition-
al rhythmic brass and a long introductory clarinet melisma. An indication that Taraf
de Haidouks are moving into new musical territory is the inclusion of a cover of “Oh
Carolina” by the rapper Shaggy, which is given a makeover in geampara rhythm with
muezzin-like vocal melismas at the beginning and towards the end of the piece.

The album Maskaraddi (2007) combines covers of “classical” and “light-classical”
music from the first half of the twentieth century with material that is more closely
associated with the core repertoire of Taraf de Haidouks. A connection to the “ori-
ent” is maintained in the accompanying material, which makes much of the apparent
debt owed to Romani musicians by composers of art music. They have used this
inspiration “[...] to create their own vision of an exotic and largely imaginary Orient.
[..], [Taraf de Haidouks] have taken hold of classical pieces and have “re-gypsyfied”
them, [...]"

Maskarada takes its title from the “Waltz from Masquerade” by Aram Khachatu-
rian (1903-1978) which appears as track 4 on the album. Alongside Barték’s famous
Romanian Dances and the Khachaturian, the disc contains versions of music by Man-
uel de Falla (1876-1946), Isaac Albéniz (1860-1909), and a rendition of the overtly
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sentimental and orientalist In a Persian Market by Albert Ketélbey (1875-1959), an
English composer remembered mainly for his light orchestral pieces. The cover and
liner notes make much of the “gypsy” legacy from which Western music has drawn
inspiration, particularly the style hongrois playing style:

[...] it is not easy to decide who is wearing the disguise: is it the rural Gypsy band
playing a Strauss waltz, or the western European orchestra playing in a “Hungarian”
style? It’s a gigantic masquerade [...]. It’s like a carnival feast in the Romanian coun-
tryside, with these strange pagan masks which decorate the album sleeve and set the
mood.

The recovery on Maskaradi of traditional Romanian music in arrangements by
Béla Bartok is significant given the composer’s well-known ambivalence towards
“gypsy” musicians. In language remarkably similar to that used by Johann Gottfried
Herder (1744-1803) just over a century earlier,® Barték described “gypsies” as an
“immigrant nation” and charged them with “orientalising” peasant music. He was
critical of the characteristic rhapsodic style that they applied — “Turkish” elements
such as elaborate ornamentation, augmented seconds and microtones — all fea-
tures which encouraged Bartok to bemoan the “orientalist fantasy” which he later
saw as contaminating the peasants’ music as the “gypsies” plied their musical trade
amongst their rural patrons (Barték, 1976 cited in Brown, 2000:123; see also Bell-
man, 1998:83).

Of Lovers, Gamblers and Parachute Skirts (2015) was the last commercial re-
cording to be made to date by Taraf de Haidouks. Following Maskarada of 2007,
a collaborative album - Band of Gypsies 2 — was produced in 2011 along with
Kocani Orkestar. By 2015 many of the core group of musicians connecting Taraf
de Haidouks to the band’s traditional origins had died; only Fluierici and Caliu re-
mained, with the former dying the following year. But, in keeping with the heredi-
tary nature of the ldutar-s art, the group is augmented by the offspring of both dead
and living musicians. After playing on Band of Gypsies, the Bulgarian clarinettist, Fil-
ip Simeonov, became a permanent feature thereafter, continuing to bring with him a
more overtly Balkan aspect to Taraf de Haidouks’ repertoire. Caliu is involved in the
band’s current incarnation as Taraf de Caliu. They are currently collaborating with a
Romanian electro band, Impex, to create “Taraf de Impex”*'

Silverman (2012: 46) suggests that gypsies are portrayed in “world-music” mar-
keting as Europe’s last examples of a living authenticity that is lost for everybody
else. The accordion player, Ionita, provides the last words on why Taraf de Haidouks
became so popular, quoted on the sleeve notes of Honourable Brigands, Magic Horses
and Evil Eye: “Atlast I understand why Taraf de Haidouks is so successful in the West.

20  In his Ideen zur Philosophie der Geschichte der Menschheit [Ideas on the Philosophy of the History
of Mankind], written between 1784 and 1791, he describes “gypsies” as a “zahlreiches, fremdes,
heidnisches, unterirdisches Volk” [“multitudinous, alien, pagan, subterranean people”].

21 See www.songlines.co.uk/explore/features/taraf-de-impex-it-s-exciting-to-be-doing-this-fresh-
a-new-way-for-romanians-to-look-at-making-music [Accessed S October 2020].
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The West has lost its own folklore and people are saturated with electronic music,
they want something more natural”.

MANELE

Manele has historical and stylistic connections to similar musical genres that
evolved in several other erstwhile communist Balkan states, namely, chalga in Bul-
garia and turbo-folk in the former Yugoslavia. A distinction can be drawn between
“orientalized” and “occidentalized” manele. The melodic lines of the former demon-
strate a considerable indebtedness to Turkish makam (specifically hikaz and nikriz)
and the music is flavoured by elements of Turkish arabesk style (see Stokes 1992).
“Occidentalized” manele owes more to Western European and American popular
music, taking its harmonic character from the tempered diatonic scales of the West.
Thus, the term has been extended also to cover songs in a wide range of styles, often
with very little or no Balkan or “oriental” features.

However, if there is one feature that unites all of these varied styles, it is the ob-
servation that anything captured under the manele umbrella is considered to be in
poor taste or kitsch, and an affront to Romanian culture by large sections of Roma-
nian society. It is seen as celebrating the notion that success is only acquired through
the possession of cash (not always acquired through legitimate means), women and
luxury goods, phenomena that frequently feature in the lyrics of manele and visual
representations. The lyrics, in particular, are the target for especially harsh condem-
nation. They are often criticised for being crude and written in “bad Romanian” be-
cause of their lack of regard for grammar and the frequent use of slang. But there are
additional dimensions relating to Romania’s past and questions of ethnicity that also
need to be considered when looking at why manele is considered so objectionable
by so many. Ion Dumitrescu writes that “[...] the Orient [ ... is] a cultural continent
from which Romania will never fully remove itself”.>* Moreover, of course, the fact
that manele is represented as a signal of Romani culture and that the songs are gener-
ally performed by Roma adds to the opprobrium.

One might think that the colonial attitudes expressed by the likes of de Windt
and Reed from just over a century ago might have softened as Romania emerged
from a turbulent twentieth century into a modern European nation as a member of
the European Union. But if the ongoing debate about manele is any measure, issues
in connection with what it means to be Romanian still appear to be up for discus-
sion. Take, for example, extracts from a conversation on reddit.com (an American
social news and entertainment networking website) on the topic “Manele music and
dancers” from 2015. The whole exchange could form the basis of an ethnographic
study in itself. However of particular interest here, are the opinions expressed about
who constitutes the audience for manele and the underlying messages that the genre
puts across.

22 See http://www.electronicbeats.net/manele-part-one/ [Accessed 25 January 2020].
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Contributor “magicsebi” (who one can assume to be Romanian, as they post
elsewhere on the site in Romanian) writes (in English): “But anyway, the majority of
people that listen to it are lower class, gypsies, peasants or cocalari — the Romanian
version of chavs.? So that’s why you get these strong reactions. Listening to manele
immediately gets you a label from the non-listener — uncultured, gypsy or cocalar.”
Just in case we are under any misapprehensions, “magicsebi” further adds: “Coca-
lari are somewhere between chavs, guidos and those stereotypical Russian tracksuit
thugs. Best to stay away: D (big grin emoji).” Another contributor “alecs_stan” (who
posts in both English and Romanian on Romanian and EU politics) informs us that:

[...] [manele] reveals a facet of Romanian societies that the westernized emergent
middle class of post communist Romania wants to forget or deny. You see, Roma-
nia was under Turkish influence for hundreds of years and that left deep marks. The
oriental sound of manele, the gypsy singers and the popularity of the genre among
simpletons was/is seen as a step aside the narrative of a future prosperous western
style democracy that Romania projects in the spotlights. Modern Romanians deny
their Balkanism, they want Romania to be more like Germany, Holland, France or
the UK. The Romania in manele songs is closer to Albania, Turkey, Bosnia as [to]
values and views.

Hence, by rejecting any Balkan connection, undesirable links to the “gypsy” with
the “east”, and ultimately the “Turk” can also be avoided. Today, for an influential
section of Romanian society (broadly speaking, educated and middle class), the
hastening of a modern “western” future remains paramount. Hence, there exists a
desire in some quarters to minimise reference to Romania’s “eastern’, Balkan and
Ottoman past. Manele is an easy target because of its apparent musical and cultural
influences, and its denigrators can rely on a thinly-veiled underlying widespread an-
ti-Romani sentiment, or Antiziganism, to advance their cause. The vox pop examples
given above can only begin to demonstrate the degree to which manele divides pub-
lic opinion and the intensity of discriminatory invective it can generate; the distaste
is such that there have even been institutional calls for it to be banned or, at least,
for restrictions to be placed on the extent to which the genre can be broadcast and
distributed. As recently as 2019 manele continues to be proscribed. The mayor of
Timigoara, a city due to become a European Capital of Culture in 2021, has banned
the performance of manele in public.?*

Scholars have noted that the manele phenomenon contains strong elements of
carnival and the parodic (Mihiilescu, 2016; Stoichita, 2016). The carnivalesque
frequently invokes larger-than-life characters, anachronistic archetypes, and an el-
ement of the unexpected and grotesque. Hence, references to fairy-tale royalty and
nobility, which are a common feature in musical folklore (see Briiloiu, 1984: 18) are

23 The pejorative English term “chav” originates from the Romani “chavi’, meaning “child” (Jones
2011:2).
24 See www.mediafax.ro [Accessed 31 January 2020].
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also frequent in manele. In carnival, rebellion is never very far from the surface and
manele contains subversive components that challenge convention.

An old European topos associates merry-making, violence, and revolution.
Bercé (1976) has shown how the cosmic and climatic cycle was linked to the annual
upheaval of political institutions in early modern France. Peasant feasts (of which
the carnival is emblematic) were only one step apart from peasant revolts until the
French Revolution. This model has influenced the reception of the revolution itself
by some of its contemporaries, especially in light of the imminent turn of the centu-
ry (Stoichita and Coderch, 1999). Emblematic of the Romanian “post-revolution”
times, manele are reminiscent of this tradition in several ways (Stoichita 2016:180).

The evolution of modern manele has a strong connection with Balkan dissent.
During the 1970s, musical genres that had become popular in two of Romania’s
Balkan neighbours also attracted a considerable following across the border in Ro-
mania. Novokomponovana narodna muzika [newly-composed folk music], known
as NKNM (from which the genre known as turbo-folk developed later) for short,
originated in Serbia (then part of Yugoslavia) to the south-west of Romania. The
other, svatbarska muzika [wedding music] is a Bulgarian musical style. Svatbarska
muzika, in particular, had a close association with dissent (see Rice 1994; Silverman
2012). The Bulgarian communist authorities sought to restrict the performance of
svatbarska muzika because of its strong connection with Romani culture, a tradition
regarded as both inherently foreign and closely associated with Bulgaria’s erstwhile
Ottoman masters. Thus we find again the fear of “gypsyfication” conflated with dread
of the resurgence of “turkification”.

Towards the end of the 1970s, the svatbarska muzika phenomenon travelled
north across the Danube into southern Romania, where it became popular with the
population there who were perhaps motivated by its subversive connection. Ear-
lier, at the beginning of the decade, NKNM had also made its way into the Banat
in the south-west of Romania. These two forms were instrumental in the develop-
ment of a similar musical movement in Romania, which in its earliest manifestation
was known as muzicd sdrbeascd [Serbian music]. As with svatbarska muzika, it was
Romani musicians who mediated in the performance and dissemination of muzicd
sdrbeascd. The Romanian communist government’s attitude to muzicd sdrbeascd was
similar to what the response to svatbarska muzika had been in Bulgaria (Beissinger
2007: 106-107). In their view, it introduced unwelcome foreign Balkan elements
that could undermine the project to establish a homogenous and unique Romanian
socialist identity, and should therefore be suppressed. During the communist era,
folk music became a state-manufactured product that synthesised existing folk tunes
with new words that accorded with communist ideology. It was promoted to the
populace as being the property of the rural peasantry with the implication that the
state was acting as its guardian (Rice, et al., 1998-2002).

Because the purveyors of muzicd sdrbeascd were mostly from the Romani com-
munity, this presented an additional dilemma for the authorities. Although social
homogeneity was an evident government objective during the communist era, at-
tempts to ameliorate the situation for Roma in Romania came too late for them to
have any meaningful effect. Consequently, Romanian Roma remained on the bot-
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tom rung of society and such as there were any policies in place to improve their
condition, these measures seemed to have caused a worsening of the situation rath-
er than any improvement; Romanian Roma continued to be viewed by everybody
else as aliens within. This perceived “foreignness” of the Roma, coupled with mu-
sic deemed to be non-Romanian were a toxic mix in the regime’s view and it took
measures to prohibit the performance of muzicd sdrbeascd. This was a difficult policy
to implement. Beissinger (2007: 107) notes that performances of muzica sdrbeascd
continued, especially at Romani weddings, as did svatbarska muzika in Bulgaria.

As the genre developed, the language used to describe it also metamorphosed.
The changes in terminology emphasised the apparent subversive “oriental” other-
ness of the music. From the early 1990s, the style was referred to as muzicd turceascd
[ Turkish music] or muzicd tiganeascd [ gypsy music]. At the end of the decade, muz-
icd turceascd and muzicd tiganeascd synthesised into the all-encompassing muzicd ori-
entald, a term encapsulating the “eastern” sense of its constituent elements — Serbian,
Turkish and “gypsy”>® At about the same time, manea entered the vernacular, a label
that would eventually supersede muzicd orientald (Beissinger 2007: 108-109). This
change of label did not indicate a move to detach the phenomenon from its eastern,
Turkish heritage. Rather, it reinforced the idea that popular music forms were firmly
indebted to centuries of Ottoman authority over Romanian lands - in name, if not
entirely in style.

Although Manele also has a significant existence in live performance at clubs and
private parties, in common with much of modern-day popular music, many fans of
manele access songs through YouTube videos posted on the internet. This is the me-
dium through which I first encountered examples of the genre. Consequently my
examples draw on recordings of manele that originate from this resource.

Artist Title Translation Duration

Florin Salam Saint Tropez - 03'28"
Claudia, Asu si Ticy Zalele - 03'36"
Florin Salam, Claudia si Asu 1ti ménanc buzele I'll eat your lips 04'06"
Mr Juve Misca, misca din buric Move from the belly button ~ 04'30"
Mr Juve si Bodo Danseazd, danseazda! Dance, dance 04'00"
Nicolae Guta Multe poze am cu tine | have many photos of you 03'25"
Nicolae Guta Nu poti iubi You cannot love 04'53"
Nicolae Guta si Blondu de la Timisoara Bunddimineata Good morning 03'14"
Vali Vijelie si Asu Dilaila, dilayla - 04'19"
Nicolae Guta Dau 5 lei pe o lumanare | give 5 lei for a candle 03'46"

39'17"

Table 1. Best of Manele Top Hits Vol. 1.

25 Serbia is clearly geographically to the west of Romania, but cultural frontiers are not easily
defined. “Eastern” here connotes “oriental”, but also refers to something “alien” or “other”. In relation to
Turkey, O’Connell (2013: xv) considers the east-west continuum in connection to Turkish music and
raises a rhetorical question that queries where the border between “west” and “east” might be, should
such a frontier exist at all. Returning to the idea of “nested orientalism”, what is “west” to one, is “east”
to another.
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I selected for investigation the video compilation entitled “Best of Manele Top
Hits Vol. 1” (see Table 1), which dates from March 2014. I chose this particular
example because it provides a good illustration of how the expression, manele, has
come to be used in a wider context.”® This thirty-nine minute sequence of ten man-
ele in various styles begins with “Saint Tropez” by Florin Salam (probably the most
popular present-day manea), which largely conforms to a conventional description
or “orientalised” manele in terms of instrumentation, vocal/instrumental style and
gesture.”” I consider “Saint Tropez” in greater detail later. This song is followed by a
sequence of numbers, ranging from those that could be described as “Europop”, with
very few “manele-like” features, through sentimental ballads to others that are akin
to hip-hop. A certain amount of self-parody and self-exoticisation is evident in some
of the videos and many of them employ highly-sexualised objectification of women
in their imagery.

“Saint Tropez” is followed in the video by a song called “Zalele” featuring Clau-
dia, Asu (male) and Ticy (male) and another song entitled “Iti mananc buzele” [“T'll
eat your lips”] sung by Florin Salam, Asu and Claudia.”® “Zalele” is set at a pool party
and is in classic “Europop” style: a regular beat in common time with four-bar phras-
ing. It is thoroughly diatonic. It would be a challenge for any listener to identify any
feature that could be construed in this number as being “oriental”. The number “iti
minanc buzele” again owes more to “western Europop”, although the singing style of
Florin Salam and the presence of electric violin sound and bongos in imitation of the
darbuka hint of Balkan and Turkish influence, with Asu acting as a kind of vocal me-
diator between Claudia’s “western-style” delivery and the melismas of Florin Salam.

Plate 5 - Mr Juve -,Misca, misca din buric!”

26  “Best of Manele Top Hits Vol. 1”7 can be found at https://wwwyoutube.com/
watch?v=xhYEwqm7HqO [Accessed 29 January 2020].

27  The individual YouTube video (see https://wwwyoutube.com/watch?v=tXO2QtjixaM
[Accessed 29 January 2020]) of “Saint Tropez” by Florin Salam has had over 79 million views since it
was published on 1 February 2013.

28  Female manele singers do perform solo, but, more often than not, they sing alongside their male
colleagues.
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My initial brief description of “Saint Tropez”, and my remarks about “Zalele” and
“Iti mananc buzele” set out to demonstrate the wide range of styles that are encom-
passed by the term manele. “Misci, miscd din buric!” [“Move from the belly but-
ton!”] by Mr. Juve, and “Danseazi, Danseazi!” [“Dance, Dance!”] by Mr. Juve and
Bodo, combine, in a highly exaggerated and grotesque manner, the hyper-sexualisa-
tion of women and self-parody. Mr. Juve (see Plate §) also brings “gypsy hip-hop™”
into the broader manele arena.

The clips produced to accompany “Miscd, miscd din buric” and “Danseazi, Dan-
seazd!” draw on numerous clichés, which together combine to create a pantomimic
juxtaposition of incongruities. These clichés are drawn not just from the more obvi-
ous local sphere of influence such as the ldutar tradition , they are also derived from
further afield; there are clear references to “western” hip-hop and rock.

Hai, fratele meu!

Nu e tiganie nici lautarie nici cum ar trebuii sa fie
Asta e directologie

Cum va place voua si cum imi place mie

Hai pe nebuneala.

[En.] Come on my brother
This isn’t gypsy or fiddler, that’s not how it should be
This is “directologie”
How you like it and how I like it
Come to the madness.

The above words, spoken over the introduction to “Migca, migci din buric”, ap-
pear to be an attempt to detach manele (or, at least, Mr. Juve’s version of it) from its
Romani and lgutari musical legacy. It is not easy to define what is meant by “direc-
tologie”, but Paul Breazu suggests that it refers to the concept of the barosan (pl.
barosani) ; the “smecher (pl. smecheri) way of being a boss”, as he put it.** The author
and journalist Adrian Schiop explains that manele is his “[...] favourite musical genre,
[...]” whilst acknowledging that the form has links to the “[...] kingpins of Romania’s

29  Although I have not found specific reference to “gypsy hip hop” in a Romanian context, the term
“Romany hip-hop” is in use in other parts of Eastern Europe. My use of “gypsy hip-hop” refers to how
Mr Juve and his musicians are dressed, the gestures they employ and the method of delivery.

30  Personal communication with Paul Breazu, 22 March 2017. Barosan is a slang word meaning
“boss”, a concept frequently met in manele. It is derived from the Romani language and is a conflation
of “baro” meaning “big” and “san” meaning “you are”. Smecher in connection with manele is variously
translated as “wise guy” or “trickster”. According to Dictionarul explicativ al limbii romdne, it originates
from the German, schmecker (perhaps ironically) meaning “one with refined tastes” (Stoichita,
2016:183n6,7). This etymology is somewhat dubious, as a search in www.duden.de [Accessed 30
January 2020] does not verify this definition. However, schmecker can be found to mean “a drug addict”
in the United States from the Yiddish schmeck, “a sniff” (see www.en.oxforddictionaries.com [Accessed
30 January 2020]).
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twilight economy [...]” (Schiop, 2016:185).> Schiop also notes that the Romanian
Mafia are indebted to the Italian archetype in terms of hierarchy and terminology.
The compliment extends to the clothes that gang members choose to wear, the boss
opting for tailored suits—black being de rigueur—whilst his “lieutenants” sport
dark glasses, leather bomber jackets and designer trainers, mimicking Italian work-
ing class attire (ibid.: 200).
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-

Plate 6. Still from ,Miscd, misca din buric”

Despite Mr. Juve’s protestations at the beginning of “Misci, misca din buric” that
this song is different and has nothing to do with “gypsies” or fiddlers, the viewer
is confronted by an immediate paradox. One of the musicians is shown playing a
cimbalom (ro. tambal) player; the only other instrument on view is an electronic
keyboard (see Plate 6). The irony arises because the cimbalom is an instrument that
is heavily associated with muzicd ldutdreascd and the Romani tarafuri (sg. taraf).

Somewhat inexplicably, to the cry of “Sarpele! Sarpele” [ “The snake, the snake!”],
Mr. Juve fumbles a rubber snake, which he throws at the cimbalist, who feigns fear
and attacks the toy with his hammers. This is followed by a contradiction that con-
cerns the declaration “no gypsy or ldutar”. An accordion can be heard being played
in ldutar style along with a caption on the screen which states: “Ne pare rau... acord-
eonist nu avem!!! L-a muscat sarpele in timpul filmarilor: (((” [“We are sorry... we
do not have an accordionist!!! The snake bit him during the film: (((”]. The “snake”
appears again towards the end of the song, emerging from the bottom of Mr. Juve’s
trousers. The manele world, as portrayed by Mr Juve, invites attention to its carniva-
lesque, grotesque and parodic features.

31  Such connections were also highlighted in the documentary The New Gypsy Kings, directed by
Liviu Tipurita. The documentary aired on BBC Television in June 2016.
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Language Artist Title Translation Publication Date Views* Duration
Bulgarian Azis Sen Trope Saint Tropez 13-Dec-11 29.7m 03'30"
Turkish Enka Mutfagi Sen Trope Saint Tropez 17-Oct-12 19m  03'47"
Romanian Florin Salam Saint Tropez 01-Feb-13 46m  03'29"
Serbian Keba, (Dragan Koji¢) Ona to zna She knows 01-Feb-13 6.6m  03'41"
Albanian  Fisnik Ristemi Ti po mé kalle You light my fire** 08-May-13 25k 03'22"
Greek Panos Kiamos Fotia me fotia Fire with fire 30-Aug-13 2m 03'48"
Romani  Adlan Selimovi¢ Aj Lele - 31-Dec-14 3k 03'32"

*As of 10 February 2017
**Translation suggested by Jeffrey Charest

Table 2. Versions of ,Saint Tropez” in chronological order of publication??

I noted above that “Saint Tropez” by Florin Salam has become one of the most
popular examples of the manele genre. This version is not in fact the original one.
That was “Sen Trope” performed by Azis, a Bulgarian chalga star of Turkish and Ro-
mani descent.*> However, the “Saint Tropez” phenomenon has achieved a life of its
own as a transnational number that has become a paradigm for Balkan popular mu-
sic. I discovered a Facebook page entitled “Copyright Balkan Songs” that also led me
to some other examples (see Table 2).3* Alongside the two already mentioned, there
are Albanian, Greek, Romani, Serbian and Turkish versions. Although they are all
musically similar, they vary textually.*

Ll © Type here tosearch

Plate 7. Still from ,Saint Tropez”

32 All of these songs can be found at www:youtube.com [Accessed 24 October 2017].

33  Born Vasil Troyanov Boyanov (1978-).

34  “Copyright Balkan Songs” can be found at https://www.facebook.com/CopyrightBalkanSongs/
[Accessed 30 January 2020].

35 The Turkish version is highly political, criticising corruption and the politics of Erdogan.
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Verse.Line Line Form Text English
11 a Voi oameni bogati You rich people
1.2 b Hai sa va distrati Let's have a good time
13 b Hai sd va distrati, of Let’'s have a good time, oh
1.4 c Ah lelele, ah lelele le Ah lelele, ah lelele le
1.5 d Sa cheltuim banii, banii, banii Let’s spend money, money, money
1.6 e Fiindca ne trec anii, anii, anii  Because we get older etc. (lit. the years pass)
1.7 e Fiindca ne trec anii, of Because we get older, oh
1.8 c Ah lelele, ah lelele le Ah lelele, ah lelele le
2.1 a Viata de magnat The tycoon’s life
2.2 b Si de impérat And the emperor’s
2.3 c Eu mereu mi-o facda Yes, | always live like this
24 d Ah lelele, ah lelele le Ah lelele, ah lelele le
2.5 e Femeie regind Queen woman
2.6 f Urca-te-n masina of o Get into the car, oh,oh
2.7 g Sa-ti fac viata bund, of I'll give you a good life, oh
2.8 d Ah lelele, ah lelele le Ah lelele, ah lelele le

Table 3- The text of ,Saint Tropez” by Florin Salam

>«

Florin Salam’s “Saint Tropez” takes place in a lavish party setting. The opening
sequence of the video is presented in monochrome (see Plate 7). It is a champagne
reception in the foyer of a villa or, perhaps, a hotel. Centre, there are two large palm
trees and the decor suggests a Middle Eastern context to emphasise an “oriental”
ambience. The text encourages an extravagant mode of living, exhorting “you rich
people” to “have a good time” and “spend money” (see Table 3). As I noted above,
the encouragement to live a life of excess is one of the criticisms levelled at manele
by its detractors.

Time Bars No. of Bars Musical idea Form Obsenvations

0'oD 1-2 z ntroduction  Instrumental Introduction

o'os 3-6 a4 A Instrumental Introduction

017 7-10 4 B Instrumental Introduction

02E 11-18 E (4 Verse

0'51 18- 28 E 1] Refrain Fragments of A in accompaniment, bars 23 -26
113 27-34 B B Instrumental Episode

1'36 35-42 B C VErse

1'58 43- 50 E 1] Refrain Fragments of A in accompaniment, bars 47 - 50
2'21 51-54 a4 A Instrumental Episode

2'33 55- 66 12 E Instrumental Episade

3'os 67-74 B 1] refrain Fragments of A in accompaniment, bars 71 - 74

320

#

Table 4. Summary of the structure of ,Saint Tropez”

The manea “Saint Tropez” is in common time and constructed using five basic
musical ideas (A to E). These are organised in the form ABCDBCDAED (see Ap-
pendix 1 for a full transcription, and Table 4 above for a summary), following an
opening two-bar descending figure on clarinet that serves as a short taxim (from tr.
taksim), which does not reappear (although it does bear comparison with passages
in A and E). Subsequently, all of the musical material is presented in four-bar units
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or multiples thereof, when it is either repeated or modified slightly. A regular percus-
sive rhythm runs in the background throughout, only occasionally coming to a very
brief halt at the end of phrases. When first introducing “Saint Tropez” previously,
I suggested that the song is representative of the “orientalised” form of manele and
certainly, in terms of the setting and some musical elements (such as vocal style), it
conforms to such a definition. But metrical features, particularly the regular four-
bar phrasing, demonstrate indebtedness to the “western” and global popular music
industry.

The melodic material of “Saint Tropez” takes note [A] as its tonal centre and is
based around what approximates to a Turkish makam founded on a combination of
biiselik and kiirdi tetrachords. In “western” terms this would be described as the Aeo-
lian mode Therefore, apart from the second bar, where there is a hint of a departure
from the tempered scale, tonally and harmonically the piece has more in common
with that of the “occident” than the “orient”.

Themes C and D (bars 11-26) represent the musical material for the stanza and
refrain respectively. Both ideas consist of a four-bar phrase, which are then repeated
in a slightly varied form, such that verse and chorus are eight bars in length each.
The second half of the chorus is accompanied by a motif, which is a variant of the
first four bars of the introductory passage A (bars 3-6). Following the rendition of
the first verse and chorus, the instrumental passage B returns (initially, bars 7-10
and then 27-34), but this time repeated to give an eight-bar interlude leading into
the second verse and chorus. These progress in similar fashion to the way they did
the first time around; that is, they both consist of a four-bar phrase and a somewhat
modified variant of equal length. A reprise of theme A (bars $1-54) provides a link
to the aforementioned instrumental episode E (bars 55-66).

Although section E functions primarily as an instrumental interlude, Florin
Salam vocalises the syllables “la” and “le” in unison with the clarinet for the first
four bars and the third and fourth of the next four. This is the only point in “Saint
Tropez” where vocalist and instrumentalist follow a melodic line together. The final
third of this twelve-bar interlude is given to solo clarinet. The range of pitches from
which the musical material for E is derived is very narrow — the notes [a] to [e’] -
and draws attention to the fact that most of the melody in the manea falls within the
same interval. (Theme A drops to note [e], but this material is not really melodic,
but rather a rhythmic device.) The only occasions where the music strays above note
[¢’] occur in the vocal line at the beginning (the anacrusis and first crotchet of the
next bar) of each of the four-bar phrases of the stanzas. For both verses, it extends to
note [g’] stepwise from note [¢’] the first time, and the second, to note [a']. Indeed,
it is true that the melodic lines mostly move in conjunct motion, with an occasional
major or minor third. A perfect fifth appears once in every refrain, and with a little
more frequency in E.

Harmonically, “Saint Tropez” never shifts from the note [A] as its tonal centre,
there being a sense of A minor (or Aeolian mode) throughout. A repetitive two-bar
ground bass (minim [F], minim [G], semibreve [A]) can be heard very faintly un-
derpinning sections B to E (bars 7-66) implying the harmonic sequence; F major
7%, E minor (1 inversion), A minor. A drone on the note [a] accompanies the open-
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ing and the material of A.

By focussing on “Saint Tropez”, I have demonstrated that this song as it is per-
formed by Florin Salam provides a very useful example of the manele genre as a
whole. It incorporates many of the characteristics that are associated with it: the
celebration of wealth and indulgence, and the connections that manele has with the
criminal underworld. I suggest that the musical aspects of manele have more in com-
mon with western popular music than with the lgutari tradition, or indeed those oth-
er musics from which it may have appropriated so-called “oriental” characteristics.

CONCLUSION

It is significant that the descriptors Balkan, “oriental” and “exotic” are not always
used in a negative fashion. For Taraf de Haidouks, the words have positive conno-
tations whereas for manele artists they are used as terms of derision. The difference
is one of context. For consumers of “world music”, “gypsy” music represents a life
of freedom that has become lost to “western” consumers. In order to perpetuate an
element of inscrutability, some distance is kept by the media between the music and
the musicians, the musicians and their patrons. In this way, the principal paradox is
maintained: Romani music is afforded great value but Romani musicians are not.
For critics of manele, the adjectives “oriental” and “exotic” are deployed to represent
undesirable qualities of Balkan and Turkish provenance. Manele is a sonic reminder
of a discredited Ottoman past. Accordingly, Romani musicians who perform manele
are marked by association. That is, Romani music maintains an “eastern” register in a
Romania that seeks to be “western” and Romani musicians perpetuate a Balkan-Ot-
toman alterity in the Romanian state, conflating Romani music with Turkish music
and equating the Roma with the Turk.

But I would argue that in the cases of both Taraf de Haidouks and manele, the
application of the descriptor “Balkan” is illusory. The use of such a label in con-
nection with Taraf de Haidouks is another evocative word among the armoury of
others designed to appeal to western consumers’ predilection for the “exotic” and
the “oriental”. Notwithstanding the phenomenal skill of the musicians and their en-
tertainment value, both live and in recording, nevertheless Taraf de Haidouks are a
commercial construct of the “world music” industry, a global entertainment, whose
primarily western audience valorises predominantly non-western traditional music.
Although their earlier recordings from the first half of the 1990s drew from the tra-
ditional repertoire of southern Romania, Taraf de Haidouks absorbed wider musical
influences and evolved into a fusion concept. Yes, they originate from an area of Ro-
mania that was subject to greater Ottoman influence, and therefore possibly more
“Balkan” by extension, but the traditional music of this area is peculiar to it. And this
is what they mainly played prior to the 1989 Romanian revolution, as was observed
by Carol Silverman. The musical fusion aspect of Taraf de Haidouks was developed
by Maskaradd, an attempt to reclaim “gypsy” musical style from “classical” appro-
priation. Indeed, the inclusion of an interpretation of Barték’s Romanian Dances
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on Maskaradd is a means of recovering cultural agency on the part of the ldutari.
Furthermore, these Romanian Dances remove Taraf de Haidouks’ musical centre of
gravity away from the Balkans and challenge the relevance of the adjective “Balkan”
with regard to their music, as they are based on melodies from Romanian villages in
Transylvania, a region geographically further (and politically removed during the
time Bartdk collected them) from the southern Romanian province of Muntenia.

Certainly, some manele, when performed by particular artists, display attributes
originating from beyond the “western” tradition, attributes which maybe imbue the
music with a soupgon of “eastern” taste. “Oriental” influence can be detected most
notably in the vocal delivery of individual performers. It can also be sensed in some
of the underlying repetitive rhythmic motifs along with the percussion instruments
used to deliver them. Considering these attributes, some singers (Florin Salam is a
prime example) have a naturally quasi-melismatic style. In addition, many manele
utilise ¢iftetelli as rhythmic accompaniment (Giurchescu and Ridulescu 2016: 9).
Bongos and the higher-pitched standard drum-kit tom-toms are often favoured over
a full western drum kit in rough emulation of the Turkish darbuka drum. Melodi-
cally and harmonically, many supposedly “orientalised” manele are based on west-
ern modal scales that approximate to Turkish makams. However, there is little scope
for a departure from western tuning, because the electric keyboards ubiquitously
present in the performance of manele are based on equal temperament.* While the
features described may endow some manele with qualities related to Turkish arabesk,
they are merely representative components of a stylised version of the “orient” and
not manifestations of an “oriental” style itself.

36  Regev (1996: 278) and Stokes (2000: 218) note that Arab-scale or “oriental” synthesizers are
used in arabesk and musikah mizrahit respectively, although modern keyboards are equipped with a
function that allows the player to bend the pitch.
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INTRODUCTION Urmeaza cea mai
Clarinet e e e e
=" 3 3 3 . 3 3
SRR T S
Saxophone

Drum Set HE T +

Lead Vocals

N
Ry

Backing Vocals

4
-
-
(==
2

Synthesizer { 3 — ]
. —
(E=

speciala melodie Pentru toli barosanii Romaniei De la al vostru Florin Salam Mai nou Briliantu’ Romaniei Pentru toti magnatii Care stiu sa-si faca viata Respect maxim pentru el

Cl.
Sax.
; |
Or e E e
= =
o) . : . : .
Ld. Vox. | i 3 i 3 3
&=
i ; . ; . .
Bk Vox. |2 f ! f ! !
& t ; t ; }
4
g
(I
S
Synth e
= : } : :




109

RODERICK CHARLES LAWFORD
“PERVERTING THE TASTE OF THE PEOPLE”

Verse

ol |—— C—

=]

Una, doua, trei

N>

T J— =

Ld. Vox e
‘ ==

g

!
" —
= s

T
> +
Voi oa-men’ bo - ga. ti Hai sa va di -stra i

N

Bk. Vox

5
I

®
[
L1
[

N>

5

b

Synth,

[N

Mo =

Cl

i

®

N>

Dr.

it
ik
T
it
T

N>
n
T

Ld. Vox

+
P —

5

F
9 v 4

[
i

Sa chel-tu-im ba-nii, ba nii,ba-nii Fiind e trec an nii, an-nii, an' Fiind-ca ne trec an-nii of Ah le-le-le

oS

Bk. Vox

By
I

-

M
Ahle-le-le— e Ah le - le-le

EE s

PN

5

e

Synth.




110

MY3UKOAOTHJA / MUSICOLOGY 29-2020

Refrain 3
18
0
7
Cl. |Hes
D)
A
7
Sax. |z

=

oy
Ld. vox. |
© D= S o=
Ah le - le-le. e
2 : : .
Bk. Vox. |Hes—T———=— e 3 t t |
© M= S o=
Ah le - le-le e
A
4
(&
¥
Synth,
(ZE : ! f
} = = }
2
)
o 2 — — —
£ = = = T
. :tji ji d‘gi 3# =t g
y]
Sax. e o B S ===+ * x ;
& EECAEE EE=EE: e ;
br. e e e e e B s L o e =
—_it= =s=5 - = == == ==
1)) 3 3
Ld. Vox. |ey—p—mer=r =R =5 e e e e e
D e = = e v 4+ R R S S e e i e G
ta Ra-ga-da-ga da Hai in va-can - te of. Pe la Saint Tro-pez of. la si ne-va-sta da ia si a-man-ia Ca'i fru-moa-sa via
5
Bk. Vox. |Hes T 1 : ]
2
4
(7
=2
Synlh{
(BE : | :




111
RODERICK CHARLES LAWFORD
“PERVERTING THE TASTE OF THE PEOPLE”

Via-ta de mag

v o 4,‘;#’;

e ey ldg

T
b

e e s

i -

v
b

s e e
7 e e

=

- ==

===
TS

—— =
T ——

P B e
>
J—
"
>

=

b

b

[ I IR e aaa e —— a——

TR

P o
J—

™ o %

2

7
7

7
17
1y
u
i
03]
7
{ry
&
5]

Ny N L
| |
) 1) H
B |
Ll i, I
(e Il
_. 3 ﬁ N Al
ks ™
1 ™ H
% ™ 1
ki M|
I; |
‘ 1
|
1'% 4
z |l il
R —Hln i)
5 Ik H
= 1] |
w I'T% el
& I
iy i) |
] I\ ™ Al
T
F w H M El
2 i il
B r Bl Al
5 —x I d Al
M % L
g ) ] H
5 T8 |
5o By il
] i N Al
2 1) » | H
% i
hi 1 L
—\ » ~ ge |
Ik __
» » |
(o] (]
. s
ﬂjﬁi t I e
|| _ 4
e [ i 3
e T pll | ¥
N [l = N N Cle
) ——
° 8 s 2 s <
o a2 w
= 55}

(o}

Sax

Ld. Vox

Bk. Vox
Synth {




112

MY3UKOAOTHJA / MUSICOLOGY 29-2020

Verse 5
]
a |&
=
4
sax |
o
Dr [ o= e — = = o= ]

—

7]

— F
Ld. Vox. |Hry—t . —

© L
da Ah le - le- le

Ah le - le-le. le

4 ‘ : )
Bk. Vox. |Hry T t = £ ]
o =
Ah le -le-le  Ah le - le-le le
Synth,
I +
T t = ¥
39
g
Cl. |z
5]
7]
ra
Sax. |Hey
o
- - — - T 1
Dr. HE—F— 7 = 7 e S o F—F e F—— P |
T —+ f e e S e s — o e e e e —— = |
.
Ld. Vox
oi na Urcatenma-si-na o-f o Sa'lifac via-ta bu-na da Ahle-le-le Ahle-le-le le Hai in va-can
2 ; ; = .
Bk. Vox. |Hes T t = =t |
t t > e e |
5] T v e g
Ah e - le- le Ah le - le-le le
g
7
(&
i
Synth,
(BE= T T
} o } = =




13

RODERICK CHARLES LAWFORD
“PERVERTING THE TASTE OF THE PEOPLE”

& @ Refrain

Cl. |H=x

Dr.

e e — — e e — — e —— e ——

3
—

N>

Ld. Viox

i

T
T
—rr

Ml
W
o

S d o A Ve S ag E eI ae IS

e Pe la Saint Tro- pez Prin A-mer-i - ca si  prin Af-ri-ca Ca tre-ce

e
W
(1IN
o
[
i

ia -ta Ra-

<

EE=E

Hai in va-can

N

Bk. Vox

5

o

Synth

e e,
e

-

DN~

Cl

@
L
il
o
L1y

N>

l
]

[J
il
il
il
LYIRR

‘
or. HEF —— e =

Ld. Vox

- Sy g I A I

of la sine-va-sta da ia si a-man-ta Ca'i fru-moa-sa via -ta Ga-ra-ga da

Bk. Vox. | t

N>

Synth,

.

N




14

MY3UKOAOTHJA / MUSICOLOGY 29-2020

ik re ]
M e
iy e
_U [ 2
p p =
Ik, e
T e
i N
i \E
h -}
ﬂli ™3
i
ik} [
e (I
i |
Ik I
i
i) I
_uj.:. HJ.:.
i i (
4 £
iy
it |
I I :
I i
...d (™ w_m
it Hﬁj.v ¥
i i =
e Hlj. sm
i i 2
e Hﬁj.v m
il L 3
v <G NEfe Nl O
5§ & 3
3 @

56

T — — ——
Fr=Frr=Fr=rF =

e ;‘t" ST g4 5

=
—

—=
i

TS

=

Ei

S

Ei

7
?
v

03]

Lala la la la da da da da

Le.

Le.

Lalalala la dada da da

4
Z

f

r

Cl

Sax.

Ld. Vox.

Bk. Vox.

Synth.




115

RODERICK CHARLES LAWFORD
“PERVERTING THE TASTE OF THE PEOPLE”

8
60
B E] 3
d B R T — ¢
=, =: == T e e e e er A - Eraa e T
")
sax_ |2
i
Dr. HE#=—= H == F ¥ P — f —— —
3 T ]
Ld. Viox t |
s =Sem=Ea t ]
L2 - - - -
Lala Lala Lala Lala
") : T )
Bk. Vox. |Hry 1 1 ]
=
4
4
(&
= = = =
Synth, e = R
(=E : : T
= : } !
o D]
9
ol (F=— = — e
T s=S===a — =
S e o T
y]
Sax. |Hrey
=,
R I s aE s
—ea e e e e e e e e =
n 3
Ld. Vox. |22 : = S |
i e g 4 ATy A
Hai in va-can -te. Pe la Saint Tro
] . . ,
Bk. Vox. |Hfes T T ]
3
4
(5
v = = =
Synlh{ e
(== : ; . T
= ! ; = ! =




116

MY3UKOAOTHJA / MUSICOLOGY 29-2020

9
68
0
v
Cl. |Hex
D)
2
Sax. |Hes
o
T Y
Dr. = ]
(=g —— —
f 3
7 T T
Ld. Vox. |- : L I -
—— e e s e s s e e e s S s F e
G FF e ed s eFerid sRd ¥ F i & Adeed
pe Prin A-mer-i - ca si prin Af-ri-ca Cate-ce via -la Ra-ga-da-ga da Hai in va-can-
i : ; ‘
Bk. Vox. |Hes i 1 ]
5]
0
7
(&
-
Synth{
(EE ‘ 7
= t = e
1
L‘.
Cl \Ho———=—1—=— 3 p— ¢ 3 = -
== ¥ e o s e =1
v Z# + = g + % F =
)
Sax. |Hg—Tm——r———x 3 P—— = - z
v e o4 + = o9 < 2% o=
T T T 0
or HEppr T TR IS T I SR T P P |
-
Ld. Vox = —
— T = i
o e g e P
te o, Pe la Saint Tro-pez of, lasine-va-sta da ia si a-man-taCa'i fru-moa-sa via - ta Ga-ra-ga da da
0
7 T T T 0
Bk. Vox. |Hes i } i i |
5
0
( 7
)
Synlh{
(EE T T
F— : : : : =
} } o } = -




uy

RODERICK CHARLES LAWFORD
“PERVERTING THE TASTE OF THE PEOPLE”

LIST OF REFERENCES

Academia Romani, Institutul de Lingvistica “Iorgu Iordan” (2009) Dictionarul explicativ al limbii
romdne [Online] Available at: https://dexonline.ro [Accessed 31 January 2020].

Achim, Viorel (2004) The Roma in Romanian History, Budapest: Central European University Press.

Baki¢-Hayden, Milica (1995) “Nesting Orientalisms: The Case of Former Yugoslavia”, Slavic Review
54.(4): 917-931.

Bartdk, Béla (1976) Essays, London: Faber & Faber.

Beissinger, Margaret H. (2007) “Muzica Orientald: Identity and Popular Culture in Postcommunist
Romania” In Donna A. Buchanan (ed.) Balkan Popular Culture and the Balkan Ecumene: Music,
Image and Regional Political Discourse, Lanham, MD: Scarecrow Press.

Bellman, Jonathan (ed.) (1998) The Exotic in Western Music, Boston: Northeastern University Press.

Bercé, Yves-Marie (1976) Féte et révolte. Des mentalités populaires du XVI-éme au XVIII-éme siécle, Paris:
Hachette.

Bercovici, Konrad (1983) Gypsies: Their Life, Lore, and Legends, New York: Greenwich House.
Boia, Lucian (2001) Romania: Borderland of Europe, London: Reaktion Books.
Briiloiu, Constantin (1984) Problems of Ethnomusicology, Cambridge: Cambridge University Press.

Brown, Julie (2000) “Barték, the Gypsies and Hybridity in Music”. In Georgina Born & David Hes-
mondhalgh (eds.) Western Music and its Others, Berkeley: University of California Press, 119-142.

Clejani, Les liutari de(1988) Roumanie: Musique des Tsiganes de Valachie [Sound Recording] (Ocora).
Clejani, T.d. (2001) Outlaws of Yore / Les “Haidouks” d’Autrefois (I) [Sound Recording] (Ethnophonie).
Clejani, T.d. (2001) Outlaws of Yore / Les “Haidouks” d’Autrefois (1) [Sound Recording ] (Ethnophonie).

Crowe, David M. (2007) A History of the Gypsies of Eastern Europe and Russia, Basingstoke: Palgrave
Macmillan.

De Windt, Harry (1907) Through Savage Europe: Being the Narrative of a Journey Undertaken as Special
Correspondent of the “Westminster Gazette” Throughout the Balkan States and European Russia, Lon-
don: T. Fisher Unwin.

Feldman, Walter (1996) Music of the Ottoman Court, Berlin: VWB - Verlag fiir Wissenschaft und
Bildung.

Garfias, Robert (1981) “Survivals of Turkish Characteristics in Romanian Musica Lautareasca”, Year-
book for Traditional Music, Vol. 13: 97-197.



118

MY3UKOAOTHJA / MUSICOLOGY 29-2020

Giurchescu, Anca & Ridulescu, Speranta (2016) “Music, Dance, Performance: A Descriptive Anal-
ysis of Manele”. In Margaret Beissinger, Speranta Ridulescu & Anca Giurchescu (eds.) Manele in
Romania: Cultural Expression and Social Meaning in Balkan Popular Music, Lanham, MD: Rowman
and Littlefield, 1-44.

Ilicaia, Mihai-Alexandru (2014) Manele and the Hegemony of “Good Taste” [Online].
Available at: https://romediafoundation.wordpress.com/2014/03/03/manele-and-the-hegemo-
ny-of-good-taste/ [Accessed 31 January 2020].

Institut Biologia Evolutiva (2012) “Reconstructing the Population History of European Romani from
Genome-wide Data’, Current Biology 22(24): 2342-2349.

Jones, Owen (2011) Chavs: The Demonization of the Working Class, London: Verso.
Kertész-Wilkinson, Irén (2001) Gypsy Music [Online].
Available  at:  http://www.oxfordmusiconline.com/subscriber/article/grove/music/41427
[Accessed 31 January 2020].
Kocani Orkestar (1997) Llorient est rouge [Sound Recording] (Crammed Discs).
Mihiilescu, Vintild (2016) “Turbo-Authenticity: An Essay on Manelism”. In Margaret Beissinger, Sper-
anta Radulescu & Anca Giurchescu (eds.) Manele in Romania: Cultural Expression and Social Mean-

ing in Balkan Popular Music, Lanham, MD: Rowman and Littlefield, 247-258.

O’Connell, John Morgan (2013) Alaturka: Style in Turkish Music (1923-1938), Farnham, Surrey:
Ashgate.

Picken, Laurence (1975) Folk Musical Instruments of Turkey, London: Oxford University Press.

Regev, Motti (1996) “Musica Mizrakhit, Israeli Rock and National Culture in Israel”, Popular Music 15
(3) (October): 275-284.

Rice, Timothy (1994) May It Fill Your Soul: Experiencing Bulgarian Music, Chicago: University of Chi-
cago Press.

Rice, Timothy, Porter, James & Goertzen, Chris (eds.) (1998-2002) The Garland Encyclopedia of World
Music, V. 8:. Europe, New York — London: Garland Publishing.

Samson, Jim (2013) Music in the Balkans, Leiden: Brill.
Schiop, Adrian (2016) “Manele and the Underworld”. In Margaret Beissinger, Speranta Radulescu &
Anca Giurchescu (eds.) Manele in Romania: Cultural Expression and Social Meaning in Balkan Pop-

ular Music, Lanham, MD: Rowman and Littlefield, 185-204.

Silverman, Carol (2012) Romani Routes: Cultural Politics and Balkan Music in Diaspora, New York:
Oxford University Press.

Stoichita, Victor Alexandre (2016) “The ‘Boyar in the Helicopter’: Power, Parody, and Carnival in Ma-
nea Performances”. In Margaret Beissinger, Speranta Ridulescu & Anca Giurchescu (eds.) Manele



119

RODERICK CHARLES LAWFORD
“PERVERTING THE TASTE OF THE PEOPLE”

in Romania: Cultural Expression and Social Meaning in Balkan Popular Music, Lanham, MD: Row-
man and Littlefield, 163-184.

Stoichita, Victor . & Coderch, Anna-Maria (1999) Goya. The Last Carnival, London: Reaktion Books.

Stokes, Martin (1992) The Arabesk Debate: Music and Musicians in Modern Turkey, Oxford: Clarendon
Press.

Stokes, Martin (2000) “East, West and Arabesk”. In Georgina Born & David Hesmondhalgh (eds.)
Western Music and its Others, Berkeley: University of California Press, 213-233.

Taraf de Haidouks (1991) Musique des Tziganes de Roumanie [Sound Recording] (Crammed Discs).

Taraf de Haidouks (1994) Honourable Brigands, Magic Horses and Evil Eye [Sound Recording]
(Crammed Discs).

Taraf de Haidouks (2001) Band of Gypsies [Sound Recording] (Crammed Discs).
Taraf de Haidouks (2007) Maskaradd [Sound Recording] (Crammed Discs).

Taraf de Haidouks (2015) Of Lovers, Gamblers and Parachute Skirts [Sound Recording] (Crammed
Discs).

Todorova, Maria (1997) Imagining the Balkans, New York: Oxford University Press.

Verdery, Katherine (1991) National Ideology Under Socialism: Identity and Cultural Politics in Ceauses-
cu’s Romania, Berkeley: University of California Press.



120

MY3UKOAOTHJA / MUSICOLOGY 29-2020

PopEPuK HAPAC AODOPA,
,VI3BBUTOIEPEILE YKYCA SYAU: LAUTARI I BAAKAHCKO ITUTAKE Y PYMYHUU
(PE3UME)

Y 0BOM papy je pasMOTpPeH NMOAUBAAEHTHHU TepMHH ,Baskan” y KoHTeKCcTy MysHuKe
uHAycTpuje pymyHckux Poma y Pymynuju n mumpe. Ha ,3amapay” ce Taj mspas
4eCTO KOPHCTH I€jOPATUBHO, AQ OIMINE HEIITO ,BAPBAPCKO‘ MAUM H3AOMAEHO. Y
epu ,mysuke csera“ (,world music“), ,iurancka“ uau ,lluranuma unCMprcaHa“
MysuKa ¢ BaakaHa rocraaa je Beoma nemeHa. 13 Te nepcrexruse, ,Baskan” A06uja
MO3UTHBHE KOHOTAIIMje, HEIITO IITO je IIOXEAHO ,OpPHjeHTAAHO" W ,,er30THYHO".
Pymyncku ,uurancku” 6enp Taraf de Haidouks Morao 6u ce cMarpaTu jeAHHM OA
Haj3HAYAjHHUjUX IIPEACTABHMKA TOT MoAXaHpa. Mcrpaxuhy HaBepeHH mapapokc
kopucrehu caydaj 6enpa Taraf de Haidouks xao rAaBHY IIpUMep y 0BOj CTYAHjH.
PasAMYUTH CTPYUALH CY HCTUIJAAM TTOTeIKohe y AeQUHICAIBY PyMyHCKe KYATYPHE
ureorpadcke nosunuje y Esporu. Taj Auckypc ce pedaeKTyje Ha AQHAIIEbE PyMyHCKO
APYIITBO, Yy KOjeM MHOTH OADallyjy 61AO KakBy aconujauujy Ha baakaH y kopucT
Ipero3HaBama PyMyHHje Kao MOAepHe 3amapHOeBpoIicKe Hanuje. Taj KOHPAUKT ce
HCKasyje Kpo3 manele, pyMyHCKHU MOITyAAPHU My3HUYKH JKaHp Koju BehuHOM Heryjy
POMCKM MyLIKH ITeBaur i My3udapu. CTpydmaliu TBpAe A je manele mpumep phasor
yKyca. AAM 3HAYajHO je U TO AQ je CBOjUM KapakTepoM manele mpesuie ,CTOYHU"
JKaHP, ¥ AQ TIPEACTABS>A HETIOXKEAHH TTOACETHUK HA paHHUje OaAKAHCKe M OTOMAHCKe
yTHIaje y pyMyHCKOj KyATypu. Ta ABa ipumepa hy KopucTUTH Kao OCHOBY 32 CTyAHje
CAy4aja y MOM HCTPXHBakby KOHCTPyHUCaHOT ,BaakaHa“ y Be3r C pyMyHCKOM My3HKOM
-y Pymynuju u Ha ,3amaay , c moce6HHUM ocBpTOM Ha YjepumeHo Kpanescrso.

Kay4uHE PEUM: BaakaH, PyMyHuja, Apyroct, er3oTHka, OpHUjeHTaAHO, OTOMAHCKO,
manele, lautari, ,lIAraHCKO", TYPCKO, pOMCKO, PoMy, ,My3HKa CBeTa’, Mame BPEAHO

ApyToO.
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ABSTRACT

From November 1939 to March 1941, the monthly magazine “Slavenska
muzika”, a journal of the Association of Friends of Slavic Music, was published
in Belgrade. The magazine did not differ from other Serbian magazines of the
interwar period in its sections. “Slavic music” also published essays on music,
music criticism, reviews of books and music editions, notes, news, obituaries,
and in one case, polemics. However, differentia specifica of this review is the
exclusive focus on the music of the Slavic nations. The study provides a review
and analysis of the texts in this journal. It was noticed that in “Slavic music”
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were crossed the Slavophile idea, which has a long tradition among Serbs, and
Marxism, at that time strongly represented by one part of Belgrade musicians.
The study also contains an integral bibliography of “Slavic music”, which has not

been published so far.

KeYworps: “Slavic Music” (review, 1939-1941), Serbian Music Periodicals, Vojislav
Vuckovi¢, Milka Daja, Marxism in Serbia.

ATICTPAKT

Oa HOBeMOpa 1939. a0 Mapra 1941. ropuse y Beorpaay je u3Aa3uo MeceuHu
gaconuc ,CAaBeHCKa MYy3HKA'y TAACHAO YAPY>Kerba IIPUjaTesra CAABEHCKE MY3HKe.
TTo cBojuM pybprKaMa YaCOIIHC Ce HHje PA3ANKOBAO OA APYTHX CPIICKHX YaCOIIHCA
Mehyparror a06a. 11 ,CaaBeHcKa My3uKa“ je HeTOBaAa eceje O My3HIIM, My3HUKY
KPHUTHKY, IPHKa3e KHUIa ¥ HOTHHUX M3AAHA, OeAelllke, BECTH, HEKPOAOTHUKY, a
y jeAHOM cAy4ajy u moaemuxy. Mehyruy, differentia specifica oBe pesuje jecre
eKCKAY3HBHA OKPEHYTOCT MY3HIJH CAOBEHCKUX Hapoaa. CTyaHja AOHOCH IpHKa3
M QHAAU3Y TEKCTOBA y OBOM YaCOIHKCY. YOueHO je Aa ¢y ce ¥ ,CAaBEHCKOj My3HIf
YKPCTHAHU CAOBeHOPHACKA HAeja Koja kop Cpba MMa AyT'y TPAAUIIN]Y, K MapPKCH3aM,
Y OHO BpeMe CHaXKHO 3aCTYIIaH OA jeAHOT AeAd 6e0rpaACKHX My3Hdapa. Y IPHAOTY
CTyAHje ce HaAa3M MHTerpasHa bubanorpaduja ,CaaBeHCKe My3HKe', KOja AO capd
HHje 00jaBieHa.

KnyuHe pEun: Yacommc ,Chaasencka wmysuka“ (1939-1941), cprcka mysmuxa
neproAnka, Bojucaas Byukosuh, Muaxa Baja, mapxcuzam y Cpouju.

Toaune 1936. y Beorpapy je ocHOBaHO YapysKeme IpHjaTesa CAABEHCKe My3HKe.
Yapyxeme je OKyIIMAO My3HYape Pa3AUYMTOr MPOdHAA — KOMIIO3UTOpE, AUPUTEHTE,
PeNpOAyKTUBHE MY3U4YKe YMeTHHKe, My3HuKe NHCLie M IeAarore — IpUIIAAHKKe
Pa3AMYHTHUX reHepalitja, AMMHOCTH Pa3AUNYUTUX eCTeTHIKUX U MA€OAOIIKHX ITOTACAR.
s Yapyxema 610 je paa Ha IPOYYaBaHky M MPOMATAHAM My3HKe CAOBEHCKHX
Hapopa. Taj pap je moppasymeBao IpuIpeMy U Ap)Kambe KOHIIepaTa ca CAOBEHCKUM
My3HYKHM PelepToapoM, 06jaBrrBakbe HOTHUX U3AAA KOMIIO3HIIMjA CAOBEHCKHX
ayTOpa, OPraHM30Bame AUCKYCHja O PA3AMYMTHM IHTAHHMa CAOBEHCKE MY3HYKe
kyAType u Ap. Cepuinte YaApyxema 6mao0 je Ha Mysuukoj akasemuju y Beorpaay.
Pap Yapy»xema npekuryo je Apyru cBercku pat. Hapea6oM BOjHOT 3amOBeAHHINTBA
u Ynpase rpasa Beorpapa, YApykeme npujaTesa cAaBeHCKe My3HKe 00yCTaBUAO je
cBOj paa y Majy 1941. ropune.”

2 O Yapyxemwy mpujaresa CAaBeHCKe My3HKe He HOCToju cTyauja. O meMy HeMa OApeAHHMIIA Y
My3u4KOj Aekcukorpaduju. OcHoBHe mopaTke caommrrasajy Kopen 1968, ITejosuh 2004. 1 Becuh 2018.
Konrepre xoje je Yapykeme npupeanso perucrpyje Typaakos 1994. HMsbop mammca y mehyparmoj
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W3 6uorpaduje Bojucaasa Byuxosuha, kojy je caumHmaa mysuxoaor Mapuja
Kopen, casnaje ce Aa je Ha 4eTBPTOj PeAOBHOj CKYIIITHHU YAPYXKeHa, OAPYKAHO]
31. maja 1939. ropune, Byuxosuh nsabpaH 3a reHepaAHOT ceKpeTapa YAPyXema.
Meby Kxoserama mo3HaT ca CBOje HPEAy3SHMMHBOCTH M HCTpajHOCTH, Byukosuh je
HA CeAHHIH OA OCMOTA jyHa HCTe FOAMHE IIOAHEO HOBH IIAAH PaAd YAPYKema. JeaHa
OA TPEAAOXKEHHX AKTUBHOCTH OHMAO je MOKpeTame MY3HUKOT YACOIHCA, TAACHAQ
Yapyxemwa (Kopen 1968: 69).

M 3ancra, Yapyxeme IpujaTesa CAABEHCKe My3HKe 00jaBHAO je y HOBeMOpY
1939. mpBu 6poj cBora yaconuca ,CaaBeHcka My3HuKa'. Bro je To MeceuHuK, mTaMIaH
hupuanmdHEM mHCMOM; HpocedaH oOuM jepAHOr Opoja 6uO je ocaMm cTpaHwmIfa, a
daxrypa je 6uaa pABocTybaura. Ha yeAy yacommca cTajaso je TPOYAAHO YPEAHUIITBO:
IMjaHUCTKUBA M MY3H4KU meparor Muaxa ‘Haja, BUOAMHIICTA M My3HYKH IIEAQTOT
Josan 3opko u Aparyrun Yoauh, kommosurop u Mysuuku meparor. OATOBOpHH
ypeAHHK 610 je J. 3opko. Ha xopuijama 6pojesa u3 1941. He cToje MMeHa ypeAHHKa
Beh mume: ypehyje Ogbop. Ao mapra 1941. ropune, kapa ce ,CaaBeHCKa MysuKa“
I0jaBHAQ TIOCAEARBH IIyT, H3AIIAO je YKYIIHO jeAaHaecT O6pojeBa, Op TOTra Cy Omaa ABa
ABOOpoja. Hacommc je M3Aa3HO PEAOBHO, aKO Ce He PauyHa I1ays3a y jyAy U aBIyCTy
1940. ropune.

Ha noueTky uaaaxema, y IpBOM 6pOjy, YNTAOLMIMA Ce YBOAHOM Pedjy 00parHo
Ierap Komosuh, jeaaH 0A HajHCTAKHY THjUX CPIICKUX U JyTOCAOBEHCKHX KOMITO3UTOPA
OHOTa BPeMeHa, IleheH YIIPaBO ¥ CAOBEHCKOM CBeTY, ITocebHo y YexocAoBauKoj rae
he merosa onepa Kowitiana 61Ty H3BeaeHa ca 3allaskeHUM yCIiexoM, a oH 1938. buru
u3abpaH 3a HHOCTpaHOT YAaHa Yernke akapeMuje Hayka 1 ymeTHOCTH. Komosuhesa
HHTPOAYKIIHjA Ce MOXKe CMAaTPaTH IIPOTPaMOM YacOIIHCa, a Taj je mporpam Komosuh
dopMyArCao Ha jeAHOCTaBaH HauuH. LTun peBuje 610 je Aa ce ,lTOBeAe PasroBOp O
CBeMy IITO, Y YoKeM H IIHPeM KPYTy, MOXe Ad IPHOAIDKH Hallle APYIITBO TO3HABAMY
CBHX BPEAHOCTH, CBHX OCOOEHOCTH U CBE HEIOCPEAHE U ITOCPEAHE CPOAHOCTH IITO
X 06yXBaTa U CAaApKH TO IMPOKO U 60raTo LAPCTBO cAaBeHcke mysuke... (B 1: 1).2
Komosuh je y mpoaAyxeTKy HaBeo A HOBH AMCT Tpeba Ad IIOCAYKH YIIO3HABAY Ca
CTpyjaMa ¥ OpHjeHTaIljoM CTBapaAalja U3 MPOIIAOCTH M CAAAIIEHOCTU CAOBEHCKe
My3HKe.

Tpu mecTa u3 KomosuheBor yBopHOT caoBa npuBaaue naxsy. Hajmpe, oH je ¢
Pa3AOrOM HCTAaKao AA Ce CAOBEHCKA MYy3MKA y YHHBEP3aAHOj My3HYKOj YMETHOCTH
M3ABaja IO MHTEH3UTETY peaAHe Be3e ca XXMBOTOM M popHMM TaoM. Cprcku
KOMITO3UTOP je TO CBOjCTBO CAOBEHCKE My3MKe IPeIIO3HAO M y POMAHTU3MY U Y
caBpeMeHOM My3H4KoM peaausmy. Buaehemo, mehyrum, aa he uncucrupame Ha
Be3H (caBpeMeHe) CAOBEHCKe My3UKe Ca )XUBOTOM y OBOM 4acOIUCY AOGHTH U jeAaH
nocebaH BHA.

mrramnu BupetH y: Kuntari¢ 1984. u Kuntari¢ 1986.

3 Kako je Ha Kpajy CTyaMje NpPHAOKEHA HMHTEIPAaAHA XPOHOAOIIKA Gubamorpadmja wacommica
»CAaBeHCKa My3HKa', TO CMO Ce OTIPEACAMAU AQ HA YAaHKe yIryhyjemo npema 6pojy y Toj Bubanorpaduju.
CaoBo B oaHocH ce Ha poruuHy Bubanorpadujy, nsa Kojer HABOAUMO 6POj MOA KOjUM Ce OAHOCHH
YAQHAK Y F0j HAAA3H, A Ha KPajy yIyhyjeMo Ha CTPaHHUILy C KOje IIOTHUYY LUTATH.
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Komosuh je 3aTiM Ka3ao Aa pasroBop KOju ce IIOACTHYE OCHHUBAHbeM YaCOIHCa
Tpeba Aa OyAe HETIPETEHIMO3aH 1 AMIIEH AOLMpama. [ nHave CKAOH yMepeHOCTH,
PEAANCTHYAH Y IIPOLehHBalby [0jaBa 1 MoryhHocTH y MysudakoM sxuBoTy, Komosuh
je OCTao OTBOpEH M 3a eBOAYLHjy U PeBOAYLHMjy (IberoBe peunm n3 yBOAHHKA) Y
My3H4YKOM CTBapamy. TuMe je HarosemTeHO Aa ,CaaBeHCKa Mysuka“ Hehe 6uTm
rAacHAO oppeleHe cTpyje y MysHuKoM XUBOTY, Beh 3ajeAHMYKM TAAC CBHX TOKAOHHKA
CAOBEHCKe My3HKe, 6e3 0631pa Ha TO IITO UX AeAe 3HAUAjHE eCTETHUKE U HACOAOIIKe
pasAmKe.

ToauHa y k0joj je modeaa Aa m3Aasu ,CAaBeHCKa My3HKa“ BpeMe je BeAUKe
noAuTHYKe Kpu3e y EBpomm m mouerka Apyror cserckor pata. Kpamesuma
Jyrocaasuja je 6maa y AyboxoMm mpesupamy. Iaeosormja (uHTerpasnor)
JYTOCAOBEHCTBA AOKHBEAA je IOpa3, aAU 3BAHHYHO HHje OMAA ITOBydYeHA. YIPKOC
TELIKHM AE3MHTEeIPAIlMOHNM IIpoliecuMa y Jyrocaasuju, Komosuh y yBoaHOj peun
nomume Cpbe, XpBate u CaoBeHIle, Kao, yoctaaroM, i byrape xoju cy y jeAHOM
TpeHyTKy youu IIpBor cBeTcKor para 61AM Bul)eHH Ka0 MOTEHIIMjaAHA CACTABHHUIIA
6yayhe pApsxase Jyrocaosena. Mk, AUCKpeTaH OACeB BpeMeHa U IIPUAMKA BUAU Ce
y KowosuheBoM mocrymnky; oH, HauMe, y3 CPIICKY My3HKY CTaBAA 3aAMEHHIY ,Harma’,
a OHAQ, M30CTaBrajyhu Ty mpHcBOjHY 3aMeHwmIly, moMume XpsaTe, CAOBeHIje U
Byrape. Taj Maau recT MOXXAQ yKa3yje Ha CBECT O AAACKOCEKHUM IIpOMeHaMa Koje Cy
Kpamesuny Jyrocaasujy yop3aHo BoAUAE Ka HEHOM TParHIHOM KPajy.

Kopmyc mysuxorpaduje ,CaaBeHcKe MysHKe” YHHH CTOTHHY AeceT uaaHaka. To
je AeAO ABapeCeT CeAMOPO My3HUKHUX IHCAIlA, y KOje yOpajaMo 1 OHe CaKpHBeHe H3a
HepaspelleHnX HHUIKjaAd. Y Taj 6poj yKaydyjeMo U TeKCTOBe MHOCTPAHKX ayTopa,
IpeBeAeHe C PYCKOT M YemKor jesuka. Ilo mpupoau cTBapH, HOjeAMHH YAQHITH,
IPHAO3H, BECTH, OeAellke, OCTAAN Cy HENOTIHCAHM; TAKBHX IITHUBA MMA YeTPAECeT
ocam.

Y ,CAaBeHCKO] My3uLIM" Cy THCAAH CTPYUmHAL — KOMIIO3UTOPH, AUPHIeHTH,
My3HKOAO3H, BUOAMHMCTH, mujaHucTd. Ha cTpanumiama ose pesuje He cpehemo
obpaszoBaHe nyburese Mysuke. ,CaaBeHcKa Mysuka“ ce oOpahasa mybauru koja
je MMaAa My3HYKO OOpasoBame. Y TOM CMHUCAY, YPEAHHI M CapapHHIM HUCY
npuaarohaBasu cBoj mpodecroHasHun Bokabysap. CaMo ce y jeAHO] IPHAMIHU
OPUCTYNHAO ObjalimaBamy ymoTpebseHOr CcTpydHor wumspasa. Ilumyhu o
Cum¢onujertiu Muaana Pucruha, Bojucaas Byuxosuh je kazao u oBo:

»¥1aKko MOAyTOHCKA, OHa 1O GOPMH OATOBapa 3aXTeBMMa KOje MOCTaBAA HAYEAO
‘HeIIOHaBAAmba' IMOHHUKAO Y 4eTBPTTOHCKOM cucTeMy. OHa je pakae ‘Heremarcka. To
3HAYM A Ce BheHa $OpMa He TeMesH Ha MEAOAHjaMA KA0 TeMaMa 1 Ha BbUXOBOj Pa3pasH,
Beh Ha cA06OAHOM pa3Bojy MeAOAHje U XapMOHHje — Aakae U popme. Taj cA060AHK
PasBoj opballyje cBe OHO IITO Ta 06aBe3yje Ha OHABAdAE KAKO TEME Y LIEAMHH, TAKO
U B@HHX OAAOMAKA — MOTHBA, MEAOAUjCKHUX QHIypa, HHTEPBAAA, XAPMOHCKHX CIIOjeBa
uta“ (B 33: 19).

Hrax, Byukosuhy je 0Bo objauimemse nspasa ,HeTeMarcka”“ OUAO MOTpeOHO Aa 6u
y KPUTHIM U3BEO aHAAM3Y U3PAKajHUX cpeacTaBa Pucruhese Mysuxe, a He 3aT0 A2 6u
Ce IPUOAMKIO YUTAOLY KOjeM je CTPaH IIOjMOBHHK My3HYKe TeOpHje.
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»CAaBeHCKa My3HKAa“ je Heroasa CBe OHe MysHKOrpadcke BpcTe u dopme
KOje HAAA3MMO M y OCTAAUM OeOrpapCKHM My3HMUYKHM dacomucuma MelyparHor
Aoba U Koje 61 ce OUEKHBAAE ¥ jeAHOM My3HYKOM YACOIKCY: OTAEAE O MY3HIM U
My3MYapHMa, KOHIIEPTHY U OIePCKy KPUTHKY, IIPHKa3e HOTHUX M3AAma M KIBUTA O
Mysuiy, beAelke, BecTH, Hekpoaore, nmoaemuky. Differentia specifica ose pesuje
jecTe TeMaTCKa OKPEHYTOCT CAOBEHCKOM CBETY y OOAACTH My3HuKe yMEeTHOCTH;
IO TOMe Ce OHAa y IOTIIyHOCTH Pa3AHKyje Op (GU3MOHOMHMje OCTAAMX YaCOIIUCa Y
HCTODPHUjU CPIICKE My3MuKe IepuoArKe. Ta MmeHuIja — eKCKAY3HBHA YIIPABASEHOCT
Ha CAOBeHCKe cappkaje — u craryc ,CAaBeHCKe My3HKe“ KaO OpraHa YApy»Kema,
OIIPEACAMAHM CY IPHCYCTBO II0jeAMHHHHX My3UKOTpadckux popmu y 0Boj peBuju. O
ToMe he 6uTH roBOpa y HACTaBKY OBOT PaAQ.

Yaconuc ,CaaBeHCKa MysuKa“ MpBH IIyT je OMMCaH, HajkpahuM KoMeHTapoM,
jom Aok je msaasuo (Purié¢-Klajn 1940: 17; nonoso y: BHypuh-Kaaju 1956: 92).
CyMmapaH Ioraea Ha Haile TAACHAO Aaaa je Poxcanaa IlejoBuh y cBojoj ucropuju
CpIICKe My3WuKe KpUTHKe U ecejuctuke Mehyparue enoxe (ITejosuh 1999: 29-30).
Coma Mapuukosuh je momenyaa ,,CAaBeHCKY My3HKy Y OKBUPY IPETAEAA MY3UUKHX
vacommca y koaektusHoj Hcitiopuju cpiicke mysuxe (Mapurkosuh 2007: 683).
Oapebene acnexre ,CaaBeHCKe My3nKe” pa3MaTpao je ImHcal] OBUX PEAOBA Y CKAOITY
CBOjUX HCTPa)XMBAha U IIPOyYaBama CPIICKe My3HKorpaduje u meproprke usmehy
aBa para (Bacuh 2012, 2013, 2014a, 20148, 2014r). ITojeauHn pesyaTaTH THX
npoy4aBama yrpal)eHu ¢y y CTyAHjy Koja ce capa HyAH YNTA0YeBOj ITAXKEbH, A KOjOM Ce,
IPBH ITyT Y HAIIOj HAYIIM, IPUCTYTIA HHTEIPAAHOM aHAAMTHIKOM 4uTamy ,CAaBeHCKe
Mmysuke”. Ilperaes u aHaausa pyOpuka u mTHBa Tpeba AQ OTKPHjy CTPYKTYPY
YaCcOIMCa, IIOCTYIIAK M MY3HYKe M HMACOAOIIKe IIOrAepe capapHuka ,CaaBeHCke
Mysuke’. Kao mpuaor cTyauju oBae ce 06jaBayje nmoriyHa 6ubanorpaduja yacomuca
»CaaBeHcka Mysuka“, Taksa 6ubanorpaduja Ao capa Huje 0bjaBreHa.

MY3UKOTPA®OCKE BPCTE U OBAUIIA. CAAPXKAJU U IOCTYILIHU
I ECEjuCcTHUKA

Hajomncexxuuje mysukorpapcke popme y ,CAaBeHCKOj My3ULIU” jeCy eceju UAU
oraean. ,CAaBeHCKa My3HKa“ je 06jaBHAA YKYITHO CEAAMHAECT TAKBHX TeKCTOBA. Y Taj
0poj ypauyHaBaMO H jeAHO IITHUBO IIPEY3€eTO U3 APYTOT jyrOCAOBEHCKOT TAaCHAa* 1 ABa
TEKCTa MPeBEAEHA C YelKor je3rKa.’ ITojeAMHN HAIMCH CY M3AA3HMAM y HACTABLIUMA.
Caapkaj cyrepuure MoryhHy mopeay Ha mmect BpcTa oraepa y ,CAaBEHCKOj MY3HIH .

O, raacuaa jeAHOT YAPYKetba IpHjaTesa My3HKe OUeKHBAAO O1 ce Aa ce 0bparu
akTyeAHNM Temama. Peu akiiyearo oBpe Tpeba ysetu (u) y mupem sHavemsy. Hanwme,

4 Mucau ce Ha TeKcT Aekaga cosjeticke irasbe, o6jaBaen y 6pojy 3a hebpyap 1941; B. 6ubanorpadujy
»CAaBeHCKe Mysuke Ha Kpajy oBe cTypuje. Taj uaanak je npeyser us Hrvatskog dnevnika.

S Ciipemmwersa caspemene pycxe mysuxe 3perexa Hejeaanja (Zdenék Nejedly) (B 23, 35) u Baagumup
Xeadepr (Vladimir Helfert), Caasetcka kaitiapsa. ITog yiiuckom Korwosuhese , Kowiniane” (B 81).
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»CAaBeHCKA My3HKa“ Ce OKpeHyAa TeMaMa U CaAPIKAjHMa KOje je 00eAeKHO TPeHyTaK
y KOjeM je H3Aa3UAQ, AaAM MCTO TAKO U TeMaMa HauyeAHOT KapaKTepa, a ONeT I0Be3aHuM
C OHAQUILMM My3HYKHM IpHAuKaMa. Tako je JoBan 3opko ucTymuo ¢ morpebom
ypaspauyHaBama“ C HEKOMIIETeHTHHM, HEYKUM IIPUBATHUM HACTaBHUIIMMA
My3HKe, KOje je BUAO Ko FAaBHe KPHBIle 32 phaBo MOCTaBbeHE OCHOBE MY3HYKOT
obpasosama Aerje. OH je jacHO cyrepucao u mra 61 610 AeK — HACTABHHIM Tpeba Aa
AOCTaBe HAAAEKHOM APKABHOM TeAy yBepema O CBOjuM KBaAnduKarmjama, koja he
6uTH BeprPUKOBAHA, U TO OM OMO HAYMH AA Ce CTaHe HA YT LITETHOj IIeAATOLIKO]
npakcy u yBeae Heonxopas pea (B S).

Y Ty, IpBY KaTeropujy OraeAa, CBpcraan 6ucMo u rekct Muxanaa Bykaparosuha
O AYXXHOCTHMA OBAQuIbe cpepuHe mpema Aomahoj mysurm (B 50). O roopm
O HeIOBepewy M He3aMHTEpecoBaHOCTH AoMahe mybauke mpema pomahum
KoMrosuTopuma U usBohaumma. IIpobaemu o kojuma pacmpasma Bykaparosuh
OCTaAM Cy aKTyeAHH Y HAIOj CPEAMHH AO AaHammmber aaHa. CAMKa M3 KOHIlepTHe
ABOpaHe — 3HaYajaH AeO ITyOAMKe HAIYIITa KOHIIEPT IIpe 3aBpIIETKa, aKo je aoomahe
AEAO Ha Kpajy ImporpaMa — He MPHITAAA caMo mepropy usmelhy ABa ceTcka para.
Bykaparosuh je IpeAAOXXMO pACIMCHBAaEe aHKeTe KOja OM MOTAa A HPHKYIH
KOPMCHA CazHama U YKaXke Ha ITyT IIpeBasHAaKermha HaBeAeHe CUTyalluje, Ha KOPUCT
Aomahux Mysmdapa u neae sajepnune. TaxBy axkery ,CaaBeHcKa MysuKa“ je H
o6jaBraa — y anpuackoM 6pojy 1940. roaune (B 66).

lupe ummaukaruje uma oraep JoaHa Damaypa o oaHocy msBobhaua mpema
mysmakom paeay (B 63). Y Tom TekcTy eaabopupate Cy TeMesHe KOMIOHEHTe Koje
rpase AUYHOCT BasdaHOT, CIIPEMHOT U OATOBOPHOT PEelPOAYKTHUBHOT YMETHHKA, OA
CBeOOYXBATHOT My3HYKOT 0Opa3oBama AO BHPTYO3HOT BAAAAba TeXHHKOM. Bobhen
MeAAroIIKHM IOPHBOM, OBaj TEKCT je MMAO AA AeAyje Kao IyTOKa3-TIOACETHHK
OHAQNIBUM YIeHUITMMA U CTYACHTHMA My3HKe.

Y ApyTy IpyIly Oraepa yBPCTHAH OMCMO MPOOAEMCKM KOHIUIHUpAHE CACTaBe.
TaxBux oraepa uMa ABa.

Bojucaas Byukosuh je 610 mpeayseo aa nsHece 0CO6EHOCTH My3HKe CAOBEHCKHX
HapOAR, U TO Kpo3 nopeheme ¢ mysukom 3amasne Espomne (B 12). Hberos pap nuje
HACTa0 CaMOo M3 aKaAeMCKe MOTHBALje, Hako OHTOBOPH O AeCTBHIIAMA M MHTEPBAALMA,
putMy u Meaoaunu. Hanme, Byukosuh cBoj 4aaHak 3aBpIaBa CBOjeBpCHOM IIOEHTOM
— YKa3MBambeM Ha )KUBOTBOPHH 3Ha4aj CaBpeMeHOT CAOBEHCKOT My3UYKOT PeaAusMa,
oAMYeHOT y AeAy Aeoma Janaueka (Leos Jandcek), a koju Bopu mopexao op Mopecra
Mycoprcxkor (Moaect Mycoprckuit). Byakosuhy u Mysuukom peaausmy spatrhemo
ce Kapa 6yAeMO TOBOPHAH O YIIAMBY MapKcuaMa y ,,CAaBeHCKOj My3HIIH.

Kao mro je Byuxosuh mucao o mpobaeMaruim Koja ra je HajayOse OKymupaaa,
Tako je u Muaoje Muaojesuh Ha crpanuiama ,CaaBeHCKe My3HKe” IIPOTOBOPHO
(camo jeAHOM), O TemH KOjOj Ce TOTOBO ONCEeCHBHO Bpahao TOKOM YHMTaBOT
xuBoTa. buo je To Harmonasnu Mmyswuku ctua. Iberos oraep ,O HanmoHasmsMy
Y My3H4KOj YMETHOCTH" 06jaBmeH je y cecuu 3a janyap 1940. roause (B 30). To
je, Aakae, 3aBpuiHU Iepros Muaojesnhesor Mysuxorpadckor pasa. Mmaxk, oH je u
TaAd OCeTHO MOTPeby AQ HATAACH AQ Ce HAL[IOHAAHU CTHA He MOXe M3jeAHAuHTH C
XapMOHM3allHjaMa HApOAHHX MEAOAH]ja, YaK U Y CAYYajy Ad Cy XapMOHH3alHje BeoMa
ycmeae. OBora myta MusojeBuh Huje pexao HuIITAa HOBO O TeMH KOja Ta je Tako



127

ALEKSANDAR VASIC
THE MAGAZINE “SLAVENSKA MUZIKA” (1939-1941)

AyTO 3a0KyInaAa. To cy moHOB&eHe objekIiyje Koje I03HajeMO U3 HheTrOBHX paHHje
o6jaByennx Hammca.’ ITa umnak, Taj MuaojeBuhes nosHu pedaekc MMa CBOjeBPCHO
3Haueme. Y BpeMe Kapa Cy Y CPIICKY My3UKY IPOAPA€ U TeKOBHHE YellIKe aBaHTapAe,
OH HHje OACTYIINO OA IOHOBAEHOT PallYAabaBatha HALIMOHAAHOT CTHAR, HHTUMHO (1
aame) Bepyjyhu aa je 6yayhnoct cpricke mysuke (jom yBek) y ToM cTHACKOM U360py.

Tpehy, Haj6pojHMjy CKYTIHHY OrAeAd CAunIbaBajy MOPTPETH CAOBEHCKHX My3Hdapa
— xommosuTopa u uaTepnperaropa XIX n XX Bexa. IIporaroHucru Tux Hammca cy
Josep Cyx (Josef Suk; Ilpeapar Muaomesuh, B 17), Beaxux Cmerana (Bedtich
Smetana; Baraas Beapaa, B 42), Iletap 1. Yajkoscku (I1érp Y. Yaitkosckuil;
Bojucaas Byukosuh, b 74), Ceprej [Tpoxodjes (Cepreii C. ITpoxo¢bes; Anonnm, b
97) u Jan Ky6eanx (Jan Kubelik; Baijaas Beapaa, B 101). Ommra kapakTepucTuka
Te eCejHCTHKe O ANYHOCTHMA MY3HYapa jeCTe OAMepeHa yroTpeba CTpyuHMX U3Pa3a,
HaKO Ce He CTHYe YTHCAK AA Cy Ce Ay TOPH Y TOM CMHCAY IoCebHO orpaHndasasn. Hu
6ubArorpadCcKy acIeKT Huje mpeHaraameH. Mysukorpadu Cy HIIAK 32 OCHOBHHM
MOAALIMMA ¥ TAABHUM acIIeKTHMa, 6e3 jxeme 3a ucrpnuomhy, cucremarnynomthy u
obyxsarromhy. Ha To je BepoBaTHO yTHIIA0 U HEBEAUK IIPOCTOP KOjUM je YacOIUC
pacnoaarao. Mcro Tako Tpeba mpumerutu Aa je ,CAaaBeHCKa MysuKa“ y OBOj
IPYIIH AdAQ TEKCTOBE Y KOjHMa Ce O CaMoj My3uLU H He roBopu. Taxo je Ilpeapar
Munomesuh ucrymuo ¢ oraepoM o Josedy Cyky xao amdnoctu u kapaxrepy (B
17). Kao mro je mosxaro, Muaomesuh je 6uo Cyxos cryaent y Ilpary. He camo
o6asemrren Beh u Tomao Texcr Ilpeppara Muaomesrha Ha MAACTHYAH HAYMH je
gpraonuma ,CaaBeHcKe Mysuke” mpubAmkno AuK Jozedpa Cyka, merose ocoOuHe,
HErOB OAHOC IIPeMa AYAUMA U IIPUPOAH, YKsydyjyhul i mojeanne Kypuosurere u3
merose 6rorpapuje. OUUTO, CMATPAAO Ce A2 YACOIHUC Tpeba Aa ce ,unTa’, a He Ad
0AOMja HayqHUM AMCKYPCOM — 6e3 0631pa Ha CacTaB MIPeTIOCTaBseHe My OArKe.

TloBoAM TMOjeAMHUM ecejuMa OMAe Cy TOAMIIEBMIIE 3HAYAJHMX CAOBEHCKHX
mysuuapa. Cepampeceru pobenpan Buhecaasa Hosaka (Vitézslav Novak)
»CAaBeHCKa MysnKa“ je 0OeAeXMAa M ABAMA eCejUMa KOje CBPCTAaBaMO y HAPEAHY
KaTeropujy, a TO Cy HAIlHCH O MY3HYKHM >KaHPOBHMMA M BpcTama. bosxena Bamayp
je HarMcaAa BeoMa obaBelnTeH, aau 6ubarorpadcku npesacuhet, TOMaA0 3aMOpaH
waanak o HosaxoBoj kaasupckoj mysuuu (B 89). Hopaka kao ayropa 6arapa 1 onepa
ucrpiHo je npeacrasuo [Ipeapar Musomesuh (B 90).

Y rpynu eceja 0 ooMahoj MysuIjM HAAQ3UMO TpPH LITHBA; ABa Cy 0A AoMahux
TKCala, a jeaaH oa cTpaHor. CBa TPH Cy IOCTaBo>eHA TPOOAEMCKH, A He MOHOTPA(CKHL
Muaenko JKuskosuh jecte rieaoBuTo npuxasao pap Kopueanja Crankosuha Ha cBum
NosMMa Ha KOjUMa je AeaoBao (kommosurop, Meaorpad, mujanucta uta). Ho meros
HPYMapHH IIHs HUje 6UO0 AQ M3PAAU TOPTPET YMETHUKA HErO AQ KPUTHUKH IPUCTYIIH
HBErOBOM AEAy M M3Hece BpeAHOCHY orneHy. I samcra, JKuskosuh je mpusHao cse
sacayre Kopreanjy Crankosuhy kao TBOpIy HOBe CpIICKe YMETHHYKE My3HKe H
HACOAOTY MY3HYKOI HAJHOHAAM3MA, aAM je C IIPaBOM YTBPAHO Aa je KopreamjeBo
A€AO TIpe CBera Op HCTOPHjCKOT, 2 TeK OHAQ OA yMeTHHUKoT 3Ha4aja (B 54).

6  MuaojesuheBu moraeAn Ha HAIMOHAAHH CTHA QHAAMBHPAHH Cy Y cTyAuju Bacuh 2007.
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Bojucaas Byuxosuh je mpumao mysunm CreBana Mokpamila HOIIEH JXeAOM
Ad IIPEYHCTH M0jaM M TePMUH MY3UYKOT peaAu3Ma Ha MaTepHjaAy CPIICKe MY3HKe
(o6jaBreno y tpu aera: B 59, 67, 83). CounjasHo aHra)XOBaH HHTEAEKTYyaAal,
BAaTpeHU CAepOeHUK KOMYHHCTHYKe HAeoaoruje, Byuxosuh je 6uo y morpasu 3a
»$OopMyrOM” caBpeMeHe My3HKe KOja Ou O1AQ y caraacjy c OHOBpeMeHHUM IIOTACANMA
COBjeTCKe MACOAOTHje M 3BAHMYHE eCTeTHKe Ha YAOTY M IOXeNAH CTUACKH IIPOPHA
Mysuke. OH je Hamrao aa je Moxpamal Halll TPBU My3HYKU PEAAMCTA, YKA3aBIIH U
Ha orpaHuderba MoxparmdeBor peaansma. Aau 3a Byukosuha je yBex Omaa BaxkHa
aKTYeAHOCT U CBPCHCXOAHOCT OApeljeHe 1ojaBe; ¢ 0631poM Ha IMOXKesHA H3PaXKajHA
CpeACTBa caBpeMeHe, APYLITBEHO aHTXOBaHe My3uKke, Byukosuh je roroBo 60pbero
3aKAYYHO:

»--OHO INTO HaM je [MoKkpamarl] OCTaBHO NpeTCTaBada 32 HAC APArOLEHOCT Kao

Haj3ApaBUje, HajCAMOHMKAN]je 1 HajIIAOAOHOCHHj€ OA CBera IITO je CPIICKa YMEeTHHYKA

My3HKa AO CBETCKOT para Aara. CaBpeMeHH My3HYKH PeaAn3aM Kao YMEeTHHIKY H3Pa3

AQHAIIBYX IIOKPETAYKUX CHAra APYIITBEHOT HAIIPETKA AY>KaH je Ad [IPey3Me i HACTABU

AeA0 MOKpamueBo Kao meros jeANHH npasu kyarypau Hacaearuk” (B 83: 59).

Yemku Mysukosor Baapumup Xeadepr 3acrymmen je v ,CraBeHCKOj My3uIu”
ecejom o onepu Kowiniana Ilerpa Komwosuha (B 81). To jeaan op HajymedaTsusujux
TEKCTOBA ¥ OBOM dacomucy. 3anpaso, Kowiiana je 61aa camo mosop 3a Xeapeprosa
CyTeCTHBHA Pa3MMIIbAFa O CAOBEHCKOM CXBaTamy TpareAdje M O TParudkuM
AMYHOCTHMA Y CAOBEHCKMM KHIBIDKEBHOCTMMA U omnepH. XeadpepToBO TyMademe
H3BEAEHO je KOHTPACTUBHO: OH II0Ka3yje AQ CAOBEHCKH HAPOAHU ApPyTauHje — MeKIe
OA HIIp. TePMAHCKUX — AOXKHBAABAjy MOCPHYAE AMYHOCTH, a M AA Cy Te M TaKBe
AMYHOCTH ObeAesxeHe ToTpeboM 3a caocehajuomhy 1 ompomrajem.

»CAaBeHCKa Mysuka“ Huje 00jaBHAQ HHjeAQH OIA€A O jYTOCAOBEHCKUM
KOMIIO3UTOpPHMA 1 My3udapuma ussan Cpouje.

M3BaH HaBeAeHMX KaTeropHja OTrAepd CTOje IIPerAeAM CAOBEHCKe My3HuKe
kyAType. Y ,CAaBeHCKOj My3HLIH™ je IIpeBeAEH U ¥ ABa y3acTOIHa Opoja 06jaBmeH
TEKCT JemKor Mysukosora 3pemeka Hejepamja, ,Crpemmema caBpeMeHe pycke
mysuke“ (B 23, 35). To je XuTap u MCUpHaH pap ayTOpa KOjH je UMAO TeMemaH
yBHA y 301Bamba y caBpeMeHOj coBjeTckoj Mysunu. Flako je u3 uaaHKa, HAPOUUTO U3
FETOBOT 3aBPIIETKA, jaCHO ayTOPOBO OIIpeAeseHe 33 MAPKCHCTHUKY HACOAOTH]Y,
HaKo OH roBOpHU O cBe BeheM ypaamaBamy My3HUKe YMETHOCTH 3allapd OA SKHBOTHE
CTBApHOCTH, 3a pasauky op curyaruje y CCCP-y, Hejeaan je uspaamo xpuitiuuxy
IIaHOPaMy y KOjOj je YKa3ao M Ha Maibe yCIleAe M HEYCIIeAe MTOKYyIlaje y CaBpeMEHO]
COBjeTCKOj MY3HUIIU. AHTQKOBAHOCT HUje U IPUCTPACHOCT, U 3aT0 Hejeaanjes raac kop
9HTAOIA CTHYe oBepeme. Imak, mpoby BpemeHa Huje usapxkasa Hejepanjea mucao
Aa ce mojaBa Huxoaaja Mjackosckor (Hukoaait MAcKOBCKHiT) MOXe YIOPEAUTH ca
snauajem [ycraBa Maaepa (Gustav Mahler) (B 23: 14).”

7 O rexcry P. Tanjepa (Peitaroana M I'ausp), ,Aexaaa coBjeTcke raasbe’, IOMEHYTOM y HaIL Hp. 4,
rosoprheMo y opemKy oBor papa mocsehenom mapxcusmy.
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II My3M4KA KPUTUKA U OCTAAE MY3UKOTPA®CKE BPCTE

»CAaBeHCKA My3HKA“ je MCTPAjHO HEroBaAd M My3uuKy KpuTHKy. Kpurmuapu
4aCcoMMCa Cy M3BEIITABAAU O KOHIIEPTHMA eMMHEHTHHMX MHOCTPaHHX M AoMmahmx
Mysudapa momyT mujaHucte Huxure Marasosa (Hukura A. Maraaos),
Buoronuesucte Enpuka Majuapauja (Enrico Mainardi), coao meBaunie Jeaxe
Cramarosuh-Hukoauh (c AayaaTuBHEM OCBpTOM U Ha HeHy npodecopky MBaHKy
Munojesuh), nujanuctkume Topaane Muaojesuh u apyrux. ITpahen je pap nusa
3HAYajHUX YCTaHOBA U aHcaMbaAa — Beorpaacke onepe, beorpaacke ¢puaxapmonuje,
Papuo Beorpapa u merosor Beamkxor opxecrpa, Opxecrpa Kpamese rapae,
YHuBep3uTeTCKOT KaMepHOMYy3HIKor yapyxewa Collegium musicum, Ilesadkor xopa
»CrankoBuh’, AKapAeMCKOT ITeBavyKor Xopa y 3eMyHy U Ap.

Hucy camo koHI[epTH 1 oIlepcke mpeacTaBe 6uan y Gpokycy. ,CaaBeHCKa My3nKa“
je AOHeAa HM3 KPUTHYKHX IIPHKA3a HOBHMX KOMIIO3UIHja AoMahux ayTopa, HOTHHX
H3AaFA MHOCTPAHE U Hallle My3HuKe, a mpaheHa je i AUTEpaTypa 0 My3HI[E CTPAaHUX U
CPIICKMX ITHCAIla.

ITaxxmwy cTpy4YHOr YMTAOIA Be3yjy HEKOAMKE IIOjeAMHOCTH. Tako ce y Hamem
TAACHAY jaBabajy IpuMeADe Ha paa H pernieproap beorpapcke omepe. Y cpIickoj My3HUKOj
kpuTHIM MelyparHOr A06a M3pHIae He3aA0BOASCTBA PAAOM Te HaljOHaAHe Kyhe
6HAO je 0OAMIATHO, U NHUTAe pereproapa je yecTo 61ao mperpecano. Ty, roToBy
craaHy mpuMepOy aa Omepa v HeMa perepToapcKy IIOAMTHKY H3PEKao je jeAHOM
npuaukoM u Aparytun Yoanh Ha crpanunama ,Caasencke mysuke“ (B 18). 13
HepCreKTHBe MCTOPUYApa My3HKe, AAHAC CMO y MOryhHOCTH AQ MHpHHje CYAMMO
o Toj mpobaemaTunu. OBAe He MOXEMO YAA3HTH Y IIOjeAHMHOCTH M3 HCTOpHje
Beorpaacke onepe. Mehyrum, noapo6ua ucropuja Onepe (u Basera) Hapoasor
nosopumTa y Beorpaay, us mepa Caobopana TypaakoBa — Aa CTaHEMO CaMO KOA
Be, U Ad He TIOMUEBEMO OPOjHY APYT'Y My3HKOAOLIKY H T€aTPOAOLIKY AUTEpPATypy
— IIOKA3aAa je KOAMKH je MCKOPAK y MY3HYKOM H KYATYPHOUCTOPHjCKOM CMHCAY
HaunHMAa Beorpaacka onepa Ao 1941. ropune (8. Typaakos 2005).

Beh cmo Bupean pa ,CaaBeHcka My3HKa“ HHje M3AA3HAA HA BEAUKOM IIPOCTOPY.
To je yTMIIAAO M Ha KpUTHMYApe U KPUTHYKE IIPHUKA3HUBade KOjH Cy Y IIOjeAHMHHM
CAyYajeBMMa CaXXeTOCT U jeAHOCTABHOCT Y3AMIAM AO epeKTHHUX pe3yaTara. Temko
Ce MO>Xe 3aMUCAUTH IPerHAHTHHja IPEeNopyKa 3a YUTambe OA OBe KOja Ce OAHOCH Ha
$panIycKy KUy 0 Mycoprckom:

,»Y TIIPBOM AeAy OBe KIbMIe M3HETa je ayTeHTHYHA buorpaduja reHujasHora Majcropa

0e3 OHMX CYBUIIHHUX POMaHTUYHMX Bep3uja. Apyru je aeo mocseheH HcLpIHO]
cryamju peaa Mopecra Mycoprekor® (B 9).°

8  Peuje o xmwusu: R. Charles-Barzel, Moussorgski, le musicien de la vie, Paris: Edition Emile-Paul fréres.
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Y amapTHe mpuMmepe Mysuuke peneHsuje y ,CAaBeHCKOj Mysuuu“ ybpojasu
6ucMo u kputuky Muake Baje o koHnepruma mujaHucre Hukoaaja Opaosa
(Huxkonait A. Opaos). Opaos je y janyapy u dpebpyapy 1940. HacTynumo Tpu myTa y
Beorpaay.” Kpurnuapka ,CaaBeHCKe My3HKe IPHCYCTBOBAAA je ABAMA KOHIJEPTHMA
(coamcTHYKOM 1 CHMQOHHMjCKOM) H O HHMa Hanucaaa ycxuheHy KpUTHKYy:

»--yOeArUBa MOh HeroBe YMETHOCTH A€KH Y HErOBOj Ge3rpaHUIHOj CKPOMHOCTH
Ca KOjOM OH YCIIeBa Ad Ce AyOOKO CaXMBU Ca KOMIIOBUTOPOBOM 3aMHCAH, Ad C€ H0j
IIOTYMHH U AQ Ce 3aIIPaBO Ca BOM CTOIIM.

IToa BEeroBOM PyKOM y TOAMKO] MEPH CBa A€Ad OXKHBE AQ YOBEK CAymIajyhm mx
dacrmamrpano caasu ca OpAOBOM 3ajeAHO BIXOBO BakpcHyhe.

Ko je 0BO jeAHOM OCeTHO, MOpa IIPUBHATH AQ je cBaka KpuTHKa usaumHa... (B 43:
25-26).

OBako CyrecTMBHH YTHCIJM Ha YHTAOLA AEAYjy oMamayjyhe, ToAnko aa He
npumehyje o2 Muaka Haja Huje HaBeaa nporpam koju je Opaos cupao!

Ykazahemo u Ha omTpoyMHO 3amaxame AparytuHa Yoanha pa ce Berosenos
(Ludwig van Beethoven) Broanscku KOHIEPT MOXe CXBAaTUTU K20 CUMQOHHjA €
obauratHoM BroanHoM (B 22: 13)."° Y npumepe KpUTHYapcKUX HAMOCHHKpasuja
AOAa3y ,,00pagyH” Bojucaasa Byukosuha ¢ poupurenrom AoBpom Maraunhem xoju
je c Beorpaackom ¢uaxapmonujom y jamyapy 1940. usseo Bpyxueposy (Anton
Bruckner) Aesery cumponnjy (B 32). Byuxosuh cmarpa a2 AnpureHT Huje BOAMO
pauyHa o moTpebama GeorpapcKe CpeAHHe KOja HHje MMaAd MPHAHKE AQ YIIO3HA
»AAAEKO 3HAUYAjHMja OCTBapema y IPOLIAOM BeKy Hero mTo je Bpykuep” M onpa
nomume Bpamca (Johannes Brahms), Asopxaka (Antonin Dvotak) u Maaepa.
Byuxosuh cBOjy KpHTHKY 3aBpIIaBa OIITPUM peunMa: ,,...beorpascka ¢praxapmonuja
UMa M APYTHX KyATYPHHX AY>KHOCTH M 33AAaTaka OCHM IIOMArama AMPHI€HTCKUX
ersxubuIja CBOT CTaAHOT aupureHTa’. PesoayTHu xpurnyap ,CaaBeHCKe My3sHKe”
Huje Morao 3HaTu Aa he Aospo Maraunh y mocaepaTHom mepuopy crehu ceTcky
CAABY YIIPAaBO KaO jeAQH O HajlieleHUjux AupureHara Bpykuepose mysuke!'!

»CAaBeHCKA My3HKa“ je HeroBaAa M Apyre MysuKorpadcke Bpcre u obamke. Ty
npe cBera Tpeba MoOMeHyTU OpOjHe U Pa3HOBPCHE BECTU — O MY3HUKOM XKHUBOTY ¥
caoerckom ceery (y Yexocaosaikoj u CCCP-y), o paay Aomahux My3HYKHX
ycTaHOBa M aHcaMbaAa, O yCIleCHMa jyrOCAOBEHCKHX YMETHHMKA Y CAOBEHCKUM
seMmama 1 Ap. Byayhu raacmao Yapyxkema npujaresa cAaBeHCKe My3HKe, YaCOIUC
je AOHOCHO BeCTH O CACTAaHIUMA YApYXXeHa C TeMaMa IpeAcTojehmx AMckycuja.

9  Buperu: Typaaxos 1994: 209.

10  Tlocroje mpumepu u3Bohema KOju 0OBO 3aIaKambe M3BAHPEAHO MOTPeKInsyjy. To ce Moxe pehu
3a CHUMAaK HaBeAeHe KOMIIo3uLuje koju cy 1979. naaunnan Ane-Copu Mytep (Anne-Sophie Mutter),
Xep6epr dpon Kapajan (Herbert von Karajan) u Bepauscka puaxapmonuja. Msaasad rpamodoncke
naode (KacHHje U KOMIIAKT-AUCKa), 6uaa je kyha ,Deutsche Grammophon® Taj cHuMak je nspar Bume
myTa.

11 Maraunhesy 6uorpadujy superr y Bacuh 20146.
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Kao cBojy o6aBesy ,CM" je y3eaa pAa CHCTeMATCKH IpaTH U 00jaBiyje Iperaepe
CAOBEHCKMX MY3HUKHX CappKaja y emucnjama Papno Beorpapa. Opran Yapyxema
Koje je mpupehuBaAo KOHIjepTe, YACOMHC je AOHEO HHU3 H3BPCHHX, IMOAAI[MA
HBAAUIHUX OHOrpaduja KOMIIO3UTOpPA M aHCaM0aAa KOjU Cy OMAHM 3aCTyIneHH/
HACTYTAaAU Ha TUM KOHIjepTuMa. O6jaBsHBaHU CY U TEKCTOBU COAO IIecaMa Koje Cy
OrAe Ae0 Mporpama TUX KOHIlepaTa. AHKeTe cMO Beh moMumaaw, a oBAe AOAdjeMO U
pacmrce KOHKypca 3a Harpaay ,bojaHa Jeaaua® kojy je YApyskeme 3aCHOBaAO y 3HAK
ceharba Ha Ty U3BBPCHY, PAHO IIPEMHHYAY [IHjaHHCTKUIbY.

Hexpoaoruka Huje 06maHO 3acrymmena. ,CaaBeHCKa My3HKa“ je 0OyXBaTHUM
HEKpOAOToM obeaexxnaa oprasak I]Berka Manojaosuha, nujaHuCTe M KAQBUPCKOT
MIEAATOra, jeAHOT 0A ocHuBada CpIicke Mysuuke mKoae y beorpaay, He 3a60paBuBIIz
HU FEroB AOIPHUHOC KA0 My3HuKOr KpuTudapa ,CpIICKOT KEbFDKEBHOT TAACHHKA',
npe ITpsor cerckor para (B 39)."> C pyckor jesuka je mpeBeAeH OGUMHHI HEKPOAOT
eMMHEHTHOM pyckoM Mysukoaory Anapejy H. Pumckom Kopcakosy (Anppeit H.
Pumckuit-Kopcakos) (B 107).

Y BpxyHie mysuxorpaduje ,CaaBeHcKe Mysuke” yOpojasu 6UCMO jeAaH MPHAOT
u3 chepe IpeBOAHE AMTepaType — HPeBOA H3abpaHux MecTa u3 mucama Ilerpa
Y. Yajkosckor (B 80). Taj mpuaor je o6jaByeH y TOAMHU y KOjoj je obeaexeHa
croropuumuiia pohewa ayropa Ilamemiuune cumponuje. Iuranarn ,CaaBeHcke
MysuKe“ Harpal)eH je mpBOpaspeAHHM IITUBOM KOje OTKpHBa moraepe Jajkosckor
Ha rpymy ,Ileropuiia‘) merosa pasmummarma, CTaBoBe U oljeHe o Ianuku (Muxana
U. Taunka), o HapaxHyhy M Ipomecy KOMIIOHOBama, O MPOTPAMCKOj My3HIH,
o Barmepy, Bpamcy, Ilonkujeanjy (Amilcare Ponchielli), Ae6ucujy (Claude
Debussy), kamepHIM 1 KOHLIEPTAaHTHUM GOpPMaMa, aAU U Ay TOKPUTHYKE KOMEHTape
0 COICTBeHUM AeanMa. IIpeBoAHA AMTepaTypa o MysHIM OHAa je U3Y3eTHO CAabO
3aCTyILoeHa Ha CPIICKOM je3HKy ITpe APYTOr CBETCKOT PaTa. JeAHHM OBAKBHM, YIIPABO
CjajHUM H300pOM OHMAQ Cy MaKap OAIIKPUHYTa Bpara borare Mysukorpaduje Ha
CTPAaHHM je3UIIIMA.

Caspemeua MY3UKA U MAPKCUIAM

Mehyparao aoba mpeacTaBya jeAaH Op HAAMHAMHYHUJUX IEPHOAA CpIICKe
Mysuuke ucropuje. Cycper u cykob Haeja TpaAUIinje i HHOBAIIHje, KOH3ePBATUBHUIX
HA€ja 1 aBaHTapAHMX TeHAEHIIU]a, TeMesHA jé OAAMKA OBAAIIe My3HIKe YMETHOCTH,
KyAType 1 Mysuxorpaduje y Tom paspoomy.'

ITurame OAHOIIEHA TPeMa CaBPEMEHOj, 2 IOCeOHO aBaHTAPAHO] MY3HIIU OHAO je
IPHCYTHO Ha CTPAHMIIAMA IIPAKTHYIHO CBUX AOMAahHX My3HUKHX YACOIIHCA Y IEPUOAY
usMelyy ABa para, Takolje u y 6pojHUM AHEBHUM AMCTOBMMA U KEIKEBHUM M APYTHUM

12 O LIserxy Manojaosuhy xao My3ndkoM KpUTHIApy U ecejucty BupaeTH Pejovic 1994: 111-114;
Bacwuh 2005. u Bacuh 2010.

13 O mebyparaom meproay xao cBojeBpcHOM packpurhy cpricke Mysuke BuaerH y: Tomamesuh 2009.
Buperu u: Becuh 2018.
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JACOMHUCHMA KOjH Cy 00jaBAUBAAU IPHAOTE O MY3HIH. To IHTambe je MPeACTaBASAAO
M3a30B 32 IIEAOKYIIHY MY3HUKy KyATypy, Oyayhu Aa ce Hama cpepMHA CyodHAa C
BPCTOM M TeMIIOM IIPOMEHA y eBPOIICKOj MY3HI[M KOje HHje OHAO jeAHOCTAaBHO
IPATUTH, 4 jOII Texke y miMa ydecTBoBaTh. IIpuaarohasame oBAAlIbe HEAOBOASHO
usrpaheHe MysuuKke yMeTHOCTH MOAEPHHM TeKOBMHAMa 3alapa MMAaAo je CBOje
3aCTyIHUKe M ONITpe IIPOTHBHHKE.

Craryc caBpeMmeHe Mysuke y dacomucy ,CAaBeHCKa MysHKa“ He yKasyje
Ha ycMepeHy u paspabeny maaT¢opmy ypeaHumrsa. He Moxke ce rosopuru o
3ajeAHMYKOM, AOMHHAHTHOM ADXKAEY YPEAHHKA H CapajpHHKa IpeMa oppehenmm
cTpyjama y caBpemeHoj Mysun. ITa unak, npumehyje ce Aa je caBpemena Mysuka, a
HApOYHTO OHA ABAHTAPAHOT AEjCTBA, IMaAA MOAPLIKY ,CAaBEHCKe My3HKe', YTOAUKO
HITO je OHO AAT IIPOCTOP AMYHOCTHMA TaKBHX adpuHUTeTa. M MOXKe ce OAMAX AOAATH
Ad Cy y HallleM JacOMHUCy OHAA Mpe3eHTHA ,ABa IAAca’, ABe IIO3MUIHje KaAQ je ped o
CaBpeMeHO]j My3HUIIU.

Tlohumo op yaameHHX, CaCBUM HadeAHHX peakimja. ,CAaBeHCKa MysHKa“ je,
Ha IIPBOM MECTY, JKeAeAd AQ MOAPXKHU CaBpeMeHe KOMIIO3UTOPE Y IBUXOBOM Paay.
IToyerxom 1941. u3 Hamer yacomuca ca3HajeMo Aa je MuxoBua Aorap KOMIIOHOBAO
onepy Kup Jawa, npema xomepuju Josarma Crepuje ITonosuha. Henormucanu
CapapHMK O Aorapy ropopu Kao BeOMa IIAOAHOM M PasHOBPCHOM CTBapaolly, a
y 3aknyuky kaxe: ,Hapamo ce pa oBo pero mehe mumonhn maxma Awnpekuuje
DBeorpapcke omepe, — Kao IITO je TO 6HO CAy4aj ca IPBHUM ABEMA OIepaMa Haller
Bpeanor komnosuropa“ (B 94).

»CAaBeHCKa My3HKa " HUje 0CTaAd CAMO Ha HAYEAHOj TIOAPIIIH. YIIPaBO Ha IIPUMEPY
kommosunuja M. Aorapa MOXXeMO BUAETH KaKO je KOAeDOarme IpeA PAAUKAAM3MOM
CaBpeMeHe YMETHOCTH 3aMeHheHO IOCTelleHMM pasyMeBameM U IIPHUXBaTameM.
Mmuaka ‘Baja je y ceciu 3a anpua 1940. npuxasasa Ase janancke npuse M. Aorapa,
Koje je m3pana xyha ,®pajr. CBOj KparTky, adUPMATHBHH IPUKA3 OHA AOIYHYyje
caepehyM, MHAMKATHBHUM HCKasoM: ,M Ha Kpajy Kapa CMO ce CIIpHjaTesHAH Ca
AYXOM M CTHAOM OB€ My3HKe OCETHMO AQ CMO IOCTAAHM OAMCKH My3muapy Aorapy u
AQ HaC aTOHAAHOCT HeroBOT My3HYKOT je3nka He 36ymyje” (B 72).

Yrpaso he ce Aorap 6upaHuM pedrMa H3pasUTH O ABAMA LIUKAYCHMA COAO ITecama
Cranojaa Pajuanha — Ilas u Yysapu ceemtia. Y cBoM ocBpTy OH peha m3pacajea
cpeactBa Pajuunhese Mysmke, mocebHO M3paBajajyhm AMcCOHaHTHe XapMOHHje, U
HarAamasa Aa je Pajuunh ,,...mely peTkima xop Hac, TOTITyHO 060pY>KaH TeXHUYKIM
CPeTCTBHMA KOjiMa YOBEK AAHALIBHIIE MOPA PACIOAATaTH A OM yCIleo H3pasUTH
CBOjy CpeAMHY KOja OIeT Ha CBHM IOAHMA KYATYpe.. TeXKH Ad OAPXKH KOpak ¢
Bpemenom” (B 45: 26-27).

Hajzaa, caBpeMeHa My3uKa je AOOMAQ HajpeYUTH]y AIIOAOTH)Y KPO3 TOAEMUYKU
uaanak Cranojaa Pajuanha, I' Hacitiacujesuh uau aaxc u iiama mogepre mysuxe (B 52).

Pajuuuh je pearosao Ha jeany xputuky Cseromupa Hacracujesuha objaBmyeny
y ,CpIicKoM raacy‘, a y K0joj je Taj KOMIIO3UTOP M My3UYKH KPUTHYAP Y3 MOAEPHY
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(aToHAAHY M aTeMATCKy) My3HKY CTaBHO pedd Aax u idama.'* Pajuunhes y6ojuru
OATOBOp yKa3yje, IIpe CBera, Ha HEAOBOAHO 3HAaHbe KOMIIO3HTOPA-KPUTHYApPA KOjH
je Io cTpyuu apxuTekTa. AYXOBUT U OeCIIOITEeAAH, CAPAAHHK ,CAABEHCKe My3HKe”
koHcraryje kako C. Hacracujesuh sma camo ,hupmanmny®, me u ,saruauuy”!
Cranojao Pajuunh je y mer Tauaka M3HeO CBOje IPOTHBAPIyMEHTE KOjH Ce MOTY
caxetr y caepehe: A2 MOAEPHH KOMITO3HTOPH TeMeSHO TIO3HAjy CTApe MajCTOpe, aAK
Ad He 5xeAe A OYAy eIHIOHH M AQ ITHIIY IIO yrAeAy Ha mux. [ToeHTa oBe moaemuke
YjeAHO je opAOpaHa caBpeMeHe My3HKe K0joj ce He MOXe CTABUTHU 3aMePKa: ,...MHOTO
[je] xopucHuje KpunuTH jom HewcHHTaHe ITyTeBe, HETO TAIKATH y MeCTY Ma U IIO
HAjyTOAHUjUM APYMOBHMA, 6e3 0031pa OA KaKBUX CY YyBEeHHX HEKermepa rpahenn”
(B 52:31).1

Mnak, caBpeMeHa My3HKa HHje OMAQ jeAHOAYIIHO IpuMseHa y ,CAaBEHCKO]
Mysunu'. OTIOP je AOIIA0 OA HACOAOIIIKE A€BHUIIE.

Beh y jeanom op mpeux 6pojeBa (aemembap 1939), Ha AeAy je maeoromka
»AUKBHAAIIMja“ oapehenux mpasara caBpemeHe Mysuke. CTpaHMIa KOja AOHOCH
6uorpaduje xommosuropa umja he ce Aeaa H3BeCTH HAa KOHIIEPTY YAPYXema
npHjaTesa CAABEHCKe MysuKe 0p 16. aerjeMbpa Te TOAMHE, CAAPKH M OCBPT Ha
Ilerpa Komwosuha u meros cruacku mpo¢ua. Tamo ce moMHIy HelIKM YTHIIAjU
Ha wera (Janauex, Hosax). A 3a HoBaka ce kaxe A2 je ,y 3HATHOj MEPH TIOAAOXKEH
A€KaACHTHUM yTHIajuMa ppaniyckor nmnpecnonusma” (B 24).

HosakoBu ,rpecu” Hucy 3abopaBseHH HM IIpu Kpajy skuBoTa ,CAaBeHCKe
mysuke”. Ha yeaHOM MecTy ABO6pOja 3a jaryap u ¢pebpyap 1941. Bojucaas Byuxosuh
je o6jaBno yBopHHMK nocBeheH cepampeceToM pohenpary Tor kommosutopa (B 85).
Y ToM KpaTKOM HamMCy OH je yKa3ao U Ha MeHe HoBakoBor jesuka M CTHAQ, Ima ce
[IOMHIE U TO Ad ,y HErOBOM CTBApalby [MMa] MOBPEMEHHX AyTamba, CKpeTama C
IPaBOT MYTa, IAAAEHA TT0A YTHITAj GPaHITyCKOT UMIIPECHOHU3MA, HAIY I Takha 3APABUX
PeaANCTHYKHX OCHOBA Koje je mpumMuo y Hacaehe op Apopxaxa u Cmerane... Crora
je MCKpeHU peaAuCTHYKU AOXKHBAAj — KOA Hera KaTkap moMyheH ¢opMaAuCTUYKAM
sacrpamemuma”“ (B 85:2).

M y HenoTncaHOT ayTopa YAaHKY 0 IIpokodjesy, y yBOAHHKY ITOCAeARer 6poja
»CAaBeHCKe MysuKe', 13 MapTa 1941. ropuHe, OIIeT je MCTAKHYT HETaTHUBAH YTHUIIAj
ppaHnycke Mysuke, capa Ha IIpoxo¢jeBa. Hamme, peBeroropmmmu 6Gopasak y
HMHOCTPAHCTBY OAAY4YaH je, mpumehyje ce, ,3a ckpeTame IIpoxodjeBa Ha AMHH)Y
napuckor mopeprusma’“ (B 97:2).1¢

Y ,CaaBeHckoj mysunu” je Bojucaas Byukosuh oamyaBao mpeoAomxu oTmop
HUMIIPECHOHU3MY U DPAAMKAAHHM pellemrMa — OH 0K pekao: $OpMaAUIMYy — ¥

14  Buperu Hacracujesuh 1940.

1S ¥ cBojum cehamuma Cranojao Pajuunh e nume mspuunro o Ceromupy Hacracujesuhy, aau
y oaenky mocsehenom Momunay Hacracujesuhy aaje kparak ocBpr Ha nesy mopoawmity: ,Ha jearoj
CTpaHH GUAO je AeTIO BUAETH &y0aB Koja je BAAAAAA Y TOj IIOPOAULIH, AAU Ha APYTOj CMETA0 MU je BUXOB
— cyBume Cy0jeKTHBAH — HEKPHTUYAH CTaB, KAAA Ce PAAMAO O YMETHIYKUAM OCTBAPEHHMA TI0jeANHHX
uAaHOBa Buxose nopoputie (Pajuunh 1979: 1151-1152).

16 Y CTHACKOM IIOTA€AY H, HAPABHO, [0 TyMademh Ma, 0Baj yAaHaK moaceha na Bojucaasa Byukosuha.
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My3HULH, KA0 M CBETOHA30Py KOjH je CTajao M3a TAaKBUX M360pa. AeKTHpa HeroBUx
YAQHAKa IIOKa3yje Ad Cy y HHMa BUCOKO (peKBEHTHE pedd CTBAPHOCT, PeaAr3aM,
ucruHa. OH je APXKA0 A2 YMETHOCT UMa A2 OAP@KaBa CTBAPHOCT, a BEPOBAO je AQ je
6oma crapHocT Beh cTBopena — y Cosjerckom Casesy.

ITpeTmocTaBs»saMoO AQ je OH IIPEAAOIKHIO A Ce TOMeHy TH YAaHaK Pajuxoapa Tanjepa,
Aexaga cosjetticke irasbe (B 88), y neansn npenece us Hrvatskog dnevnika. Taj Texct
je BeOMa 3Ha4ajaH M BeOMa KAPAKTEPHCTHYAH. Y OAHOCY Ha H3pase-peKBU3HTE
ByukoBuheBrx Hammca, OH IPeACTaBAA CBOjEBPCHY HAAOIyHy. IAujep HCLpIHO
IHIIe O HAj3HAYAJHUJUM COBjeTCKMM KOMIIO3HTOPUMA M HUXOBUM OCTBApEHUMA, U
TUMe HHOCTPAHOM YHMTAOLy IPYXa AparoleHe HH$opManuje. AAU MOXKAQ je jou
GUTHHU]je OHO IITO OH KaXe O HAEJHOM MPOQHAY CaBpeMeHe COBjeTCKe My3HKe:

»HoBa je coBjeTcka MysHKa ITyHa ONTUMHU3MA M )KUBOTHE CHare. Y 1b0j HeMa HU Tpara
IecuMU3My, yMOpHOCTH, pasodapawy” (B 88: 5).

Kapa ByuxoBuheBuM OOAMTaTHMM HM3pasuMa AOAAMO ONTHUMH3AM H SKHBOTHY
CHary, A0OHjaMo MOTIyHY GOPMYAy eCTeTHKe COLMjaAUCTUYKOT PeaAusMa, Kojy je
Komynucrraka napruja Cosjerckor Capesa 3BaHUYHO ITpokaaMoBasa 1932. roaune.
Kao mro je mosHaro, mp€OAOTHja M €CTETHKA COIMjAAMCTHYKOT peaAu3Ma Huje
NPHXBATAAd, HHje MOTAA IIPUXBATUTH, YMETHOCT KOja je ,6exana” oA CTBAPHOCTH —
KaKBOM OM Ce MOTao CMAaTpaTH MMIPECHOHHM3aM — HAH OHY KOja je HHAyTypHCambeM
AHCOHAHIIe Ka0 HOCHOL]A CTPYKTYpe MY3HUKOT AeAd CTBapaAa AyOOKY IpOBAAHjy
Y OAHOCY Ha ITyOAHKY M, KAKO Ce CMAaTPAAO, IPOU3BOAMAA OTyherme M HUXHAM3AM.
Byukosuh je 610 y moTpasu 3a My3HKOM KoOja OM Ha Haj0OsSHM HAYUH OATOBOPHAQ
noTpebaMa U 3aXTeBMMa HOBOT BpeMeHa, OHAKO KaKO Ce TO MPOIeHHBAAO Y IIPBOj
3eM/AHU COIMjaAU3Ma.

YnauB mapkcusma y ,CAaBEHCKOj My3HIIH €BHACHTAH je M KPO3 U300p Kibura
KOje Cy y 4Yacomucy mpukasaHe. Y aerem6py 1939. nujanucrkuma Jeanra Kperuh
npukasasa je 36upky Mysuuku topiipermiu Bojucaasa Byukosuha, o6jaBmeny
Te ropune y Deorpapy. Iben uaamax cappsxu u caepehu xomentap: ,Ha Beoma
MHTepeCaHTaH M KOH3eKBEHTAaH HaunH OH [Byukosuh] A0BoAu y Besy mcropmjcke
Aorahaje m conmjasHy eBOAYLHjy Ca CTBAPAAQUKUM PAAOM IIOjEAMHI]A, HerOBY
3aBHCHOCT Ha Haeonoruju csora Bpemena” (B 27). Us uctux nobyaa y 6eorpapckom
TAACHAY TIaXKiba je OuAa ckpeHyTa u Ha Hciiopujy mysuxe rpylie delIKuX ayTopa,
o6jaBmeny 1939. y Ilpary (B 60). Haraacak HemoTmucaHOT IIpUKasMBada AT je Ha
IOYETKY M Kpajy OBOT HAIIHCa:

»OBa KibUra He IIPeTCTaBAa OOUUIHY UCTOPH)jy My3HKe... To je jeaHa 06MMHa CTyAHja
HCTOpHje MYACKe KyAType YOIIITe Ca KapaKTePUCTHKAMA IIOjEAMHHX paspobma
Koja obyxsaha MA€JHM M [OAMTHYKM pa3BOj YOBEYAHCTBA U PaKTOpe TOI PasBoja...
Hajsehu 3Hauaj oBor o6UMHOr AeAa je y TOMe IITO je TO IPBH IOKYILIAj aHAAU3E
My3H4Ke YMETHOCTH KPO3 HCTOPH)y € 063MPOM Ha Pa3BOj CBHX KOMITOHEHATA AYACKOT
ApymTBa.”
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OunTo, Mysuuka AeBu1a ¥, CAABEHCKOj My3HII HATUEHAAQ je ACTEPMUHHCTHIKOM
CXBaTaly My3HMYKe MCTOpPHje KaO OApPa3a U OrA€AAAA APYIITBeHe, eKOHOMCKe U
MOAMTHYKE HCTOpHje. Y TOM CMHCAY He usHeHalyyjy peun npusnama ymryhenu Topopy
ITaBaosy (Topop Anmutpos Ilasaos), ayropy Teopuje ogpasa us 1936. ropuse.
Bojucaas Byukosuh ra je 03Ha4HO Kao ,Haj3HAYajHUjeTr AQHAIIKEr MPeTCTABHUKA
nayune ecretuxe” (B 74: 54).7

Mapxkcusam je y ,CaaBeHcKy My3uky” ,crusao” u3 Cosjerckor Casesa. Ham
YACOIIUC je C BUAHHM eHTY3Hja3MOM beAesxro My3uuke Aorabaje 1 ycrexe coBjeTckor
ApymTBa y obaactu mysuxe. Tako je Bojucaas Byuxosuh 3abeaexuo HajsaxHHje
COBjeTCKe MaHH(eCTalHje IOBOAOM obeAexaBarma cToropuumuile pohema Ierpa
Y. Yajkosckor (B 78). OH je ykasao Ha TpaHAMOBHOCT Te MPOCAaBe MO 06HMY,
Pa3HOBPCHOCTH H HMHTEH3HMTETY, 3aAPXKABIIM Ce HAa KOHIEPTHMA, H3AOXOaMa,
00jaB/oeHIM H3AABUMA HOTA, KIBUIA M IHPENHcKe, IPaMOGOHCKUM IAOYAMA U AD.
Taj yAaHaK HHje CaMO TIperAepAHH usBeinTaj; Byukosuh 3paun Hapaxuyhem u kapa
Adje My3HYKy XPOHHKY. Y HeroBOM IHCalby Ce CYCTIDKY MCIJPIIHOCT 0baBelTeHOTr
CTpyumaka U eMonuja Ayboko mpuspxeHor momTosaona Cosjerckor Casesa,
HeroBe MUCHje 1 FeroBe YMEeTHOCTH.

Mwma y ,CaaBenckoj mysuiu” u Apyrux Hamca o CCCP-y. Y mapTosckom 6pojy
HAMAQ3MMO Ha YAQHAK IOA HacaoBoMm Ha wuemy page cosjeiticku xomiiosuitiopu (B
106). Bectn 0 paay KOMIIO3HTOPA Y TOj 3eMmH IpeyaeTe Cy u3 yacoruca ,CosjeTcka
mysuka“. [lomumy ce Tapa Maapu crBapaory H. Bypamkun (Hukoaait [TaBaoBud
Byaamkun), J. Bupjykos (¥Opuit Cepreesuu Buprokos), C. Kan (Curusmyna
A6pamosuu Karr), C. Xaaaros (Cemen Aaexcanaposud Xaaatos) u H. Borocaoscku
(Huxnta Baagumuposua BorocaoBckuil) m Aera Ha KOjUMa Cy Tapd PAAUAM.
Ilpernocaepwn yaanak y ,CaaBeHckoj mysunu” nocseheH je jyomaejy MockoBcke
¢uaxapmonuje, wenoj 20. ropummuiu. Ilopes nMeHa KOMIO3UTOpA YHja je AeAd
duaxapMOHHja H3BOANAQ, HABEACH je U IIOAATAK AQ je Taj OPKecTap OAPXKAo IeAeceT
xumapa koHuepara y Mocksu u apyrum mectuma Cosjerckor Casesa (B 109). Cauxa
My3HYKOT PaAd U ycrexa HoBor Apymrsa y Pycuju, Tj. Cosjerckom Casesy, rpabena
jé ¥ OBaKBOM, Kpajie CyTeCTUBHOM CTaTHCTHKOM.

Hajaane ce y moraepay MapKCUCTHYKe OpHjeHTal[fje M MHCIIHpAlLije OTHIIAO Y
KPUTHUYKOM OCBPTY Ha ABa KoHuepra Cumonujckor opkectpa Papno Beorpapa (B
91). Haume, Ha koHUepTy 04 4. janyapa 1941. Taj opkecTap je mpemujepHO H3BeO
Ocamuaecry cum¢ponnjy Hukonaja Mjackopckor. A Ha KoHIlepTy 0a 13. pebpyapa
npemujepHO je usBepeHa Apamatiuuna cumponuja Otopuna Pecruruja (Ottorino
Respighi).'®

AyTop 4aanka, mornucas naunmjasuMa K. M. C,, y3eo je ABa HaBepeHa KOHIlepTa
Kao ITIOBOA 33 Pa3MHUIILbaKe O CaBpeMeHoj My3uiu 3amapa i Cosjerckor CaBesa, I1a je
HoByKao mapaaeAy usmehy Mjackosckor u Pecniuruja. Ayrop Hamuca y ,CAaBeHCKO]
My3HI[I HAAA3U AQ Cy 0Oe KOMIIO3UIIMje Y 3HAKY BUCOKOT MajCTOPCTBA; IOMHUEbY Ce

17 O perepmunuaMy y Tymadennma Bojucaasa Byukosuha BupeTn y cryauju Bacih 2003.
18  Bumre o TuM KoHIepTHMA BuAETH Y Simic¢ Mitrovi¢ 1988: 343-34S.
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OpHmAHTAH OPKECTAPCKH 3BYK, OOrara KyATypa CHMQOHHjCKOT OOAMKA U BEAHKO
XapMOHCKO 3Hame. Ho oHpa ce IpeAasu Ha cymTacTBeHe pasarke u3Melyy OBUX AeAa:

»Jep AOK ce kop Pecmurma cBe cBopu Ha 3BYK, 60jy, edpekar, — MAKO C YKYCOM H
MepoM ocTBapeH, 6e3 Aybme cappikuHe, 6e3 Aybmer HHTepeca IpeMa >KUBOTY,
ocehamy, cTpeMmersy 1 TEXIbH CABpEMEHOT Y0BeKa, 6e3 BUAMSUBHX TPAroBa Hamopa
3a OTKPHBambeM HCTHHE O CBETY, 32 YMETHIHYKUM O0jalImhaBabeM i MemamheM CBeTa
[moaBaaueme: A. B.], pooTae je MjackoBCKOBO A€AO AyOOKO IIPOXKETO 1 HacuheHo cBUM
THM — TIO yMETHHYKY BPEAHOCT oAAyuyjyhum ocobunama“ (B 91: 7).

Ha xpajy ayTop uaaHka npeaasu Ha anoteo3y Hukoaaja MjackoBckor u ierosor
Aeaa, uctnayhu aa OcamHaecTa cMMQOHHMja IIPEACTaBAA ,yMETHUYKY eMaHALHjy
OCHOBHHX KyATYPHUX MHTepeca CaBpPeMeHOT COBjeTCKOI APYLITBA“ M ,0CHOBHHX
€CTeTCKUX CTPEeMAerha PYCKe My3HdIKe YMETHOCTH. ..

3a TeMmy Haller papa HUje HEOIXOAHO YAA3HTH y pacmpaBy o MjackoBckoM
u Pecrnivrujy, HUTH BpeAHOBAaTH HHXOBe TBOpeBHHe. OBAE je BAXXHO IOMHEbAE
Memalba CBeTd, MAKAP M KPO3 YMETHOCT. Ta TeMemHa OAPEAHHMI]A MAPKCHCTHYKE
HAEOAOTHj€, MICA0-BOAMAA COBJeTCKOT APYILITBA U FerOBe YMETHOCTH, HAIAA Ce U
Ha cTpaHuiaMa ,CAaBeHCKe My3HKe” M TaKO Hall YaCOMKC Ha OBOM MeCTy HajBHIIle
HPHOAKHAAL PEBOAYLIHOHAPHOM MapKCH3MY.

Cauka Cosjerckor Casesa y ,CaaBeHCKOj My3unu“ pata je jeaoctpano. Op
AMYHOCTH KOje Cy HMACOAOTHjy MAapKCH3Ma HHTHUMHO IPUTPAMAE KA0 >XUBOTHH
M YMETHHYKM IIPOTpaM Apyrauuje ce He OM HM MOTAO ouekuBard. Mmak, Tpeba
MIOACETUTH Ad CY ¥ BpeMe Kaaa je ,CaaBeHcka Mysuka“ usaasuaa y CCCP-y Ha peay
OMAHM 1 TIOAUTHYKY IIPOTOH, 3aTBAPabe H AUKBHAAIMja BEAUKOT OpOja AYAH, 4eCTO
6e3 cysa u kpusuije. CTasHHOBE M CTASHUHHCTUYKE YUCTKe barluAe Cy OTrpOMHY
CeHKY Ha HA€jY U IIPAKCy COLMjaAU3Ma.

O cBemy Tome ,,CaaBencka Mysuka“ hytu. OcTaje OTBOPEHO Ad AU je, IPHMEpHIIe,
Bojucaas Byuxosuh 610 ymosHar ¢ HaAndjeM moAUTHYKOT >kuBOTa y CoBjeTckoM
Casesy. Axo je 3Ha0, 3aIITO O TOMe HHUje TOBOPHO? AKO je M Uyo Te U TaKBe BeCTH,
MOXAQ Y BHX HHje II0BepoBao. ,CAaBEeHCKA My3HKa“ He Adje OATOBOPA Ha Ta ITUTakba,
ocrajyhu Ha AMHUjU BeAUKe [IOADIIKe, I1a 1 rAopruKanuje Mapkcusma u CosjeTckor
Casesa.

KKK

»CAaBeHCKa My3HKa" je M3Aa3HAa KPATKO H OHA [IPEACTAB&A ,TOP30” y Imopehemy ¢
OHUM IITO je MOTAQA IIPY>KUTH AQ BeHO U3AQXKerbe Huje mpeKuHyo par. [Ipumerrhemo
Aa je HAeja yIo3HaBama M IpOTaraHAe CAOBEHCKe My3HUKe KYAType Y OBOM FAACHAY
MMaAa CBOje KapaKTepHCTHKe H CBOja orpaHmdema. Op CAOBEHCKHX 3eMama
npucyTHu cy 6uam Yexocaosauka, Cosjercku Cases, Byrapcka u Jyrocaasuja.
YmaamuBa je MUHMMaAHA 3aCTYILSEHOCT IOACKHX CAAPIKaja. Y3poIiu TOj HecpasMepu
BEPOBATHO AeXe y TPAAUIIMOHAAHO CHAKHUM MYy3HYKUM Be3ama ¢ exocaoBaukoM, y
K0jOj Cy CTYAMPaAM HEKOAMKHU CApaAHHIM Hamler Jacomnuca, u Pycujom. ITosesanocr
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cpricke kyaType ¢ ITomckoM yBex je OHAQ HEyMOPeAMBO H3paKeHHja ¥ 00AACTH
KEIDKEBHOCTH. "

»CAaBeHCKa My3HKa" je H3pacAa U3 HAeje caoBeHOPuACTBA. MehyTuMm, Ta npeja je
AOOMAQ AOTTYHY M CBOjeBPCHO ITpeHHAUeHhe H3AAIHIM YHOIIeHheM MapKCHCTHIKHIX
cappxaja. Bojucaas ByuxoBuh je HajsacAy)XHHjU IITO je OBO IAACHAO IIOCTAAO
yraacHuk” Mapkcusma u Cosjerckor CaBesa y 6€0OrpajCKoj My3HUKOj ITePHOAHIIM
youu Apyror CBETCKOT paTa, IPUAPYXHBIIH ce, y ToM cMucAy, 36yky (1932-1936)
Mysuuxom iracruxy (1938-1941).

Ynpxoc kparkohu usaaxema, ,CAaBeHCKA My3HKa“ TIPEACTABASA AMCTHHKTHBHY
II0jaBy y MCTOPHjH CpIcKe My3ukorpaduje. OHa je OCBETAMAQ CAOBEHCKY My3HYKY
KYATYPY KaO OAGAUTY IIeAMHY y OKBHPHMA eBPOIICKe My3Hke. beorpapcku acomuc
»Mysuka“ (1928-1929), Takohe je HeroBao cAOBEHOPHUACKY HAEjy, I1a je jeaaH 6poj
MOCBETHO YeXOCAOBAUKOj, a jeAdH MOnCKOj Mysuiu. MebyTuM, Hu oH HUTH 6uAO
KOje APYTO My3HYKO TAACHAO HHCY OAAOpPAAM TeMAaTH3ALHjy 32 KOjy Ce OIIpeAeAHAd
»CaaBeHcka Mysuxka“, ITepcrekTrBa 3a KOjy Ce 3aA0XKHAO OBAj TAACHHK YAPYKera
IpHjaTesa CAABEHCKE MY3HKe HHMje MMA0 HM HACAGAHHKA y CPIICKOj My3HYKO]
nepuopuny. Faeja cAoBeHCKe NMOBE3aHOCTH M Y3ajaMHOCTH OKYIIHAA je Ha OBaKaB
HAUMH, IPBY U jeAUHH IYT, CPICKe My3H4ape, M TO ¥ IOCACAHM TPEHyIHMa Ipe
Hero mTo he Jyrocaasuja u EBporma yTonyTH y Apyru cBeTCKu par.

IIPUAOT: BUBAMOTPA®HUJA YJACOMMCA ,,CAABEHCKA MY3HKA®:
,CAABEHCKA MY3UKA’,
FAACHHK YADY’KeHha IpHjaTesra CAABEHCKE MY3HKe,
H3AA31 jeAHOM MECEUHO.
Ypebyjy: Muaka Baja, Joar 3opko u Aparyrun Yoanh.
OaroBopHHU ypeaHHUK JoBaH 30pKO.
lIrammapuja ,Hymuh’, Musopap Muanhesuh, Aedancka 18, Beorpaa.

Hosem6pa 1939, roa. I, 6p. 1:

1. TIlerap Kowosuh, Ilpujattievuma crasercke mysuxe, crp. 1-2.

2. Haw mysuuku sxcusoitt. ,3puncku” na cyenu Beoipagcke oiiepe, 1-2.%°

3. Haw mysuuxu ncusoi. Ilpsu tioilyrapru konyepti Beotpagcke Purxapmonuje,
2.

19 Ha oBom MecTy He MOXeMO HABECTH eKCTeH3HBHY OHOAMOrpadujy KibIKeBHe KOMIITAPATHCTHKE Y
AOMEHY IOACKO-CPIICKHX KIbFDKEBHHX Be3d. AOBOAHO je IIOMEHY TH ABOjUI}Y HajIIAOAHH)HUX HCTPAKMUBAYA
u3 te obaactu — Hopha JKusarnosuha u Ilerpa Bymaxa. Ebuxose kmure u cryauje o6pabyjy penemnmujy
oscKe KibrokeBHOCTH Kop Cpba Ao 1941. roaune.

20  VKOAMKO MMe ayTOpa HHje HABEACHO Y 0BOj bubAnorpaduju, TO 3HAUH AQ YAAHAK HHUje OTIIHCAH.
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Aparyrun Yoanh, Haw mysuuxu scusoti. , Aon Xyan” y noeoj pexcuju, 2-3.
Josan 3opxo, ITpobremu ocrosHe mysuuke naciiiage, 2, 4.

Ap. B. B. [Bojucaas Byukosuh], Mysuuxe eguyuje. Pajuuuh — Aoiap: ,Ilecme
3a irac u kaasup”. (Hosa iiybauxayuja »Equyuje Ygpynceroa dpujaitieva
crosencke mysuxe”, 3-4.2

Ipoipam Apyiot konyepitia Ygpysncerba tipujattiesoa cAo8eHCKe My3UKe HA aH
13 nosembpa 1939 iogune, 3.

Ap. B. B. [Bojucaas Byuxosuh], O ayimiopuma u geauma na iipoipamy. Taroejes
— Cepiuje Hsanosuh. Muaoje Muaojesuh. Citianojao Pajuuuh. /by6omup
Iudixos, 3—4.

Mycopicku (Le musicien de la vie) og Illapa Bapseaa, Edition Emile Paul
freres, 4.

Caasencka mysuka y tipoipamy beoipagcke Paguo citianuye, 4-S.
Apywitisenu caciianax ,Ygpyxceroa upujaitiesa croseHcke mysuxe” Ha gan 25
Hosembpa 1939 iogune y geopanu Mysuuke akagemuje, S.

Ap- Bojucaas Byuxosuh, Ocoberoctiiu mysuke cAABEHCKUX HAPOGA U HoeH
3Hauaj 3a nac, 5-7.*

Becitiu us ygpyxcera. Haipaga y ciiomen Bojane Jeaaue, 6.

Becitiu us ygpysersa. 3a naipagy y ciiomen Bojane Jeaaue ,Ygpyucersa
iipujaitiesa crogercke mysuxe”, 6.

Pepaxumja, Hawa anxeitia. Aa u cy kog ac moiyhu aboreniiinu konyeptiu?, 7.
Becitiu us mysuuxux gpywiniasa. Ilpeo beoipagexo itesaqxo gpyuiniéo. Xop
Mysuuxoi gpywitiea ,Ciianxosuh”. Ilanuesauxo cpiicko ypkeeHo iiesa4xo
gpywinso. Koaetuym mysuxym. Ygpyscerse ipujaitiesoa cAABEHCKE MY3UKE
fio3usd..., 7.

Aenem6pa 1939, roa. I, 6p. 2:

ITpeapar Muaomesuh, Josed Cyk xao wosex. (Hs cmyguje ,Jose¢ Cyx”),
9-12.

A. Y. [ Aparyrus Yoauh], Haw mysuuiu susoii. ITosogom iocimiosatea i. Jy-
pewesa y ,Bopucy Togyrosy”, 9-10.

I1. K. [Tlerap Kowosuh], Jasan uac Koaeiuym mysuxyma, 10-11.

A. Y. [ Aparyrus Yoauh], Haw mysuuxu susoii. Konyepi i-he Jeaxe
Cimamammosuh-Huxoauh, 11-12.

21  Tlpemrammano y: Bojucaas Byukosuh, Citiyguje, eceju, kpuiiiuke, pepaxrop Baacrumup Ilepuanh,
yHoaut”, Beorpap 1968, 592.

22 Tlpemrammano y: Bojucaas Byukosuh, Citiyguje, eceju, kpuiiiuke, peaaxrop Baacrumup Ilepuunh,
yHoaur”, Beorpap 1968, 410-411.
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. M. 'B. [Muaka Baja], Haw mysuuxu xcusoini. Konyepini /bybe Enuese, 12.
. A 9. [Aparyrun Yoanh], Haw mysuuicu susoii. Apyiu cumdonujcxu
koHyepiti Beoipagcke pusxapmonuje, 12-13.

3aemex Hejeann, Citipemmersa caspemene pycke mysuxe, 12—15.

O ayiwopuma na tpoipamy: Ietwiap Korosuh. Begpcux Cmettiana. Buhecaas
Hosax. Aeow Janauex. Aagucaas Buyiiarex. Bayaae Illheiian. Boxycaas Map-
inuny. [Henarnuaupan AopaTax. |

Texcitiogu tiecama ca tupehei konyepiiia Ygpyxceroa ipujaitieod cAdsercke
mysuxe Ha gan 16 geyembpa 1939 iogue. [Henmarnsnpan poopatax. |

A. 9. [ Aparyrun Yoanh], Haw mysuuicu scusoti. Cumorujcku konyepin
seAukoi Paduo-opkecitipa, 13-14.

Jeaura Kpceruh, Mysuuxe equyuje. Ap. Bojucaas Byuxosuh: , Mysuuku
nopinpeiu”, 14>

Caasencka mysuxa na npoipamuma beoipagcke Paguo-cinanuye, 14-15.
Ipoipam inipehei konyepinia Ygpymeroa iipujaiiieoa CAABEHCKE MY3UKe HA aH
16 geyembpa 1939 iog. Ysogha peu: i-ha Muaxa Faja, 15.

Janyap 1940, roa. I, 6p. 3:**

A-p Muaoje Munojesuh, O Hayuonasusmy y mysuuxoj ymetirociau, 17-21.
K. IT., Haw mysuuxu sxcusoiii. Pogoago I Hophesuha, 17-18.

Ap. B. B. [Bojucaas Byuxosuh], Haw mysuuxu scusoii. IV xonyepin
Beoipagcke purxapmonuje, 18.

Ap. B. B. [Bojucaas Byuxosuh|, Haw mysuuxu sxcusoi. ITpso ussohetoe , Cum-
Ponujeitie” Munrana Puciiuha y 6eoipagckom Paguy, 19-20.%

A. 9. [ Aparyrun Yoauh], Haw mysuuxu scusoii. Konyepin Ilesauxoi xopa
,Cinanxosuh”, 20.

3aemex Hejeaan, Ciipemuersa caspemene pycke mysuxe, 11, 21-23.

M. B. [Muaka Baja], Haw mysuuxu scusois. Konyepinn Huxuiie Maiaroea, 21.
A. 4. [ Aparyrun Yoauh], Mysuuxe equyuje. Muaan Bajuarcku:
JJymcrocrosencie napoge iecme” (Hagate Josana Opajinia — Beoipag), 21-22.

23 Tlpewmramnano y: Bojucaas Byuxosuh, ymeiinux u 6opay: suk — ceharsa — c6egouanciiéd, peAAKTop

Baacrumup Iepuuuh, ,Hoaur”, Beorpaa 1968, 289.

24 Op oBora 6poja: OATOBOPHH ypeAHHK JoBaH 30pKo.

25 Tpemxowm croju: VI konyepii. Ipemrrammano y: Bojucaas Byuxosuh, Cityguje, eceju, kpuitiuke,

peaakrop Baactumup ITepuanh, ,Hoaur”, Beorpaa 1968, 604.

26  Tlpemrammano y: Bojucaas Byukosuh, Citiyguje, eceju, kputiiuke, peaaxrop Baacrumup Ilepuunh,
yHoaut”, Beorpap 1968, 602-603.
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Maue seciniu. Exsupa Mapcuh. E. . Bypuan. Beauko mocko8cko fio3opuuiitie.
Oiiepa I'pagckoi iosopuwitia y ITuaseny. Hiop Ciapasuncku. Ha VII
Mehynapogrom ecitiusary caspemene mysuxe, 22.

+ Lseiiko Manojrosuh, 23.

Caasencka mysuxa y ipoipamuma beoipagcke Paguo-ciianuye, 23.
Apywinieene seciiu. Apywitisenu caciianax, 23.

®ebpyap 1940, roa. I, 6p. 4:

B. [Bauiaas] Beapaa, Cuetmianuno ciisapatse Kao u3pas Hajceiaujux
wexcrou vewkoia Hapoga, 25-28.

M. B. [Muaxa Baja], Haw mysuuku wusoi. Konyepii Huxoaaja Opaosa,
25-26.

Ipoipam V. (eaHpegHoz' ) konyepiiia »Ygpyxcerba iipujaitie/oa craseHcke
mysuxe”, 2.

Muxosua Aorap, Mysuuka usgarwa. Ciianojro Pajuuuh: ,Ilas u Qysapu
ceeinia’, gea yuxAyca iiecama 3a irac u krasup, 26-27.

H3 crosenckot mysuuxoi csettia. Miop Ciupasuncku. Ilpo¢. |. Jupanex. Ilcaim-
cumponuja og M. Citipasunckoi. Hs ¢onga Ilagepesckoi. Yewka akagemuja
nayka u ymemnocinu. H. Mjackosckoi... ITpawxu xeapinein. Illociiaxosuhes
Ipeayguym u Crepyo. H. Mjackoscku. Jan Kybeaux. Pycko mysuuico gpywiitiéo
y Iapusy. Kaasupcky Ceutity caspemenoi uewikoi komitosuiiopa Mupocrasa
Ilonya usseno je..., 27.

Mysuuka usgarea. K. B. Jupax: Cum@onuja 6p. I11. oii. 37. (Msgarwe Hudebni
Matice UB. Ipai), 28.

H3s Mysuuxoi gpywiisa ,Citianxosuh”, 28.

3aipebauku iygauxu keapitieiti y beoipagy. Ilosogom ganawirsel seneprvel
KoHyepinia ,Ygpymetra iipujatiiesa crosercke mysuke”, 28-30.

Muxanao Byxaparosuh, Ayxrocitiu nawe cpequne tipema gomahoj mysuyu,
28-30.

V3 itetiu konyepaii. Anitiorsun Asopax. Citianojro Pajuuuh. Kpcitio Ogax,
30-31.

Cranojao Pajuanh, I Hacitiacujesuh uau , Aaxc u thama mogepre mysuxe”,
30-31.

Beciu uz Y. I1. C. M. Tpehu gpywinisenu cacitianax. Ilecitiu jasnu konyepii,
31.
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Mapr 1940, roa. I, 6p. S:

Muaenxo JKuskosuh, Mysuuku nayuonaruzam Kopneauja Ciianxosuha,

33-36.

Y. [ Aparyrun Yoauh], Haw smysuuxu scusoitr. Konyepinn Axagemcxoi iiesau-
Kkoi xopa us 3emyna, 33-34.

H., Haw mysuuiu scusoiti. Tpehu jasnu uac Koretuym mysuxyma, 34.

Y. [Aparyrun Yoawh], Haw mysuuxu xcusoitr. Konyepini Beoipagcxke
durxapmonuje, 3S.

Maue seciniu. ITpenoc semnux octiariaxa Kopreauja Citianxosuha y Beoipag.
Xop J. A. I1. A. 13 Semyna. Baineposy tneinparoiujy ,ITpciien Hubeaynia”...
Aunojz Xaba. Konkypc 3a seauxy naipagy b. Cmeitiane. ITpawico nosopuuiitie A
40. Yewka axagemuja. ITpawka Pagnuuka akagemuja. Jyburapua naipaga B.
Cwmeinane, 35-36.

A-p Bojucaas Byuxosuh, Mysuuku peasusam Citiesana Moxkparya. Yerosu
teioge ugeosouike esoryyuje, 36-39.”

Mysuuke equyuje. cimopuja mysuxe (Déjiny svétové hudby) (Magaree Cunxc
~ Ipai), 37.

O ayimopuma na tpoipamy VI. konyepina Y. IT. C. M. Muaenxo 2Kusxosuh.
Mapxo Tajuesuh. ITpegpai Murowesuh. Cepiej Cepijejesuh ITpokogjes.
/bybomup Iuiixos, 38-39.

Apywitisene ecitiu. Tpehu gpywitisenu caciianax, 39.

Anpna 1940, roa. I, 6p. 6:>*

Josau Banayp, OgHoc ussohaua iipema mysuuxom gesy, 41-43.

Y. [ Aparyrun Yoawh], Haw mysuuxu xcusoini. Iloiierogo seue Ha
Konapuesom ynusepsuiteiity. Hnitieptipeini iipoipama i-ya Topgarna Murojesuh
uujanuctikurod, 41-42.

Y. [Aparyrun Yoawh], Haw mysuuxu xcusoitt. Cumdorujcku Konyepin
Opxeciipa Kparese iapge, 42—43.

Hawa anxetna, 43.

27  Tlpemrammaso aABamyT: Bojucaas Byukosuh, H360p eceja, ypeaunk Crana Bypuh-Kaaju, Cpricka

akapemuja Hayka (IToce6na uspama, k. CCXXXIII, MysHKoAOUIKU HHCTHTYT, Kib. 7), Beorpaa 1955,

136-139; Bojucaas Byuxosuh, Citiyguje, eceju, kpuiniuke, pepaxrop Baacrumup Ilepranh, ,Hoant”,
Beorpap 1968, 434-437.
28  Oa osora 6poja ,Caasencky mysuxy” mrammna lltamnapuja ,Enoxa” (Asexcanaap Kaprunckn),

Aeuancka 18, beorpaa.
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A-p Bojucaas Byuxosuh, Mysuuxu peasusam Ciniesana Moxparya. Fbeiosa
ugeoAoiuja u reios cisaparauxu ciaus, 43—-47.

M. B. [Muaxa Baja], Haw mysuuiu susoii. Konyepii Hukuitie Maiaros,
43.

Y. [ Aparytun Yoawh], Haw mysuuxu xusoiti. Beue kamepmysuuxux geaa I1.
H. Yajkoscroi, 43-44.

Y. [ Aparyrun Yoawh], Haw mysuuxu sxusoiti. Paguo-emucuja iioceehena
byiapckoj cumponujcroj mysuyu, 44-4S.

Y. [ Aparyrun Yoawh], Haw mysuuxu susoini. VII xonyepin Beoipagcke
purxapmonuje, 45—-46.

M. B. [Muaxa Baja], Mysuuka usgara. Muxosur Aoiap: ,Ase jaiarcke iipu-
ye” (Usgare Opajii — Beoipag), 46.

Mysuuxa usgara. Hsgara Koseiuym mysuxyma, 47.

Maj — jynn 1940, roa. I, 6p. 7-8:

A-p Bojucaas Byukosuh, ITewiap Hauy Yajkoscku, 49-54.%

Haw mysuuwcu scusoin. Ipotpam Konyepitia Ygpysncerwa tipujattiesa crasencie
mysuxe iioceehen geauma I1. H. Yajkosckoi na gan 24 maja 19401. y
KoHyepinHoj geopanu Mysuuke akagemuje. Yéogua peu 1. I1. Korsosuh, 49.

Y. [Aparyrun Yoauh], Haw mysuuxu scusoitr. Ceewaru konyepint Beoipagcke
Purxapmonuje iiosogom 100 ioguirsuye og pohersa I1. . Yajkosckoi, 49-S0.
Haw mysuuicu scusoini. Beue Axagemcxot ilozopuwitiia na Beoipagciom
yHusep3uitieiy ii080gom cinoioguiuruye og pohera og I1. H. Yajkosckoi, SO.
Ap- B. B. [Bojucaas Byukosuh], IIpocrase citioioguuirouye pohetoa I1. 1.
Yajkosckoiy C. C. C. P, 51-52.%"

Yewa witiamiia iiosogom tipeoi uzsoherwa ,Kowtiare”, 52-54.

s aucama Ieinpa Hauua Yajkosckoi. O ,ieimopuyu”, 54-59.

Ap. Baapumup Xeadept, Crasencka kaitiapsa. Ilog yiuckom Kowosuhese
,Kowinane”, 54-56.

29  Tlpemrammano aABamyT: Bojucaas Byukosuh, H360p eceja, ypeaunk Crana Bypuh-Kaaju, Cpricka

akapemuja Hayka (IToce6na uspama, k. CCXXXIII, MysHKoAOUIKU HHCTHTYT, Kib. 7), Beorpaa 1955,

139-142; Bojucaas Byuxosuh, Citiyguje, eceju, kpuitiuke, pepaxrop Baacrumup Ileprauh, ,Hoant”,
Beorpap 1968, 437-440.
30 IIpemrrammano pAamyT: Bojucaas Byuxosuh, Hsbop eceja, ypeannk Crana Hypuh-Kaaju, Cpricka

akapemuja Hayka (IToce6na uspama, k. CCXXXIII, MysHKoAOUIKU HHCTHTYT, Kib. 7), Beorpaa 1955,

67-71; Bojucaas Byuxosuh, Citiyguje, eceju, kpuitiuxe, pepaxrop Baacrumup Ilepuunh, ,Hoanr”,
Beorpap 1968, 423-427.
31 Tlomoso y: Bojucaas Byuxosuh, Citiyguje, eceju, xputiiuxe, pepaxrop Baactumup Ilepmunh,

»
yHoaut”,

Beorpap 1968, 432-433.
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boxxena Banayp, Mysuuku ncusoiti y Qewxoj u Mopascioj, S7-58.

A-p Bojucaas Byuxosuh, Mysuuxu peasuzam Citiesana Moxpawya
(Cepuwieiniax), 59.3*

M. B. [Muaxa Baja], Mysuuka usgatoa. Japocaas Keaiua: ,Y ceeitty cosa”
(Hsgarse Ox. Ilasgupex — Bpro), 59.

Janyap — ®ebpyap 1941, roa. II, 6p. 1-2:3

Ap. Bojucaas Byuxosuh, Buhecias Hosax. ITosogom cegamgeceisie
ioguwteuye pohersa (S-XII-1940), 1-2.3*

b. A. 11, Haw mysuuxu xusoii. Konyepiniu Beoipagcke purxapmonuje, 1-2.
IIpoipam I ceeuanoi koHyepina ,Ygpynerna tipujaiiiera caasencke mysuie”
iiosogom 70-toguwirsuye Buhecrasa Hosaxa. Yeogna peu i. IT. Murowesuha, 1.
P. Tauiep, Haw mysuuku scusoitt. ,Aexaga cosjetticke irasbe”, npes. I11. B.,
2-6.

Boxxena Banayp, Kaasupcko ciisaparse Buhecaasa Hosaxa, 2-S.

Ipeapar Muaomtesuh, Hosak kao komtiozuitiop 6araga u otiepa, S—9.

K. M. C., Konyeptiiu cumponuckoi Paguoopxecitipa, 6-7.

Apywiteene secitiu. Hnitiepru kconyepiu Ygpysnceroa, 7.

Apywitisene secitiu. Konxypc 3a ,naipagy y ciiomen Bojane Jeaaue”, 8.
Apywinsene secitiu. Hosa oitepa M. Aoiapa, 8.

Apywitisene sectiiu. Ygpynceroa. 60 ioguwruya Pygospa Kapeaa, 8.
Texciniogu tiecama koje ce ganac ussoge: ,Aeuja 6araga’, B. Hosax, oii. 28.
No. 1; ,Topcka 6araga”’, B. Hosax, oii 28, No. 2; Mopascka HapogHa ,Jauie
momuu”, 9.

Mapr 1941, roa. I, 6p. 3:
Cepiej Ilpoxogjes, 1-2.

Ap. B. B. [Bojucaas Byuxosuh], Haw mysuuxu scusoti. Tpehu konyepini
Paguo-opxeciupa, 1-2.%

32 Tlpemrammaso aBamryT: Bojucaas Byuxosuh, Hs6op eceja, ypearnk Crana Bypuh-Kaaju, Cpricka
akapemuja Hayka (ITToce6Ha uspama, kib. CCXXXIIL, MysuKoAOLIKH HHCTHTYT, Kib. 7), Beorpaa, 1955,
143-144; Bojucaas Byuxosuh, Citiyguje, eceju, kpuiniuke, pepaxrop Baacrumup Ileprauh, ,Hoant”,
Beorpap 1968, 440-442.

33 Op osora 6poja: ypehyje Oabop.

34 Tlpemrammaso y: Bojucaas Byuxosuh, Ciliyguje, eceju, kpuitiuke, pepaxrop Baacrumup Ilepuunh,
yHoaur”, Beorpap 1968, 443-444.
35 TIpemrammano y: Bojucaas Byuxosuh, Ciliyguje, eceju, kpuitiuke, pepaxrop Baacrumup Ilepuanh,
yHoaur”, Beorpap 1968, 611.
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”

99. Ipoipam II ceenarnot konyepinia ,Ygpysxera ipujatiiesoa cAABEHCKE MY3UKE
iosogom SO-toguwreuye C. Ilpoxodujesa. Ysogua peu Ap. Bojucrasa
Byukosuha, xomiiosuitiopa, 1.

100. K. A., Haw mysuuxu sncusoti. Ipemujepa XKuskosuhese otiepe 3a geyy, 2-3.

101. ITpo¢. B. [Bariaas] Beapaa, Jan Ky6eaux. (TTosogom iipse ioguirouye
cmpitiu), 2-3.

102. Mysuuxe sectiiu. Toguwirsuye cmpitiu O. Hegbaaa, J. Kybeauxa u K.
Kosaprcosuya, 3.

103. B., Mysuuxe sectuu. Ilpocaasa 70-ioguwrsuye B. Hosaxa y Ilpaty, 3—4.

104. Mysuuxe secitiu. My3sej Pybunwiniajua, 4.

10S. Mysuuxe sectiiu. , Puinimyc”, 4.

106. Mysuuxe secitiu. Ha wemy page mockoscku komiiosuitiopu, 4.

107.I1. I'paues, A. H. Pumcku Kopcakos, 4—6.

108. M. K., Asageceinioioguwrsuya Obracre mysuuxe wikore y Capajesy, 5—6.

109. Mysuuxe secitiu. Mockoscka ¢urxapmonuja, 6.

110. Mysuuxe secinu. , XKenugba” og Mycopickoi y Bepny, 6.
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THE MAGAZINE ,SLAVIC MUSIC“ IN THE HISTORY OF SERBIAN MUSIC PERIODICALS
(SuMMARY)

In 1939, the Association of Friends of Slavic Music in Belgrade launched the monthly
magazine “Slavenska muzika” [Slavic Music]. The magazine was focused on the musical
past of the Slavic peoples, as well as their contemporary music. The publishing of “Slavic
Music” was interrupted by the Second World War.

The magazine published essays on Slavic music, concert and opera criticism, translated
literature, news, notes, obituaries and, in one case, polemics. In a small number of cases,
“Slavenska muzika” took over texts from other magazines. A total of 110 articles and
contributions were published.

The contributors to the magazine were musicians of various profiles — composers,
conductors, music writers, music interpreters and pedagogues. The magazine was the work
of experts and was intended for a musically educated audience.

The Slavophile idea had a long tradition among Serbs. “Slavic music” is certainly an
offshoot of that tradition. However, in the period between the two world wars, a part of
Belgrade musicians accepted Marxist ideology. This was significantly expressed in “Slavic
Music”. The magazine wrote about the music culture in the Soviet Union; the contextual,
deterministic interpretation of the history of music was supported, and the aesthetics
of socialist realism came to the fore. The central figure of Marxist orientation in “Slavic
music” and, in general, in the Belgrade music culture of that time, was Vojislav Vuckovi¢,
composer, musicologist and conductor.

The idea of promoting Slavic music culture in the magazine “Slavic music” had limitations.
Of the Slavic countries, Czechoslovakia, the Soviet Union, Bulgaria and Yugoslavia were
present. The minimal representation of Polish themes is noticeable. The reasons for this
disproportion probably lie in the traditionally strong musical ties with Czechoslovakia,
where several associates of our magazine studied, and Russia. The connection of Serbian
culture with Poland has always been incomparably more intense in the field of literature.
Despite the shortness of its publication, “Slavic Music” is a distinctive phenomenon in the
history of Serbian literary on music. It shed light on Slavic music culture as a separate entity
within European music. The perspective advocated by this bulletin of the Association of
Friends of Slavic Music had no successors in Serbian music periodicals.

The study brings an analysis of the concept and structure of the magazine “Slavic music”, as
well as an analysis of the views of music writers. At the end of the study, there is an integral
chronological bibliography of the magazine “Slavic music”, which has not been published
so far.

KeYwoORDS: “Slavic Music” (1939-1941), Serbian Music Periodicals, Vojislav Vuckovi¢,
Milka Paja, Marxism in Serbia.
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ABSTRACT

Even more than intelligence, creativity is considered as a quintessentially human
capacity. The same conclusion is fully applicable to the artistic creation in mu-
sic sector. However, rapid technological development is constantly challenging
not only the creative process as such, but also the legal instruments intended to
protect the results of intellectual and artistic work. The first part of this article
examines the provisions of the new EU Directive 2019/790 dedicated to online
content-sharing service providers and fair remuneration of authors/performers,
while its second part maps the main challenges the development of artificial in-
telligence imposes to the protection of rights in musical works.
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ATICTPAKT

KpearusHocr ce, 4ak U y Behoj Mepu Hero LITO je TO CAy4aj ca HHTEAUTEHIIHjOM,
CMaTpa CYIITHHCKH syACKoM crocobromhy. Metn sakmydak je y moTIIyHOCTH
IpUMeHUB U Ha YMETHHUYKO CTBApaAalITBO y obaacTu Mmysuxe. Mehyrum, 6p3
TEXHOAOIIKH Pa3BOj CTAAHO AOBOAM Y IHTame He CaMO IPHUPOAY KpeaTHBHOT
nporieca, Beh M IpaBHe HHCTPYyMeHTe YMjU je LMo 3aIlITUTA Pe3yATaTa
HMHTEAKTYaAHOT M YMETHMYKOT CTBapaaamrTsa. IIpBu Aeo yaaHKa aHaAM3Hpa
opapeabe Hose Aupexruse EY 2019/790, mocsehene npyskaonuma ycayra pemersa
caapxkaja online v IpaBeAHe HAKHAAE 32 AyTOPe U M3BOade, AOK Ce HeroB APYTH
Aeo 0aBU MamupameM TAABHHX H3a30Ba KOje PasBOj BEIUTAUKe MHTEAHTeHIIHje
[OCTaBAba IIPeA TIPABHY 3alITUTY CTBAPAAAIITBA Y 0OAACTU My3HKe.

Ka&Y4YHE PEUM: ay TOPCKO IIPABO, IPaBa HaA My3HUYKHM AeanMa, Aupexrisa EY 2019/790,

AI/II'I/ITaAI/BaLH/Ij d, BelITa4yKa I/IHTeAI/IFeHLH/Ij a.

1. INTRODUCTION

The aptitude to conceive abstract notions, together with the ability to engender vari-
ous intellectual and artistic creations, is often considered as the major differentia spe-
cifica of humans® compared to the other living creatures. In the same vein, “aesthetic
value presupposes some foundation on human nature without which one could not
speak of beauty or sublimity at all” (Costelloe 2012: 50). More generally, the main
common characteristic of all kinds of scientific, academic, literary or artistic works
is that they are by nature non-material, intangible, even if they can often be followed
by important material outcomes, such as a sculpture, a painting, a sheet music or a
book. One important field of legal studies, the copyright law, is dedicated to the pro-
tection of these works, having set as one of its main goals to guarantee and protect
the ownership and rights of those who invested their intellectual and creative effort
to create them.

As the most advanced existing model of cross-border supranational economic
and political integration, the European Union (EU) had created an internal market,
characterized by the free movement of persons, goods, services and capital, but also
a space of flourishing cultural cooperation and exchange, as well as of the protection
of cultural heritage. However, the principle of territorial protection of rights and of-

2 For a comprehensive overview of the notion of creativity and its interconnection with human
nature, see: Thomas and Chan 2013, Paul and Kaufman 2014, Strauch 2014, Sternberg and Kaufman
2018.
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ten divergent national legal traditions have given rise to the need to harmonize na-
tional legislation of the EU’s Member States in the field of copyright law. Therefore,
the protection of the interest of authors (and other rightholders) in music sector has
an important place in the Union’s legal system, including certain legal acts exclusive-
ly dedicated to the rights in musical works.?

Nevertheless, the rapid development of digital technologies has profoundly
transformed not only the ways musical works are created, but also the means and
methods they are distributed and exploited. The relevant legislation in force in the
EU was, until very recently, deplorably obsolete, and Directive 2019/790 of 17 April
2019 on copyright and related rights in the Digital Single Market has also brought
— together with a set of new problems related to interpretation and enforcement —
some significant overarching solutions. One of the issues upon which there are still
much more interrogations than real and applicable solutions is the phenomenon of
artificial intelligence (AI). Apart from the fact that Al has a potential to profoundly
transform the entire music sector, it has another all-embracing feature: the ability to
“(co)-create” intellectual and artistic works, the characteristics considered as a quin-
tessence of human nature. Therefore, the objective of the first part of this article is to
analyze — using predominantly content analysis and comparative legal method — the
existing EU’s legal framework applicable to the authors (and other rightholders) of
musical works in the context of digitization (Chapter 2). In the second part, the
author would seek to go beyond the issues of existing normative solutions, trying to
map the main challenges the development of Al imposes to the protection of rights

in musical works (Chapter 3).

2. PROTECTION OF RIGHTS IN MUSICAL WORKS IN THE EUROPEAN
UNION’S DIGITAL SINGLE MARKET — DIRECTIVE 2019/790

As far as the supranational legislative framework is concerned, the EU Directive
2019/790 of 17 April 2019 on copyright and related rights in the Digital Single
Market is the latest and the most comprehensive attempt to set up a system of legally
binding rules related to the consequences of digitization on copyright protection.
The Directive 2019/790 has finally entered into force on 7 June 2019, and has given
rise to an extremely interesting and often heated debate, which lasted for almost
three years, starting from the moment when the European Commission has drafted
the proposition of this act (14 September 2016). Before turning to the question of
the impact of the Directive 2019/790 on the protection of rights in musical works, a
few introductory remarks will be dedicated to the laborious process of the adoption
of this act.

3 Itis, for example, the case of Directive 2014/26/EU of the European Parliament and of the Council
of 26 February 2014 on collective management of copyright and related rights and multi-territorial
licensing of rights in musical works for online use in the internal market, Official Journal of the EU L 84
of 20. 3. 2014. However, this article will focus only on the issues of the protection of rights in musical
works related to the digitization and artificial intelligence.
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The majority of the EU’s legislation is adopted by the European Parliament (EP)
and the Council, on the basis of a proposal from the European Commission.* When-
ever the importance of the regulated issue and accompanying public interest impose
some important interventions in the text proposed by the Commission, this practi-
cally requires the trilateral consultations in the triangle EP-Council-Commission.
The importance of the Directive 2019/790 and the scale of the debate its adoption
has generated could be best illustrated by the interest it brought about in the EP. In
September 2018, the EP’s plenary session has adopted 86 amendments to the text
proposed by the Commission, proposing more or less substantive changes of the
preamble and 18 (of, at that time, 24 existing)® articles of the Directive 2019/790.
The intensity of the lobbying in favour or against some of the Directive’s provisions
was unprecedented® and it included the participation of numerous stakeholders (au-
thors, companies, civil society, governmental bodies, international organizations),
while Axel Voss, the member of the EP who was the rapporteur for this legal act,
was a subject of a bomb threat.” In any case, the text of the Directive 2019/790, as it
was proposed by the Commission, and its final text are substantially different. The
Member States of the EU are obliged to transpose the provisions of the Directive
into their internal legal orders no later than 7 June 2021.

Numerous provisions of the Directive 2019/790 are relevant for the protection
of rights in musical works and their, even superficial, analysis would require signifi-
cant space. When it comes to music in the era of digitization, the two major chang-
es brought about by the last two decades are the increasing accessibility of various
musical contents,® on the one hand, and the basis upon which its authors and per-
formers are remunerated, on the other. Consequently, the focus will first be on the
provisions of the Directive 2019/790 dedicated to online content-sharing service
providers (subchapter 2. 1), before turning to the question of fair remuneration of
authors and performers (subchapter 2. 2).

4 The procedure to be followed for each piece of legislation depends on the legal basis upon which
it is adopted. For more on inter-institutional relations in the EU’s legislative procedures, see (Engel
2018).

S Final version of the Directive has 32 articles; for its full text in all official languages of the EU, see
https://eur-lex.europa.eu/eli/dir/2019/790/0j, [accessed 21. 07. 2020].

6  Theintensity and the scope of the lobbying within the EP is well illustrated by numerous fake news
and deliberately generated misinformation about Directive’s various provisions; for an overview of
some important dilemmas, see EP’s document Questions and Answers on issues about the digital copyright
directive,https://www.europarl.europa.eu/news/en/press-room/201901111PR23225/questions-
and-answers-on-issues-about-the-digital-copyright-directive, [accessed 21. 07. 2020].

7 See https://www.euractiv.com/section/digital/news/copyright-mep-in-bomb-threat-scare/,
[accessed 23. 07.2020].

8  For example, it is clearly stated in preamble (para. 61) of the Directive 2019/790 that “online
content-sharing services providing access to a large amount of copyright-protected content uploaded
by their users have become a main source of access to content online”.
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2. 1. ONLINE CONTENT-SHARING SERVICE PROVIDERS

The unprecedented technological development in the last several decades, and
particularly the digital transformation, have profoundly transformed not only the
creative process itself, but also the means of distribution and exploitation of various
intellectual creations. While some authors, following open source initiatives, allow un-
limited free access to their creative works, so that “programmers can fix problematic
elements of the software and create new and improved uses” (Turcotte 2019: 156),
other authors are often facing unlawful distribution and dissemination of their copy-
right protected works. In this respect, particularly vulnerable are audiovisual works,
whose potential availability on video-on-demand platforms — apart from potentially
being very positive if this accessibility is, for example, the author’s free choice or if it
fosters the dissemination of out-of-commerce works — requires a substantially new
and adapted legal framework. As it is rightfully remarked in preamble (para. 3) of
the Directive 2019/790, “legal uncertainty remains, for both rightholders and us-
ers, as regards certain uses, including cross-border uses, of works and other subject
matter in the digital environment” When compared with authors, the position of
performers of various audiovisual works is often even more complex when it comes
to equitable remuneration (Watt 2014). On the other hand, nowadays it is much less
true that “diversity of musical sounds and ideas [ ... ] is contingent on the diversity
of those afforded a voice” (Meier 2015: 410), given that content-sharing Internet
platforms, in principle, offer everyone a chance to present their work to the public.
Nowadays, there are numerous “audio social media platforms” allowing peer-to-peer
sharing for personal use, out of which some (like Chirbit.com and SoundCloud) were
founded back in 2008, while Instagram, the most popular free photo and video shar-
ing platform, was launched in 2010.

Various content-sharing platforms critically depend not only on user upload,
but also on the traffic it generates. Those platforms often claim that they represent a
mere technical framework for interaction of users and, therefore, do not need to get
prior authorization from a rightholder. This is not only a colossal simplification, but
it also opens a highway for violation of copyright, lack of appropriate remuneration
for the use of audiovisual work and, what is often forgotten, significant unjustified
profit for content-sharing platforms. The content on those platforms cannot be
considered neutral, given that its quality and/or attractiveness generates interest of
the users (clickable content), and, consequently, increases the cost of advertisement
on those platforms and generates higher income. In such a context, the claims of
content-sharing service provides that they assure “wider access to cultural and
creative works and offer great opportunities for cultural and creative industries to
develop new business models” (Dir. 2019/790 pream. para. 61) sound not only
exceptionally cynical, but it also tries to hide the fact that “the initial dream of green
‘co-creation’ and ‘co-consumption’ enabled by platforms and shared by many early
platform enthusiasts seems to have been replaced by a platform-powered capitalist
market economy more able to extract value” (Reillier and Reillier 2017: 209). The
situation is even worse if the extracted value is based upon unwanted absence of
remuneration for the authors of audiovisual works. The Directive 2019/790 seems
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to have taken this in consideration, but the normative solutions it brings are far from
being exhaustive and satisfactory.

The key preliminary legal issue is to establish whether the providers of online con-
tent-sharing services, by allowing user upload of music and other audiovisual works
on their platforms, engage in copyright-relevant acts. If those platforms, as providers
claim, represent a mere technical framework, the responsibility for copyright viola-
tion could theoretically be transferred to the user (uploader), a party which is not
only economically weaker than the platform itself, but, in majority of cases, does not
have any direct commercial interest from the upload of copyrighted work. If there
is no doubt about the fact that, in various existing legal systems worldwide and in
Europe, “the current scope of copyright easily leads to perverse outcomes, with as-
pects of over- or underprotection that cannot easily be reconciled with any under-
lining rationale for copyright protection” (Hugenholtz and Kretschmer 2018: 10),
the uncertainty remains over the ways of assessing whether the uploaded works are
effectively used, if they are, by whom, and how to ensure the remuneration.

Both the existing legal solutions in the EU and the doctrine agree upon the fact
that, for example, “mere reception of a broadcast as such is not a copyright relevant
act” (Stamatoudi and Torremans 2014: 212), and, therefore, the same solutions
should, mutatis mutandis, be applied to all users of platforms other than those re-
sponsible for upload. When it comes to service providers, introductory, explanatory
and, thus, not legally binding provision (para. 61 of the preamble) of the Directive
2019/790 simply notes that “legal uncertainty exists as to whether the providers
[ ...] engage in copyright-relevant acts and need to obtain authorization from right-
holders for content uploaded by their users who do not hold the relevant rights in
the uploaded content” The same provision also affirms “it is therefore important
to foster the development of the licensing market between rightholders and online
content-sharing service providers”. Those proclamatory and vague principles are fur-
ther elaborated by Article 17 of the Directive 2019/790.

As it has already been underlined in the introduction, the adoption of the Direc-
tive 2019/790 was a lengthy and laborious process, during which many of its pro-
visions have undergone substantial changes in various phases of its elaboration. It
was particularly the case of its Article 17 (in the Commission’s initial proposal from
14 September 2016, it was Article 13); the final text gained significantly in volume
(from initial three to final ten paragraphs), but, in numerous aspects, lost in pre-
cision and applicability. As an instrument of Union’s legal system whose objective
is to reduce disparities between national legislations (Cemalovi¢ 2015), every EU
directive is “binding, as to the result to be achieved, upon each Member State to
which it is addressed, but shall leave to the national authorities the choice of form
and methods” (TFEU Art. 288-3). Given that every phase of the adoption of the
Directive 2019/790 has added some novel normative solutions, its Article 17 ended
up as by far the longest provision of the entire act, setting up some general rules,
but subsequently allowing complex exceptions. It remains to be seen how the EU
Member States will proceed in transposing this provision into their internal national
legal orders.

The keystone of Article 17 of the Directive 2019/790 is the rule obliging every
online content-sharing service provider to obtain an authorization from the right-
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holder of copyright-protected work; in principle, this authorization is given by
concluding a licensing agreement. Therefore, “if no authorization is granted, online
content-sharing service providers shall be liable for unauthorized acts of communi-
cation to the public, including making available to the public, of copyright-protected
works and other subject matter” (Art. 17-4). However, service providers could avoid
the responsibility for copyright infringement if three cumulative conditions are met:
1) they demonstrated that best efforts have been made to obtain authorization;
2) they made best efforts to ensure the unavailability of specific works that have
been uploaded in unauthorized way and 3) they “acted expeditiously [ ... ] to disable
access to, or to remove from their websites, the notified works [ ... ] and made best
efforts to prevent their future uploads” (Art. 17-4c). Given the existing technical
possibilities for unauthorized dissemination of audiovisual — and, even more, musi-
cal — works, it remains very doubtful how the notion of best efforts will be interpreted
in internal legal orders of EU Member States. Should it, for example, mean that every
absence of clear and unequivocal authorization from rightholder means that there is
a copyright infringement? Moreover, the simple removal of notified musical works
from provider’s website does not prevent the use of “peer-to-peer technology in or-
der to reproduce and disseminate copyrighted music [ ... ] without authorization”
(Mazziotti 2008: 135). Only a very short lapse of time during which certain musical
work has been available on provider’s website is sufficient to let the ghost out of
the bottle, thus limiting the practical effects of the removal from the website. As the
outcomes of some copyright infringement suits in the USA have shown, one of the
possible solutions might be the introduction of specific licensing scheme “that could
develop into industry standard when dealing with mechanical licensing of sound
recordings by copyright owners to online networks” (Millstein et al. 2020: 97). In
spite of some positive changes introduced by the Directive 2019/970 (to be trans-
posed in Member States’ internal legal order until 7 June 2021), the EU’s Digital
Single Market is still far from being fully operational in the music sector.

2.2. FAIR REMUNERATION OF AUTHORS AND PERFORMERS

One of the major motivations for the adoption of the Directive 2019/970 was the
plausible intention to ensure a fair remuneration in exploitation contracts of authors
and performers; this is particularly important in audiovisual and, especially, musical
sector. In spite of the fact that, in some cases, financial rewards are “distributed in a
profoundly uneven way” (Meier 2015: 410), digitization allows various technical
ways to establish, with a sufficient level of accuracy, how and to which extent certain
works are (or can possibly be) exploited, also allowing to determine a fair remuner-
ation when authors or performers license or transfer their exclusive rights for the
exploitation of their works. However, as it was the case of online content-sharing ser-
vice providers analyzed in the previous sub-chapter, the Commission’s proposal for
a Directive has undergone numerous — often profound — changes, and its final text
is certainly more detailed, but not always clearer and more advantageous for the au-
thors. Moreover, it remains to be seen how some of its often very general provisions
will be transposed in the national legal systems by the EU’s Member States. Without
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entering in a more profound analysis of the differences between the initial and final
version of the Directive, this sub-chapter will focus on its scrutiny de lege lata.

The key principle to be introduced in all EU Member States is that authors and
performers are “entitled to receive appropriate and proportionate remuneration”
(Art. 18-1). It should first be underlined that there is often a long way from being
entitled to actually receiving a fair remuneration. The Directive 2019/970 specifies
that, within every national legal system, “different mechanisms” can be used to de-
termine what “appropriate and proportionate remuneration” actually means, while
the principles of contractual freedom and “fair balance of rights and interests” (Art.
18-2) should be taken into account. When it comes to the mechanisms directly pro-
vided for it in the EU legislation, two most important are transparency obligation and
contract adjustment mechanism.

As it is the case in numerous fields of artistic creation, popularity of certain mu-
sical works, on the one hand, and their cultural, aesthetic and/or educational value,
on the other, are rarely in perfect harmony. Moreover, as some authors have right-
fully remarked, “why not question the assumption that aesthetic quality belongs
only to ‘composer’s music’ and not to popular music?” (Dayan 2016: 141). Without
further analyzing these meta-legal issues, it is beyond any doubt that, in the digital
environment, the only criterion that could be impartially applied is the extent of
exploitation of certain musical work. In such a context, the transparency obligation
introduced by the Directive 2019/970 provides that authors and performers should
receive “on a regular basis, at least once a year [ ...] up to date, relevant and com-
prehensive information on the exploitation of their works and performances from
the parties to whom they have licensed or transferred their rights [ ...] in particu-
lar as regards modes of exploitation, all revenues generated and remuneration due”
(Art. 19-1). Therefore, according to the EU legislation, the fairness of the remuner-
ation is effectively based upon the actual revenue generated in the exploitation of a
work by the first contractual counterpart of authors and performers, entity which is
most often the publishing company. Given the high disproportion in resources and
economic strength between the author or performer of a musical work, on the one
hand, and the legal entity to whom they have licensed/transferred their right, on
the other, transparency obligation has a real potential to contribute to a more fair
remuneration of creative work. It is worth noting that a system based on the interest
of end-users — where popularity is the only applicable criterion - can only lead to
the situation where “a handful of superstars [are] achieving incredible wealth and
the majority of working artists [are] struggling for fair remuneration” (Meier 2015:
410). However, it is also true that the digital environment, at least in theory, allows
everyone to become a superstar, while the provisions of the Directive 2019/970 re-
lated to transparency obligation oblige the rightholders to inform the authors about
the success of their work.

Contract adjustment mechanism provided in the Directive 2019/970 is
complementary to transparency obligation analyzed in previous paragraph. As
it has been already underlined, if the existing mechanism uses popularity (and,
consequently, revenues generated in exploitation of a certain musical work) as the
only applicable criterion, at least it does not hinder anyone’s aptitude to become
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a superstar. If in a particular sector in one of the EU Member States there is no
applicable collective bargaining agreement allowing to adapt remuneration of
authors/performers to actual exploitation of their works, the Directive empowers
them “to claim additional, appropriate and fair remuneration [...] when the
remuneration originally agreed turns out to be disproportionately low compared
to all the subsequent relevant revenues derived from the exploitation of the works
or performances” (Art. 20-1). However, in spite of the fact that transparency
obligation and contract adjustment mechanism are fully complementary, the latter
critically depends on the former, given that the rightholders should continuously
inform authors/performers about the exploitation of their works/performances and
revenues generated. If it is true that “small- and large-scale changes in the market
due to the introduction of new technologies” (Ronchi 2019: 153) were particularly
visible in the music sector, allowing to end-users to make and unmake superstars,
the EU legislation at least enables authors and performers to have some economic
benefits.

3. CHALLENGES IMPOSED BY ARTIFICIAL INTELLIGENCE TO THE PRO-
TECTION OF RIGHTS IN MUSICAL WORKS

There is no provision of the Directive 2019/970 mentioning expressis verbis the
notion of artificial intelligence (AI); this is perfectly understandable, given the fact
that the main objective of this piece of EU legislation is to regulate copyright-related
dissemination and exploitation of creative works in the context of digitization.
In other words, in this stage of its development, EU’s copyright legislation treats
technology more as a tool allowing new uses of works, than as a tool of their potential
(co)creation. In spite of some scientifically plausible classical approaches defining
the intelligence as a deeper and wider capacity for understanding the environment
(Strenberg and Kaufman 2011), including “the aggregate or global capacity [ ... ] to
act purposefully” (Wechsler 1958: 7), human-level machine intelligence is capable
of producing works that could be vaguely considered artistic. The same conclusion is
applicable to musical works, especially taking into consideration that in algorithmic
composition “several methods of Al are not exclusively used for the generation of
musical structure, but represent components of comprehensive systems” (Nierhaus
2009: 228). In any case, in the current state of EU’s copyright legislation, the
issue of Al as a potential “author” of certain musical works, and consequently,
their copyright status, remains far from being resolved. Therefore, there are two
fundamental questions to be answered. First, how, and to which extent, the actual
copyright-related legal framework could be applied to musical works created by AI2
Second, what would be the guiding principle for adequate future legal solutions in
this respect? An interesting recent event shall be used as a starting point in answering
both of these questions.

In January 2020, Damien Riehl, musician, developer and attorney specialized in
copyright law, together with Noah Rubin, created an algorithm capable of generating
an extremely high number of melodic combinations consisting of eight notes and
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twelve beats, applicable in pop music; producing 300.000 melodies per second, the
algorithm “created” over 68 billion melodies, and all of them have been uploaded
to the website Internet Archive. Moreover, Riehl and Rubin have used MIDI format,
where notes are replaced by numbers (do, ré, mi, ré, do becomes 1, 2, 3,2, 1), and
they indicated that the license Creative Commons Zero is applicable to all those
melodies. From the legal perspective, they intended to make all those melodies freely
accessible to everyone interested, concomitantly trying to annihilate any possibility
for whichever musician to establish any exclusive rights on works containing them.
Riehl and Rubin have also declared’ that they intend to create similar algorithms
applicable in jazz and classical music. Moreover, Al potentially offers numerous
other possibilities in the music sector, allowing us to imagine that practically the
entire “creation” in this field could become completely independent from any direct
human involvement.

Independently from purely musicological considerations that will not be further
elaborated, the key legal issue is to determine whether the Al-based music genera-
tion could fully enjoy the status of a creative work that could benefit from copyright
protection. Therefore, if both text and melody can be subject to Al-based writing
and composition, can the works generated in this way be considered as “artistic
works” in terms of Article 2 of the Berne Convention for the Protection of Literary and
Artistic Works? In other words, can an “artistic” work generated by Al be considered
original? The answer to this question is the starting point of any further elaboration
regarding the existing and potential future copyright-related legal solutions.

If musical works generated by Al can be considered copyrightable, the future
might, in many aspects, give reason to Riehl and Rubin, and lead to highly probable
collapse of the existing model of copyright protection. The fact that a high number
of (new) melodies is either freely accessible to everyone or it becomes intellectual
property of a single entity (or few of them) would, in both scenarios, lead to
tectonic changes in the music sector, fostering its further “algorithmization” and
dehumanization. If it is true that AI “still cannot master everyday creative skills”
(Sawyer 2012: 3), some artists consider that Al will make live music obsolete, given
that “we are nearing the end of human-only art™. From the latter affirmation to a
dystopian future in which Al itself (and not its creator or possessor) might become
the owner of its “creations” is only one step. In any event, musical works generated
by AI should not benefit from the same scope and type of copyright protection
usually granted to works created by humans. In other words, melodies generated
by algorithm created by Riehl and Rubin might, from the legal perspective, be
considered as belonging to public domain, but any imaginable future musical

9  Sources: Le Monde https://www.lemonde.fr/big-browser/article/2020/02/27/pour-empecher-les-
proces-pour-plagiat-dans-la-musique-un-algorithme-met-68-milliards-de-melodies-dans-le-domaine-
public_6031016_4832693.html, TEDx Talks https://www:youtube.com/watch?v=sJtm0MoOgiU;
Internet Archive https://archive.org/download/allthemusicllc-datasets, [accessed 26. 07.2020].

10 Source: https://consequenceofsound.net/2019/11/grimes-live-music-obsolete/, [accessed 31.
07.2020].
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work of human origin, using some elements of those melodies, but also numerous
other creative components, should benefit from copyright protection. Any other
solution would seriously undermine not only the existing level of the protection of
creativity in the music sector, but also the fair remuneration of authors/performers,
and, consequently, the quality and sustainability of artistic production. This does
not mean that the existing model of copyright protection should not evolve in
many aspects, granting to the works (co)generated by Al certain level and scope of
protection. However, even if one agrees that it “wouldn’t be impossible to foresee
that the artificial intelligence will reach a point that enables it to generate artworks
that are inseparable from human artworks,” (Kurt 2018: 76), Al is, luckily, still
unable to “generate” (or even imitate) inspiration, contemplation, spontaneity and
fervour, some of the key drivers of genuinely human creativity.

4. CONCLUSION

The rapid technological development over recent decades, as well as the recent
global public health crisis caused by the SARS-CoV-2 virus (and COVID-19
outbreak it provoked), continue to profoundly transform not only the way various
copyrightable musical works are created, but also the modalities of their distribution
and exploitation. In the same vein, Al-based music generation raises new concerns
regarding the copyright status of such works. As the analysis of the EU Directive
2019/790 on copyright and related rights in the Digital Single Market has shown,
the Union’s legislation has set a general legal framework in this field. However, the
further study of the two specific issues examined more profoundly allows a more
nuanced conclusion. First, the Directive’s provisions dedicated to online content-
sharing service providers set up some general rules, but subsequently allow complex
exceptions, while it remains to be seen how the EU Member States would proceed
in transposing Article 17 into their internal national legal orders. Second, the rules
aiming to establish a fair remuneration of authors/performers predominantly rely
on transparency obligation and contract adjustment mechanism, but they both
critically depend on the effective enforcement of rightholders’ obligation to provide
information about the exploitation of the respective works/performances. Finally,
if it can be argued that musical works generated by Al should not enjoy the same
copyright status as genuinely human creations, there is no doubt that the existing
legislation does not offer specific and applicable solutions. The actual copyright-
related legal framework has been elaborated for the protection of works of human
origin and, therefore, its application to musical works created by AI would require
substantive modifications of the legislation, not conceivable without thorough
examination from (at least) ethical, musicological and economic points of view.
In any case, one of the guiding principles for adequate future legal solutions in this
respect should be that the purpose of copyright protection should not be distorted
by granting to Al-generated music a status that could undermine genuinely human
expressions of creativity.
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Yromr REMAAOBUR

KPEATMBHOCT U BAACHUIIITBO:
IIPABHA 3AIITHUTA MY3UYIKUX AEAAY EBPOHCKOJ YHHUJU
OA AUTUTAAN3ALTUJE AO BEHITAYKE MHTEAUTEHITUJE

(PE3UME)

KpearusHocr ce, qak u y Behoj MepH Hero mITO je TO CAy4aj ca MHTEAUTEHIHjOM,
CMaTpa CYIITHHCKH ASyACKOM criocobromhy. MeTu saksydaxk je y MOTIYHOCTH IpH-
MeHUB U Ha YMETHHUIKO CTBAPAAAIITBO Y 06AacTy Mysuke. MelyTum, 6p3 TexHoAom-
KU Pa3BOj CTAAHO AOBOAM Y IIHTake He CaMO IIPUPOAY KpeaTHBHOT Ipolieca, Beh u
IpaBHe MHCTPYMEHTe YHjH je [IHA 3AIITHTA Pe3yATaTa HHTEAKTYaAHOT U yMeTHHY-
Kor crBapasamTsa. Aok je y EBponckoj yruju (EY) HepaBHO ycBOjeH HOBH HpaBHH
oxsup (Aupextusa 2019/790) npumMernus Ha ayTope U APyTe HOCHOLE TIpaBa Haa
My3HYKHM AEAMMA ¥ KOHTEKCTY AUTHTAAU3AIIHje, OpP3a eBOAYIIHja BelITauKe HHTeAH-
rernuje (BM) jom yBek Huje npaheHa oprosapajyhum HOpMaTHBHUM pelnemuMa y
obAacTu mpaBa HHTeAeKkTyaAHe cBojune. Kopucrehu yraaBnom MeTop aHaause capp-
Kaja M KOMIIAPATHBHU IIPABHU METOA, IIPBU A0 OBOT YAAHKA je mocBeheH aHaAusu
oppeaaba HoBe AupextuBe EY Koje ce THUy mpysxaAala ycAyra Aemerma caspikaja
online 1 IpaBeAHe HAKHAAE 32 ayTOpe U U3BOl)ade, AOK Ce HeroB APYTH Ae0 6aBu Ma-
IMpareM I'AaBHHX H3a30Ba Koje BI mocTaBaa npes, MpaBHY 3alITUTY CTBAPAAAIITBA



y obaacTu MysHKe. 3aKAYUIM AO KOjUX je ayTOp AOLIA0 MOTY Ce IPYIHCATH ¥ TPU
neause. I1pBo, HoBa IpaBHa pelrema Koja ce OAHOCE Ha YCAYTe Aeserba CapApIKaja on-
line ycrocTaBsajy Heka KOPUCHA OIIIITA TIPABHAQ, AAU AO3BO&SABAjY M BEAUKU OPOj
H3y3eTaKa, AOK jOLI yBeK OCTaje HeIo3HaTo kako he pApxxaBe yaanune EY npenern
oapeabe uaana 17 Aupexruse 2019/790 y cBoje yHyTpaumbe pasHe opeTke. Apy-
ro, IIPaBHAA KOja Ce THUy MpaBeAHe HAKHAAe 3a ayTope U H3Bolade IMpeBACXOAHO
HOYMBajy Ha 00aBe3H TPAHCIAPEHTHOCTH 1 MEXaHU3MY 3a IpHAarohaBare yrosopa,
aAu 06a Ta IPUHIINIIA KAYIHO 3aBHCE OA AOCACAHE IIPHMeHe 0baBe3e HOCHOIIA ITpaBa
Aa mpy>xa uapopmarmje o kopumhery Mysudkor peaa. KoHauHo, My3iaka peaa Koje
je crBopuaa BU He Tpeba pa yxkuBajy UCTH ayTOPCKO-IPABHHU CTATYC KAO M3BOPHO
AYACKe TBOpPEBHHe, AOK OU jeaaH 0 Boaehux mpuHIpmna 3a 6yayha npasHa pemesa y
TOj 00AACTH TPebHaA0 Aa OYAe IPABHAO A CBPXa ay TOPCKO-TIPABHE 3AINTHTE He CMe Ad
OyAe 3A0yTIOTpebseHA AaBaEeM MY3HUIKHM AeArMa Koje crBapa BU raksor craryca
KOjUM OH Ce TOAPHBAAQ 3AIITHTA H3BOPHO AYACKHMX TBOPEBUHA.

K/A5YYHE PEYM: ayTOpCKO IpaBo, NMpaBa Hap MySHUYKUM AeauMa, Aupextusa EY
2019/790, purnrasusanyja, BelTauka HHTEANTEHIT]A.
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Ysumajyhu y 063up orpaHmdeH KOpIyC H3BOpa, HPOydYaBare CPIICKOT CPEAer
BeKa Aaje 3aBHAHEe HayuHe pesyArare. Ila wumak, IojeAMHH CerMeHTH >XHMBOTA
cpeprsoBekoBHe CpOuje joII yBeK HUCY Y AOBOMHOj MEPH OCBETAEHH. JEeAHA OA
HEAOBOMSHO HCTPKEHUX TeMa jeCTe U II0jarbe Y OKBUPY CBAKOAHEBHOT GOTOCAYIKerba.
Mapa je mpuamKoM cBora HMcTpakuBama Becma IleHo koHcyaTOBasa Hamsraep
obuMHy Aomahy AuTepaTypy, jacHO ce BHAH AQ MHOTA IIOCTaBieHA MMTAmbA jOII
yBek HHCy A0Ouaa 3ap0BomaBajyhu oarosop, a Beh cy ce mojaBuaa u HoBa. To je,
CBAKAKO, OHO IIOACTHIIAj AQ Ce IIOHOBO IpeTpecy HeKa IHTama Te Ad Ce y3 HOB
IPHCTYI IIOTPaXKe M aAeKBATHHja TyMadera [ojeAnHux mojasa. Kapakrep u o6um
CavyBaHUX CPIICKUX CPEAROBEKOBHIX H3BOPA, KOjU O1 MOTAH IIOCAY>KHTH KAO OCHOB
33 HCTPAXXMBAmkbe, YCAOBHAU Cy M METOAOAOIIKH IMPHUCTYIL. 3a Pa3sAMKy OA paHHje
CIIPOBEAECHHX UCTPAXKUBAA Y TOM CEIMEHTY CPIICKOT CPeAbOBeKOBHOT HacAeha, rae
Cy HeKe I10jaBe HAY PyKOIINCH OUAU TOCMATpaHuU HojearHaqHo, BecHa ITeno capa Taj
MaTepHjaA IIOCMATPA KaO JeAUHCTBEHY LIEAUHY KOja TE€K Y CBOjOj CBEYKYIIHOCTH Adje
MIOTIIYHHjy CAUKY Pa3B0ja II0jauKe YMETHOCTH Y CPIICKOj CPEAUHM.

C npumamemxprmhascTBa ncrounor tuita, Cpou Cy IPUXBaTHAY U OATOBapajyhu
borocayxxbeHn IOpepak. JeAHO 04 HAjBAXHHUjUX obeAexja IIPaBOCAABHOT
OorocAyxema, y3 unrame Jeparhesa, ATOCTOAA U OAAOMAKA U3 APYTHX OHOAMjCKUX
KIbUTA, jecTe Iojame I[pKBeHHX XUMHH. CpIIcKa CpeArHa je y TOM IOTAEAY ITPaTHAQA
CBOje BU3AHTH]jCKe y30pe. Y IPaBOCAABHO]j LIPKBH Ce TOKOM BpeMeHa ¢OpMHpao YUTaB
HU3 XUMHOTPaCKUX 300pHUKA — OKTOUX, MHUHEj U TPUOA, ¥ UHjeM Ce CACTaBy HAAA3H
YIIpaBO MaTepHjaA Koju ce mojao Ha 6orocaysxersy. CBY Tu 360pHHUIIU Cy 3aCTyILbeHH
Uy cpuckoM pykormcHoM HacAehy. He rpeba saHeMapuTy HU YMEEHHINY AQ je ¥
cpeAroBeKoBHOj Cpbuju, kao nparehu eAeMeHT KYATOBA HAIJMOHAAHUX CBETHX, OHAQ
HeroBaHa [JPKBEHA II0e3Hja — CACTaBAaAE CY Ce CAYXKOe Koje CY Y CBeMy IIOIITOBAAe
npaBuAa kaHpa. ITomro ce cayxOe cBeTHMA IIOjy, TO 3HAYH AQ je CBAKHM CPIICKU
xuMHorpa¢, mogesmu op Cpetor Case, yjeAHO MOpPAo IOCEAOBATH 3Haa Be3aHa 3a
YMETHOCT IOjamba.

O panuM eTamamMa pa3Boja ApeBHOTr XpUIINaHCKOT 0OTOCAy>KeHha Ha IIPABOCAABHOM
HcToxy, u yaeAy Tojara y BeMy, MaAO Ce 3Ha jep He IOCTOje CauyBaHM pPeAeBaHTHU
uspopu. Crora ce CBakM IIOKYIIAj PeKOHCTPYKIfHje IIOjala y PaHOM IIEPUOAY
3aCHMBA Ha HENITO IIO3HMjUM HM3BOPHMA, Y KOjHMA AOMHUHAHTHO MECTO 3ay3WMajy
crape OorocAyxbeHe TpasHUlyje jepPyCAAMMCKE H KOHCTAHTHHOIIOACKE LIPKBe, 3a
KOje ce IPEeTIOCTaBsda AA Cy TIOTEKAE U3 AaHTHOXHMjCKOT IpeAama. 13 meproaa xoju
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je TPeTXOAMO HKOHOKAACTHYKHMM CYKOOMMA MOTHYe MPAKTUYHO 3aHEMAPAUB OPOj
AUTYPTHYKUX U XUMHOTPad CKMX H3BOPA, T€ TAKO HeMa HU YBPCTUX OCHOBA Ha KOjUMa
OH ce MOTAM 3BECTH IIOY3AAHH 3aKAYUIIH O BPCTAMA U PACIIOPEAY CAYIKOH, O BIXOBO]
CTPYKTYPH U O HOTEHI[MjaAHIM TUITOBUMA HaneBa. CHUTyaluja ce Memba y BpeMe Koje
jé YCAeAMAO TIO 3aBpIIETKy MKOHOKAa3Ma M IIOHOBHOM YCIIOCTaBAcaky MOIITOBaHa
KyATa MKOHA, Kapa Cy CTapameM CTYAUTCKUX MoHaxa y KoncTanTHHONOMAY 3anoyean
KoauduKanuja u cpehusarme 60rocayskbene mpaxce.

Cryanja Becne IleHo, koja je mpep Hama, yrmpaBo ce 6aBU CBUM THUM TeMaMa.
OcHoBHM Ae0 ncTpakuBama mocBeheH je mojaukuM KBMrama M II0jaukoj MPaKCH
Cpricke 1jpkBe y cpepbeM Beky. Ho, aa 611 ce cBe 1mojaBe MOTrAe IPaBUAHO Pa3yMeTH,
HEOIIXOAHO je OMAO IIOCMATpaTH CTake y CPIICKOj CPEAMHH KAO HEOABOJHBH A€O
BU3aHTHjCcKOT Oorocayxema. Kiura Becre ITeno mopemena je Ha ABe Behe reanne
kojuma rpetxope Ilpegiosop u Ilpeireq iipoyuasara cpiickoi cpeqgr08eK068HOI ypKeeHoi
iiojarsa (ctp. 13-26). IlpBa eanna je nopemeHa Ha ABa peaa — Mciiounoxpuwhancka
iicarmoguja (29-69) u Iojare y Cpiickoj ypxeu (70-104).

Y moraaBmy 0 HCTOYHOXpHIMTNAHCKO] IICAAMOAMjU ayTOpKA je M3AOXKHAQ
AOCaAQIIbA Ca3HAKA O PA3BOjy IOjama U HEroBOj YAO3H Y IPAaBOCAABHOM 00peay,
Te IPBO TOBOPH O APEBHHM OOTOCAY>KOEHHMM TpapMIIMjaMa U MeCTy Koje ITojarbe
saysuma y muMa (29-38). Ty OHa HCTHMe YMIbEHHUIY AA CY CTAPHjU HCTPAKUBATH
HATAQIIABAAU AQ je IOCTOjaAa pasAnKa u3Mel)y cBepeHHX MY3HUKMX eAeMeHaTa KOju
CY OAAUKA YMHOAjCTaBa y MaHacTupuMa y Ilasectunn, MeconoTtamuju u Erunty, u
Beher yaeaa IIcaAMoAHje KOjUM ce OAAMKOBaAo 6orocayskeme Beanke Llpxse (Caete
Coduje) y Koncrantnnonosy. IleHo Haraamasa A2 HeMa HENOCPEAHHX AOKa3a Ad
je MeAoAHja OMAQ TAQBHM €ACMEHT IjePEMOHHjAAHOT THIIA OOTOCAYKEeHha HUL ¥ CAMOj
IPeCTOHUIIY, a HU y ApyTruM rpasosuma Llapcrsa. M3 mepuopa xoju je mpeTxopuo
HMKOHOKAAQCTHYKHMM CYKOOMMa CaqyBaHHU CY OCKYAHU XUMHOTPa$CKH U3BOPH KOjH He
MOTY IIOCAY>KUTHU KA0 MOY3AAH M3BOD 3a MPOyYaBakbe MOjeANHHX CAY>KOU U THIIOBA
HareBa. Moxke ce IIPeTIIOCTABUTH AQ Cy IIPKBEHH 00peAH OHAM IPHAArol)eHN XXUBOTY
IPAACKOT CTAHOBHHINTBA (AQUIIUMA), MAaAR Cy Y UM CBAKAKO MOTAM y4eCTBOBATH U
MOHACH I'papckux MaHactupa. IlpermocTaBma ce u Aa Cy paHe IIpKBeHe MeAOAHUje
OrAe jeAHOCTaBHe, T Cy UX IIOjIM U BEPHH HAPOA, YCAEA HEIIPECTAHOT IIOHABSAA,
¢ AaxohoM MOTAH 3aImaMTHTU. APYTH 3HAYajaH U3BOP 3a MO3HABAMEe OOTOCAYKeHa Y
pasom niepuopy jecre Tunuk Ipkse Backpcema Xpucrosor y Jepycaaumy, U3 Yujux
ce 0Apepaba BUAM AQ TIEBAHH OAAOMIFHM Y CKAOIY IOjEAMHUX CAY>KOM MMajy BaXKHY
yaory. Ilepcujcko (614 ), a sarum 1 aparicko ocsajame Jepycaauma (637) u pasapame
OpojHMX IjpKaBa ¥ MAHACTHPA IIOPEMETHAO j€ YCTabeHH ITOPeAAK U AOHEAO 3HAYajHe
IpPOMeHe Y jepyCAAMMCKOM OOTOCAY)KeHy; MOHAIIKa OOroCAy>XOeHa TpaAMIiuja
OAHeAa je mpeBary. Y TO BpeMe IIOjaBmyjy cCe HOBM THIIOBU XMMHOT'PadCKHX
AUTYPIUjCKUX 300PHUKA — IPOTOAOIUOHY Y UMjH CACTAB YTAQBHOM yAase TPOIAPH
U CTUXHpE, aAl M IIOHEeKU KaHOH. TpoiioAoiuoHu TpeACTaBmajy IpeTede MHHE]a,
TPHOAQ, OKTOMXa — 300PHMKA KOjH CaApKe CAOXeHe XMMHOTpadCKe CTPYKType
(cayx6e). ITo 3aBpIIeTKY NKOHOKAACTHYKHX CyKO6a, CTapambeM CTYAUTCKMX MOHaxa
ypebeH je HOBM HauMH OOTrOCAyXeHa, KOjH IPEACTaBAA IMAAECTHHCKH IIOPEAAK
npuAaroheH IpapCKuM ycAOBHMA SXKHBOTA. CTYAHTCKE MOHACH Cy OHAHM ITO3HATH
K40 BPCHHM XHMHOTpadH, Te Cy CBOjUM OpOjHHMM cacTaBMMa OOOTaTHAM IOjauke
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BECHA CAPATIEHO
KEbUTA M3 KOJE CE TTOJE

3bopuuke. OcMoraacje je Takohe yTHIJAAO HA pa3BOj MEAOAHjCKUX Obpasaria, ma ce
IPETIIOCTaBAA AQ CY MEAOAMjCKO-PUTMUUKe OAAMKe TaacoBa Beh 6uae popmupane
Ipe Hero IITO Cy Ce IIOjaBUAM APXaUIHH OOAHIM BU3AHTHjCKe HOTAIHje.

AyTopKa pase TOBOPU O HMOTpebU cacTaBmarma IOCEOHOT 3HAKOBHOT CHCTEMa,
HEOIIXOAHOT Ad Ou ce 3abeaesxro capa Beh 6orar nojauxu pereproap. s Hajcrapujer
IepHuoAd My3HMUKe MHUCMEHOCTH CauyyBaH je MaAM Opoj pyKomuca y Kojuma cy ce
KOPHUCTHAU eKPOHEICKU 3HAYY, A HAjCTAPHjU CavyBaHH NpuMepIy motudy u3 IX Bexa.
M3 ucTor BpeMeHa moTuye M HOTalUja iliuiid, KOja IPeACTaBoa PyAMMEHTapaH CUCTeM
My3HYKOT TMHCMA. Aasu PasBoj My3HYKOT IHCMA BOAUO je HACTaHKY CAOMKEHHjUX
00AMKA — HEYMCKOM TTHCMY, KOje UMa CTeHOTPadCKH KapakTep. YCTAHOBAEHO je Ad CY
IOCTOjaAa ABa THUIA TaKBOT MHUCMA: wapiip (BEPOBATHO LAPUTPAACKOT IIOPEKAQ) U
xoasen (amja ce ymorpeba Besyje 3a [Taaectuny). [ojasa u cMemuBambe HajcTapHjux
00AMKa TTAACOBU3AHTHjCKe HOTAIIHje YCKO je IIOBe3aHa C AUTYPIHjCKUM pedopMama
KOje Cy Ce CIIPOBOAMAE Y OKBUPY MCTOYHOT OOrocayxema. BpemeHoM je HOTarmja
Koaiex MOTUCHYAA WiApiiip, a Taj IPOLEC Cé AOBOAU Y Be3y Ca CTaHAAPAU3AIIMjOM
XMMHOTPadCKUX 300pHHMKA KOjU Cy Ce KOPHCTHAM Ha OOTOCAYXeHy. YIIOpeAo ¢
BU3AHTHMjCKUM MaTepHjaAOM, ayTOpKa TIIOCMaTpa M jeaHy CHelnu(H4Hy rpymy
PaHUX M3BOpa — TO Cy CTapHUju PYCKU KOHAAKApU y KOjUMa CY Ce HalllAe MeAOAHje
KOje Cy OApa3 pPasAMYUTHX II0jauKMX TPaAMIMja. Y THM PYKOIMCHMA je IO IpBU
nyT 3abeAeskeH MOCebaH CHCTEM BH3AHTHjCKe KOHJaAKapHe My3uKe CUMHOrpaduje.
3aTHM je MpeACTaB&eH MpolleC HaCTaHKa HeyMcKoT pykormca (55-58) u objambena
je cBpXa mucarba U Ha4MH yroTpebe mojauke kmure (58-62). Heymcku pyxonmcn
Cy UMAaAH, y IPBOM PeAy, 31AATAK A 3a0eAe)keHe MEAOAHje CauyBajy OA Memama H
3abopasa. Ty ce mocTaBsa U NMHUTAEE AQ AH Cy IIOjIIM TaKBe PYKOIMCE 3aUCTA H
KOPUCTHAU TIPUAHMKOM OOTOCAYXeHa, HAH Cy TO OMAM MPUPYYHHIM KOjH Cy ce
KOPUCTHAY M3BaH IIeBHHITE, HA YaCOBMMA [10jakba MAHM Ha XOPCKUM pobama. AyTopka
jé CKAOHA AA TPUXBATH MPETIIOCTABKY AA CAdyBaHMU II0jauKH PYKOIHMCH IPEACTaBbAjY
MaTepHujaA 3a yueme U BeXOY, 1 Ad HHCY OMAU yIOTpeOs>aBaHM IMPHAMKOM CaMOT
usBohema obpepa y xpamy. Hezaobraasan M3BOp y ImpoydaBary II0jauke MpaKce
HPEACTABAA]Y Ui, IPUPYIHULIE KOjH PETYAUIITY HAUYMH OABHjamba 60TOCAYKemba.
IToce6Ha maxkma oBAe je mocseheHa mojaukum pedepernama Esepletfiugcekoe iuiiuxa
3aTO IITO Ce MIOY3AAHO 3HA AQ je Taj THIMK 610 y yroTpebu u 'y CpIickoj IpKBHL.

Iojarwe y Cpiickoj ypreu je caepeha Beha rieanna y x0joj je IpeACTaBAEHO CTarbe
y Cprckoj njpksu. Matepuja je mopeseHa y HEKOAMKO MAMX IIeAMHA: YCilipojcitiéo
boiocayncbenoi tiopeitica y Cpiickoj ypkeu y cpegrem sexy, O tiojary y Xurangapckom
wutiuky, O dojawy y Kapejckom wmuiiuxy, Xusangapcku neymcku pyxoiiucu XII u XIIT
sexa, Boiocaywbenapegopma X1V sexa — nosocasauiticku muiiuyu, Cpiicke 60iocaynbere
HeHoimupane krouie go kpaja X1V sexa, ¥ senutiiy suzantiujcke ticasmoguje. C 063upom
Ha YUHeHUIly AA HUCY CayyBaHH CPIICKM HOTHPaHU pykomucH, Ap Becna Ileno je
6uaa mpunyheHa Aa npoHahe aATepHATUBAH IIyT Y CBOjUM HCTPAKMBABHMA My3HUKe
npakce y cpeproBekoBHOj Cpbuju. IToceban 3Hadaj y TOM AeAy MCTpasKHMBarba MMa
BU3AHTHjCKU KOHTEKCT Yy KOMe Ce Ta TeMa IIOCMAaTpa, U3 4Yera IPOM3AA3H  jacaH
3aKAYYaK AQ CPIICKA ITOjauKa IPaKca y CBeMy IIPaTH CBOje BU3aHTHjcKe y3ope. CerH
Cagsa je Cimygenuuku u Xurangapcku uiuk CacTaBUO IIO Y30pY HA IapUIPAACKH
Esepietiugcxu tautiuk, opakae Cy ImpeyseTa ¥ YIyTCTBA O IOjaky MOjeAMHHX AeAOBA
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CAYXOH, Ka0 M HHXOB cacTaB. AyTOpKa ckpehe 1moce6Hy makiy Ha ABa HOTHpPaHa
pycka pyxoruca XII Beka (cruxupap, Xusanaap 307; upmoaoruja, Xusaraap 308),
4Hje TIPUCYCTBO Y MAHACTHPCKO]j 30UPIM CBAKAKO Tpeba MOCMATPATH y KOHTEKCTY
BIXOBe NpakTUdHe yrnoTpebe. OpAMKA KOPITyCa CPIICKHX OOTOCAY>KOEHMX KEbHIa
XIII-XIV Beka jecy HeHOTHpaHe IIOjauke KIbHIe — MHHEjH, TPHOAM, OKTOMCH. Y
PYKOIIMCHMA HACTAAMM Ha IIPEAA3y M3 jeAHOT y ApPYTo cToAehe jacHO ce BHAM yTHIIAj
Esepietuugcroz imiuiiuka. Aase caepn 3amaxame Aa je 3a XIV Bek KapakTepucTHYHA
I0jaBa KOHCTAHTHHOIOMSCKHIX U CBETOTOPCKHX KOMIIO3UTOPA ,HOBE IKOoAe™: JoBaHa
Iankuca (Iwédvvng Mwkvdg), Hukupopa Urukoca (Nnknedpog HOwdg), Keenoca
Koponnca (Eévog Kopdvng) u Josana Kyxysema (Iwdvvng Kovkovlédng). To
je ¥ BpeMe Kapa ce IOjaBayjy HOBM THIIOBU IIOjauKMX KEHbUTA, CaAd HEMOBE3aHMX
C KOHKPeTHHMM IIPasHHUIIMMA HAM OOrOCAY>KOEHMM BHKAyCMMA — IIAllAAMKA H
aHToAorHja. T 30 OpHHUIIY ITO IIPABHAY 3ATIOUHEGY AUAAKTHIKOM ITECMOM KOja CAAPKH
HasyBe HEYMCKUX CUMOOAA U O0jalllibersa KOja Ce OAHOCE HA HHXOBY MHTEPBAACKY
BpeAHOCT. [ToMeHyTH KOMITO3UTOPH KOjU HETYjy HOBU CTUA CAeAe MMIIPOBU3AIIHOHE
MeAU3MaTHYHe AMHHje, TA€ Ce IMPeI03Hajy MHUIMjaAHU ¥ KAAEHIIMOHU ITyHKTOBH —
MecTa C KOjHX IOYHbe HOBU TeMATCKH KPYT HAM Ha KOjUMa Ce OH 3aBpIlaBa.

Apyru aeo oBe cTyauje HacAoBaeH je Cpiicka ilojauka inpaguyuja y XV citioehy
(107-158) n mpeacTaBaya HajBXXHUjH CETMEHT OBOT UCTPakuBamba. Ty je MaTepuja
Hoae/seHa Ha MeT MAbUX TorAaBma: Ipuko-cpiicke sese y speme Aeciioitiosune Cpbuje,
Asojesuune ipuko-cpiickocAosencke Heymcke antioroiuje, Merogu cpiickoi tiopexia y
geojesuunum kogexcuma, Cpiicku KOMILOUTOPU U ruxose ,pomejcke” meroguje, Ipuku
mysuuapu mehy Cpouma.

IMocae Mapuuxe (1371) u Kocoscke (1389) 6uTke nsMeHHAE Cy Ce MOAUTHYKE
IPUAMKe; TIOCAE Pacliaja HeKapa jeAUHCTBEHe CPIICKe Ap)KaBe HACTao je YMTaB HU3
He3aBHCHHUX o0AacTH, Mehy kojuma ce mocebHO McTmIjasa ApkaBa KHesa Aasapa.
Credan, meros CHH U HACAGAHHK, AOOHO je AGCIIOTCKY THTYAY OA BHU3AHTHjCKOT
I1apa, I1a ce U HeroBa APXKaBa IoueAd HasuBaTH AecrioToBUHOM. A06po 0b6pazoBaH
U BeAMKH Kiburosmybar, pecrior CredaH je CBOjy Ap)KaBy HAYMHHMO YTOUHIUTEM 3a
Opojue usberaune u3 rpukux obaactu. IlpucycTBo 6pojuux Ipxa msmeHmao je
KYATYPHY CAHKY Te je, y AOMeHY IlOjauke ITpakce OBOT BpeMeHa, KapaKTepHCTHYHA
T0jaBa ABOje3MYHHX I'PYKO-CAOBEHCKHX IOjadKHMX aHTOAOTHja — HEYMCKHX KOAEKCa
y KOjUMa Ce HaAase APAroleHd MOAAIIM O KOMIIO3UTOPUMA CPIICKOT TIOpeKAa U
IbIXOBUM HareBuMa. ¥ Tabear Ha cTp. 110. HaBeAEHO je TPHHAECT IPUKHUX U IPUKO-
CPIICKOCAOBEHCKHMX KOAEKCAa KOjU IMPEACTaBAajy NMPpHMapaH M3BOP 3a IIPOyYaBambe
cpricke Tojauke Tpapurmje XV Beka. Y TOM OAenKy MocebHa Imaxba je mocsehena
TpuMa ABOjesudHMM pykommcuma — EBE 928 (pyxormc Hanponasne 6u6amnorexe
[puxe, Atuna), Aaspa E 108. u pyxonucy crape 36upke Hapopne 6ubanoreke y
Beorpaay, 6p. 93. Ty ap Becna IleHo aHaAM3Hpa KOAMKOAOIIKE KapaKTepPHCTHKE
ABOje3MYHMX 300pPHHKA H 3allaXa AA IIOCTOje TPOOAEMH KOjH Y AOCAAAIIBUM
HCTPAXUBABIMA HICY OMAM PA3MAaTPAHHU; UCTO TAKO, YHTAB HU3 PAHHU]je MOCTABAEHHIX
nuTama Huje A06mo 3apoBomaBajyhe oproBope. OHa, Tako, AOAA3H AO 3aKAYUKa
Ad aTHHCKH PYKOIUC HHje ,aHTOAOTHja PA3AUYMTUX XUMHOTPadCKMX >XAaHPOBa,
Beh aHTOAOIMja PasHOBPCHUX MEAOAMjCKHX BapHjaHAaTa KOje Ce OAHOCe Ha HCTe
CTHXOBe"; M300p TEKCTOBA 3aCTYILLEHUX Yy TOM PYKOIMCY HABOAM HAa 3aKAYdaK
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Ad je OH OHO y yIOTpebH y MaHACTUPY y KOMe Cy Ce PEAOBHO CAY>KHMAA CBeHOhHa
6aeHnja 10 Jepycarumckom wutiuky. Pykomuc u3 Aappe je Mamer 061uMa, 1a ce YUHH
Ad IPeACTaBAda OAAOMAK M3 AHTOAOTHje. AyTOpKA y HACTaBKy M3Aarama 3araka Ad
je 3a oba pykommca KapaKTePHCTHYHA IIOAYAAPHOCT y IecMama u3 cAysx6e Pohema
Boropoanue. ¥V tabean 6p. 2 (crp. 119-122) aAar je mommc MHUMOWTA y TpH
MOMeHYyTa ABOje3iuHa 300pHKKa. [TocebaH 3HAYaj UMa YKmyUMBaKbe Y Te 300pHHUKe
HaIleBa TPOjHIle IIPBUX, [0 MMeHy IIO3HATHX CPICKHX Meaopa — Vcauje, Credana
u Huxoae. Ap IleHo mpeucnuTyje BpeMe HAacTaHKAa IOjeAMHHMX PYKOIMCA, Te Ha
OCHOBY (QMAMI'PAaHOAONIKE aHAAM3€ M3HOCH IIOAATaK AA je jeaAuHO ArilioAoiuja u3
AaBpe mpenmcaHa y mocaepsoj AetieHnju XIV Beka, AOK Cy OCTaAM 300pHHIH
npenucanu kpajeM XV nau TokoM XVI croaeha. ¥V Tom peay cBor mcrpakuBara
Ap Becna Ileno xpuTuyku pasmarpa M OCIopaBa IIOjeAHE IPOM3BOSHE TBPAIbE
Ap Anuppuje JakoBaeBrha, Koje ce OAHOCE Ha XPOHOAOTH]y XKHBOTA HEKHX OA ayTOpa
4Mju Cy HameBU YIIAM y cacTaB Aniliosoiuje u3 Aaspe. TakBo mpeucnuTHBame
omoryheHo je prMeHOM pe3yATaTa apXeorpadCKUX 1 KOAMKOAOIIKUX HCTPAKHUBAA,
KOja AOTIPHHOCE TauHHjeM oApelrBay BpeMeHa HaCTAaHKA ITOjeAMHHIX PYKOIIHCA.

ITocebHa makma mMocBeheHa je NMPBMM MO3HATHM CPICKMM KOMIIO3HUTOPHMA
- xup Credany Cpbuny, Hukoan Cpbuny u Mcanju Cpbuny. Mcanja Cpbun ce
MOCeOHO MCTHYE; O BeMy HMa HellITO BHIle mopaTaka y 3amucy y EBE 928, ma taxo
casHajeMo Aa je oH 6mo cabpar Manactupa Ilpecsere Boropoaune y Cxormckoj
Lipnoj Topu (mpernocrasma ce A2 je ped 0 Manactupy Martejue, 3apy>x6unu napuie
Jeaene). Tpeba HaraacuTH Aa Cy y aTHHCKOj AHIZIOAOIUjU HAj3aCTyILoEHU]H YIIPABO
Hcanjunn HameBu. ITokxymasajyhu aa paspemm amaemy pa au je Icamja amdxo
ucmucao pykonuc EBE 928, ap Becna Ileno ce mocseTraa M aHAAU3H PYKOITHCA C
apxeorpad)CKor CTaHOBMINTA; jeAUMHH 3aKAY4YaK AO KOTa je y OBOM TPEHYTKy MOTIAa
Aohu jecTe aa ra je ucmECaAa jeAHA PYKa, TOAJEAHAKO BEIITA M y HCIIHCHUBAY TEKCTA
M HEYMa, Te Ad Ce PAAU O IIHCAPY/MEAOAY KOjH je IIOAJEAHAKO AOOPO BAAAQO U IPUYKHM
U CPIICKOCAOBEHCKHM je3UKOM.

Y aopaTky ce Haaasu Ilpuaoi ogabpanux omlomuliuja U3 Heymckux pyKouuca
(159-179).

Cryanja ap Becme IleHO pesyATaT je HWEHHX AYTOTOAMIIEBHX IIPOYyYaBarba
CPeAmOBEKOBHUX TIPYKHUX UM TIPYKO-CPICKOCAOBEHCKHMX IIOjauyKMX pYKOIIHCA.
IIpumMemeHa METOAOAOTH]ja HCTPAXKKBAa IPEACTABAHA HOBUHY Y CPIICKOj HAYIIH, A
Cy 3axBasyjyhu TaKBOM HHOBaTHBHOM IIPHCTYITy AOOUjeHH M HOBH Pe3yATaTU KOjH
y oapeheHOj Mepu KOpHTYjy AOCapaliba 3HAbA O [IOjaYKUM PYKOIIMCUMA H I10ja4KOj
IPaKcH y cpearoBekoBHOj CpOuju. Y HCTO BpeMe, OTBOPHUAE CY Ce M HOBE TeMe, Te Ce
HapaMo aa he ce aop Becra ITeHo y cBOM AaneM papy € TOAjeAHAKHM YCIIEXOM H BHMa
nocseTuTH. Iloce6aH KBAANTET OBOM HCTPAKMBAIY Adje M UMEEHMI]A Ad AyTOPKa
He TIIPUCTYIA OBOj TeMH CaMO Kao TeOpeTUYap; OHA MMa M AMYHO I10jadKO UCKYCTBO,
Oyayhu aa ce y BU3aHTHjCKOj M KaCHOBHU3AHTH)CKOj HEYMCKOj HOTALIMjH U MY3HUKOj
naseorpaduju ycaBpllaBaAd y KAYYHUM II€HTPHMA BH3AaHTOAOIIKE MY3HKOAOTHje
y Arunn, Coayny u Konenxareny. Ta, y Hamoj CpeAMHH jeAUHCTBEHA IIPAaKTHYHA
3Hamba oMoryhraa cy joj Aa Ha ApyTraduji Ha4lH caraepa oppehene mojase y obaactu
KOjOM Ce y 0BOj CTYAUjU OaBHAA.

Tainjana Cyboinun-Tory6osuh






HATAIIA MAPJAHOBUR
My3uKA v 5XUBOTY CPBA Y 19. BEKY. 113 MEMOAPCKE PU3HUIIE

Hosu Cap — beorpap: Matura cpricka — Mysukoaomku nactutyt CAHY, 2019.
ISBN 978-86-7946-275-6

Mouorpapuja ap Harame Mapjanosuh, Mysuka y susoitiy Cpba y 19. eexy. Hs
MemoapcKe pusHuye MPEACTaBs>A BPEAHY M OPUTHHAAHY MY3HKOAOIIKY CTYAM)Y, KOja
je o6jaBmena y nspamy Marune cprcke (Hosu Cap) 1 My3HKOAOIIKOT HHCTUTYTA
CAHY (Beorpap). IIpeamer ucTpaxxusama 61aa Cy AeAa U3 CPIICKE AOKYMEHTAPHO-
yMeTHHMYKe Ipo3e apyre moaoBuHe XIX Beka — Memoapw, ayrobuorpaduije,
AHEBHHIIM H IyTOIMCH, KaO0 U OAAOpaHH OHOrpadCKH CIHCH O 3HAMEHHUTHM
IIOjeAMHIIMMA, A U3 Ilepa YTAGAHHX CPIICKUX KYATYPHHUX IIOCACHHKA, KIbVDKeBHHUKA,
ApXaBHHKa M mHoauTHyapa.! YumeHHIIA je Ad Y AOCAAAUIEBHMM MY3HKOAOIIKHM
UCTpaKMBamUMa cplcke Mysuke XIX Beka, MeMOapcKa AeAd HHCY AeTasHHje H
CHCTeMaTHUYHO TyMadeHa Kao UCTopHjcku usBopu. Ha Apyroj cTpanm, kako ayTopka
ucTude, ,y 00AACTH CpIICKe KEIbIDKEBHE MCTOpPHUje, AOKYMEHTAPHO-yMEeTHUIKU
H3BOPH Cy OOUYHO KOMEHTAPHCAHU Y OAHOCY Ha AOMHHAHTHE CerMeHTe CaApiKaja
U KIBIDKEBHOHUCTOPHjCKe KAPAKTePHCTUKE, AOK OAAOMITM mocBeheHH Mysuuu HUCY
6uAm peaMeT roce6He aHasuTHaKe ke (cTp. 17). AOKymMeHTapHe 1 MeMoapcke
ammce Harama Mapjanosuh Tymaun i caraepaBa Kao CBeAOYAHCTBA KOja yKa3yjy Ha
CTaTyC My3HKe y KOHTEKCTY KYATYPe CBAKOAHEBHOT, jABHOT U ITpuBaTHOTr skuBoTa Cpoa
y okBupy Xa636ypuike/Aycrpoyrapcke MoHapxuje 1 Maape KHesxeBrHe 1 KacHuje
Kpamesune Cpbuje, a poeaumuano u Kuexesune Ipue Tope. Ayropka ykasyje Ha
00raTcTBO M Pa3HOBPCHOCT HCTPAXKUBAHE rpalje, ¥ K0joOj CY MOPTPETHCAHK My3HIKH
CTBapaoly, usBohaun u myOAMKa, paj 3HAYAJHIX MY3HIKUX HHCTUTYIINj, OIKMCAHH
Pa3AMYMTH OOAMIM M IOBOAUM My3HIJHPAarba, KOMEHTAPUCAHM ACIEKTH MYy3HUKe
HHTepIIpeTallyje, Te aHAAUHPAHe OAAMKE TPAAUIIUja BOKAAHE M MHCTPYMEHTaAHe
My3H4Ke IpaKce.

Amnaauza Te pparonere rpabhe omoryhuaa je oTBapame U ImpencIMTHBabe HH3A
MHTEPECAHTHHX IUTAka O CTATYCy ¥ QYHKIIMjH MY3HKe Y APYIITBEHOIOAUTHYKOM
U KyATYpHOM KOHTeKcTy emoxe. H. Mapjanosuh uctude pa je cakymmena rpabha
AHAAM3HPAHA U BpeAHOBaHA II0Aa3ehu yIpaBo oA IbeHe CaApXKHMHE K0 M CTaBOBA
ayTOpa, AOK je YBHA Y PeA€BaHTHe CTYAMje U3 OIIITe U KyATypHe UCTOPHje, UCTOpHje
KEbIDKeBHOCTH U KEbFDKeBHE KPHUTHKe, HCTOPHje My3HKe, KyATyPHe aHTPOIIOAOTHje H
HCTOpHje AMKOBHHX YMETHOCTH, OMOI'YhHO [IPaBHAHO IPOMUIINSAE ITOCTABA>EHIX
XUIIOTe3a. YTIPaBO 3aTO je M CAaApXKaj IIeHTPAAHHX IIOTAABAA OPTAaHM30BAH IpeMa
OCHOBHHM TEMATCKUM IIeAHAMa O My3HIIH KOje Cy youeHe y MeMOapCKUM HaITHCHMA,
yBaxaBajyhu nmpe cBera mcTOpHjcKa 1 aHTPOIIOAOIIKA Bul)erba AaTor mepuoaa. ITopea,

1 Monorpaduja je mpoucrekaa u3 AOKTOpPCKe amcepranmje Mysuka y cpiickoj gokymentiapHo-
ymemHunKoj ipo3u gpyie ilorosune XIX sexa, opbpamene 28. aeriem6bpa 2016. na Graosomkom pakyarery
Yuusepaurera y Beorpaay. MenTop je 6uo npod. Ap Aymas sanuh.
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YBOAHOT IIOTAABAQ, ¥ KOjeM CY IIPEACTaBAEHM IpeAMeT M XPOHOAONIKHM OKBHPH
HCTPAXXHBakha, YBUA Y AOCAAAIIH:A UCTPAXKUBAbA M U3BOPE, KA0 M 3aKAyIHOT TOTAAB A,
monorpaduja Haranre MapjaHoBuh capApsxu IeT TeMaTCKH jaCHO OPraHH30BaHHX
ueauna: Ilopipeitiu mysuuapa u geraitinocii uxcitiuitiyyuja wyatype; Ilpaxce
My3uyupara kao ugear ipahanckoi gpywiinea; Hamehy cea u ipaga — impaguyuonasna
HapogHa my3uka; Lipxeena mysuxa y cdepu jasnot u tipusaitinoi scusotiia u Memoapcku
satiucu u mysuuka uciiopuoipaduja. OOGMMAH CIMCAK AUTepaType Ha CPIICKOM,
XPBaTCKOM, €HTA€CKOM M HEMAaYKOM je3HKY, [TOKa3yje Aa Ce ayTOpKa BeoMa CTYAUO3HO
U OATOBOPHO IMOCBETHAA MCTPaXKMBamy, 6asupajyhu ra Ha AuTepaTypy HIHPOKOT
CIIEKTPa, KAKBY je M 3aXTeBa0 HHTEPAUCIIUIIANHAPHH IPUCTYIL A AeKBATHO OAQOPaHH
HOTHM U AUKOBHHU IPHAO3H NPUKYILSEHU Cy y: ApXUBY My3HKOAOIIKOT HHCTUTYTA
CAHY, Ucropujckom apxusy beorpaaa, Apxusy Cpouje y Beorpaay, Te Pyxonucaom
openery Marure cpricke y HoBom Caay 1 AycTpHjckoj HallMOHAAHOj GMOAHOTeIH
y Beuy. Monorpaduja je oboraheHa M KOMIAKT-AMCKOM, Ca peNpe3eHTATUBHUM
My3HYKHM IIpHIMepuMa Koju he AonprHeTH 60/5eM pasyMeBamby 1 ,03ByUery * KIbHTe.

Y noraassy Ilopitipeitiu my3uuapa u geAaitiHOCHL UHCHUMYYUjA KyATlype, Y
HOCeOHHUM ITOTIIOrAABASUMA PA3MATPaHH Cy: ,CBeT MpodpeCHOHAAHOT My3UIIHPatha U
crBapama’, ,CBeT aMaTepCKor Mysulupama’, ,JleBauka APyIITBa 1 HHCTPYMEHTAAHH
cacrasu’, e ,Ilosopuire 1 omepa“. AyTopka HaM OTKpHBa MeEMOApCKe OeAelike Kao
3HaYajHa CBEAOYAHCTBA O KOHTAKTHMA ITUCalla C UCTAKHYTHM My3H4YKUM YMETHUIIMMA,
a yKasyje M Ha BbUXOB OAHOC ITpeMa 3HadajHUM MHCTUTYIHjaMa Kyarype. Ha ocHoBy
6orare rpahe roBopu 0 AOIIPHHOCY KaKO 00pa3OBAHUX My3Hdapa, TAKO M aMaTepa,
Y PAsAMUMTAM MOMSHMMA My3WMKOT CTBAapaAallTBa (KOMIIOBUTOPCKOL, M3Bohadkor,
IIEAArOIKOT, MY3HKOIPadCKOr), a NOocefHa NaXiba MOKAOHEHA je MeBauKuM
APYWITBMMA U TNO30pHINTHMA. 3axBasyjyhu TUM HM3BOpHMMA 4YHMTAAAI] YIO3HAje
KIbIDKeBHUKE U KA0 aKTHBHE IIPUIIAAHHKE My3HUKe MyOAMKe, AAU M KO HAAAXHYTe
Mysuuke akTepe. Tako Ham y HOBOj cBeTaocTn H. Mapjanosuh oTkpuBa mysnuke
ckaoHocTr u adunurere Kocre Tpudpxosuha, Bpanka Pasudesuha, Aumurpuja
Muxajaosrha, Cume MaTaBysa H MHOTHX ADYTHX AMMHOCTH M3 Hallle KEbFDKEBHOCTH.
Kpos mu3Bose M3 pasAMYMTHX H3BOPa, AYTOPKA AOHOCH AOIYHE AOCAAAIIEBHM
Ca3HAKbUMA O AGAATHOCTHMA HAIMX IPBUX IpodecnoHasHux Mysmdapa u3 XIX Beka.
Tako cy Muxanao IToaut-Aecarnunh, Muaan Casuh, Topop Credanosuh Buaoscku
u CreBan Topoposuh ocTaBhAM 3HAYajHe ITOAATKE KOJH Ce OAHOCE HA AEAATHOCT
Kopueanja Cranxosuha. ITopes Crankosuha, ayTopka y TOM HOTIIOrAaBAY KPO3
IPU3MY MeMOApCKHX 3aIliica OCBeTdaBa U Ouorpaduje: Asexcanapa Mopduaprca
Hucuca, Tuxomupa Ocrojuha, Vicuaopa Bajuha, JoBana ITaaya, Mure Tomasosuha,
CreBana Moxpamia, Joara Vsanmmesuha, ITerpa Komosuha u MHOIHX Apyrux.
C aApyre cTpaHe, HHTepecOBambe KIBbIDKEBHUKA 33 AGAATHOCT IEeBAYKHX APYIITaBa,
BOjHMX M IPUBATHUX OpKECTapa, CPIICKMX M eBPOINCKMX MO30PUIIHUX TPYIIa,
HEeCYMIUBO TOBOPH O IIMPHHH HHMXOBOT 00pasoBama M CBECTH O BAKHOCTH
IIOMEHYTHX HHCTUTYIHja KYATYpe 3a cprcko ApymTso XIX Beka.

Ilentpaano moraasme, IIpakce mysuyupara kao ugear ipahanckoi gpywinea,
y mocebHMM IOTIOrAaBsSHMMA Adje yBuA ¥ ,KyhHo M canoncko mysurmpame” n
»My3uky Ha 6ar0BHMa, UrpaHKaMa, OecepaMa M KOHIlEpPTHMA', caraepasajyhu ux y
ABa pasamunTa ApKaBHa cucreMa Mehy Cpbuma y Xa636ypuikoj/AycTpoyrapckoj



173

HATAIIIA MAPJAHOBU'R
MY3UKAY )KHMBOTY CPBAY 19. BEKY

moHapxuju 1 'y Kuexxesurn/Kpanesuun Cpouju. ITaxxasnuBo 0Aa6paHi 0AAOMIH 13
cakyIuveHe rpahe AOHOCe CBOjeBpCHe JKaHp-CIjeHe U3 OHOTa BpeMeHa, Y KOjiMa ce
MOXKe IIPATUTU MY3HIUpare y jaBHOj cepH, Kpo3 IpaKkcy Ha 6asoBHMa, becepama,
KOHI[ePTHMA, y KadaHaMma, KAO U y MOAYTIPUBATHO] U IIPUBATHO] CPEPH Y AOMEHY
caaoHCKoOr Mysuuupama. Kpos A06po opabpare $pparmeHe us rpalye, yxasano je Ha
3Hauaj 1 pasanduTe PyHKIHje MysHKe y cprickoM rpahanckom opymTsy XIX Beka, kao
U Ha ToBAamheH CTaTyc KAABHPA — KA0 Hajpelpe3eHTATHBHHUjeT CTATyCHOT CUMb0Aa
forarcTBa 1 00pa3oBama y HACAAHOM CaAEjCTBY y TOM mepropy. IIpeacTaBmenu cy
BUAOBH APYKeHba H My3HIIUPatba Y ABOPCKUM U rpal)aHCKIM CAAOHHMA,  YKA3aHO je
M Ha Pa3HOAMKOCT My3HUKOT perepToapa. C Apyre cTpaHe, My3HKa Y jaBHOj cdepu
(6aroBy, urparke, Gecepe, KOHLEPTH) TyMadeHa je Kpo3 MPUSMY ,APYIITBEHHX
CAOjeBa’ ITO je MOCeOHO eBUACHTHO Y CAy4ajy 6aA0Ba M BUXOBe KAaCHHKaIHje i
erukenuje. Hapounra nmaxma mocseheHa je pasmMaTpamy XyMaHHTapHOT KapakTepa
jABHHX OKyILbaEha U MCTHIJAKY HalnoHaAHe Haeje. Kaaa je ped o 6aroBuMa, ayTopka
Ka0 3HA4ajaH U3BOP II0AATAKA, a moceOHO kop Cpba y Yrapckoj, ucTide pAeaa JakoBa
Hrmwarosuha.

Y noraassy Hamehy ceaa u ipaga — ilpaguyuoHasHa HapogHa my3uxa, MEMOAPCKH
u3Bopy KopuiheHH Cy KO CBEAOYAHCTBA 32 CATACAABAME PASAMUUTHUX BPCTA U
yHKIMja MysHKe M HAuMHA M3BOI)eHma y ABA PA3AMYUTA OKPYXKeHa, PyPAAHOM M
ypbaHoM, a Kpo3 mocebHa MmOTmOraaBma: ,IIpakce ceockor Mysuippama — Bese
cBeTOBHOT M IpkBeHOr HacAeha®; ,Cabopu u Bamapm — ApyUITBEHEe M My3HYKe
anMensuje; ,HapoaHu cBupaun kao HauMOHAAHM Xepoju'. Memoapcku H3BOpH,
Ha mpuMep, HOTBphyjy Aa je MysHMKa MMaAa HCTaKHYTO MeCTO Ha cabopuma u
BalapuMa, Kao 3HAY4jHUM ,ApymTBeHuM mo3opjuma’ Cpbuje y XIX Bexy. Taxo
AOKyMeHTapHH 3anucu u3 nepa Muaune Crojasunosuh, Kocre Xpuctuha u
Ilepe Topoposrha AOHOCE KOAOPHTHA CBEAOYAHCTBA O CTATYCY M YAO3H HAPOAHOT
My3HJapa-CBHPaya, Kao 1 O APYTHM COIMjaAHIM acleKTUMa THX Aorabaja. Hapopunu
CBUPAYHM Cy Y MeMOApCKuM ceharmiMa y3AUTHYTH HA TIHjaAeCTaA IPABHX ,HAPOAHUX
xepoja“. AHAAM30M M3BOPA AYTOPKA AOAA3H AO 3aKAYUKA A je ITOCEOHO AMK IycAapa
nocrao ommrenpruxBaheHa HalOHAAHA CUMOOAMYHA QHIypa, aAM HCTHYE U Ad
Cy MeMOApHCTH y IIPaKCH MYy3SHIJMPama Ha rajaaMa Takohe BHAeAM IOce0aH BHA
HanoHaAHOT u3pasa. Hacympor rycaama u rajaama, koje ce Hajuemhe mosesyjy
ca ceoCKOM (OAKAOPHOM TPAAHIHjOM, TaMOypa je ,y MeMOApCKHM OAAOMIMMA
IIpeACTaBAeHa Kao TUIMYaH Tryprepcky’, rpahancku nucrpyment” (crp. 150). Y Tom
TMIOTAABAY AOAA3E AO U3PaXKaja PA3AHYHUTE QYHKIIHje My3HKe, ¥ 3aBUCHOCTHU OA OIIIITHX
OAAMKA APYLITBEHOT SKMBOTA CEAA M TPAAQ, KA0 M 0COOEHO IpelANTA e CBETOBHOT Ca
IIPKBEHUM aCIIEKTHMA CBAKOAHEBHOT XXHBOTA. ITpu ToMe je ceao Bub)eHO Kao ,MecTO
OdYyBara TPAAULHje’, a IPap Kao ,MeCTO CycpeTa KyATypa’.

Ilpernocaepmwe moraasme, Llpksena mysuka y cdepu jasHoi u upusattinot
JUBOIIA, CAADKH IIeT IIOTIOTAaBma: ,llojauke Ipakce M 3HAMEHMTU ILjPKBEHH
nojuu’; ,Meaorpadu, supurentu u komnosuropu”; ,Ilojame y cucTeMy IIKOACKOT
obpasoBama”“; ,Ilojame xao peo kyhHor Bacmurama“ u ,Ilpunosesame 0 LpKBeHO]
My3uny . CBeoOyXBATHUM aHAAUTHIKIM YBHAOM Y U3BOP€ Ay TOPKA AOHOCH MHOIITBO
HOBHX II0AATaKa KOjU CBEAOUE O Pa3AMYMTHM KOHTEKCTHMA Yy KojuMa je y XIX Beky
HeroBaHa CPIICKA IIpKBeHa My3HKa. MeMoapcKa AeAd OTKPHBAjy PasAMYHTE acIeKTe
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KOjHU Ce OAHOCE KaKO Ha AUTYPIHjCKY, TAKO U Ha IIHPY APYIITBEeHY QYHKIIHjy My3UKe.
Kao ,mpumoBepaus, CAyIIAOIM, IOCMATPAYM MAM AKTUBHHM YYECHHIM y IOjamby"
(ctp. 157), nucyu AoHOCe 06UMbE TTOAATAKA O OAHOCY LIPKBEHUX BEAMKOAOCTOjJHHIKA
IpeMa I0jakby, 3HAYajy BELITHHE [0jaiba Y YIUTEHSCKO] CAYKOH M aHTKMAHY Aelje ¥
y4emy IIPKBEeHHUX IlecaMa, Kao U O YAO3H IIpKBEeHe My3HKe § CBAKOAHEBHOM >KUBOTY.
Hajbpojauju cy mopanu KOju ce OAHOCe Ha Tpapunujy mojama y Kapaosauxoj
MUTPOIOAMjH M ITPAaBOCAABHUM IfpkBaMa y Bedy, Aok je mpuankama y Beorpaackoj
MuUTponoAnju nmocseheH Mamu 6poj 3aberesxaka, a jeAaH AeO Ce OAHOCH M Ha
CBETOTOPCKY I0jauKy TPaAUIIH)y.

Y nmocaepmeM moraaBsy, Memoapcku 3aiucu u mysuuka uciiopuoipaguja,
HpeACTaBbEHH Cy: , PeTopuuko-cTuAcky 1 KaHpOBcKe okBupHU'; ,CrIe$pUIHOCTH
AOKYMEHTapHOI ¥  (QUKIMOHAAHOT; , AOKYMEHTAPHO-yMETHHUYKU >KAHPOBU
Ha pasmehu mnpusarHOor u jaBHor m ,MeMOApPCKM TEKCTOBH O My3HIHU Y
HCTpaXUBambUMa KyAType‘. Takap HPHCTYI je 3aXTeBaO M TyMauerme OCHOBHHX
KapaKTepUCTUKA Pa3MATPaHUX >KAaHPOBA, KAO M ,pa3MaTpame CTUACKHX OKBHMpa
KOjU Cy YyTHIJAAKM Ha GopMUpame NMPUIOBeAAYKHX MOeTHKA II0jeAUHAYHUX MHcala
H, TTI0CeOHO, IPOMHUIILLAME CYIITHHE OAHOCA H3Mel)y AOKyMeHTapHOT U YMeTHHYKOT
(puxumonaanor) xapakrepa xamposa“ (ctp. 193). Kako ayropka 3aksyuyje,
PEe3YATAT TAKBOT aHAAMTHYKOT IIPETAeAd TPeOaAo Ou A2 byae 1 myTOKa3 Ka oppehemy
HUBOA/CTeleHa AOKYMEHTApPHOCTH MEMOAPCKUX M3BOPA U HUXOBE PEAEBAHTHOCTH
Kao M3BOPA 33 HCTOPH)y CPIICKe My3HKe.

Cunrernuna cryauja Harame Mapjanosuh, xoja ocrBapyje cpehan cmoj
MY3HKOAONIKUX U KHbIDKEBHOTEOPHjCKHX pa3MaTpama O YAO3U MY3HKe y XKMBOTY
Cpba y XIX Beky, 4MTaoLIMa HYyAM MOTyhHOCT caraepaBama My3HYKHX IIPAKCH M3
BU3ype HalllMX MCTAaKHYTHX MHUCalla, KOjH O My3UIIM IHIITY KAO0 AUPEKTHU YYeCHUIH
HAM ITOCMaTpayn My3makux porabaja. ITocebHa BpepHOCT OBe HayuHe MOHOTrpaduje
AEXH He CaAMO Y APAroIleHOj CaKyILbeHOj U IpeACTaBs>eHOj rpaby, Beh u y nuTamumMa
KOja IPOBOIMPA, Ka0 X OTBOPEHUM HOBMM IOAUMA HCTPAXKUBAKa 32 KOja BEpYjeMo Ad
he npusyhu u Apyre nctpaxkxupaue u AOBECTU AO HOBHX TyMauerha U IPeUCIIMTHBAbA
OAHOCAa ABEjy YMETHOCTU — KIIDKEBHOCTH M My3uKe. PesyaTaTu ucTpaxkuBama
IpeACTaBseHH Yy MOHOrpaduju Mysuka y susotity Cpba y 19. eexy: us memoapcke
pu3HULe TTOKA3Yjy A je My3HKa O1AA 3HAYAjaH CEIMEHT XXUBOTA y CBUM APYIITBEHHUM
CAOjeBHMa, Y TOM CAOXKEHOM Pa3A00AY CpIICKe ADYIITBeHe U KyATypHe ucropuje. C
003MpOM Ha IMPOK AMjaIla30H Pa3MATPaHUX TeMa, BepyjeMo Aa he kwura Harame
Mapjanosuh 6UTH 3aHUMAHBA YMTAOIMMA PASANIUTHX IPOPECHOHAAHNX yCMeperba
U AMMHHIX HHTEPeCcOoBama.

Mapujana Kokarnosuh Mapxosuh
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Ilpes mama je HOBa MoOHOrpadmja BuIIe Hay4yHe capapHuile Mysukosomkor
uacturyra CAHY, ayTopke koja ce A0 capa MCKaszaAa KaoO MY3HKOAOT H3Y3€THO
IIMPOKUX HHTEPECOBAA — TAKO AQ IbeH [TAOAHH OIIyC 0OYXBaTa pasOBe Y TEMATCKOM
PACIIOHY 0A CTBApaAANITBAa MCTAKHYTHX KOMIIO3uTOpa XX BeKa y CBETy M KOA Hac —
Amurpuja [locrakosnya (Amurpuit llocrakosuy), Aadpeaa Illuurkea (Aandpea
Inurke), Cepreja ITpoxodjesa (Cepreit Ilpoxopnes), Jocurma CaapeHckor u
Bacmamja Mokpamlija — A0 obAacTH IOIyAapHe U ,KBaHTHe Mysuke'. LcTo Tako,
YPeAHAQ je HeKOAUKO 300pHHUKA Pap0OBa, Mel)y KojuMa Cy H3AAEa O CPIICKOj MY3HIH
u Papno Beorpaay u o crBapasamrsy Jocumma CAaBeHCKOI, a OHAQ je B KOypeAHHUIIa
30opHuKa 0 Mysunu Baakana 1 0 caBpeMeHNM CTyanjaMa IoIryAapHe My3suke. Kebura
KOja ce OBAE ITPHKA3yje I0jaBUAA Ce CAMO ABE TOAUHE IIOCAe Ay TOPKMHE MOHOTpaduje
O TIOAMCTHAM3MY U METAIIAyPaAM3My y KAaCHOj COBjeTCKOj CUM{(OHMjCKOj My3HUIIH,
a Beh ce HajaBmyje ckopamme oOjaBmHBame HOBe CTyauje mocBeheHe cprcKuM
KOMIIO3UTOPHMA KOJH Cy eMHTPHPAAU U3 3eMbe IIOCACAIHX AelleHuja. Beh camu
HACAOBH OBUX KIbUTA A@MOHCTPHUPAjy BEAUKY ayTOPKUHY HAyYHY PAAO3HAAOCT U U3
e IPOHCTEKAY 00paAy Pa3sHOBPCHHX TeMa KOjHMa OHA IIPUCTYIIA C IIyHO eAdHa U C
TeMesSHOM IMPUIIPEMOM.

Y ¥Boay MoHOTrpaduje o resamrkyHcrBepky y XX u XXI Beky Meauhesa yrosuaje
YUTAOLe Ca CBOjOM PaHOM (aCITMHAIIIOM OCTBApEeHHUMa TAKBOT KOHIEINTa, ITO je
BEpPOBATHO OMAO YCKO IIOBE3aHO C AMYHUM OTKprheM MAIITOBUTOr M PaCKOLIHOT
mysuukoppamckor Barneposor (Richard Wagner) omyca. Ayropka Hamomume Aa
je ApyTH H3BOpP OBe CTyAHje HaKAOHOCT KOjy oceha ImpeMa My3HYKHMM OCTBapemHMa
Kapaxajuna Illtokxaysena (Karlheinz Stockhausen), mcrakmyror asaHrapaucre
Apyre moaoBuHe XX Beka, M TO IIOCEOHO IIpeMa HErOBOM OIEPCKOM LIHKAYCY —
xerrrasoruju Cseitirocii (1977-2003), c noanacaosom Cegam gana Hegeswe — Koju 6e3
CyMIbe HOCH OUTHe KapaKTepPUCTHKe Te3aMTKYHCTBepKa. To CBOje AeAO THIaHTCKUX
AMMeH3Hja KOje Tpaje OKO TpHAeceT caTh (CKOpPO ABOCTPYKO Ayke op Barmepose
Teitiparoiuje) IllToxxayseH je, mo npuMepy Barnepa, 0cMHCAHO y MUTOAOWIKOM PyXY,
aIIOpeA TOra IITO je CBAKK AMK OKAPAKTEPUCAO IIOCEOHIM MYy3HIKIM MATEPUjAAOM Tj.
AQjTMOTUBHMA, CAM je HAIIICA0 AUOPETO, OCMICANO MUMHKY, [€CTHKY H KOpeorpadujy
IPOTATOHUCTA, YaK M KOCTHME KOjH Cy (YHKIIMOHAAHO IIOBE3aHU C U3A0paHUM
CUMOOAMMA U CBeTAOCHOM pexkujoM. IIITokxayseoB OmepCKy IIUKAYC, KOMIIOHOBAH
o 1977. po 2003. ropune, HUKaAQ HYje HHTETPAAHO M3BEAEH, IITO He IMPeACTaBsbA
usHeHalerse; HIIaK, MOTAO Ce CasHATH Ad je ¥ jyHy 2019. u3BepeH y AMcTepaamy, ¥
ckpaheHoj Bepauju, y Tpajamy op camo (!) meTHaect yacosa.

ITopea Tora mTo cy y YBOAy Kibure m3AoxeHH MoruBH IIBame Meauh aa
IPUCTYIIH OBOM CAOXEHOM CIIEHCKOM IpOjeKTy, Y BeMy Cy OIMCAHH U PaAHH
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cycperu koje je oHa mmaaa ca IllToxxaysenom 2004. ropuHe, TOKOM OApXKaBama
mwerosor kypca y Kupreny (Hemauka), Aa 6u ce motom yBeao y Temy nopcehamem
Ha 3HaYaj ¥ yTHUIAQjHOCT BarnepoBor KoHIleNTa re3aMTKYHCTBEPKa, Kako y cdepu
TeopHje, TAKO U Ha TIOAY KOMITO3UIHOHe Tpakce. CyoueHa ¢ IpeBeANKOM CA0O0AOM
O3HaYaBama MHOTUX OCTBapema XX Beka TEPMHHOM re3aMTKYHCTBEpK, ayTOpKa je
y YBoAy 00jacHMAQ AQ Ce OIIPEAEAMAR 33 TyMauere TOT MOjMa Y Kioydy POMAHTH3MA
U MOAEPHHM3MA, Ka0 ¥ Ca CTAHOBHUIITA TEOPHja ABAHTAPAE Y YMETHOCTH, II0CEOHO y
mysuny. Hanme, oHa cMaTpa Aa Cy AeAa TOT KOHIENITa AOTIPHHEAA KOHCTHTYHCAHY
MOAEPHH3MA M yOdaBa Ad Cy TeXHe Ka PeaAusaljiji TakBe KOHIjemuuje Omae
HajjacHHje y IIPeAOMHUM TpeHyLuMa MopepHu3Ma. Ilopep Tora, Mesuhesa Taj
KOHIIENIT CarAepaBa M Kao eCTeTUYKY 3aMMCA0 KOja je OA CaMOT CBOT HACTaHKA
KOHOTHPAAd U3BECTAaH ABAHTAPAHU HA00j, MaAa TO HHUje OHAO yBEK Y IPBOM ITAAHY
jep je 6maa yrpaheHa y AeAa pasAMUMTHX CTHACKHX KapakTepucrtuka. Mako je
re3aMTKyHCTBepPK IPEOKYIIMPao M YMETHHKe M3 APYIHX 00AaCTH, ayTopKa ce
OIPEACAMIAA AQ 32 AHAAUTHYKO Pa3MaTparbe y3Me y 003H1p caMo AeAd KOMIIO3UTOPA,
Tj. YMETHHUKA ,[IOTEKANX U3 My3HUUKe yMETHOCTH , HacAepHHKa Puxappa Baruepa. C
003MpOM Ha TO Ad je ayTOpKa IO 00PA30Bakby MY3UKOAOT, KO U HA YMIEHHITY AA ¥
Pa3AMYMTHM YMETHHYKUM BPCTaMa [IOCTOje CHeU(IIHNA TePMUHOAOIIKY ITPOOAEMH
KOjU 61 MBMCKHMBAAU AOAATHA yCKAah)iBama, pasAo3u 3a OBAKBY OAAYKY Pa3yMAUBH
cy. ITopep Tora, ayTopka HCTHYe Ad je OHAA CBeCHA UMIbEHHMIE Ad je ITocAe Baruepa
AOIIAO AO PA3AMYMTHUX TyMauemla Ie3aMTKYHCTBEPKa M AA Ce He MOXe CBaKH OA
MHOIITBA MTPOjeKaTa CjeAHbaBakba YMETHOCTH O3HAYUTU THM HMEHOM, 360T yera je
TeXHAA 0OApehBamy rpaHuIa TOT IojMa.

Y npBom Aeay xmure Mepunhesa je pasmoTpraa GHAO30(CKe M yMETHHUKE
H3BOpe re3aMTKYHCTBEPKA U HeTrOBO HAEOAOILIKO 3aAel)e, Kao 1 eBOAYILHjy mOjMa U
HayiHe NpaKTUYHe peaAusalije TOT TUIIAa AeAd. Y TOK M3Aaramba yKmydHAA je, Kao
OCeOHO 3HAYajHY, KAACU(HUKAIN]y BHIIEMEAHjCKE YMETHOCTU KOjy je H3AOXKHO
Baapan Paposanosuh. Taj ayTop, Koju je TOTOBO Ij€0 CBOj CTBAPAAAUKU AHTAKMAH
MOCBETHO TeMU CHHTe3¢ YMETHOCTH, CMaTpa Ad y IIO30pHINTY, OIepH, OaAeTy u
duAMy yKmydeHe YMETHOCTH HICY CTOILneHe Beh Aa yBeK jeAHa Op HHX AOMUHUPA
(y onepu — MysHKa, y HO3OPHUIITY — KIHFKEBHOCT, ¥ $puaMy — canka). [Topen Tora,
PapoBanoBuh HCTHYE AQ Ce OA TTepeceTHX ropnHa XX BeKa y OBe CHHKpeTH3Me BHUIIle
He yKAydyjy LleAOBUTe YMeTHOCTH, Beh ce KoMOUHYjy MeAMju KOju Cy 06udHO A26aBO
noBes3aHH, Kao y MukcTmeanjy. Cam Paposanosuh je cxoBao TepMHH ,CHHTE3HjCKa
YMETHOCT 32 CBOja M APYTa BHIIEMEAHjCKA AeAd ¥ KOjUMA Cy yMeTHOCTH Mehyco6Ho
PpaBHOIIPaBHE U YHjH je ayTOP CaMO jeAaH.

MepuheBa HaBOAM pasamunTe AeQUHHIMje Te3aAMTKYHCTBEpKAa Koje Cy
Hajuemhe AUBepreHTHe, MOKYIIaBajyhu Aa MX OABEAE [TOA HEKOAUKO 33jEAHHYKHX
HUMeHHTesa. Y TOM CMHCAY TocebHy maxsy nmocsehyje craBosuma Xapassa 3emana
(Harald Szeemann), Aaexcanapa ®aakepa, Bopuca I'pojca (Bopuc I'poiic) u
Mumxka Illysakosuha, nctuayhn yTommjckum KapakTep Kao CYIITHHCKY OAAMKY
re3aMTKyHCTBEpKa, IIOpPeA 4eCTO HaBOIEHMX MarujcKo-pUTYaAHCTUYKUX CBOjCTaBa,
Ka0 U ApylITBeHO-TpaHcopmunryhux acrmparyja.

Y HacTaBKy IPBOT AeAd Kibure, pasmarpajyhu omyce BarnepoBux caepbennka,
MBana Mepuh y BHUXOBUM AeAMMa yOdyaBa KOHTPAITYHKTCKH OAHOC MEAMjCKHX
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AVIHH]ja KOJUM Ce yAasaBajy o peoBaayyjyher mapaaeanor. Tako ayTopka mpaTu paa,
Anexcanapa Cxpjabuna (Aaexcanpp CkpsabuH), merobe TeOpHjCKe M IPAKTUIHE
AGAATHOCTH Ha TOM IIOAY, KO3 aHaausy Mucitiepujyma, Tj. YBOAHOT UHMHA 3a TO
HEAOBPIIEHO AEAO, 3aXBaTajyhu M Apyra KOMIIO3UTOpPOBa A€Aa KOja Cy BOAMAA Ka
Muciuepujymy — IlpBy cumbonujy, Boxcanciieeny tioemy u Ilery cumdonujy —
Ipomeinej (TToemy saitipe). Tlopep Cxpjabunosor octsapema, Meanhesa je uzabpana
3a aHaAu3y u Apamy ¢ mysukom Cpehina pyxa Aproapa Illen6epra (Arnold Schén-
berg), 6oraro koHTeKcTyaAmsyjyhu cBoje nsaarame o 06a Ta peaa.

IpBu Aeo KibUre Ce 3aBpIaBa KpahuM IPErAeAOM PeaAnsaliija re3aMTKYHCTBEPKa
usMely ABa cBeTcka para. AyTopka IpeysuMa NMPOBOKATHBHA MHILsema Ipojca,
Daakepa M HeKHMX APYTHX IHcala Ad y Mel)ypaTHOM meproAy BHie He HACTajy
AeAa kxao mrro cy Mucitiepujym nau Cpehina pyka 3aTo IITO Ce YTOIMjCKU MPOjeKaT
re3aMTKyHCTBepKa IIpeHe0 Ha 00AACT APYIITBEHOIIOANTHYKe yTomuje. [Tpema mrMma,
y 3eMdaMa y KOjHMA je IMOCTOjaAd HATAAIIEHA CKAOHOCT IIPeMa TOM YMETHHYKOM
koHienty — y Hemaukoj u Pycuju — u y KojuMa Cy BAACT IIpey3eAr TOTAAUTAPHU
PEXHMH, AOIIAO je He CaMO AO CITyTaBama M/HAM IyIIema aBaHrapAe, Beh u po
TpaHCcpOpMariyje MPBeHCTBEHO YMETHHYKOT IIPOjeKTa re3aMTKyHCTBepKa y ITOAYXBAT
H3rpaAkbe IIeAOKYIIHOT APYIITBa. Tako ayTOpKa TBPAU AQ CY HACOAO3H THX PEXHMa
TaAd TIPEY3eAH CaH ABAHTAPAUCTA O APYLITBEHOj YAO3HM YMETHOCTH U KAO jeAUHO
AO3BOSEHO YMETHHUKO AEAO TPAAMAM — ApYyIITBeHM nopepak! HapaBHo, mocTaBsa
Ce MUTame AQ AU Ce OH YOIIIITe MOXKe Ha3BaTH YMeTHHYKHM AeAoM. HaBopu ce u
3aIaKarbe AA Cy COBjeTCKU MACOBHH CITeKTAKAU — CAC€TOBH — TaKOhe OHMAY OCMHUIILAeHH
Ka0 Ire3aMTKYHCTBEpK.

Y apyrom, kpahem aeay kmure, MBana Meauh ce ycpeacpebyje Ha omepcku
mukayc Ceermisociti Kapaxajuna IlroxxayseHa, caraepaBajyhu ra y koHTekcTy
IerOBUX DAHMjUX 3HAYAJHHX OCTBapema, y3 PpACIpaBiaibe Herope IIO3UIHje
Yy OAHOCY Ha IOCTMOAGPHHCTHUKY IIAPAAMTMY KOja je OmAa akTyeaHa y aoba
HACTajama TOT aMOMIJMO3HOT AeAd. AyTOpKa TBPAH AQ A€Ad TOI KOMIIO3HTODA,
He camo Ceeitirociti, HacTaaa mocae 1970. ropuHe, HeMajy AOAMPHHX Tadaka ca
IIOCTMOAEPHUCTHYKOM ,HACOAOTHjoM* (OBy ped cTaBma IOA HABOAHHKE) jep je
[IToxxay3eH U Adme SKEAO Ad MPOMEHH, OCBECTH U IIOIPABU CBeT. Aakae, 0CTao
je 3arOBOPHHK BEAUKHMX MOACPHHCTHUYKHX HAPAIlHjd, HCTOBPEMEHO Y IOAMTHUKOM
noraepy usberasajyhu aa ce craBu Ha cTpaHy AeBune 1968. ropune. Y crmmcuma
TOT KOMIIO3HTOPA AYTOPKA yOYaBa AMjAAEKTUKY PALJHOHAAHOT U HPAI[HOHAAHOT
AHMCKYPCa, YHje H3BOpe MPOHAAA3H Y HAejaMa HeMAauKOT pOMAHTH3MA, XpUIINaHCKUM
U APYTMM PEAUTHO3HMM M MHCTHYKHM CIIHCHMA, By €jIl TeKCTOBUMA M CAMYHHM
my6ankanujama. Anasusupajyhu IllroxxayseHoB pap ¢ popMyaama, moce6HO ca
»CYIepPOPMyAOM” Kao ,TeHeTHIKUM KOoAOM kommosunuje’, 1. Meauh yxasyje Ha
TO A4 je Taj IPUHIIUII OCMHIIAEH KA0 CPEACTBO Koje he pompuHeTH moBesaHOCTH U
IIeAOBUTOCTH I]€AOT TOT OOMMHOT OIepcKor 1juKAyca. [TpoHariaa je 1 KOMIIO3UTOPOBe
TEKCTOBE O CYIITHHCKOj BAKHOCTU OCTBaperha HAEje O KOHTPAIYHKTY YMETHOCTH, Tj.
MeAHja, YMMe Ce OH NMPUOAMIKABA PAHMjUM ayTOPHMA KOjH CY TEXXHAU PeaAU3aIiUju
re3aMTKyHCTBepKa. Y HacTaBKy MeanheBa caXkeTo, aAM aHAAUTHYKH CBPCHCXOAHO,
Y3 My3HKOAOINIKA TyMauera, NMPHKa3yje CeAaM OIlepa TOT IMKAyCa, IOCeOHO ce
3appxaBajyhu Ha duHAAHOM Aeay, onepu Hegena.
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Y sakmyuky MoHOrpadmje ayTopka CyMHpa pesyATaTe CBOT IIpOy4YaBama
IIToxxay3eHOBOT OMEPCKOr ILHKAyca, ucThuuyhm aa je Cseilidocili M3BAHPEAHO
KOMIIA@KCHO M XeTepOTeHO OCTBapeme, KaKO Ha TeKCTYaAHOM M BH3yeAHOM, TaKO
U Ha MY3MYKOM ITIAQHY; AA M3BUpE U3 eBPOIICKE aBaHTAPAE PAHUjUX AelleHHja YHjH
je 3HauajaH yuecHHK 6uo u ciM IlIToKxay3eH; Ad je KOMIIO3HTOP >KeAeO AQ KpeHupa
MohaH pHUTyaA OrPOMHHX pasMepa y KOjH OH YaK YKAYUHO I[eAO YOBEYAHCTBO, 360r
Jera je MOAPAKABAO MY3HMYKe AMjaAeKTe KOjuMa ce CAyke oapeheHe 3ajepHuIte,
He xopucrtehu npu tome nurate. Meanhesa mpumehyje u aa crieHcka AemraBarba
y OBOj KOMIOBUIIMjH AEAYjY MECTHMHMYHO HE3aBHCHO OA My3HMKe M Papme, IITO
OCTaBAa YTHCAK MUKCTMEAN]A, 2 He Y30PHO objeprbeHOT Aead. OHa ce y 3aBpIIHIM
pasMarpamuMa jom jeaHoM ocBphe Ha mapapgokcaaHy nosunmjy Ceemlirocitiu y
OAHOCY Ha TOCTMOAEPHHUCTHYKY €CTeTUKY, CBe AOMUHAHTHH)Y TOKOM AYTOT IIepHOA
HacTajama AeAa — jep je TO Y OCHOBHU AGAO y KOMe OIICTaje HAM Ce, IpeMa pednuMa
ayTOPKe, ,pecTaypHiie” aBaHIAPAHO MHIILbEEbe.

Csojom Monorpadpmjom o omepckom nukaycy Cseitirocii  Kapaxajaia
[IroxxayseHa, OICepBUPAHOM y KOHTEKCTY TeOpHje M IpaKce re3aMTKyHCTBEpKa,
MBana Meauh ce mpeacTaBraa Kao BPAO KOMIIETEHTAH HCTPAXKUBAY jeAHE CAOKEHE H
CBAKAKO OUTHe MPobAeMATHKe YMETHUUIKOT CTBAPAAALITBA U eCTeTHKe TocAe Prxapaa
Barnepa. Aa 61 ce n3a6paHO AEAO IITO IPEIU3HHU]je 1 CBECTPAHHje CaTACAAAO, OHAO je
HOTPeOHO My3HIKUM AaHAAM3AMA AOAATH BEAMKH OPOj HHTEPECAHTHHX, I1a M OU3aPHUX
MOAATAKA O TEKCTYaAHO] IIOAAO3H M ACIIEeKTHMA CLIeHCKOT M3BOlema, Tako Aa 0Ba
MoHOTpadHja CaApKH, Ope 030MAHUX MY3HKOAOLIKHMX PACIIPaBa, U He3a00uaasHe
KOAOPHUTHE OIHCe KOjH AOIYHYjy OMIITY CAMKY. AparoleHo je mTO Cy y KIBHTY
yKsydeHH pparMeHTH pasroBopa Koje je ayTopka Bopuaa ca Illtoxxaysenom, unme
je oMoryheH yBuA y AMYHEM OAHOC KOMIIO3UTOpA IIpeMa cBOM AeAy. Kiura orBapa
MHOTa IUTaka, AQJyhu M OArOBOpe Ha HHX, aAM OCTaBAAjyhM X HCTOBpeMeHO
OTBOPEHHM 32 Aana MpoydaBama koja he 6es cymme m mopcrahu. Hammcama je
je€3MKOM IPHCTYNAYHUM ITHPeM aKaAeMCKOM KPYTy YMTAAAII, IPETAeAHA je, AOTHIHO
CTPYKTYPHCAHA U Ca jJACHIM 00Pa3sAOKeHMa U3AOKEHUX TBPAH. Mely npraosnma
Ha Kpajy KIHIe Haaase ce, mopep ¢pororpaduja u3 AMYHE ayTOPKHHE KOAEKIHje,
OOMMHOT pesyuMea Ha €HIAGCKOM je3UKy U perucrpa uMeHa (c HaBohemeM MMeHa
(OHETCKH U y OpUIHHaAy, OWITO Cy y KIbH3U AATa CaMO Y GOHETCKOM BHAY), U ABA
BpeAHa 3amuca pasroBopa koje je Meauhea Boanaa ¢ Kapaxajurjom IlTokxaysenom
u mysukoaorom Puaappaom Toymom (Richard Toop).

Mearuinia Muaun



MIRJANA ZIVKOVIC I Ivica PETKOVIC
HARMONI]A NA DIRKAMA

Beograd: Kreativni centar, 2019.
ISMN 979-0-802019-05-8

Xapmonujy Ha gupkama MOXeMO CMaTpaTH ,Aa0yAOBOM IIeCMOM  CPIICKe
KOMITO3UTOPKe 1 My3uuKe TeopeTndapke Mupjane XKusxosuh (1935-2020), koja je
Hajsehu Aeo CBoje BHIIepelieHHjCKe MPOPECHOHAAHE AGAATHOCTH Be3aAd 32 HACTABY
XapMOHHje y CPeAUM IIKoAaMa U Ha paxyaTerrMa. Kao ayropka y3opHux yiibeHuka
3a Taj IpeAMeT, Koju ce Beh TprAeceTak rOAMHA KOPHCTe HA PASAMMHTHM HUBOMMA
My3HIKOT IIKOACTBA, Mupjara JKuskosuh je ocaBpeMeHMAQ HACTAaBY XapMOHMje Ha
ob6pasoBuuM uHCTHTYnHjaMa y Cpbuju, nHCHCTHUpajyhy Ha MOBe3HBalby aKaAeMCKHX
mabAOHA U ,)KrBe” My3HKe, Ha IPAKTHIHO] IPIMEHH CTeIeHIX XapMOHCKIX 3Haba, KA0
M Ha XaPMOHCKHMM 0COOEHOCTHMA PA3AMMUTHX MY3HIKUX CTHAOBA. CapapHHK Ipode-
copxe JKuskosuh mpHAMKOM Mucarba IPUPYIHUKA XAPMOHUA HA gupKAamd, KOJEM je
CTaBA>EHA TAYKA Ha HeHY AyTOTOAMIIISY [IEAATOLIKY KapHjepy, 01O je eH HeKaAALIEbI
crypent Vsuna [Merxosuh (1967-), oprysamt 1 mpodecop XapMOHHje U APYTUX TeO-
pujckux npeaMera. Fimaaa cam Beanky cpehy u mpuBraerujy Aa cBoja 3Harba 0 XapMo-
HHjU CTUYEM YIIPaBO OA OBO ABOje BPCHHX ITeAArora: Hajiipe Kao yueHuria npo¢. Msure
INerxosuha y Cpeamoj Mysuuxoj mxoau ,Cranucaas Bunmdku” y AeckoBLyy, a 3aTUM
U Kao CTyAeHTKumba mpo¢. Mupjare JKuskosuh Ha QaxyareTy Mysuuke yMeTHOCTH
y Beorpaay. OaMax HakoH AMTIAOMUpaEba, TOKOM TPH HIKOACKe ropuse (1999-2002)
OHMAA caM aHTa)XOBaHA KA0 ACHCTEHTKHIbA 3a IpeaMeTe XapMOHMja Ca XapMOHCKOM
aHAAM3OM M AHAAM3a MY3HUKOT AeAd Ha Tapammoj Karepapu 3a Teopujcke mpeamere
Daxyarera Mysmuke ymeTHocTH. Ca OBe AMCTaHIIE, yBepeHa caM Aa Me je mpod.
JKuskosuh n3abpasa 3a CBOjy aCHCTEHTKUIBY IPBEHCTBEHO 3aTO IITO CAM C€ OAAUIHO
»CHAAA3HAQ” 32 KAABHPOM: HaKMe, jeAQH OA HeHIX OCHOBHUX KpUTepHjyMa 3a H36op
MAQAMX CApAAHHKA OHO je He caMO YCIIEIIHO CABAAAAH aKAAEMCKH AeO Iporpama, Beh
U BUCOKO pa3BHjeHe BeIITHHE IIOITyT CBHPamkha XapMOHHje Ha KAABHPY, MUPPOBAHOT
0aca, IMIIPOBH3ALIHje, YUTAA C AUCTA U TPAHCIIOHOBAA.

Papehu ca cryaenTnMa pasamaurnx opceka Qakyarera MysHUKe YMETHOCTH,
a IIOBPEeMEHO U Ca YYEHHITMA CPeAUX MY3HUYKHX IITKOAQ, AIHO CaM Ce YBEepHAA Y
HCTUHUTOCT MPOQECOPKUHUX Peuu M3 MPEAroBOpa Kmure Xapmoxuja Ha gupkama
Ad ,TIOCTOJH TEILIKO IIPeMOCTHB ja3 H3Mel)y TeopeTckor 3Hama U Herose IPaKTHIHE
peaausanyje”; HaFMe, OHA je YOUHAQ AQ Y HAIIMM MY3HIKHM IIKOAAMA ,[IPEOBAAAABA]Y
TEOPUjCKU HAYHH [IPEAABAIba XAPMOHIIje, yIebe [IPABUAQ, [IEMATCKA H3PAAA 3AAATAKA
IIpU 9eMy Ce ,3aII0CTaBhba eCTETCKA CTPAaHA MEAOAHje Kao BOAMME My3HUKOT TOKA,
a oce6GHO Pa3BOj XAPMOHCKOT CAYXa, HAKO je XapMOHHUja y CBOjOj CYIITHHH AyOOKO
noBesaHa ca 38yqHoM npakcom” (cTp. S). Yunu ce A2 je Y3pOK TOME OKOAHOCT AQ H
HACTaBHHIIM XapMOHHje YeCTO He BAAAAjy BeIITHHAMA IIOITYT CBHparmha MUPPOBAHOT
0aca MAM HMIIPOBH3alHje, jep CY U CAMM YYHMAM XapMOHHjy HA IOpe OIIMCAaHIHL,
TEOPHUjCKO-IIEMATCKU HAYHH, 0e3 IOHUpama y 3ByYHy CYLITHHY. 300T TOra Cy ayTopu
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Xapmonuje Ha gupkama TOCTABHAM CeOM 3a Mo YIPaBo mpemomhuBame yodeHOTr
jasa usMely Teopuje u mweHor 3ByYHOr OxuBOTBOpera. Kao Taksa, oBa 30upka Huje
HaMeIeHa CaMO YYeHMIJMA CPEAHX MY3HMUKHX IIKOAQ, Beh M CTyAeHTHMa Mys3HKe
— IIa ¥ CBPLIEHNM CTYAGHTHMA KOjH MOXAA Beh pape xao mpodecopw, aau cBuparme
XapMOHCKHX 3aAaTaKa CMaTpajy ,HeNOTPeOHHMM AEAOM IEAATOIIKOT IIPOIieca,
yckpahyjyhu cBojum ydenurmma MOryhHOCT AQ XapMOHH)Y AOXKHBE He CaMO Kao
aICTPAaKTHY MY3HUKY ,MaTeMATHKYy , Beh 1 Ka0 XHBY, eCTeTCKH 3aA0BOAaBajyhy 3Byd-
Hy nipakcy. Ocum Tora, Melyy yueHHIMMA KOjU He CBUPAjy KAABUjaTypHE HHCTPyMEHTe
9eCTO je IPHMeTaH OTIOp IpeMa XapMOHHjH Ha KAABUPY, jeép MHOTH OA BHX AO MO-
MEHTA YIIHCA Y CPEARsY My3HUKY IIKOAY HECY CABAAAAAM HIIP. 6ac-Kiyd, HUTH CTEKAH
BEIITHHY YHTaHha HOTHOT TEKCTA 3aIIMCAaHOT Y ABa HAU BUIIle AMHH)jCKUX CUCTEMA — jep
ce 0A HbHX, TOKOM IIPeTXOAHMX (a3a IIKOAOBAKa, TO HUje HU Od4eKkuBaro. CBupame
xapMOHHje Ha KAAQBUPY THUM YYEHHIIMMA TIPY>Ka MorthOCT AQ HaAOKHaAe Tpo-
IyLITEHO M OBAAAQjy BeIITHHAMa Koje he uM 6uTH moTpebHe y HACTABKY My3HUKOT
IIKOAOBaHhA.

Iourro je mpeaBubeHa Kao AomyHCKE npupy4Huk y3 Beh mocrojehe yberuxe,
Xapmonuja na gupkama Mupjane XKuskosuh n Hsure Ilerkosuha y mormyHocTn
IpaTH HACTaBHM IIPOTPaM 3a CPeAle MY3HYKe INKOA€ — OA IOYeTHUX eAeMeHara
IOCTaBKe M Be3MBamba TPO3BYKA AO CBUX BpCTa MoayAanuja. Ilpemopyxka je ayropa
Ad ,CBHpame Ha KAABUPY Tpeba samodeTn Beh 0p mocTaBke TPO3ByKa y CTPOTH
XapMOHCKH CTaB M HETroBaTU Ia CBe BpeMe H3yd4aBama OBOr mpeamera’ (cTp. S).
IIpupyunux cappxu 4eTpHaecT moraassa: Keuntiakopgu, kagenye; Cexcitiacopgu;
Keapinicexcitiaxopgu; Aomunaniinu ceiimaxopg; Ceiiniakopg II citiyiivea; Bohuunu
cetitiakopg; Banaxopgcku tonosu; Aomunanitinu Honakopg; Cilopegnu cefithaxopgu;
AomuHaniuura qomMuraniia u wer 3amenux; Hatioautiancku cexciiaxopg; Banitionaane
gomunantie u rwuxosu samenuyu; Mogyrayuje; Aogaitiax. CBako IIOTAABsSE 3aIIOYHIbE
OCHOBHHM METOACKHMM YIIyTCTBUMA, a 3aTHM CAeAe BeXOe, IIPHMepPH y KAABUPCKO]
$akTypu, IpuMepH M3 AWTEpaType, 3aAalll M PUTMUYKO-XapMOHCKe ImeMe. AOK
BeXOe I0APa3yMeBajy MOAeAe Y CTPOIOM YeTBOPOTAACHOM XapPMOHCKOM CTaBY, HAAMK
Ha yobndajeHe XapMOHCKe 3aAATKe, IIPUMEPHU Y KAABHPCKOj GaKTypH Ipy>Kajy BHULlIe
cA0060A€ M OCMUIILSEHH CY TAKO AQ OOYAe KPEaTUBHOCT M CHAAKAHBOCT YIEHHKA.
AyTOpM NpUPYYHUKA IPETIOPYYYjy Ad Ce M 3aAALM Y Y4eTBOPOTAACHOM CTaBy TPaHCIIO-
HY]jy ¥ yde HallaMeT, y iAoy Pa3Boja XapMOHCKOT CAyXa M omaxkawa. I Ipumepu us my-
3UYKe AUTepaType HAYCTPYjy IOjeAuHe aKOPAE M aKOPACKe Be3e, AOK 3aAALU Ha Kpajy
CBAKOT TIOTAABAA CAYKE 33 CAMOCTAAAH Paj YYEHHKA M CTyAeHaTa. 3aAaliy U BexOe
Y CBUM IIOTAAQBAHMMA KEBUTe OOAMKOBAHU Cy KAO IIEPHOAU MAH PEdeHHIle, TAKO Ad Ce
OA CaMOT TTOYeTKA KOA YYeHHKA Pa3BHja CBECT O OOAMKOTBOPHO] YAO3H XapMOHHje K
KapeHImpajyhum nporecnma.

Tpeb6a ucrahu pa je oBa Kbura, ob6jaBseHa y eAULHjH IPUBATHE H3AABAUKe Kyhe
»KpeaTuBHHU LjeHTap’, BeOMa AeTO IpadIuKy ONPEeMAeHa, TAKO Ad U HeHA BU3YeAHA
aTPaKTUBHOCT MOXKE TIOBOASHO YTHIATH HA MOTMBHCAHOCT y4€HMKA 33 CaBAAAABAbE
3aMoCTaB;»eHe, A M3y3eTHO KOPUCHE BeITHHE CBUPaka XapMOHHje Ha KAABUPY — KOja
AOTIPHHOCH He CaMO AAKIIIeM CaBAAAABAIY IPAAMBA U3 XapMoHuje, Beh i us coadeba,
MY3HMYKHX OOAMKA U YUTakba C AMCTA,  HAPABHO U 60seM PasyMeBarby My3HYKOT TOKA
Y A€AVMA U3 eII0Xa ¥ KOjIMa je KopuihieH AypCKO-MOACKH CHCTEM.

Heana Meguh



BaapuMup P. HOPBEBUR Y OTAEAAAY BPEMEHA
(BAIITUHA, 3BYK, MHCAO, PEY, CAUKA, TPAJAIHE)

CseuaHa akapeMuja MOBOAOM obeaexxaBarma 150. roaunisuie pohema
Baapumupa P. Hophesuha.
Hapopana 6ubanorexa Cpbuje, 2. aerembap 2019.

ITouerkoM Mecena AerieMOpa y TOAHMHH Y KOjOj Ce HABPIINAO CTOTHHY II€A€CET
roauHa op pobema Baapumupa P. Hophesuha (1869-1938), cprckor mysuukor
meparora, Meaorpada, mpoy4aBaolla CpICKe TPAAULIMOHAAHE MY3HKe, KOMIIO3UTOPA
U AGAATHHKA HA IIOmY Mysuuke 6uOAnorpaduje, ncropuorpaduje u My3eoAOrHje,
Kareapa 3a eTHOMy3uKoAorujy dakyaTeTa Mysuuke yMeTHOCTH (Y AQMEM TEKCTY:
®MY) y Beorpaay, Hapoasa 6ubanorexa Cpbuje (HBC) 1 Mysuuxa mxoaa (MIII)
»Craukosuh® us Beorpasa opranusosaan cy y Hapoanoj 6umbanorern Cpbuje
CBeuaHy akapeMujy nocseheHy iberoBoj MHOrocTpykoj Aeaarnoctu. Ha Taj HaunH je
HOCTHUTHYT ABOCTPYK LifLb: OAQTA je jaBHA ImodacT 3acayrama Baapumupa Hophesuha
3a CPIICKY MY3HYKY KYATYPY, M Pa3sAMYHMTE acClleKTe HEerOBOT PaAd CATACAAAU CY
KOMIIETEHTHH CTPYUHALH U3 PA3HUX 00AACTH, YHMe je OOHOBASEHA CBECT O IOTpebu
KOHTHHYHTETA y pa3Bojy AoMahe My3IuKe KyATYpe, TOCEOHO U3 ACIIEKTa CaBPEMEHHX
CTPYYHHX IIOTA€AQ U cCasHama. Baxuo je mcrahm Aa je Axasemuja pesyarar
KOHTHHyHpaHOT uHTepeca capasnnka HBC 3a sHavajHe AMYHOCTH CpIICKe KYAType
U QOAKAOPHUCTHKE, YUME je Ta MHCTUTYLHja AAAQ HEMAAM AOIPHHOC YIIO3HABAY
jABHOCTH C BUMA U C AOMETHMA BHUXOBOT PaAd M CTBApaAAIITBa.' 3a HAIIY KYATYPHY
CpPeArHY je IOCeOHO 3HAYAjHO U TO Ad OBaj Aorahaj mpeacTaBsa IPOAYKETAK
nocsehuBama naxise aeaarnocTr Baapumupa Hophesuha y Cpouju: cro Tpraecery
FOAHUIIHIYY EeroBor polera obeaesxrao je 2009. 3aBuyajuo opeseme Hapopme
6ubanoTexe y Bopy, mro je pesyarupaso u 06jaBseHUM 360pHUKOM pasoBa.”
AxapeMuja je yCIIEIIHO OCBETAMAA MHOIOCTPYKOCT AEAATHOCTH Baapmmupa
‘Bophesrha, u To Ha Tpu HuBOA: 1) TEOpPHjCKO-HAYYHOM: OAPYKAHO je AeceT
cTpyunux mpepasama (sehunom mpodecopa u capapnuka ®MY u HBC, xao u
jeaHor capapnuka Mysukosomkor uncturyta CAHY), satum 2) u3paBaukoMm:

1 HamuMe, AeraT IMOHMPa CPIICKE ETHOKOPEOAOTHje, cecTapa /oy6une u Aanune Jankosuh (cecrprunta
B. P. Bophesuha), koju ce uysa y Bubanorenn, crpyuno je u 6ubauoreuxu o6pahen (2014-2016) noa
pyxoBoactBoM Ap Maasere Ilpeauh u aop Cesene Pakouesuh; Bupetu: M. Ilpeanh, ,Aerar cecrapa
Janxosuh y Hapoanoj 6ubanorenn Cpbuje”, Mysuxoroiuja, Beorpap 2014, 6p. 17, 273-285. Jepan op
pesyATaTa TOra paaa jecTe KalnTasHo uspame: /oybuua C. Janxosuh u Aanuna C. Jankosuh (cxymuae
u onucaae), Hapogre uzpe, IX xmwura, yp. C. Pakouesnh, Hapoana 6ubanorexa Cp6uje, Beorpaa 2016.
2 Opeseme je 2009. opranusosaso EgykattiusHu iipoipam yiio3Haearna ca HAj3HAYATHUTUM 3ABUHATHUM
Awunociiiuma: Baagumup P. Bophesuh; aBe ropune KacHuje o6jaByeH je 360pHHK Mesoguje u
poitioipaduja: Temarcku 360puuk pasosa nocsehen Baapumupy Bophesuhy (yp. A. Crojmenosuh),
Hapoana 6ubanorexa Bop, Bop 2011, 75 ctp.
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objaBveHa je mybOamkanuja mop HacaoBoM Baagumup P. Bophesuh y oiregary
spemena. 3aocimaswiiuna y Bubauotieyu Qaxyriteriia mysuuke ymeinrocinu, Hapogroj
6ubauotieyu Cpbuje u Mysuuxoj wixoau ,Ciianxosuh” (yp. Aparan Ilypemuh,
Beorpaa: ®MY n HBC, 2019, 90 crp.) u 3) mMyseoaomkom: npupehena je usaox6a
TPAAUIOHAAHUX UHCTPyMeHATa, u300p 13 $poHAa 361pke MHCTpyMeHaTa BAapumupa
‘Bophesuha, xoja ce uysa y MIII ,Crankosuh” y Beorpaay.

Teopujcko-Hayunu Aeo AKapeMuje YMHHMAQ Cy MCLpPIHA UM HHPOPMATHUBHA
IpepaBarka eMUHEHTHHX eTHOMY3HUKOAOTA, eTHOKOPEOAOTa M MY3HKOAOra, KOjU Cy
IPEeACTAaBUAU PEe3yATaTe CBOjUX HOBUjHX M HAjHOBHMjUX HCTPaXXKHMBAFa PA3AMYUTUX
acmekata AeaaTHOocTH Baagumupa Hophesuha. Ta mpepaBama cy obesbearaa HOBa
Ca3HAakba, 3HAYAjHA II0CEOHO 3aTO IITO Cy AOHETa M3 [IEPCIIeKTHBE CABPEMEHHUX ITOTACAA
Ha 00AACTH HEroBor papd. Ped je o mprAosuMa M3 0OAACTH eTHOMY3HKOAOTH]e,
€THOKOPEOAOTHje M My3HKOAOTHje, My3HWdKe TeOpHje M apxXuBHCTHKe.” Aecer
U3Aarama, Koja Cy ce OABHjaAd Y TOKY jeAHOT AaHa,* 6uao je pacnopeleno mpema
TEMATHIIU Y ABE IjeAMHe, YHyTap KOjHX Cy IPYIIMCAHA II0 OOUMY ¥ 3HAYAjy ITOjeAMHHX
o6anxka pesarHoctu Baapumupa Hophesuha: eTHOMY3HKOAOIIIKE, ETHOKOPEOAOIIIKE,
My3HuKe IIeAATOTHje, KOMIIO3UTOPCKOT CTBAPAAAIITBA, My3HuKe ObubAnorpaduje u
ApXMBHUCTHKE. Y IIPEIIOAHEBHOM AEAY ITPOTPaMa, IIOCAE YBOAHE PedH KOjy je OApKaAa
Ap Mupjana 3akuh, Banpeann npodecop ®MY, ycaeanaa cy mpepasama mpod. Ap
Came Papunosuh u npo¢. ap Aumurpuja O. [oaemosuha, , AeaoBare Baapumupa P.
Bophesuha Ha mosy cpricke Mysuuke GpoakaopucTrke”, moToM Ap Mupjaue 3axuh,
»Aonpuaoc Baaaumupa P. Hophesuha passojy cpricke erHoopranoaoruje’, porr.
Ap Came Panxosuh, ,Meaorpadcka peaarnoct Baapumupa P. Hophesuha', som. ap
HMse Hennh, , TIocToje Au mpaBe HapoaHe TecMe 1 Meaoauje y rpapoBuma?’ O paHum
IPUCTYIIHMA TIPOOAeMy’ My3H4Ke TPAAUIHje Y CPIICKOj My3HUKOj GOAKAOPUCTHUIIH/
erHOMy3uKoAoruju'.’ IToToM je msaoxeH koayropcku pap mpod. Ap Ceaene
Paxouesuh u 3ppaBka Panmcasmesuha, ,Tpapurmonasnn maecosu Cpbuje y
MenorpadcekoM ormycy Baasumupa P. Hophesuha“, mocsehen nmaecuum meaopujama
y Bophesuhesum 36mpkama, ca ykasupameM Ha CrelUPHIHOCTH 3AIHCA Te BPCTe
(moce6HO HEroBuX 3ammca TajAAIIKMX MEAOAMja KaO XPOHOAOIIKH HAjCTApHjux
Y CPIICKOj eTHOMY3HKOAOTHjH); Y PaAy jé YKasaHO M Ha ayTOpOBY IPETIIOCTABKY O
MOryhHOCTH MHCTPYMEHTAAHHX U [IAECHHX PEHHTEPIPeTAIHja Ha OCHOBY HeroBHUX
HOTHHX 3aIIUCa.

ApPYTH Ae0 TeopHjCKO-HAayYHOT mporpaMa AKapeMuje AOHEO je IOTAeAe H3 YTAa
My3HYKHX I[leparora M Mysuxosora. IIpBo mpepaBame mpod. ap Vsame ApoOHu
u npod. ap Topaane Kapan, ,Mamupame peaarHoctn Baapumupa P. Hophesuha
y pasBojy Mysuuke HactaBe y CpOHju’, AAAO je aKIleHaT Ha BAXKHOCT MPOyYaBamba
EErOBOT' PaAd HA TOM IIOAY, KPO3 00jaBreHa AeAd U DeAellKe, Kako 0K ce AOMeTH
Mysudkor obpasosama y Cpbuju ¢ xpaja XIX u y npsum penenujama XX Beka

3 Hanosus ypeAHMINTBa Yacomuca , My3HKOAOrHja“ IeTOPO CTPYUbaKa je HAMMKMCAAO HAydYHe CTYAUje
o Baapnmupy Hophesuhy 3a 29. 6poj ,Mysuxoaoruje”.

4 CHUMUM IpeAaBarba Cy AOCTYIIHU Ha HHTEPHETY.

S Papje mperxopHO 610 06jaBreH y 360pHUKY HaBepeHOM Y GycHOTH 6p. 2.
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MOTAHM jomr moTmyHuje caraepati. IIpod. op Coma Mapunkosuh, y npeaaBamy mop
HacaoBoM ,Kommosuropcka peaarnoct Baagumupa P. Hophesuha', ykasasa je na
MOryhHOCT peBH3Hje MY3HKOAOLIKOT ITOTA€AA HA KOMIIO3HTOPCKO CTBApAAAIITBO
OBOI' ayTOpPa, KaKO y XXAHPOBCKOM, TAKO M Yy CTHACKOM IIOTAAY; IHTama Cy ce
OTBOpHAA C 063upoM Ha crieruduuHm MoA0XKaj koju Hophesuh muma y opnocy Ha
CBOje IIPeTXOAHHUKe U HacTaBvade y CpOuji, Kao i ¢ 063MpOM Ha BeroBY IPHIIAAHOCT
Beoipagckoj wikoau. TlpepaBame Ap AsekcaHppa Bacwmha, ,Pap Baasumupa P.
‘Bophesuha Ha My3suuxoj 6ubanorpaduju u Aekcukorpaduju’, AOHEAO je UCTOpHjaT
HacTaHKa ABa KanuraaHa Hophesuhesa aeaa y Tom poomeny — Ilpusoia 6uoipagckom
peunuxy cpiickux mysuuapa u Olrega cpiicke mysuuke 6ubruoipaduje do 1914. fogume
— Y3 aHAAM3y BUXOBE CTPYKType M ayTOPOBOT IIOCTYIIKA, Ca 3aApXKaBameM Ha
crenMIHNM II0jeAMHOCTUMA. k3Aarame je mpeACcTaBAaA0 IIPHAOT HACTOjamby Ad ce
paa Baaaumupa Hophesuha moaoxu y KOHTEKCT papa Ha My3H4Koj 6ubAnorpaduju
y Cp6uju (a u mupe). IToce6an Aompunoc mpeacTaBaa nsaaratbe Muaune Tajuh
»Aerar Baapumupa P. Hophesuha y Bubanorerin Qakyatera Mysuuke yMeTHOCTH
y Beorpaay®; ayropka je, kao mosHaBaaalj Tor Aerata,’ y usAaramy Ha AKapeMuju
nmoce6HO wmcrakaa 3Hauaj Bophesuhese capasme ca HHOCTpaHHM KoOAerama.
TTocaeame mpepaBame oapxkao je Beaubop Ilpeanh, ,3aocraBmruna Baasumupa
P. Bophesuha y HapoaHtoj 6ubanorenn Cpbuje’, a 3aBpuiHy ped y TOM CEIMEHTY
Axapemuje pAaaa je Ap Mupjara 3akuh. Y Toky Apyror peaa AkapeMuje, eMUTOBaHA
je xomnosuruja Ayurana Paprha 'yniyiuye 3a MeoBUTH XOp, Y $OPMU PYKOBETH,
3aCHOBaHA HA MeAOAMjaMa U3 MeAorpadckux samrca Baagumupa Hophesuha.”

Teopujcko-HayyHH Ae0 AKapeMHje OHO je 3amo¥eT M 3a0KPYyXeH ca ABaMa
u3BobhaukuM HacTynuma crypeHara Kareape 3a erHomysuxoaorujy PMY?® koju cy
Ha OCHOBY Meaorpadckux samrca Baagumupa Hophesuha, ns pasanuntux xpajena
Cpbuje, TpymHO U COAMCTHUYKM H3BEAH IIeCMe PA3AMUHTHX MY3HIKOPOAKAOPHUX
XKAaHPOBA U MHCTPYMEHTAAHE MEAOAUje Ha CBHPAAM, ABOTAACHUM TajaaMa M AYAYKY;
Y3 HEKOAMKO HHCTPYMEHTAaAHHX MeAOAMja M3BeAeHM Cy U maecoBd. CTypeHTCke
Hactyne cy npunpemuae Ap Cama Pankosuh n Ap Ceaena Pakouesuh. Hacrymama
MAAAMX M3BODaya M OBaKaB HAYMH PaAd IIOKa3yjy KOAUKH je IOTEHIMjaA 3aImca
U AOKyMeHaTa O My3u4uKkoj Tpaauuuju koje je Bophesuh ocrasmo 6yayhum
nokoAeruMa. [IpuMeHAHBOCT TOT AeAd HeTOBOT PaAd, Y HETOBakby TPAAHIIHOHAAHOT
CPIICKOT MY3HMYKOT M Urpadkor HacAeha, Tume je ybeasuno mocsepodena. [Toce6ro
j& BaXKHO IITO je TO yYMIeHO Ha HHCTUTYLJHOHAAHOM HUBOY.

ApyrH, U3AaBauKM CerMeHT AKapeMHje OCTBApeH je MOMEHYTOM ITyOAMKAIINjOM
Y K0joj je cabpaHO HEKOAMKO TEeKCTOBA O AGAATHOCTH U 3a0CTAaBIITHHU Baapumupa
Bophesuha. ¥V T0j mybAuKarmjy, MaXAHBO M Ca YKYCOM TEXHHYKU OIPeMAEHO),
o6jaBmreH je 0b6uMaH TekcT eTHOKOpeoAora /oybure C. Jankosuh mop HacAOBOM
,Baapnmup P. Bophesuh — muonnp erHomysukosormje y Cpbuju” (ctp. 5-46).°

6 Buperwy, Ha mpumep.: M. Tajuh: , Aerat Baapumupa Hophesuha y Bubanorenu ®axyarera mysmike
ymerHoctH y Beorpaay ), Yuimiasuwuiiie, ITanaeso, HoBembap 2011, 6p. 19, 40-43.

7 Kommosuuujy je nzseo Memosuru xop PTB nop ympasom Bopusoja Cumuha, 1966. ropuse.

8 CHMMaK ImperoAHeBHOT HACTYIIA CTYACHATa MOXe Ce BUACTH Ha HHTEPHETY.

9 Taj TekcT je m3BOpHO objaBmen y Aeay Baapnmmupa P. Bopheswha, Oineg cpiicke mysuuxe
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Ilo Apyru myT 06jaBseH y HAllIOj CPEAUHH, Taj TEKCT ¥ CAaBPeMEHOM TPEHYTKY HyAU
u HoBe MoryhxocTn umrama u mopcehama; mopes Beh aHaAmsupaHux acmekara
BophesuheBor aompuHOCa, OCBeTmaBa M HErOB Paj HAa MY3HUKOj MEPUOAHIIH,
6ubavorpaduju u Aexcukorpaduju, kao u AMYHH OAHOC THopheswha mpema
MYSHIH, IpeMa TPaAUIHjH, ACAATHOCTUMA KOje Cy YKiydeHe y Ipoliec Mpoy4YaBama,
apxuBHpama, mybAnKoBama; obyxsahen je u aeo BHophesuhese mpemncxe, ma u
OCBPT Ha HEroBy AMYHOCT, YTOAUKO 3aHMMAUBUJU M APArolieHHju ITO MOTHYE U3
nepa yaaHa nopoauie. YumeHuna Aa oBaj pap, U3AAT MeT TOAMHA IMOUITO je MCTa
ayTopKa 00jaBHAA CBOjy 3HAMEHHUTY IPHCTYIHY OeceAy Ha TeMy KOHCTHTYHCAHa
€THOKOPEOAOTHje 1 eTHOMYy3HKoAoruje y 3emnn,'’ Hophesuha kapaxrepuie xao
»IIHOHUpPA eTHOMY3HKoAOTHje y Cpbuju’, Aoobuja mocebHy Texxuny u 3Hadaj. Ha xpajy
IpUAOTa AaTa je 1 6ubarorpaduja mrammanux paposa Baapumupa Hophesuha.

Apyru aeo myOAuKaiyje, KOjU je 3ajeAHHYKH IIOTIIMCAAd TPylia Op YeTHPU
ayTopa, IpeAcTaBya yBUA Y Oubanoreky Baaaumupa BHophesuha; mocebmo je
OCBETAEH HeroB My3HYKOIeAArOIIKH Paj, Ay TOPCKe KOMITO3MITHje, Kao U AGAATHOCT
3a Bpeme IpBor cerckor pata. TekcToBu cy oboraheHn BpeAHUM M KBAAHTETHHM
uaycrpanujama. Hajsas, mocaepmu aeo mybamkanuje 4uHH TeKcT Ap Mupjane
3akuh, ,Baapumup P. Hophesuh y oraepasy Bpemena: 6amriHa, 3ByK, MICA0, ped,
CAMKa, Tpajame”. Y mbeMy je cappyKaH caxxeT koMeHTap Hophesuhesor opHoca mpema
HMHCTPYMEHTAAHOj TPAAHIMjH, KAO ¥ OIINC HEKOAHMI[MHE OAAOpaHMX MpHMepaka
HHCTpyMeHaTa U3 361pke, npornpahenn ¢pororpadujama.

Tpehu, Myseoromku cermeHT AKapeMHuje YHHHAQ je U3A0XKDA TPAAUIHOHAAHHX
uHcTpyMeHara u3 DHophesuhese 6orare 36upxe, koja ce paHac wysa y MIII
,Craukosuh” y Beorpaay. Msaox6a je mpupehena y ¢poajey HEC. Y3 mpumepxe
HHCTPyMeHATa IPUAOXKEHH Cy AeTeHAe, oTorpaduje u riprexcu. Msaoxoba, koja je Ha
MOCeOHO IMAACTHYAH HAYMH OCAMKAAA MHOTOOpOjHe aconujanuje Koje cy omoryhmae
OAM>KA Ca3HaKA O BpeMeHY U APYIITBEHIM M KYATYPHIM KOHTekcTiMa Hophesuhesor
paAa, He CaMO AQ je Ha jOIN jeAaH HAuyMH mpHKazasa Hophesuhesy HakaoHOCT M
TeMenHy OCBeheHOCT TOM cerMeHTy TpapHIMOHAAHe My3iuke Kyarype Cp6a, Beh
je AaAa M OCeOHY AMMEH3Hjy YUTaBOj AKAAeMHjU. YTHCKY je CBAKAKO AOMPHHEO U
cam mpocTop $oajea, IPOCTPaH, ca OGHMAHOM IPUPOAHOM CBeTAOINY, YHMe Cy CaMu
HMHCTPYMEHTH AOOHAM AOCTOJHO MECTO Yy KOjeM Ce MOTY CaTA€AATH y CBOj CBOjOj
[PeAMETHO], MATEpPHjaAHOj, [1a, Y3 aCOLHjaLiuje Koje Cy IPY>KHAM MAaAM usBobadn
CBOjUM HACTyNMMa, U y (MMarnHapHo-)3By4HOj TyHohH.

Morao 6u ce KOHCTATOBATH Ad MHOTOCTPAHOCT TIporpama Axapemuje
KOPECIOHAMpA, Tla ¥ Pe30HHpa C MHOIITBOM acleKaTa AeAaTHOCTH Baapumupa
Bophesnha (xaxo je Beh y camom HacaoBy AkapeMuje CyrepucaHo) u Aaje
XOAUCTHYKY U XMBY CAMKY O HeTOBUM MHTEpeCcOBamHMa, MOTHBUMA, HACTOjalmbHMa,
KOja y CBAaKOM BpeMeHy MOTy OUTH ITyToKas.'' AkapeMmuja je IpPy>XHMAA OCHOBY 3a

bubauoipaduje go 1914. iogune, 3a mramiry npupeansa Kcennja B. Aasuh, Hapopna 6ubanorexa Cpbuje
— Hoaut, Beorpaa 1969, 9-32.

10 /oybunaJankosuh, ,ErHomysukosoruja u ernokopeoaornja’yy: Cliomenuyay 4aci H080u3abpanux
aanosa, Cpricka akapeMuja Hayka u ymersocts (IToce6Ha uspama, kib. 26), Beorpaa 1964, 87-92.

11 Buaeru o Tome: Aumurpuje Toaemosuh, ,Baapumup P. Gophesuh', y: Meaoguje u goinoipaduja:
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OdyBame KOHTHHYHUTETA y YIO3HABaly C KYATYPOM CBOTa HapOAQd, Kao M 3a HEHO
yHanpeheme. Y Tome Boaehy yaory umajy cTpydmany y OKBUPHMA AUCIIUIIAMHA KOje
je Bophesuh cBojum papoM 060raTHO, Y TPAAHIHjH eBPOIICKUX KYATYPHHX CPEAUHA,
KOje yBa)kaBajy CBOje Iperaolie u3 MUHYAUX BpeMeHa.

Jerena Josarosuh

Temarcku 360pHHK papoBa mocsehen Baapmmupy Bophesuhy (yp. A. Crojmenosuh), Hapoana
6ubanorexa Bop, Bop 2011, 14.






IN MEMORIAM






JEAEHA MUAOJKOBUR-HYPUR
(BEorPAA, 2. AELEMBAP 1931 — KoAEl CTEjmoH, TEKCAC, 22. JyH 2019)

Crapuje u cpeale reHepariyje HayYHHX CapapHHMKa My3HKOAOLIKOI HHCTUTYTA
CAHY, mopep OHHX KOjH Cy Capa y IIeH3HjH, BpPAO A00po ce cehajy Jeaeme
Munojxosuh-Bypuh jep je ona peAOBHO, CKOPO CBaKe FOAUHE AOAA3HAQ IIPEKO AT
y Beorpaa us Texcaca, rae je Ayro sxuBesa. TokoM Tux 6opaBaka 4ecTo je AOAA3HAQ
y MucTuTyT M pasuaa y BeroBUM IPOCTOpPHjaMa, a yraaBHOM je capabuBasa c
Openmemem ankoBHe 1 Mysmake ymerHocTn CAHY. ITocaeamu myT cmo je Bupean
KpajeM Aera 2017. ropune y meHoM craHy Ha Aophoay — Tapa je jom Omaa Bpao
BHUTAAHA — U IYAMAHM Ce ITO cAepeher Aera Huje pomaa. Becr o meHOj cMpTH cTHrAQ
je oa meHux ABejy Khepku koje sxuse y CAA.

IIxoroBame JeaeHe Munojkosuh-Bypuh 6uao je HermmmaHo jep je mMaaa
IPHAKIKY, PETKY 32 OHO BpeMe, A2 GOpaBH U ycaBpIuasa ce y HHOCTpaHCTBY. [Tocae
saBpmene Apyre xeHcke rumHasuje y Yaunu Kpamune Haraauje (1950) xojy je
noxahaaa ymopeso ¢ Mysuukom mxoaom ,Mokpaman’, ymucasa ce Ha Opcex 3a
HCTOpHjy My3uke U Mysudku Goaxaop Mysmuke akasemuje, a caepehe ropue je
IoYeAa Ad CTyAupa repMaHucTHKy Ha Quaosopckom paxyarery. Hocraa je Hapouuto
Aelle yCIIOMeHe Ha IIpepaBara BpCHUX repManncra mnpod. Ilepe Caumjemruesuha
U Tapa pomenta Mmmana Mojamesuha. ITo amcoaBupamy Ha TrepMaHHCTHLIN
(1955) cryaupana je Ha ynusepsureruma y Crokxoamy u Yicaam, rae je 1958. u
AMIIAOMHUpPAAA C TAQBHUM mnpeaMeToM CAOBEHCKH je3HIHM M KibUKeBHOCT (TpH
KpeAuTa), YropeaHa erHoaoruja (ABa kpeaura) u Mysuxosoruja (ABa Kpeaura).
ITocaepnmaomcke cryamje Ha Mysuukoj akapemuju y beorpaay 3amodeaa je 1958.
TOAMHE, Ka0 jeAHa 0A MpBUX ymrcaHux Ha OACeKy 3a MCTOpPHjy My3HKe, a 3aBPILIHH
UCIHT je IMOAOXKHAA 1963. ropuMHe, CTeKaBIIM 3Bame MAarucTpa. leMa HEHOT
MarucTapcKor papa 6uAa je M3 00AACTH BUBAHTOAOIIKE MY3HKOAOTHje, & MEHTOP jOj
je 6uo po. Ierap Burryaan. Mcre roprHe ce 3aI10CANAQ M TPH TOAMHE PAAUA KAO
XOHOpPapHH IIpeAaBay 3a mpeaMer Vcropuja Mysuke Ha AKaAeMHjH 32 IIO30PHIITE,
¢uaM, papno u TeaeBu3Hjy, mocsehyjyhu mocebHy ma<isy AeAMMa HaMeeHHM
MY3H4KOj CLI€HH.

Kako je cynpyr Jeaene Muaojkosuh-Bypuh, Aymran Bypuh, rpaauno xapujepy
¢usnuapa y Cjeaumenum AmepnukyM ApkaBaMa, aHTa)XOBAaH HHU3 TOAMHA Kao
npodecop y Oacexy 3a meTeoposorujy Yuusepsurera A&M y Koaenr Crejmay
(College Station) y Texcacy, meHa KapHjepa ce HACTaBHAQ Ha APYTOM KOHTHHEHTY,
y3 moBpeMeHe 6GopaBke y EBpomu u 6pury o oppskaBamy wITo yBpmhux Besa C
orazbunom. Toaune 1968. npeaasaaa je Ha Kareppu 3a cAaBHCTHKY YHUBep3HUTETA Y
Boaaepy (Boulder), ap>xasa Koaopaao, a y nepropy 1972-1974. apxana je HacTasy
U3 PYCKOT je3HKa 1 KIbIDKeBHOCTH Ha ClioMeHyToM yHuBep3utery y Koaent Crejurny.
Caepehe ABe ropnHe mpoBeaa je Ha IIOCTAMIIAOMCKOM yCaBpLIABAY HA TeXHIIKOM
yuusepsutery (Technische Universitit) y Bepaumny. Ymucasa je Ymopeamy
KibIKeBHOCT kop mpod. Hopbepra Muaepa (Norbert Miller), xoju je u cam
CTYAMPAO MY3HKOAOTH]y IIOpeA KIbIDKEBHOCTH M UCTOPHje yMeTHOCTH, 1 Mysuuxy
M YMETHHUKy aBaHrapay koA mpo¢. Kapaa Aaaxayca (Carl Dahlhaus). Aokropcky
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Aucepranujy Mysuka kao geo cpiicke KyAittype udmehy gea ceeiticka paiiia OAOpaHHAA
je 1981. ropune y Oaememwy 3a ucropujy Puaosopckor daxyarera y Beorpaay,
TpeA KOMHCHjOM Y K0joj cy 6uau mpodecopu Paposan Camapyuh (merrop), Aejan
Mepaxosuh, Aparan M. Jepemuh, Aasap Tpudynosuh um Auapej Murposuh.
A¥cepTanujy je mOoTOM IpeBeAd HA €HIAECKH M 00jaBHAA mop HacaoBoM Tradition
and Avant-Garde: The Arts in Serbian Culture between the Two World Wars (East
European Monographs, No. CLX, Boulder; distrubuted by Columbia University
Press, New York 1984 ). HacraBak npoyu4asatba Te TeMe 61O je ycMepeH Ha IIpBe ABe
Aettennje XX Beka, a (berOBU PE3YATATH [Ipe3eHTUPAHN y Kibu3u Tradition and Avant-
Garde: Literature and Arts in Serbian Culture 1900-1918 [Tpaaunmja u aBaHrapaa:
KISIDKeBHOCT U YMETHOCT y CPIICKOj KyaTypr 1900-1918], o6jaBreroj 1988. xop
ucror uspaBada. Toxom Tpu ropune (1988-1991) 6uaa je HaydHHM CapapHUK y
Uncruryry ,Momep“ (Mosher) na Yuusepsurery A&M y Tekcacy, a nocae 1996.
Hay4HM capapHHK y LleHTpy 3a XymanucTHuka npoydasama ,[rackox” (Glasscock)
u npodecop Ha McTopHjckoj KaTeApH Ha HCTOM YHUBEP3UTETY.

Toaune 2006. Jeaena Munojkosuh-Bypuh je nsabpana sa uaaHa BaH papHOT
cacraBa Cpricke akapeMuje Hayka U yMeTHOCTH, ¥ Opesermsy HCTOPHjCKHX Hayka.
Ilpeasor cy mammcaan axapemuuu Munaopas Exmeunh, Yepomup Ilomos u
Baapumup Crojandesuh. ITucma npenopyke CTUIAA Cy 0A aKapeMuKa AMMHTpHja
'Bophesuha n ap Crusena A. @umep-Taratuja (Stephen Alexander Fisher-Gala-
ti), ucraxHyTOr mpodecopa ucropuje Ha Yausepsurery y Boaaepy, Koaopapo. Kao
LITO IHIIE y CIIOMEHYTOM mpepAory, J. Muaojkosuh-Bypuh uma ,aemo mecro y
APYILITBY aMepUYKUX CAABHCTA, IPUCYTHA je y BUXOBUM BoAehuM mybankarimjama u
CBMM 3HAYajHUjUM HAyYHUM CKymoBUMa.“ 3abeAexeHO je Aa je jeHO IpBO ydemhe Ha
jeaoM MehyHapoaHOM ckytry 61a0 Ha XII MelyHapoAHOM KOHTpecy BUBAHTHjCKHX
cryauja y Oxpuay 1961. ropuse. ITocae kpaher 6aBsera BU3aHTHjCKOM MY3HKOM,
CBOje MHTepecoBame je yCMepHAa Ka IIMPHM IIPETAeAUMa CPIICKe M jyrOCAOBEHCKe
yMeTHHYKe Mysuke XX, moHekap u XIX Beka, o6uuHO y3 mapasesHo mpahema
TOKOBA y KIIDKEBHOCTH M AMKOBHHMM YMETHOCTHMA, AOK je pebhe omcepsupasa
nojepunaude omyce. Op THX cdepa ce TOKOM BpeMeHa CBe BHIIE OTHCKHBAAA Ka
TeMaMa MCTOPHjCKO-TIOAMTHYKOT KapakTepa y IHpeM GAAKAHCKOM UM CAOBEHCKOM
OKBHPY.

Y 06uMHOj 1 pasHOBpPCHO]j b6rbAnorpaduju paposa Jeaene Muaojkosuh-Hypuh
3HAYajHO MeCTO 3aysuMajy Beh HaBepeHe IpBe ABe KIbUIe KOjUMA Ce MOYETKOM
HOCACAIE AelieHHje MPOIIAOT BeKa MPHAPYXKHAA M KEbHra Takohe Ha eHIAeCKOM
jesuxy: Aspects of Soviet Culture: Voices of Glasnost’ 1960~1990 [ Acnextu cosjercke
kyarype: Ihacosu IracHoctn 1960-1990] (East-European Monographs, No.
CCCVI], University of Colorado and Columbia University Press, Boulder and New
York 1991). Hzaame ce cacToju 0A A€BET CTyAMja y KOjMa ay TOPKa UCTPaKyje Moryhe
Bese M3Mel)y KIBIDKeBHUX M MY3HYKHMX A€Ad Y KOHTEKCTY 3HAYAjHHX MACOAOIIKUX
[POMeHa, Ha Taj HauMH yKay4dyjyhu Mysuky Koja je, mpeMa (eHOM MHUIILbEbY, Oraa
HEAOBOSHO PAa3MATPAHA ¥ COBjETOAOMIKMM CTYAMjaMa. My3HKOAO3HMa MOy OUTH
3aHMMAHBA IIOTAABASA O My3uIn B My3udkoM xkuBoTy y CCCP-y y Toky Tpu AenieHuje
IhacHoctn (1960-1990), 0 My3HKOAOMIKOj peeBaAyalju HEOKAACHIMCTHYKE
dase Crpasunckor (Mropp CrpaBHHCKHMIT) TOKOM KacHOT COBjeTCKOT A06a, Kao
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U O IPOMEHeHHM yAOTaMa IIONMYAAPHHX M O30MASHUX MY3HUKHX SKaHpPOBa. YOp30
je objaBmeHa u Kmura 3a kojy je Jeaena Munojkosuh-Bypuh po6maa Harpapy
CeBepHOaMepUUKOT APYIITBa 3a cpricke cTyauje u3 Poupa Mume Hophesuha 1994.
ropune: Panslavism and National Identity in Russia and in the Balkans 1830-1880:
Images of the Self and Others [ITaHcaaBH3aM 1 HALMOHAAHU HASHTHTET y Pycuju 1 Ha
Baakany 1830-1880: IIpeacrase o ce6u u opyruma] (East-European Monographs,
No. CCCXCIV, Universities of Colorado and Columbia University Press, Boulder
and New York, 1994). Mcru nspasad je y ucroj cepuju 06jaBuo u mweHy kwury The
Eastern Question and the Voices of Reason. Austria-Hungary, Russia and the Balkan
States 1875-1908 [VcTouHo muTatbe u raacoBu pasyma. Aycrpoyrapcka, Pycuja u
6askancke ppxase 1875-1908] (2002).

Y Cpbuju cy objaBmeHe Tpu Kiure JeaeHe Munojkosuh-Bypuh: Ycionu
cpiicke kyatuype. Krouncesru, mysuuku u auxosnu xusoit, 1900-1918 (Mspapauka
kmwwkapruna 3opana Crojanosuha, Cpemcku Kapaosuu — Hosu Cap, 2008),
Yeitonu cpiicke kyaimype. Mysuuku, Krousicesru u auxosnu #usoiti, 1918-1941 (uctm
uspasay, 2009) u Cpbu na iywiesuma Barxana, Eepoiie u Cpegosempa (3aBoa 3a
yubennke, Beorpap 2011).

Aok je DaAKaH IPEACTaBAAO jEAHO OA TEXHIITA IOOPOjAHUX U ADYTHX H3AAEA
Jeaene Munojkosuh-Bypuh, oH je HckpydnBa TeMa, Mapd Y PA3HOAMKHM BHAOBHMA,
CTyAMja 06jaBAeHHX Y ABa 300pHUKA. Y IpBOM O WX — Aspects of Balkan Culture.
Social, Political, and Literary Perceptions [ Acniextn 6aAkaHcCKe KyAType. ApymITBeHe,
noanTnuke u KibwkesHe nepuenyuje] (New Academia Publishing, LLC, Washing-
ton, DC, 2006) — cacTaBs»eHOM caMo 0A PapoBa oBe ayTopke, obpabeHe cy Teme
Kao mTO Cy KyATypa y Bocau u Xeprierosunu nocae Bepansckor KoHrpeca u yaora
Bemwamuna dpou Kaaaja (Benjamin von Kalldy) y ckaomy xa636ypuike noauruke Ha
OKYIINPAHOj TepuTopHjH, 3aTuM Aeaa Bopucaasa ITexnha u Muaopasa ITaBuha, aau
IPHKA3aHo je 1 AeroBambe JoBaHa Ckepanha, CreBana Moxpamiia u Iaje JoBanosuha
Y CPIICKOj KYATYPHOj ucTopuju nmodeTkoM XX Beka, Kao mTo je mocBehena maxma
U [MTalky HAIMOHAAHMX OCHOBa omepckux Aeaa Ilerpa Komosuha. Y apyrom
36opuuky, Balkan Cultural Legacies. Historical, Literary and Fine Arts Perceptions
[Baakancko kyarypHo Hacaebhe. McTopujcke, KibiKeBHe U AMKOBHe Iepleriyje]
(East European Monographs, 2010), Jeaena Muaojkouh-Bypuh 6uaa je ypeauuna
U TICAI] YBOAHOT TEKCTA, AOK Cy FOTOBO CBU T€KCTOBH IIPBOOUTHO 6UAU 06jaBAeHU
Yy APYTHM IIyOAMKaIjMjaMa, Ha CPIICKOM je3uKy. V3abpaHu cy pemnpeseHTaTUBHH
paaosu Bojucaasa Kopaha (o cprickoj apxutexrypu usmelyy Busanruje u 3anapa),
Aunxa AaBuaosa (o o6HoBH cpricke ymeTHOCTH ¥ X VIII Beky), Aejana Meaakosuha
(o upeju aApxxasroctu Mehy Cpbuma op XVI a0 XVIII BeKa) , PapoBana Camapyuha
(0 ImAeMCTBY y CPIICKOj HCTOPHjH) B APYTHX ayTOPa, aAM HeMa IPUAOTa U3 06AacTu
My3HKe.

JeaenaMunojkosuh-Bypuhje o6jaBriaanBuine papoBay TeMaTCKUM300pHUIIMMA,
usmeby ocrasor u y: A. Credanosuh (yp.), Kusoiwi u gero Ileinpa Korwosuha,
Opememe aukoBHe u My3uuke ymerHoctd CAHY u Mysukosomxu uacrurytr CAHY,
1989 (,Muaoje Muaojesuh y ayxosrom kpyry Ilerpa Kowosuha“); V. Peri¢i¢ (ur.),
U spomen Koste P. Manojlovica, kompozitora i etnomuzikologa, FMU, Beograd, 1990
(,Kosta P. Manojlovi¢ u medjuratnom razvoju muzicke kulture“); R. Gorup i B.
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Raki¢ (ur.), In a Foreign Harbor: Essays in Honor of Vasa D. Mihailovich, Slavica Pub-
lishers, Bloomington, IN, 2000 (,In a Foreign Port: The Poetic Messagees of Ser-
bian Women Writers in Diaspora“); M. Beceaunosuh-Xodman u M. Muausu (yp.),
Huxora Xepyuiora (1911-2000): wosek, gero, speme, My3UKOAOIKO APYIITBO
Cp6wje, Beorpap 2011 (,Mysuuka saBemrama Huxore Xeprurome u Aparytuna
Yoanha y ropnnama mpea Apyru cercku par”). Y dacomucuMa je, mopea HH3a
IPHKA3a My3HIKOMCTOPH)CKHX H3AAMa M HAYYHHX CKYIIOBA, ITyOAMKOBAAA HEKOAUKO
YAQHAKA O CPIICKMM KOMIIO3UTOPMMA M yMeTHHIIMMAa — Tako O Busauitiujckom
xonyepiiy /oybune Mapuh (Muzikoloski zbornik XV, Ljubljana 1979, Ha Hemauxom
jesuxy), o Muaojy Munojesuhy y xyarypHoM xwuBory Mehyparnor Beorpaaa
(Zvuk 1, Sarajevo 1984) u o yTuiajuma cpepmboBeKOBHOT Hacaeha y caBpeMeHOj
jyrocaosenckoj ymernoctu (Balcanica XX, Beorpaa 1989).

Ha nosus akapemuxa Cranojaa Pajianha, syroropummer cexperapa Openema
auxoBHe n Mysuuke ymerHocTn CAHY, cactaBuaa je mperaes mapTurypa Koje
je Oaememe m3pano po 1982. ropmne (Ihac CAHY, CCCXLV, 1986). Aaaa je
ouorpaduje obyxsaheHnx KOMIO3HTOpa aKapeMHKa M OCHOBHe HHpOpMAIHje O
06jaBb>EHUM ACAMMA, TOAMHAMA HACTAHKA U [IPEMUjepHHUX H3BOemba.

Toaune 2006. Jeaena Muaojkosuh-Bypuh je ocHoBasa wacommc/ropuimmax
Music and Society in Eastern Europe, 4uja je 61Aa rAaBHa ypeAHHII, AOK je H3AaBAY
6uo Charles Schlacks Publisher, Idyllwild, California. PapoBu cy yraaBHOM cTH3aAu
u3 CpoOuje, Yemke, Hemauke, Pymynuje u Byrapcke, mpeTexxHo ¢ TeMama us3
HAITMOHAAHMX HCTOPHja My3HKe, a IOBPEMEHO U Ca IIPUM POKYCOM.

C 0631poM Ha IIMPUHY CBOT 00pa3oBarba K HHTEpeCoBamba, JeaeHa Muaojkosuh-
‘Bypuh je c mpaBoM cBoj HayuHu mpodua AepuHHCara (y KpaTKoMm ONHCY CBOT
A€AOBama y IIPBOM Opojy Yacomuca KOjU je OCHOBaAa) Kao ,HCTOpHYap KyAType'
IIpuBAaumae cy je TeMe y KOjuUMa je MOTAA AQ IIPHKa’Ke CBOja 3HAHA M3 PA3AMYUTUX
00AACTH UCTOpPHje YMETHOCTH U MY3HKe, K0 H APYIITBEHOIIOAUTHYKE HCTOPHje,
tesxehu mwrxoBoM nosesusasy. O6jaBryjyhu pasoBe Ha €HIACCKOM je3HKY, YINHHAQ
HX je AOCTYMHHUM MHOTOOPOJjHMM HCTPAXMBAYMMA y II€AOM CBeTy, IHOCeOHO
CAABHCTHMA, M HA Taj HAUMH AOIPUHEAA HHMXOBOM AyOmSEM YBHAY ¥ CAOXKEHY
npobaemaruky kyaype Cpba i opyrux Hapoaa Ha baakany, xao u CaoBeHa yommre.

Mearuinia Muaun



EAEHA VICAKOBHA ['OPAMHA
(MockBa, 9. ®EBPYAP 1939 — MOCKBA, 10. AELIEMBAP 2019)
U BbEHA UCTPAXKUBABKA MY3UKE BUBIINX JYTOCAOBEHCKHX HAPOAA

Eaena Topauna, ponentkuma Ha Kareapu 3a onmmry mcropujy mysuke Mockos-
CKOT KOH3epBAaTOpHjyMa, poarAa ce 9. ¢pebpyapa 1939. y Mocksu. Y popHOM rpa-
Ay je 1959. zappmmaa Teopujckn opcex Cpepme Mysuuke mxoae npu MockoBckoM
Ap>kaBHOM KoH3epBaropujyMy ,Ilerap Isua Yajroscku'. IToroMm je ca samaskeHUM
yCIIeXoM 3aBpImuAa TeopHjcko-KoMIosuTopcku ¢akyarer ucror Koxsepsaro-
pujyma (196S). Tlpodecopu cy joj 6uan Uspaus Hecrjes (Mspauab Baagumu-
posuu Hectpes), Bopuc Japycroscku (Bopuc Muxaitaosuu SIpycrosckuii), Aas
Mases (Ae A6pamosuu Masean), Jypuj ®oprynaros (FOpuit AaekcaHApOBHY
®oprynaros), Mna Bapcosa (MuHa Asekceesna Bapcosa) u - last but not least —
Hapexaa Hukoaajesa (HaAemAa Cepreesna HI/IKOAaeBa). IToa MeHTOPCTBOM yTA€A-
He NpodecopKe 3a0Kpy>kHAa je MocTAUAOMCKe cTyauje (1969) u 1973. opbpanuaa
auceptanujy Onepras u cumponuneckas mysvica IOiocrasuu 6 20-50-e 20gv1 XX sexa:
Cepbus, Xopsamus u Crosenus [Onepcka u cuMPoOHHjcKa My3uKa Jyrocaasuje op
ABapeceTnx A0 mepeceTux ropnta XX sexa: Cpbuja, Xpsarcka u Caosenyja), Ha Ka-
TEAPH 32 OIIITY UCTOPH)Y My3HKe.

Pedepent Topaunoj je 61mo HumTa Mame yraepaH meparor Jypuj QPopryraros
(1911-1998). On je 610 MHULM]ATOP, CKPeHYBIIH MaXiby 1 MeHTOpKU Hukoaajesoj,
A ce IbeHa IIOCTAUIIAOMCKA CTYACHTKHUIbA OLIPEAEAH 32 jyrOCAOBEHCKY My3uKy.' Cam
doprynaros, uxaye npodecop Ha Kareapm opkecrparimje, CTeKao je eHITHMKAOIIe-
AHjCKO 3HAEbe O MY3HIKMM KYATYpaMa CAOBEHCKHX U APYTHX HapOAQ, IpoydaBajyhu
BUX0Be HHCTpyMeHTe. V3 THX cTyaHMja je  HacTasa merosa kmwura Ilpegasara u3
uciiopuje opxeciapckux ciiur08a, Xojy je npupeausa Eaena Topauna (8. Haromemy
6p. 1).

Oabpanom Tese [opauHa je cTekaa 3Bame MarucTpa (KQHAMAAT HCKYCCTBOBe-
A€HHS, Y CAOGOAHOM TIPEBOAY: MarkCTap TeOpHje yMeTHOCTH), Koje y Pycuju aaje
IIPUCTYI YHUBEP3UTETCKOj Mpodecypu. Y UCTOj UHCTUTYIMjU — Y MOCKOBCKOM Ap-
>XKaBHOM KOH3epBaTopujyMy 1 Ha Kareapu kxoja joj je pAara HayuHu cTemeH — rmodyeaa
je Aa mmpeaaje My3HUKy KyATYpy OaAskaHCKHX Hapoaa. ITeaaromxa aeaarroct Eaene
Topaune Tpajasa je ycnemno op 1970. ropune oo came mene cMpTy, 10. AeneMbpa
2019. MicToBpeMeHO ce OABHjA0 U FeH HAyJYHH PaA.

Csepouancrso Eaennne nocsehenocru mysunu Jysxuux CAoBeHa jecy pasoBH
caxyruwenn y kisusu Mysuuka kyaimypa Cpbuje, Xpsaiticke, Crosenuje, Koja Ipea-

1 Eaena Topauna, ,Bcnomunas ,JOpus Asexcanpposuua’, y: 10. A. Qoprymaros, Aexyuu no
ucmopuu opxecmposvix cmuieii u Bocnomunanus o 0. A. Qopmynamose, cocT., pacmudppoBKa TEKCTa
aexnuit, npumed., E. M. Topaunoi, pea. E. . Topauna, O. B. AoceBa, MockoBcKast FocyAapCTBEHHASI
xoHcepBaropust umenn I1. M. Yaitkosckoro, ,Kommosurop®, Mocksa 2004, 298. Buseru u cehama
Eaene Topaune Ha cryseHTCKe paHe: Eaena VcaakoBna Topauna, ,Bpiaa macca spxux cobbrTuil...,
Poccuiickuii myssicanm, Mocksa, pespaan 2020, N°. 2 (1367), 2.
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CTaBM»a CBOjeBpCTaH MOHOTpadcku 360pHuK (M3paBay: ,Mysbika‘) Mocksa 2008, 288
CTpaHa, ca MAyCTpanyjama). Ao6ap A€o Te KibUre YMHe HCTPAKUBatha IPEACTaBAEeHA
Ha MelyyHapOAHMM My3HKOAOIIKMM CKymoBuMa. Y Beorpaay je usaaraaa pepepare o
INerpy Komwosuhy (1983), Crepany Xpucruhy (1985) u foy6urm Mapuh (2009).
BpeAHOCT M3A0XKEHOT A€KaAa je Uy ToMe mTo je Topanna 6uaa y MmoryhHocTH aa
BHIIIE ITyTa y TOKY CBOT HCTPA)KMBAYKOT aHTa)KMaHa U IeAArolke KapHjepe moceTH
Jyrocaasujy u pa ce ynosHa ¢ HeHOM My3HKOM Ha AUITy MeCTa.

ITy6auxanuja Eaene Topaune ce Haaasu Melyy mpBuUM IIprAo3uMa TakBe BPCTe Ha
pyckoM jesuky, ysumajyhu y 063up u orryc Basepuje Jeropose (Baaepus Hukoraesna
Eroposa, 1928-2012), Y ceeitiy caspemete cpiicke mysuxe 1945-1985? Cospemennas
mysvika Croseruu (1945-1985) (Mocksa, 2001) u Cospementas mysvixa Xopsamuu
(1945-1985) (Mocksa, 2006)°, a npe me aeaa Bopuca Acajesa (Bopuc Baaau-
mupoBud Acadpes), mybaukanuje Msana Maprunosa (Van Vsanosiud MapTbiHOB,
Cmesan Moxpanvsy u cepbekas mysvixa, Mocksa 1958) u Mspamma Jamnosckor (Ms-
pauab Mapxosuy Smmnoasckuit, Mysvika FOzocaasuu, Mocksa 1958, xao u jeaunnurie
0 jyTOCAOBEHCKMM KOMIIO3UTOPUMA y COBjeTcKoj Mysuukoj enyuxaoiieguju)*, ncro
tako u Msasuja 3emuosckor (Usaanit Mocudosma 3eMijoBcKmit).

Ipepsuhena kao yibeHnK 3a BHCOKe My3H4IKe ycTaHOBe y Pycuju, Kiura Koja y
noAHAacAOBy Hocu ckpomun Hasus Eceju (Ouepxu), 36opauk-mMonorpaduja Topaune
CacToju ce, IpeMa KpaTkoM ayropckom npearosopy (,OT aBTopa“), op BpAO capp-
KajHOT Y8094, 3aTUM OA TPU OCHOBHA IIOTAABAA, CPIICKOT, XPBATCKOT M CAOBEHAYKOT,
a'y Ilpuaoly op cepaM uaaHaka-eceja xoju cy mocsehenu moce6HuM enmsopama My-
3MYKe HCTOpPHje HaBeASHHX HapoAd. 3a OCBajame OBaKBHUX casHama [opauHa je y po-
0poj MepH CaBAAAAAQ JyTOCAOBEHCKE je3HKe.

Y Yeogy cBoje kibure (cTp.7-29), Ha MAAOM IIPOCTOPY je BEIUTO CPOYHA GaAKaH-
CKy 3aMpIIeHy HCTOPH]jy ca reorpadujoM, y KOMOUHAIH)H C OIIITUM ITPETACAOM H3Y-
gaBae My3uke y XIX u XX Bexy, ca ocBpToM Ha AeaarHocT Kopreanja Crankosuha,
Jocupa Mapunkosuha u CreBana Moxpamlja, y3 HCTAKHyTe 3aueTHHUKE XPBATCKe U
caoBeHauke Mysuke. Ha xpajy Ysoga, lopanna y ¢pycHOTaMa Haraamasa yaeo pycke
YMeTHHYKe eMUTpaljije y CTBaparmy 60raTor pyckor pereproapa omepckux kyha y
MebyparHoj Jyrocaasuju.

Y oaemky mocsehenom Cpbuju (ctp. 30-70), m3aBajajy ce kao moce6GHa

2 Buperu npukas op Come Mapuukosuh, Baaepust Eroposa: , B mupe cospemennoii cepbckoii my3viku
(1945-1985)", Uspareavckuit poom , Kommnosurop’, Mocksa, 1999. (183 crp.), Hosu 3syx, Beorpaa
2002, 6p. 20, 123-125.

3 Tyxmuryje npukasasa Ap Cama Majep-Bo6erko, Hayuna caBernuia Oacjeka 3a OBHjeCT XpBaTCKe
raazbe 3aBOAQ 32 [IOBHjeCT XPBATCKe KIHIDKEBHOCTH, KA3aAMINTA 1 TAa3be XpBaTcKe akapeMuje 3HAHOCTH
u ymjeTHocTH y 3arpeby, y mensuju; Buaerr: Sanja Majer-Bobetko, ,Valerija Nikolaevna Egorova:
Sovremennaja muzyka Horvatii (1945-198S), Izdateljskij Dom "Kompozitor, Moskva 2006, 414 str.,
ISBN 5-85285-707-6° Arti musices, Zagreb 2009, god. XL, br. 1-2, 353-357. Ap Camwa Majep-Boberko
je mo obpasoBarmy Mysukosor u ¢usosor. OHa je CBOjeBpeMEHO 3aBPIIMAA ABOIPEAMETHE CTYAHje
My3HKOAOTH]j€ M PYCKOT je3rKa 1 KibiokeBHOCTH Ha CBeyunanmry y 3arpeby.

4 Mysvikarvnas InyuxAonedus je modeaa pa nsaazu 1973. y Mocksu, raaBHU ypeaHHK 610 je Jypuj B.
Kemaum (FOpuit BeceBoaoposira Keapaum).
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noTHOrAaBsa TekcToBH 0 Ilerpy Komwosuhy, Musany Puctuhy u /oy6unu Mapuh,
y3 Takohe TemesHO GaBmeme Muaojem Musojesuhem n CreBanom Xpucrtuhem.
Y cBaKoj MPHAMIIM CIIPETHO je OHAO OCTaBAAHO IO CTPAHH TyMauerhe IIPeAPATHOT
YMeTHHYKOT XMBOTa y Beorpaay ¢ HerarusHuM KoHOTanmjama (,Jyrocaasmja —
TAMHHIIA HAPOAR", ,BEAMKOCPIICKA XeTeMOHHja" HAU , ANKTATypa“ Kpasa AAeKCAHADR),
KOje je HyAMAQ CaBpeMeHa jyTOCAOBEHCKA HCTOPHOTpaduja U MOAUTH30BaHA My3HUYKa
xpuruka. [opanHa ce Apxasa aHaAu3e Mysuke. Y XpBaTCKOM openKy (cTp. 71-109)
oHa ce ¢pokycupa Ha Jakosa ['orosna u Jocuma CaaBeHCKOT, y3 OCBPT Ha 3Hayaj 3arpe-
6auxor Mysuukoi 6ujenara, a xop Caosenana (crp. 110-140) Ha Caaska Ocrepia,
Marwujy Bpasuudapa u Mapjasa Kosuny.®

Y nomenyrom ITpusoiy npesentupanu cy caeaehu paposu:

Baaxanckue Aakynol mysvikarbroil ucmopuozpaguu [BakaHcke mpasHuHe My-
snuke ucropuorpaduje], rae ce npuxasyjy XVI u XVII Bex XpBaTcke n cAOBEHadKe
MYS3HKe;

Ilymewecmeue 6 ucmopuro [IlyToBame y ucTOpHjy], rae ce pasMarpa My3HYKU
SKUBOT XBapa;

Cemv cumdonuii Ayxu Coprouesua u kyromyproie mpaguyuu Ay6posnuxa [Ce-
Aam cum¢onnja Ayke Coprodesuha u KyarypHe Tpasuuuje Ay6poBHUKa ;

Hesan Mane Sprosuy — rezenda esponeiickoii mysvixu XVIII sexa [V1san Mawne Jap-
HoBrh — Aerenaa esporncke mysuke XVIII Bexa], pap HacTao y Besu ¢ orkpuhem Jap-
Hosuhesux xommosunujay Cankr IleTep6ypry, rae je oH xuBeo u npemunyo 1804.
roAUHe, Kao ABopcku Mysudap Karapune Apyre u Aaekcanapa Ilpsor;

Hcmopus odnoti necuu. K peyenyuu cepbekozo $orvkAaopa 6 esponetickoii Kysvmype
XIX sexa [Wcropuja jeare necme. O peleniuju cprickor ¢OoAKAOPA Y eBPOIICKO]j KyA-
Typu XIX Bexa], rae je pea o Xacanaiunuyu;

Xopsamckuii komnosumop Hean 3aiiy u ezo onepa ,Huxoaa ILly6u 3punsckuii”
[Xpsarcku xomnosurop Wsan 3ajiy u werosa onepa Hukoaa Ily6uh 3purcku];

Opamopus Cmesana Xpucmuua ,Bockpecenue” u mpaguyuu sanpa [Oparopujym
Backpcerse Creana Xpucruha u Tpapunyje skaspa].

Ha ocHOBY H3AOXKEHOT AAAO OH Ce 3aKAYUUTH Ad je TIO Opojy papoBa ayTopka
AaBaAa IIPEAHOCT XpBaTckoj Mysunu. Ha To cy je ycMmepuae mpuauke, TO jecT
moryhHOCT pa ce yIo3Ha c jappaHCKOM, 6one pehn MeAUTepaHCKOM KYATYpHOM
npomaomhy jyrocA0BeHCKUX HapoAa. AOAYIIe, CBOjeBpeMEHO YMETHUYKO ACAOBAbE
CBETCKOT BUOAMHCKOT BUPTY03a U KomiosuTopa Fsaxna Mana JapHosuha mpumapa
U PYCKOj KOAMKO U XpBaTckoj Mysukoaoruju. OTyaa 1 BearKa xesa [opaune pa pa
CBOj IIPUAOT II03HABalsy HECBAKHAQALLbE JapHOBHheBe ANYHOCTH,® KA0 U AQ PACBETAH

S Tpeba ucrahu aa je mocae cmpru W. Jammonckor (1976) TopauHA MOCTaAa ,jyrocAOBEHCKA”
capapHUK MOCKOBcke Mysuuke enyuirofieguje. OHa je ayTOpKa jeAMHHMIIE O CPIICKOj MY3HIIU Y 4eTBPTOM
Tomy (1978), AOK je y meToM ToMy mucaa o caoBeHaukoj Mysunu (1981), a y mecrom Tomy (1982), o
XPBaTCKOj, IPHOTOPCKOj U jyTOCAOBEHCKO] MY3HUIIH.

6  Ayropka ce y papy mosusa u Ha ucrpaxusama Crane Hypuh-Kaaju, nsnera Ha MoLjapToBCKOM
mehynapoanom xourpecy y Beuy (1956): Un contemporain de Mozart — Ivan Mane Jarnovi¢ [ Jeaan
Morapros capemenuk — Visan Mane Japrosuh]. ITomenytu pedepar C. Bypuh-Kaaju o6jasmeH je Ha
paHITyCKOM, CPIICKOM U €HIAeCKOM je3uky. Ha ¢ppaHiyckoM je usamao y Bericht iiber den internationalen
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HPHCYCTBO PYCKHX HAPOAHHX MEAOAUjA Y HeroBuM AeanMa. Eaennno orkpuhe aBa
BHOAMHCKA KOHIlepTa y Pyckom HHCTUTYTY ucTopuje ymerHocTH CankT ITeTepbypra
PE3YATHpPAAO je O6GMMHOM CTYAMjOM HAIIMCAHOM CIIELHjaAHO 32 OBy Kibury (cTp.
202-241). [ToaasumTe meHor papa 61a0 je y Harucy Pedxoe newamnoe uzdarue dgyx
ckpunuunpix konyepmos . M. Sprosuua [PeTko mraMnaHo nspame ABa BUOAUHCKA
xonyepra 1. M. Japrosuha].”

TopauHa je ¥ MPUBATHO, He CaMO 10 CAY>KOeHOj, TPOPeCHOHAAHOj AY>KHOCTH OuAa
Be3aHa 3a OUBIIY JyTOCAABHjY, AMMHUM IPHjaTe/>CTBUMA C AOKAAHUM My3HKOAO3HMA
U TI0jeAUHUM KOMIIO3UTOPUMA YMjy MY3HKY je mpoydaBara. Humra mMame 3HavajHa
HHCY OHAQ BUIIETOAUIIHA ACTOBAA Ha OUBIIEM jyrOCAOBEHCKOM MOy, ¥ AoBpaHYy,
KOja Cy je AUPeKTHO YIIyTHAQ Ha jaApaHCKa My3MKOAOIIKAM UCTpaxkubama. [lapa y
oun, Mehyrum, aa je TopanHa nMaAa KoHdepeHImjcka u3aarama y Caosenuju u Cp-
6uju, He 1 y XpBaTCKOj, TAe ce MOXe 3abeaexxuTn camo Kpahe BpeMe HbeHHX Ipeaa-
Bamba TOKOM aKapeMcke 1994/9S. ropaune, y Brcokoj mkoan 3a raasbery ymjeTHOCT
»Y1H0 Mupxosuh® y Aospany.

Haseaenu cappskaj KibHIe 0 CpIICKOj, XPBAaTCKOj M CAOBEHAUKOj My3HUIIU yKa3yje
Ha mupoKa uHTepecosama Eaene ToparHe, Kojy HUje MUMOMIIAQ HU MPOOAEMATH-
ka Mcrox — 3amap y cprckoj kyarypu. ITosasehu op pycko-cosjerckux mpemuca y
OCTBAPHUBAKY jeAHE AaHAAUTHUKE UCTOPHUje My3HKe — CETHMO Ce KO Cy joj buau mpo-
decopu — OBA€ je 3HAYAjHO OMEHYTH M AMCKYCHjy O OAAKAHCKOM OPHjeHTaAU3MY Y
Besu ¢ KowosuheBom Kowilianom 1, y TOM CAydajy, BpabaHCKOM CEBAAAMHKOM, KOjy
je TopauHa Bopuaa ¢ pepepenTtoM JypujeMm QopTyHaTOBIM Ha OAOPAHU KAHAMAATCKE
Aucepranuje.®

ITpu ToMe ce MOpa HATAACUTH Ad ce ucToprorpadpcku pas fopaune A06pum pe-
AOM 0ABHjao y BpAo OypHuM BpemeruMa u 3a CCCP u Jyrocaasujy, 3a ABe ApiKa-
Be KOje Cy IpecTaAe Ad IIOCTOje KpajeM MPOIIAOT MHAEHHUjYMa 3ajeAHO C BHXOBOM
3BAaHUYHOM KOMYHHCTHYKOM MA€OAOTHjoM. Taj ce MpeokpeT 0Apa3uo Ha KYATYPHOM
MAAQHY UCTOYHMX CAOBEHCKMX 3€Masa BPAO PAAMKAAHO, CA CTAPHM HMHCTHTYIMjaMa
KOje Cy Hurde3aBaAe ¥ HOBUM KOje Cy ce CTBapaAe, CTaBaajyhu y 36ymyjyhu moaoxaj

musikwissenschaftlichen Kongress Wien, Mozartjahr 1956, Graz — Wien 1958, 134-138. Ha cprickom
je My6AMKOBaH ABAIyT; Hajipe y 360pHUKY pasosa — Stanislav Tuksar (ur.), Ivan Jarnovié, hrvatski
skladatelj, knj. I, Muzi¢ki informativni centar Koncertne direkcije Zagreb — Osorske glazbene veceri,
Zagreb — Osor 1978, 75-81, a motom y kwusu C. Bypuh-Kaaju, Akordi proslosti, Prosveta, Beograd
1981, 23-29. Euraecku mpesop Anppujane Xjyur (Andriana Hewitt) o6jaBmen je y uurupanom
xpBarckoM 360pHHKY 13 1978. ropmne (crp. 193-199). Eaena TopnHa ce mosuBa M Ha M3AArama
Cranucaasa Tykcapa, Bjepe Karaaunnh u Baapumupa Typesuua (Baagumup A6pamosud [ypesud)
Ha MehyHapoaHOM ckymry nocsehenom Japrosuhy y Canxr ITerep6ypry (2004). 360pHux papoBa c Te
KoH{epeHInje Huje 00jaBreH.

7 Yaanak Topaune objaBnen y: 13 pongos Kabunema pyxonuceii Poccutickozo uncmumyma ucmopuu
uckyccme: Coobugenus. ITybauxayuu, coct. I. B. Komprrosa, ors. pea. E. B. Tperssikosa, CIT6, 2007.

8 TopaHHa je cMaTpPaAa A je H3Y3eTHO BAXKHO AA Ce Y yCIIOMeHaMa Ha CBOT POodecopa KOHI[eHTpHIIe
Ha IeroB CraB O ceBpaaMHKaMa u temu Mcrox — 3amap; ym. ,@parmentst Boicrymaenust FO. A.
Qoprynarosa B KayecTBe odurmasbHoro ommosenTa’, y: 10. A. Qoprymaros, Aekyuu no ucmopuu
opxecmposvix cmuaeti u Bocnomunanus o 10. A. Qopmynamose, 299-301.
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He CaMO BAACT U APYyIITBO, Beh 1 ApymTBeHe Hayke moce6ro. Ha ,yaapy* HoBHX mmo-
rA€AQ Ha CBET HallIAM CY Ce YHHBEP3UTETH U BbUXOBH eKCIIOHEHTH, HAPOUHUTO HCTOPH-
Jap¥, HUIITA Make HCTOPUYAPH YMETHOCTH, KEbIDKEBHOCTH AU MY3HKe.

Des 063upa Ha Te IpOMeHe U3 TeMesa, KOHCTATYjeMO Ad Ce M AAH-AQHAC CAOBEH-
CKH HapOAM MaAo Melyco6HO 1mo3Hajy, Aa 1 TOpeA MOjeAUHUX CHCTeMATCKUX KYATY-
POAOIIKHX 30ADKABAA U Adb€ MAAO 3HAMO 0 Mysulu I'pka u Hanmx cycepa PymyHa,
Mabapa u Byrapa. ¥ Pycuju ucro Tako He mocroju, Melyy mupum caojeBrMa IMOKAO-
HMKa MY3HKe, II0jaM HeKe OIIIITe II0OBe3aHOCTH C My3uKkoM Apyrux CaoBeHa.

Mako HecTaHAQPAHOT 00AMKa, Kibura TopAlHe MOXKe BPAO yIIeYaTAHBO MPUOAH-
JKUTHU UCTOPHjy TpU OUBIIIA jyTOCAOBEHCKA HAPOAA PYCKOM UUTAOILY, CTYACHTY, IIPO-
decopy, HCTpaxuBauy, pryOHUTesY, KOjUMA je M HaMermeHa. ITucaHa je TedHo, jacHo,
IPUTOM YMETHHYKM aHTXKOBAHO, M30eraBajyhu jour Ha MoYeTKy UCTPAKHMBAmKbA KO-
MYHHCTHYKY ,MACOAOLIKY MOHOTOHH)Y ', KOja jOj ce HaMeTaAa ¢ 0be CTpaHe, U pycke
u cprcke. Hcro je Tako [opAMHA 0cTaAa MMyHa Ha TIOMOAHE KyATYPOAOIIKe (caMum
TUM M My3HM4Ke) TeOpHje HUXMAUCTHYKOT KapaKTepa, y Koje crapajy yuema Oparcu-
ca Oyxyjame (Yoshihiro Francis Fukuyama) ¢ Kpajem ucitiopuje (The End of History
and the Last Man, 1992), Camjyeaa Xaurunrrona (Samuel Phillips Huntington) ca
Cyxobom yusususayuja (The Clash of Civilisations, 1993) u, HumTa Mamwe, Mumeaa
®ykoa (Michel Foucault) us ocampecernx roauna XX Beka, Koja ce jaBmajy u y
CPIICKOj MY3HKOAOTHjU AQHAIIIHET TPEHYTKA.

Kako Hac je obasectnno mp Aymax Muxaaek, koaera u mpujates us Fspaeaa,
HeyMHTHA CyAOMHA H3HEHAAA je IIPEKHHYAA [IEAArONIKHY i HayuHHU pap Eaene Topaune.
Tocaeamn weH ommyc 61Aa je cTyauja 0 MonTeBepaujy: Monmesepgu. Manmyarckue
wiedespsi [ MonTeBepan. ManToBancka pemek-peaa] (Hayuno-nspareabckuit ieHTp
»MockoBckas koHcepBaTopus', Mocksa, 2017, 48 crpana). Y my6aukanuju ce
pasmarpa omepa Opgej (L'Orfeo) m BOKaAHOMHCTpyMeHTaAHAa KOMIIO3HIHja
Beueproe Baaxcene Aesuye (Vespro della Beata Vergine). Hexka cnomumame oBe
KIUTe Ha KPajy MOT HEKPOAOTA-MPHKa3a OyAe OMask TOAMIIIUIIE CMPTH Halle
Apare Aene.

3axBasyjeM Ha u3yseTHOj momohm Kosermuuiama Ap Cseraanu Curumam, ap
Comu Mapunxosuh, ap Bjepu Karaaunuh u pooxropansxumy Mapuju Toay6osuh,
a mocebHO Ap AAexcaHapy Bacuhy, raaBHOM 11 OATOBOPHOM YPeAHHKY, Ha je3HUKHIM
HCIIpaBKaMa 1 6ubAMOrpadCKiM AOITyHAMA Y HarloMeHaMa 6p. 3. 11 6.

Hagexga Mocycosa






MurjaHA JKUBKOBUR
(CrawmT, 3. MAJ 1935 — BEOTPAA, 26. ATiPHA 2020)

ABapecer mecror ampuaa 2020. roauHe HamycTHAa Hac je Mupjana JKuskosuh,
KOMIIO3UTOP, My3UUYKH TEOPETHYAp M IIHCAIl, My3UIKH IIEAAroT, PEAOBHH IIpodecop
dakyarera My3uuke ymMmeTHOCTH ¥ beorpaay, y nmessuju.

Pohena y Criauty (Jyrocaasuja), 3. maja 1935. roaune, y Beorpaay je 3aBpmmaa
Ceamy rumuasujy u Cpearsy MysHIKy IKOAY , Jocurt CaaBeHckr” — Oacek 3a KAQBHP,
y xaacu Aauce Bemesuh (1958). Mupjana JKuskosuh je ynopepao c 6aBmemem
MY3HKOM CTYAMPAAQ U aTICOABHPAAA OTIITY KIXKEBHOCT M TEOPH]Y KEIDKEBHOCTH Ha
®urozopckom pakyareryy Beorpaay (1954-58), kao mpurnasHuLa pBe reHeparje
cryaeHata Ha Toj Karepapn o6HOBmdeHOj 1954. ropuse. Ha Mysuuxoj akapeMuju
y Beorpaay aumaomupasa je 1964. y Oacexy 3a KOMIIO3HIIHjY M AUPUIOBambe, Y
kaacu Cranojaa Pajuanha, ca aeaom Sinfonia polifonica, narpahenum ucre roaune
Ha KOHKypcy Papmo-teaesusuje beorpap. ITo 3aBpmerky cryamja 3amocamaa ce y
Cpeamoj Mysnuxoj mKoan ,,Jocur CaaBeHCKH', TAe je 0a 1964. A0 1976. mpepaBasa
XapMOHU]jy, KOHTPAIIyHKT, My3H4Ke OOANKe, BexxOe y KOMIIOHOBAalbY, MY3HIKH
$OAKAODP M METOAMKY My3HYKe HACTaBe, C jeAHOTOAMIIEUM ITPEKUAOM KaAd je Kao
CTHIIEHAUCTKUIA QPAHIyCKe BAAAe OOpaBHAQ HA ITOCAEAHUIIAOMCKOM YCABPIIABAGY
y ®panryckoj (1967-1968). Taaa je Ha Komsepsaropujymy y Ilapusy caymasa
xomnosunyjy y kaacu Oamsjea Mecujana (Olivier Messiaen) u Mysuuxy aHaAusy
xop Habe Byaamxe (Nadia Boulanger), a notou je y kaacu H. Byaamske Hacrasuaa
CTYAHUje KOMIIO3UIlMje, XapMOHHje U KOHTPAITyHKTa Ha AeTHeM KOH3epBaTOpUjyMy
y @onTen6a0y. 3aBpiIHH paa ¢ TUX CTyAHja — komnosunuja Bacma (Incantation),
3a MEIOCOIpaH M YeTHpU THMIIAHA, Harpal)eHa je IPBOM HArpapOM; SKHPH CY
caunmasaan: Aupu Autmje (Henri Dutilleux), Bpyso Iuje (Bruno Gillet), Autonu
[aroscku (Antoni Szalowski), Kopea ae Aseseao (Correa de Azevedo), Amer
Anjeaone (Annette Dieudonné) u Haba Byaamske.

Mupjana JKuskosuh je Marucrpupasa 13 KOMIIO3uyje Ha My3HdKkoj akaseMuju
y Beorpapy y xaacu Cranojaa Pajuanha 1974. ropuse. ITesaromku pap HacTaBma
usbopowm 3a porenra Ha Kareapu 3a Teopujcke mpeamere Mysuuxe akapsemuje 1976.
TOAMIHE, TA€ OCTaje AO IIeH3HOHHCAba, HAlpeAyjyhu [0 peAOBHOj IIpOLieAypH IIPBO
y 3Bame BaHpeaHor (1982), ma peaosnor npoecopa (1990). Buaa je anraxosana
Ha mpeaMernmMa XapMoHuja, XapMOHCKa aHaausa, Mysmuku obammm, MeToauxa
TEOPHjCKe HACTaBe, HA OCHOBHHIM M IOCACAMIIAOMCKHM CTyAMjaMa. buaa je meHTOp
HU3Y CTYAEHATA 32 AUIIAOMCKE PAaAOBEe U MATHCTAPCKe Te3e U3 00AACTH aHAAUTHIKE
XapMOHHje ¥ METOAMKe TeopHjcke HacTaBe y OACeKy 3a ONIITY My3UUKY ITEAArOTH;Y.
Mupjana JKuskosuh je 1978. ropuHe IpeAAOXKHAQ HOBHM HACTABHU IPOTPaM 3a
npeameT XapMoHHja, koju je KaTreapa 3a Teopmjcke mpeaMeTe yCBOjHAQ, a KOjU ce
OTA€A20 ¥ TOMe Ad Ce 00AACT XapMOHHje IIOBeXe Ca CTUACKUAM Pa3BOjeM My3HKe H
aHAAM3MpA HA NMPUMEPUMa KOMIIO3UIIMja Haj3HAYQjHUJUX MPEACTAaBHUKA MY3HIKUX
emoxa. Tapa ce M HasWB IpepMeTa TNPOMEHHMO y XaApMOHUja cd XApMOHCKOM
AHAAU30M, TIOA KOJHM MMEHOM Ce U AAQHAC Tpeaaje. Tume je omehena MpeKpeTHUIa
Y TIPHUCTYITy TEOPHUjU M MCTOPHjHU XapMOHMj€ y HallleM BHCOKOM IIKOACTBY, a CaM
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npeaMeT je yHampeleH, AOOMBIIM Ha ,’)KMBOTHOCTH  HENOCPEAHE MOBE3aHOCTH
C KOMIIO3HUTOPHMA, BUXOBHM AEAMMA, €[OXOM, TAe je ,CyBH TEOPHjCKH AeO
XapMOHHje 0CTao y ApyroM maaxy. Takobe, y HaCTaBHH IAQH M IPOTPaM yBeAa
je cBupame mudposBaHor baca us 36upke Xapmouuja Ha krasupy, ayropa IToaa
Bupasa (Paul Vidal) u Habe Byaamxe. 3acayskHa je 3a mokpeTame dopmuparma
Oacexa u KypuKyAyMa 3a MY3uuKy Teopujy Ha QaxyATeTy My3uuKe YMETHOCTH.
Oa 1998. a0 opsacka y nmensujy 2001. 6uaa je med Kareppe 3a Mysuuxy Teopujy.
Hakxon mneHsumoHmcama papHAa je XOHOpapHO Ha (PHAOAONIKO-YMETHHYKOM
daxyarery y Kparyjesity, a na MY y Beorpapy 6maa je MeHTOp 3a AUTIAOMCKE H
ITOCACAUTIAOMCKe papoBe A0 2004. ropuHe. braa je jepaH op MHUITEjaTOpa HAyYyHOT
ckymna Kareppe 3a mysuuky Teopujy Ha Qakyarery Mysuuke ymeTHOCTH y Beorpaay
¥l YAQHWIIA yPeAHHUIITBA 360pHuKa Mysuuka wieopuja u anasusa (2003-2008).
Mupjana JKuskosuh je 61Aa IAOAQH ¥ )KAHPOBCKU Pa3HOBPCTAH KOMIIO3HTOP;
FbeH CTBAPAAAYKH OITyC 00YXBaTa AeAd 32 CUMPOHHjCKH, TYAAUKH 1 KAMEPHH OPKeCTap
— PA3HOBPCTaH IIO CACTaBy U OpOjy MHCTpyMeHATa, KOHI|EPTAHTHY, KaMepHY,
COAMCTHYKY MY3HKY, XOPCKa AEAd, COAO TIeCMe U MY3HKY 3a Aelly. ¥ IIOYeTHOM, aAu
U 3pEAOM CTBAPAAAIITBY MY3HYKH je3HK KOMIIO3UTOPKe OHO je ¥ AyXy CaBpeMeHHX
CTUACKUX TeHAEHIIUja — 3a0IITPeHe AMCOHaHIle, NMOAM(OHHU3AIMjA, HCIIOMABAMKE
H3pasUTe AMHEAPHOCTU Y KOHTPAITyHKTCKOj OOpagM — AOK Ce, IOCMATPaHO H3
BHU3ype IIeAOKYTIHOT OIyCa, U3ABAja TeXHa Ka UCTUIIAEKY MEAOAUjCKe KOMIIOHEHTe,
OpmwKsHMBa OpKeCTpaljja M yMeIIHAa HHCTPYMEHTanuja. Y MO3HUjUM TOAMHAMa
ayTOpKe 3ala)ka Ce IOBpaTaK CTHACKOT H3pasa Ka HEOPOMAHTH3MY Y 4BPCTO
3acBoheHoj popmu. McTuijame MeAOAHje HAH, IIPELM3HHU]je PeUeHO: IbeH IIPHUMAT Ko
eKCIIPEeCHBHOT CpeACTBa y maaetu Mupjane JKuskosuh — 1ITO je BHAHO U 4yjHO y
HeHMM HHCTPYMEHTAaAHUM AEAMMA — jOII BHIIE AOAA3H AO M3ParKaja y KOMIIO3HIIHjaMa
3a raac. /oYACKH TAAC je, KAKO je TO caMa TOBOPHAAQ, ,HajeKCITPECUBHU)H U HajTOTIAUjH
'MHCTPYMEHT | Te He YyAU IITO je Y ’beHOM OIIyCy IIPUCYTaH BEAUK 6poj coao Iecama.
Omcexan je xommosuTopcku omyc Mupjane JKuskosuh, on 6poju mpexo
IIe3peceT HAcAOBA. Y IbeHAa Haj3HAYAjHMja AeAd yOpojaam OmcMo caepehe
xomnosunyje: Sinfonia polifonica 3a  cumdonnjcku opkecrap (1964, Harpasa
,Cresan Xpucruh®); Cumdonujcku iwiopso 3a cumponujcku opkecrap (1967);
Konyepinianitine meiiamopdose 3a xaasup u opkecrap; Adagio i Allegro 3a oboy
u rypauku opkecrap (2008, 2011); Kowyepiinu guiliiux 3a TyAQdKH OpPKecTap
(2016-2017); Ase pomanitiuute ilecme 3a MELLOCOTIPaH 1 KaMepHU opKecTap (2002,
2010); Baaga o iiosy 3a BuoAMHy 1 KamepHH opkectap (2014-2015); Bacma (In-
cantation), 3a Merjoconpa u yerupu tumnana (1968); Baiaga o pyxu 3a mapumoy,
kAaBup U yaapaske (2010); Aysauxu xsunitieini (1962); Conaiia 32 BHOAOHYEAO
u xaasup (1996, 2011); Conamiuna 3a Buoauny u xaasup (1983, 2013); Agitato
sa BuoAmHy u xapy (2013); ITacaxawa 3a Buoanty coro (1965); ase Basage 3a

1 O cBom cruackom myty Mupjana JKuskosuh je u cama roBopuaa; BupeTn: Zorica Premate,
yRazgovor sa Mirjanom Zivkovic, u: Zorica Premate (prir.), Tribine ,Novi zvuéni prostori”, zbornik,
Centar za muzicku akciju — JMU Radio-televizija Srbije, Beograd 2019, 80-83. Buaeru u uuTepsjy
koju je mpo¢. XKuskosrh poana Aunim Ca6o 200S. ropuse, HaBeAeH je HamoMeHu 6p. 3. 0BOT HEKPOAOTA.
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xaasup (2001, 2009); Aeiiroa Hoh 3a xapmonuky (2004); XKencke iljecme — nuKayc 3a
compaH u skeHCcKH x0p; Yyhetve 3a memosutu xop (2007); Kaii y mopy 3a MemoBuTH
xop (2015); uukaycu coao necama: Yediupu ioxsdie 3a MELOCOTIPaH 1 KaaBup (Ha
noesujy B. Muskosuha, 1975), Hs Huuuje 3empe 3a conpas u kaasup (Ha noesujy
A. Makcumosuh, 1991); Hipa 3a menjoconpas, daayry u yaapaske (2007); ITecme
0 fiporasnociiy 3a 6apuToH, KaaBUp U Kaapuaet (2015). Hbene xommosunuje cy ce
4eCTO M3BOAMAE KAKO Ha KOHI[ePTHMA M G eCTHBAAMMA Y 3eM/oH, TAKO Uy HHOCTPAHCTBY
u 6uae cy po06po npuxsahene oa my6arke, u3sohaya u kpuruxe.

O meHOM BEAMKOM M >KAaHPOBCKM Pa3HOBPCHOM OITyCy MaAo je mucaHo. Ocum
KPUTHKA Y AHEBHHM AMCTOBHMMA KOje Cy IpaTHAe HheHa KOHIIEPTHO M3BeACHA AEAQ,
MaAH je 6pOj Hamuca O BHEHOM CTBAPAAAUKOM, [IEAATOIIKOM K TEOPHjCKO-HAyIHOM
paay. Ciomenyhy mpe cBux Baacrumupa Iepuunha®, Aruiry Cabo koja je ayTopka
ABajy mpuaora’, Usany Manh (Cramarosuh) (o cutu 3a daayry u xaasup Tpu
Ha4una, y nipukasy netHaecte Melynapoate Tpubute xommnosuropa)®, ABa TekcTa
Cphana Tenapuha®, a Ty je u MacTep pap cryaerta MaaseHa Jaukosuha ¢ Akasemuje
yMjeTHOCTH YHuBepsuTeTa y Bamaaynu, Ha TeMy Axopgcke u AuxeapHe ciipykiiype
cairegare Kpo3 0gHOC apXaudHoi u caspemenoiy krasupckom oiycy Mupjane XKusiosuh.®
Ha nama, mennM MaahuM Koserama, My3HKOAO3MMA M MY3HYKMM TEOPETHYAPUMA,
OCTaje AQ HAAOKHAAMMO IIHMCame O HEONPaBAAHO 3aHEMAPEHOM OIyCy M YKYIIHOM
Aonpunocy Mupjane XKuskosuh u oayxumo ce He camo ayTopky, Beh 1 cTpyuHOj,
MY3H4KOj, AaAU K IIHPO] JABHOCTH.

JeaHO 0p BeoMma 3HauajHHX moma AeaaTHOcTH Mupjane JKuskosuh y kojem ce
OTAepd HeH OHTaH AOIPHHOC MY3HYKOj IEAATOTHjH, TEOPHjH M HAYLH O My3HIfH,
jecTe mmcame HM3a My3MYKOTEOPHjCKHX yibeHuxa: Xapmonuja, HUuciipymeniiasnu
kontipaiynkiti, cryamja Kopaa J. C. Baxa, cxpunra Xapmoruja y okeupy my3suukux
ciuuroéa u Metioguka itieopujcke Haciiase. YpearAa je ¥ METOACKUM YITyTCTBHMa

2 Baacrumup Ilepranh, ,Mupjana JKuskosuh: Aogexagoncka fiacakasa 3a BuoAuHy coao’, Pro
musica, Beorpaa 1967, 6p. 24, 9. TToacernmo u Ha ITeprarhes anasuTHuky npukas KoMmosunuja M.
JKusxosuh y merosoj kwusu Muzicki stvaraoci u Srbiji, Prosveta, Beograd [1969], 600-603.

3 Amnmna Ca6o, ,Crpapasauka noeruxa Mupjane XKuskosuh, y: Basepuja Kanauxu (yp.), Cpiicku
je3ux, Kroumce8HOCIT, ymetHocil, 300pHUK pasoBa ca V MelyHapOAHOr HaydHOT CKyIla OAP)KAHOT Ha
®uaoromko-ymMeTHuaKoM dpakyarery y Kparyjesuy (29-30. X 2010), k. 3: XKencxo iucmo / Cpiicka
Mmysuka y espoiickom Kouittexcily, Puaoromxo-ymernmuku ¢axyaret, Kparyjesarm 2011, 15-21;
»T1OAMOHHja MMEAATOIIKOT, TEOPHjCKOT M KOMIIO3HTOPCKOr papga Mupjane XKuskosuh’, Hosu 3syk,
Beorpap 2005, 6p. 25, 5-11.

4  Mama Cramarosuh, ,15. Mehynapoana Tpubusa xommnosuropa. Beorpas, 18-21. noBembap
2006, Hosu 3syx, Beorpaa 2007, 6p. 29, 136-139.

S Cphan Tenapuh, ,Crpareruje npesnaderma pedepenny pomanrtusma y Age pomantiudme iiecme
Mupjane XKuskosuh', y: Cama ITajuh n Barepuja Kanauxku (yp), Cpiicku jesuic, KroUsice8HOCTH, YMeHOCIT,
360pHuK papoBa ca X MelyyHapopHOTr HaydHOT CKyIa oApyKaHOT Ha OHAOAOIIKO-yMETHHYIKOM paKyATeTy
y Kparyjesuy (23-25.X2015), k. 3: Mysuka u mequju y 8u3yeanof ymeinociiu & Jesux myauxe — mysuxa
u jesux, uroromko-ymernmaku dpaxyarer, Kparyjesar 2016, 263-273; ,Dve romanticne pesme i Balada
o polju Mirjane Zivkovi¢*, u: Zorica Premate (prir.), Tribine ,Novi zvuéni prostori”, zbornik, Centar za
muzic¢ku akciju - JMU Radio-televizija Srbije, Beograd 2019, 73-77.

6 Macrep pap opbpamen 2018. ropune; MeHTop: 1po¢. Mp 3opan Huxoawnh.



202

MY3UKOAOTHJA / MUSICOLOGY 29-2020

AOITyHHAQ IOMEHY Ty 30MpKy 3apaTaka Xapmoruja Ha krasupy IToaa Bupasa u Habe
Dyaarke, a leH MMOCACAH IIOAYXBAT Y HABEACHO]j 00AacTH je Xapmonuja Ha gupkama
(xoayTop Msua [letkosuh, 2018). [Topea Tora, M. JKuskosuh je ayropxka Hayanux
npuaora nocseheHnx MpobAeMaTHIN My3HYKOTEOPHjCKe HACTABE U CaBPeMeHHjeM
AomaheM My3HYKOM cTBapaAamrTsy, moce6Ho omycy Jocuma Caasenckor. Hayune u
cTpyuHe papoBe 06jaBuAa je y cBojoj 36mupuu Interakcija muzike i viemena (2014),
a 3ajeaHo ¢ Bpankom Mskosuh-Tlerporuh npupeanaa je kwury Dixi et salvavi ani-
mam meam: iucana peu Konciianiuna Babuha I, xojy je Arenuuja Mysuka kracuxa
IPOTAACHAQ Haj60AHO0M KEbHIOM 0 My3HIy y 2014, roAuHH.

TTopep ocHOBHe, KOMITOBUTOPCKE U IIEAATOIIKe AeAATHOCTH, Mupjana XKuskosuh
ce 6aBuAa U ypehuBameM U peANroBameM HOTHHX H3pama. 3ajeaHo ¢ EBom Cepax
YPEAHAQ je i IMPOIPATHAA My3UKOAOIIKMM TeKCTOBMMA U PEAAKTOPCKUM bOeAenkaMa
Sabrana djela Josipa Slavenskog, xommosuTopa 3a 4mjy My3uKy je 6HAa TOTOBO
cyabuHCKM Be3aHa, moctasim, 3ajeaHo ¢ E. Cepak, Baactumupom Ilepuunhem u
ITerpom bunryaneM, meHMM HajBPCHMjHM aHAAMTHYApeM U TyMadeM. YpeaHuIa je
Anitioroiuje cpiicke kaasupcke mysuke (ABe CBECKe ), YAAHHIIA YPEAHUIITBA AHILOAOTU]E
cpiicke coro iiecme (et ToMOBa)’, peAUTroBaAa je ceute U3 Garera Oxpugcka reienga
Cresana Xpucruha, 3abopaBmeHe XOpoBe u3 ToBopHOr opartopujyma Caoso
ceeinirociiu [oybue Mapuh — Tywbaruya, Iaciiopara v Xumna, xao u Apyru
KOHIIepT 3a BHoAuHYy 1 opkectap Ilerpa Crojanosuha.

Bpojue cy, Taxohe, axrusHoct Mupjane JKuskoBuh y pomeHy mmpux
KYATYpPHUX, MY3UYKHMX, APYIITBEHHX M IEAAroIIKMX 3apyXKema. JeAaH op BeoMa
3HAYajHUX IIOAYXBATa CBAKAKO je OMAO HHHIMpAtbe aKIjHje 3a OUyBathe 3A0CTABIITHHE
Jocuma CaaBeHckor, mITO ce AOTOAMAO IOCA€ CMPTH HeroBe yAOBHIe Miunane
Caasencku 1980. ropune. To je pesyaTupaso ocHuBameM AeraTa Jocuma CaaBeHCKOT
y Mysuuxo-unpopmarusaoM nentpy COKOJ-a y Beorpaay, xojeM cy popemeHe
npocropuje (cran) ma Tpry Hukoae ITamuha 1/V, penembpa 1981. C maasum
capapnuriaMa Muanriom Tajuh u Camwom Ipyjuh, oHpamsuM ancoaBeHTKHBAMA
mysuxororgje Ha OMY, Mupjana JKuskosuh je op jecern 1980. oo xpaja 1981.
IperaepaAa M IOMNMCAaAa CBAKU ayTorpad, PyKOIHCHe M IITaMIIaHe HApTUTYpe,
kipure.® Y saocraBurrray Jocuna CAaBEHCKOT IIPOHAIIAQ je AOTAA HETIO3HATA A€AA:
HM3 KAABHPCKUX Komnosunyja, Qyiy 3a cumdponujcxu opkecrap, Hapogny ceuitiy 3a
KaMepHU OpPKeCTap M OCAMHAECT MeIIOBUTHX XopoBa. IToceban pompuHOC Koju je
npowusaiao u3 6pure o 3aocraBmTHHE CAABEHCKOT OTA€AQ Ce Y IIOKPETAlby eAUliHje
HerOBUX KOMITO3MIIMja — ¥ Capaplbu ApPYIITBa CKAapaTesa XPBaTCKe M YAPYXKema
xomnosutopa Cpbuje. Ao 1990. u pacmasa 6uBmre jyrocaoBeHcKe depeparuje
00jaBAbEHO je IIeTHAeCT CBe3aka KOMIIO3HLMja TOT ayTopa. bumaa je waaxmia

7 YpeaHmmTBo nspama je 6maa Komucuja 3a mspaBauky peaarHoCT YApyskema komnosuropa Cpbuje,
y cacraBy: Mupjana JKuskosuh, npeacepnniia, Baacrumup Tpajkosuh, Hepaa Be6aep, Muaom 3arkasnuk
u Ana Crepanosuh. M. XKuskosuh je peprrosasa cBe mecMe y IIpBOM M APYTOM TOMY, 2 Y Y€TBPTOM je
peauroaaa ase mecme. A. Crepanosuh je mpupearaa uspame, CaunHKAA je H360p ITecaMa U HAIKMCAAA
HPEATOBOP.

8  Buperu y: Mirjana Zivkovi¢, Interakcija muzike i vremena, zbirka tekstova, Fakultet muzicke
umetnosti, Beograd 2014, 171.
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Iporpamcxkor caBeta Majckoi mysuukoi memopujara ,Jocuii Caasencku” y Jaxosigy,
POAHOM Ipapy KOMIIO3UTOPA, TA€ jé Y HEKOAMKO HaBpaTa BOAUAA OKPYTAHU CTO Jocuil
Caasencku u weiogo goba. YdaecTBoBasa je y opranusanuju MehyHapoaHOTr HaydHOT
ckyma nop uctum HasusoM 200S. roaune y bBeorpaay, a ypeanuna je ucroumeHor
300pHHKa papoBa ¢ Te KOHepeHIuje, objaBmseHOr HapepHe, 2006. roaute.

Mupjana JKuskosuh je 61Aa usaHHIIA CaBeTa HEKOAMKHX 3HAYAjHHX YCTAHOBA
(TpehunporpamPasno Beorpapa, Mysuakunporpam Pagno Beorpapa, IIporpamcku
caser BEMYC-a), Ka0o M ApyIITBEHO M II€AQTOUIKM OATOBOPHHX KOMHCHja
(npeacepnnna Kommcuje 3a Mysuuko BacnuTame M 06pasoBame IlpocBeTHOT
caBera CP Cpbuje, uaanuria Komucuje 3a mysuuky kyarypy IlpocBeTHor caBera
CP Cpouje, Komucuje 3a onemuBarme H3palba IPU 3aBOAY 32 H3AaBambe yIIOeHHKA
u I'paackor 3aBopa 3a obpasosame, Komucuje 3a coadpeho u teopujcke mpeamere
Yapysxewa Mysnukux 1 6aserckux neparora Cp6uje, Komucuje 3a HactaBHa muTama
OMY, crpyune Komucuje ®MY y Illkoan 3a mMysuuke Tasente y Rynpuju). Bume
HyTa je OMAAQ YKAYYEHA Y Pas PABAMUMTHX TeAd M PAAHUX Ipyma Ha pepopMmaMa U
M3pajaMa HACTABHHX ITAAHOBA U IPOrpaMa Ha CBMM HUBOKMMA My3HUKOT 00pa3oBama.
Y ABa HaBpara je 6uaa usanuia xupuja 3a Oxrobapcky Harpasa rpasa Beorpaaa.
AxTtusHocTi Mupjane JXKuskosuh y Yapyxewy xomnosutopa Cpbuje, mopea
ydemrha y peAakiuji IoMeHyTe epunuje cabpanux aeaa Jocuma CAaBeHCKOT, Kao U
Anttioroiuje cpiicke coro tecme 1 AHtlioAoTuje cplicke kAasupcke my3uke, 0OyXBaTajy u
caepeha sapyxema u pqompuHOCe: 6uAa je yaanua MspaBauke KoMmucuje YApyxerma
xomnosuTopa Cpbuje, yaanuiia Komucuje 3a mpomaraHAy MysHYKOr CTBapaAallTBa
YKC-a, yaanura mpepcepnumrBa YKC-a u 3aMeHHMIA ITpeACEAHHKA (PaAOMHpa
ITerposuha) y mepuopy 1981-1985, kapa je ydecTBOBaAa y OpraHM3ALMjH ABA HAyYHA
cummosujyma (o M. Muaojesuhy n M. Bacusesuhy) u o6eaexasawy Espoiicke iogute
My3liKe, IOPeA aKTUBHOCTH y Be3u ¢ pectrBasoM Mysuka y CpOuju v ApyTuM BOXKHUM
jyO¥A€jiMa 1 aKTHBHOCTUMA YAPYKeba.

Mupjana JKuskosuh je Bume myta Harpahusana. Jom 1976. poo6maa je maakery
Mysuuke mxoae ,Jocun CAaBeHCKH” 32 M3Y3€THO 3aAarame M yCIeX y MeAArOlIoM
paay. Toaune 1997. narpalena je 3AaTHOM IAaKeTOM C NMOBeAOM YHHBEP3HTETA
ymeTHOCcTH y Beorpaay. Harpapa Capesa ApyITaBa My3HYKHX U OaA€TCKHX IT€AQrO-
ra Cpbuje 3a SKMBOTHO A€AO AOAendeHa joj je 2004. ropuHe, a 2020. 61aa je Aayepar
H3ssanpegnot 3raininoi beoyyia 3a >xuBoTHO Aeao. EbeHe kommosurmje cy Harpahusa-
He Ha KOHKypcuMa YApyskewa komnosutopa Cpbuje, CaBesa yApysKera KOMIIO3UTO-
paJyrocaasuje u Papuo-TeaeBusuje beorpaa.

U3 auunoi yira — cehatoa
Ca Mupjanom JKuskosuh cam capahusasa ayru Hus ropuna. Hajipe cam 6umaa
IbeHa YYEHHI], IOTOM CTYACHTKHMIA, IIa acucTeHTKumba Ha PMY xojoj je xacHuje

IpeIyCTHAA A BOAM BeHe IpeaMeTe. Buaa cam meHa koAernHuIla U capapHMIIA Ha
H3PaAU HOBHUX IIAQHOBa M mporpama 3a OAcek 3a OMIITY MY3HUKy IEAATOTHjy’, a

9 JepaH op cycpeTa Kapa CMO y HeHOM CTAaHY PapMAe Ha M3PAAM THX ITAQHOBA M Iporpama, 6uo je
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IIOTOM U IAaHa 1 mporpama 3a Opcek 3a Mysuuky Teopujy. M 6xae cMo npujatesure.
Ynosnaaa cam je jom xao yueHura Cpeare Mysuuke mkoae ,Jocun CaaBeHckn
uMara cpehy aa MH je TIpepaBaAa XapMOHHjy, KOHTPAITYHKT, a KaCHUje U Bexbe y
xomroHoBamy. Caaa, c OBe BpeMeHCKe AMCTaHIle, MOTy cA0b0AHO pehu Aa je To 610
MOMEHAT KaAa CaM 3aBOA€AA XAPMOHHU)y Koju je, Moryhe je, anTunumnupao Moj 6yayhu
npodeCHOHAAHH TIYT jep je 6aBrere XapMOHUjOM OAPEAHAO YUTAB MOj IEAATOLIKH
U HayuHU paa. Ham npsu yac xop me 610 je xpajie usnenalyjyhu: 6yayhu aa cmo
IPBY FOAMHY XapMOHHje CAYIITAaAH KOA APYTOT, MAAAOT HACTaBHHKA, TPYAHAH CMO Ce
Ad Y XapMOHM3allUj1 HHAYe jeAHOCTaBHE MEAOAHje IIOKAKeMO C6e IIITO CMO HAy4HAH,
IITO je Pe3yATHPAAO IIPEHATPIIAaHUM M XapMOHCKU HEAOTHYHMM H AOIIKM 3BydaHeM.
IMpodecopka JKuskosuh Huje pAara cya O HameM pelnersy, caMo je pexaa: ,Cap
npobajTe Ad HCTY MEAOAU]Y XapMOHH3YyjeTe KoprcTehy caMo raaBHe CTymmeBe — U
eBEHTYAAHO LIECTH CTYIAk — AU BOAUTE padyHa o ppasuparmy u Bolemwy raacosa’.
Kapa cMO MOHOBO ypaAMAHM HCTH 33AATaK, Ha Halle n3HeHaleme U 3aA0BOASCTBO OH
je »3a3By4ao” MOTITYHO APYTadHje — XapMOHCKM AOTHYHO M XapMOHCKH A€II0, Y YeMy
je Ileaa Kaaca yxuBaaa nesajyhu y uernpu raaca. Kao jepaan o pesyarara nckycrasa
ca ycaspmasawa y Qpaniryckoj, Mupjana JKuskosuh je y maan u mporpam cpease
MysHMuke mKoAe (a KacHMje M My3HYKe aKapeMHje) yBeAa CBHpame MHPPOBAHOT
6aca v momeHyTy 36upKy Xapmonuja na krasupy I1. Busasa u H. Byaarske. Ynpaso
je 4eTBOpOTrAacHO IeBame 3aparaka ypaheHnx Ha wacy, Aoomahux 3apartaka, Kao u
IeBame y3 BexxOe mpepBul)eHe 3a CBHpame XapMOHHje Ha KAABUPY, OHMAa MeTOAQ
paAa Ha K0joj je mpodecopka MHCHCTHPAA; TO je OHAA HEMOCpeAHA IpoBepa A2
AML HEIITO 3BY4YH AOOPO MAM MOXe 6ome, a YBeK je y IPBOM IAAHY OHAA TeXa Ad
Ce MCTaKHEe MEAOAMO3HOCT CBAKOT TAACA KOAMKO je To 6uao Moryhe y 3aBucHOCTH
OA PACIIOAOKHMBUX XaPMOHCKHX CpeacTaBa us mpehenor rpapusa. Koy yuennka je
pasBUjaAa KPUTUYKO MHUILAEHE, XAPMOHCKM CAYX U MO3MTHBAH TaKMUYAPCKU AYX,
Ia CMO NIPUAMKOM CBHpaka M aHaAu3e AoMahnx 3apaTaka 3ajeAHO YIeCTBOBAAH Y
OIleHU YCIIeNIHOCTH XApPMOHCKHX pelllera U ,TAKMHUHAH Ce Y TOMe Ad HAITHIIEeMO
HajOoAH 3apaTak. Y MOjoj reHeparuju o ¢y 6uan 6yayhu kommnosuropu Karapuna
Munskosuh n Asekcanpap Aammanosuh, ¢ KojuMa cam 6HAQ y CTAAHOM H IIPUCHOM
yTakMudersy . PasBujarme KPUTHYKOT MHILbEHA Ce HACTABUAO M HA CTYAMjaMa; y
IpOIleCY aHAAMTUYKMX MHTepIIpeTalfja KOMIIO3HIMja yBeK je MOACTHIjaAAd Hac
CTYAGHTE AQ Y TOMe aKTHBHO YYeCTBYjeMO, AMCKYTYjeMO, IIa U Ad CYIPOTCTaBA»>aMO
TyMauema. FbeHa mpepaBama cy 0¥Aa jacHa, KOHKPETHA, AMHAMUYHA, yBeK mpahena
JKUBUM 3BYKOM; IIPEA CTYAEHTE je CTaBAaAa BUCOKe 3aXTeBe, OMAA je CTpOra asu U
NpaBUYHA, 00jeKTHBHA y OIlemHBalby. BeAnk je 6poj meHUX yueHHKa 1 CTYAeHATa —
IheHe ,XapMOHCKe Aelfe” — KaKo je M caMa y IIAAU TOBOPHAQ, KOjU CY AQHAC YCIIeIHU
U IlelheHH TPOPECOPH y CPEAUM MY3HYKHMM IKOAAMA M Ha paKYATeTHMA Y 3eMsH U
HMHOCTPAHCTBY.

HeIOCPEAHO Ipe OrAalllaBara CHpeHe 3a y30yHy 36or 6ombapposama, Mapra 1999. rosuse. Cupena
Ce OrAacHAA MeTHAeCTaK MUHYTA IIOIITO CMO Ce PacTaae, ma Me je MupjaHa mossara TeaepOHOM Ad
[pOBepH Ad AK caM A0Opo cTuraa Kyhm.
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Fhk

HaxaaocT, npuauxe yspokoBaHe IIaHAEMUjOM KOBHAQA-19 HUCY pomymITase Aa je
nocehyjem y AOMy 3a Hery CTapUX AHIIA TA€ je OMAQ IIPUBPEMEHO CMEIITEHA H TA€ je
IPOXKHBAABAAA CBOje TIOCAEAE AaHEe. AAM 4eCTO CMO ce JyAe IPeKo TeaedOHa U Ha
FheHa [IMTaka ,KOANKO he Aa Tpaje BaHpeAHA CHTyaIHja“ GOAPHAA CaM je Ad H3ADIXKH,
Hapajyhu ce u Bepyjyhu Aa he ce npuanke npomenurn u aa he mohu pa Hacrasu ¢
PAAHMM IIAQHOBHMA y CBOM AOMY. A FIMaAQ HX je, 4aK U Y TAKBOj CUTyaIHju: Tpebaro
je Aa muie mpeAroBop 3a Apyru ToM Beh mpupehene xmbure n3abpaHuX TeKCTOBA
Koncrantnna Ba6uha, Tpe6aro je Aa M3BpIIM KOpeKTypy jeAHOT m3pama (dak je
JKeAeAd A2 jOj Ce TO AOCTAaBHU IOIITOM y AOMy), HMaAa je TIAQHOBE AQ KOMIIOHYje
KaHTaTy Ha KOjOj je OMAQ 3aI10ueA AQ PaAd, IMAAQ je HaMepy Ad IPEePaAr Heke CBOje
paHuje komnosuryje... Haxxaaocrt, 6oaect jy je y cBeMy ToMe CIpednaa.

Aomyctuhy cebu aAa oBaj mpuaor saBpmmM y andHOM ToHY. Hepocrajahe mu
pasMemUBabe YTHCAKA C KOHIlepaTa Koje cMo Mupjana u ja 3ajepaHo mocehusaae,
HepocTajahe Mu pasroBopu 0 mpobAeMHMa y ONIITEM U MY3HUYKOM OOpPAa3OBAmY,
KYATYypPH M APYIITBY yoIuuTe, HepocTajahe Mu pasrosopu ¢ MupjaHoM o meHHM
YHYLIIMA, MOjOj AeLiH, HepocTajahe MU HeH IMPOKK OCMeX KOjH je 3padro TOIIAHHOM
u cppaunonthy, HepocTajahe MU BeH HEIOKOAeOAHBH ONTHUME3AM, Bepa ¥ A06poO,

Bepa y myae.

Jeaena Muxajrosuh Mapxosuh






AUMUTPUJE CTECAHOBUR
(TIAHYEBO, 25. HOBEMBAP 1929 — BEOTrPAA, 1. ABTYCT 2020)

/bybas cse iipesacxogu.
Aecnior Credan Aasapesuh

Mucao 0 60roHapaXHyTOj Ay0aBH, KAaKBY je y mecHIIKoj mocaanury Ci060 4ybse
ommcao pecrior Credan Aasapesuh, Tpe6aso 6u Aa GyAe yTKaHA y CBAKM CErMEHT
>KMBOTA, KA0 OCHOB M MEPHAO CBUX HAIIUX CTPeMAEHa. 1ako je CBOM OKpYKemy,
HApOYMTO MAAAMMA, y MHOTHM IIPMAMKAMa IOPYYMBAO aKaAeMHK AUMUTpHje
Credanosuh. O cuau Te Ayboxe, CHOXKHe eMOLHje, HAAAXHYha, aAM U OIIpeAesersa,
CBEAOYH YHTAB )KUBOT OBE M3y3eTHE AUIHOCTH.

IIpaBy mpocserurescky Mmuchjy Aumurpuje Credamosuh Bpmmo je kao
MY3HKOAOT, HCTPaXKHBad, IIEAAroT, IPKBEHH My3HdYap, IIOjal] ¥ XOPCKH AMPHUIEHT.
Fberos mpeno3HaTAUBY €HTY3Hja3aM U IOAET, 0OraTo 3Hame M MCKYCTBO, MIFMPUHA
[OTAeAQ U 0e3yCAOBHO AOOpa BOmA IIPEACTABAAAU CY jEAHHCTBEH IOACTHINj
[IOjeAUHIINMA U SPiritus movens CBaKOT KOAEKTHBA C KOJHM je OHO y IIpodecrOHAAHO]
uAu HeOpMaAHOj KOMyHUKaruju. Fberosa Mysndxa i AyXoBHa HCKyCTBa 6uaa Cy
HEepacKHAMBHO IoBe3aHa. My3HKOAOIIKa Tparama 3a HCTOPHjCKHM YHIbeHHI]aMa M
3BYKOM CTapHX BpeMeHa, HeroBame IIPKBeHOII0jaduke IIPaKce Y PeAOBHOM, IIPEAAHOM
yderhy y AUTYPIUjcKOM XUBOTY, HIMAAK Cy yTEMedelbe Y AyOaBHU [IpeMa COIICTBEHOM
KYATYPHOM U AyXOBHO-YMETHHIKOM HacAelyy.

Ammurpuje Credanosuh je pobhen y ITamuesy 2S. HoBeMOpa 1929. roaume.
Fberos oran, Ban Credanosuh, 6oraru reoxtapcku Tprosai, CypoBo je CTpasao
HakoH ocaobohema Beorpapa (1944). Majka Muaeca, pobena Rypuun, y mopoauriu
je mopcTHIjasa ycMmepeme Ka chepu AyxoBHocTH. IIpBa, Aevauka HMCKycTBa y
6orocayxbenoM xuBoTy LIpkse Besyjy ra 3a Xpam Ycnema IIpecsere Boropoaure
y Ilandesy.

OcHoBHY mKOAy M TIMMHa3Wjy 3aBpmmo je y IlaHueBy, a ammaoMumpao Ha
durozopckom daxyarery y beorpaay, Ha I'pymm 3a eHraeck jesuk U KEIDKEBHOCT
Oacexka 3a repmanucTuky (1955) u na Mysuukoj akapemuju y Beorpaay, Ha Oacexy 3a
ucropujy mysuke (1956). Beh 1958. mocrao je acucrenT My3UKOAOIIKOT MHCTHTYTA
CAHY. JKena 3a ucrpaxuBarmeM BU3AHTHjCKe, CTape CAOBEHCKe H, II0Ce0HO, CPIICKe
LIPKBeHe My3HKe, IOACTAKAA I'a je Aa mpoHahe MoryhHOCT 3a yIIHC Ha ITOCTAMIIAOMCKe
cryamje. Ilocae HermyHe AeljeHHje, pe3yATaTH HeroBOT HayYHOHCTPAXKMBAYKOT pasd
nocrahe 0cHOBa 32 Aada IPOYYABaKba CPIICKE LPKBEHe My3HUKe IIPOIIAOCTH.

Crpyuno ycaBpmaBame Ha YHHBep3uTeTy y OKCHOpAy U BHIIETOAMIIH
6opaBax y EHraeckoj KaydHO Cy yTHIIAAM Ha EHEeroB XKHUBOT U pap. IIpsu 6opasak,
Kao cTureHAMcTa Koeya Anxkoar (1958-1960), mposeo je yuehu op yraeanux
npodecopa, xommosutopa M Mysukorora Eroma Beaeca (Egon Wellesz) wu
xaacmaHOr ¢uaosora Xempmja LI. B. Tuamjapaa (Henry Julius Wetenhall Tyl-
liard), y3 koje je OBAaAQO TeXHMKaMa TPaHCKDHIILHje CPeABOBEKOBHMX HEYMCKHX
pyKoIlnca y caBpeMeHO HOTHO IIMCMO U OAOPaHHO MarucTapcku pap. Toxom
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Apyror 6opaska y Oxcpopay (1964-1967) paauo je Ha AOKTOPCKOj AMCEPTaLHju
Tpaguyuja ciiuxupapckux pykoiuca. Y TOM papy Cy CHpOBeAeHe YIIOPeAHe aHAAM3e
BU3AHTHjCKUX My3HYKHX pykonmca u3 mnepuopa XI-XIV Beka um HajcTapujux
CAOBEHCKHX, PycKkux Mysudukux pykomuca u3 XIII Bexa. Beh Tasa je na Yausepsurery
APYKA0 U IIpeAaBamba O BU3AHTHjCKOj M CTAPOj CAOBEHCKOj My3unu. TokoM akaseMcke
1970/1971. y Oxcdopay je moHOBO 6OpaBHO Kao mpepaBad u Maahu Hayunu
CapapHHUK KOAella AMHKOAH. Y TOj, BUIIECTPYKO IOACTHIIAQJHOj CPEAMHH, OKPYXXeH
BPXyHCKMM CTPy4HaljiMa CPOAHHMX HAyYHHX OOAACTH, AYAMMA pa3AMUHTHX
npodeCHOHAAHHX, KA0 ¥ BePCKUX, KOHPECHOHAAHIX OIpeAeserha, KPO3 PAa3HOBPCHE
TOKOBE CBAKOAHEBHIIE YIIMja0 je CBECT O 3HAyajy M ACTIOTH IPUXBaTamba U Pa3yMeBambha
Pa3AMYUTOCTH, OTBOPEHOCTH IIpeMa APYTHMA, YIIO3HABama CTPAHUX KYATYpa U
Tpapunyja.

TpaHckprubOBameM CTApUX HEYMCKMX PYKOIIMCA, HEIIOCPeAHA Ca3Hama o
HOYeIMa CPIICKe My3UIKe HCTOPHUje IOMEepPHO je U3 AeBeTHAeCTOT y IIeTHAeCTH BeK.
Oa xmydHOT 3HaYaja OMAQ je Heroba HCTPAXKMUBAYKA PAAO3HAAOCT M HHTEpECOBakbe
3a cuuMke Koje je Kocra ManojaoBuh roroso mpopouxu caunnno 1937. roaune
y HapoaHroj 6ubanorenn y Georpaay. Taaa je op mpomapama CIaceH AparoljeHu
HCTOPHUjCKH U3BOP, KOju je u3ropeo y 6ombapaosawmy Beorpapa 6. ampuaa 1941.
ropue. C HOBHM, CTPYyYHUM 3HAIHKMMA, M3 TOT NHPUACKOT PYKOIHCA C MOYETKA
XV Bexka Aumurpuje CrepanoBuh je MIINHTAO KACHOBU3AHTHjCKE HEYMCKe
3anmce, npaheHe TeKCTOBMMA Ha CTAPOCAOBEHCKOM M T'PYKOM je3HKY. Y caBpeMeHO
HOTHO IIMCMO IpeBepeHO je ,TBopeHuje kup CredaHa, A0 Tapa HEMO3HATOT
CPEABOBEKOBHOT ,AOMECTHKA, KOjH y MCTOPHUjy CPIICKe My3HKe OMBa YIMCaH Kao
jeAaH oA IMPBUX CPICKHUX KoMmosuTopa. M3 pykomuca nucanux kpajem XIV u y XV
BeKy pacTyMadeHM Cy IIOTOM H 3aIIHCH jOII ABOjHIle LJPKBEHUX My3H4apa CPIICKOT
nopekaa — jepomonaxa Hcauje u Hukoae Cpbuna. CBe caunmbeHe TPaHCKpHITIHje
objaBmene cy y kwusu Ciiapa cpiicka mysuka (1975).

ApeBHe Mysuuke pyKommce ImpoydaBao je y Doaaejarckoj 6ubanmorenu y
Oxcdopay, bubanorern Bpurarckor myseja y AoHpoHy, Harmonaasoj 6ubanoreru
y Ilapusy, Kpanesckoj 6ubanorenu y Xary, y Mucruryry Monumenta Musicae
Byzantine y Konenxareny, yausepsureTckuM 6nbanoTekama y Munxery, Bepauny,
Terunreny u Boadenbureay, y Baruxany, Arunu, Mocksu. IToce6Ho ce mocBeTno
IIpOyYaBaby XMAAHAAPCKUX HeyMckux pykomuca u3 XVIII u XIX Bexa — TokoM ImyHe
TPHU A€lleHH]je TIPHAMKOM OAAA3aKa Yy MAHACTUP XMAAHAAD, KA0 U TOKOM CTYAHjCKOT
6opaska y Xusanaapckoj 6ubanoreru y Oxajy (CAA) 1986. ropune. 13 peposHux
opsazaka Ha Ceery Topy M MHOro6pojHUX PasroBopa ¢ XMAAHAAPCKHM MOHAXOM
MuTpodaHOM IIPOU3aAIIAA je M KEUTa AYX08HU pa3iosopu ca XUAGHGAPCKUM MOHACUMA.
Yeiiomena na oya Muitipogana (2004).

Kao mcrpaxkuBay ¥ Kao akTHBHH u3BoDay, mojaly M AHMPHIEHT, CTapao ce o
OYyBamy TPAAHIIMOHAAHOT CPIICKOT HAPOAHOT IpKBeHOr mojama. Cryauje u
IpeAaBakba O KAPA0BA1KOM [l0jarky 3ACHUBAO je HAa YBHAY y apXUBCKy rpaby u ussope,
Ka0 M Ha 60TaTOM HCKYCTBY M3 SKMBe Iojauke mpakce. [ajuo je BeAnky sybas mpema
XUMHOTPadHji U IPKBEHOCAOBEHCKOM, je3HKy OOTOCAYKeHa, Kao HepaCKUAMBOM
AeAy Hallle KyATYPHOHMCTOpHjCcKe IIpkBeHe Tpapunuje. ViMao je mpusmaerujy pa
TI0jarbe YIH U OA BPCHOT TojIja M Meaorpada Aasapa Aepe, KAPAOBAYKOT U COMOOPCKOT
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haxa, yuenuka Aymana Korypa u Papusoja Bukapa, xoju je mocae Apyror cBeTckor
paTa 610 XoHOpapHU capapHuK Mysukoaomkor HHCTHTYTA. ITpupearo je u o6jaBuo
dororuncka mspama Cpbwax (1970), Tpuog (1973) u Ienimuxocimap (1973),
u3 borare pykommcHe 3aocTaBmTuHe Bpanka IlBejuha, jeAHOr 0p HajIAOAHHjHX
Meaorpada CpICKOT mojama y XX BeKy.

Hus mecama TpapMITMOHAAHOT CPIICKOT II0jalba CHEMUO je y OKBHPY TePEHCKUX
HCTPaKMBAIba, Y BEAUKOM Opojy IjpkaBa u MaHactupa y Cpouju, Aasmarmju, mehy
Cpbuma y Mabhapckoj u PymyHuju, kao u y XusaHaapy. JeAuHcTBeH (pOHA 3ByIHHX
AOKyMeHaTa, AaHac noxpameH y Qonoapxusy Mysuxosomxkor uacruryra CAHY,
0OCTaje Kao 3HaYajHO CBEAOYAHCTBO O TOM CETMEHTY HallleT AyXOBHOT, HeMaTepHjaAHOT
KyATypHOT Hacaeha.

Cryamje Ha CpPIICKOM, €HTAGCKOM, HeMadykoM, QPaHI[yCKOM U PYCKOM je3HKY
(Bume OA ABe CTOTHHe TeKCTOBa) 06jaBsUBAO je y 360PHULMMA M YacCOMMCHMA M3
00AaCTH My3HUKOAOTHje, BU3AHTOAOTHje, HCTOpPHje YMETHOCTH, IIPKBeHe HCTOpHje U
6orocaoBma. Bro je perjensenT u npupehuBay HI3a My3HKOAOIIKUX MOHOTpaduja 1
300pHHKA PaAOBa C HAIJMOHAAHUX U Mel)yHapOAHHX HAYYHHX CKYIIOBA.

YdecTBOBaO je Ha MHOroOpojHuUM AoMahuM u MelyHapOAHMM My3HKOAOIIKHMM
Y BU3AHTOAOIIKMM KOHIPECHMA, HAyYHUM CKYNOBHMa U ceMuHapuma y Oxcdopay,
Caanbypry, I'pany, I'potadeparn, Bparucaasu, bykypemry, Coduju, Benenujy,
Oxpuay, Bupromhy, Mapxro6epaopdy, Xanosepy, Typky, Mocksu, Kujesy.

ITuxayce mmpepaBara U CEMUHApe O PA3AMYHTHM BHAOBHMA BU3AHTHjCKE U CTape
CAOBEHCKe, IIOCeOHO CpIICKe MY3HKe, OAPXKAO je Y MHOTHM I'PaAOBHMA HEKAAAIIEbe
Jyrocaasuje, na Kareppu 3a Mysukoaorujy Yausepsurera y /oy6sanu, y Hemaukoj,
Y My3HKOAOIIKUM MHCTUTYTUMA y Llupuxy u Konenxareny, Ha Mysuukoj akapeMuju
y Byaumnemry, Ha yuusepsurernma y Ilpuncrony u Bupyumnuju (CAA). Kao
npeactaBHuK CpIICKe TIPaBOCAAaBHE I[pPKBe, Y4eCTBOBAO je Ha MeljyHapopHHM
ceMmuHapuMa y Bykypemry, bepAnny, oap»kao MHOToOpojHa ITpepaBarba y IipKBaMa i
na yausepsuteruma y CAA (Yuxaro, Aubeprusua, MuaBokmu).

Herosamy mysmakor HacAeh)a kojum ce 6aBHO y OKBUPY HayYHOUCTPAKHUBAIKOT
paaa 6uo je mocsehen 1 Kao Xopcku AUpHreHT. AUpHroBao je ITaHueBadKIM CPIICKUM
LPKBeHUM IeBadkuM ApymTBoM (0p 1950. roaune), xopom Ilpsor 6eorpasckor
nesauxor Apymrsa (1969) u xopom Borocaosuje ,Csern Casa“ y Beorpaay. Buo
je aKTHBaH KA0 ACHCTEHT AMpHIeHTa Oeorpapackor AxapeMckor xopa ,bBpanko
Kpcmanosuh® (1951-1958), ¢ xojum je 6uo Ha TypHeju y Kunu (1957). Boano je
xop ,Beorpapacku mappuraauctu” (1961-1964).

ITo moBparky us Oxcpopaa 1967. ropune, ca 5xes»0M A2 03BYIH HOBOOTKPHBEHH
CBET CPICKe CPeAlOBEKOBHE I[PKBeHe MY3HKe, OKYIHMO je TIpYIy CTyAeHara
pasAmduTHX NpodHAla, K0joj je Yy HeGOPMAAHHMM OKyILbAmHMMA IPEHOCHO CBOja
HCKYCTBA O MCTPRKHMBABKMMA PaHe BU3AHTHjCKe My3HKe, O OCHOBaMa OOrocaoBma
u auTypruke. Vs Te rpyme yOp3o je M3pacTao >KEHCKH AaHCAMOA Ca COAMCTOM,
npotohakonom Baapom MukuheM, a KpajeM cepaMAECETHX TOAMHA M MEIIOBUTH
Cryanjcxu xop Mysukosomxkor uacturyra CAHY. ¥ p06a HemoBosHO 3a jaBHO
IpeACTaBbalbe I[PKBEHe, IOCeOHO MpaBOCAaBHe Mysuke, XOp je OA OCHHBamba
HEroBao CHenHMYAH pernepToap AUTYPTHjCKUX IecaMa PasAMYUTUX TPAAHIIHja.
VsBoheHr Cy ApeBHM ILJpKBEHH HAlleBM HA OCHOBY TPAHCKPHUIIMjA U3 TIPUKHX,
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CPICKUX M PYCKHX, AAU M AATHHCKUX CPEAHOBEKOBHUX MY3UYKHX PYKOIIMCA, KAO U
A€Aa PaHOT PYCKOT IJPKBEHOT BUIIeTAacja. MenoBUTH X0Op je H3BOAMO U perepToap
HOBHje CPIICKe, pycke U byrapcke xopcke rpkseHe mysuke XIX u XX Beka, ma u
IpHMepe TAArOAAIIKOT TIeBakha C AAAMATHHCKHX ocTpBa. Ha pemeproapy Xopa 6uaa
Cy ML AeAd CPIICKe CBeTOBHe My3uke. Mel)y BaskHHM cBeAOUaHCTBHMA O papy aHCaMbAa
0CTaAa Cy AparonieHa 3By4Ha uspama Ciiapo cpiicko iiojare. Tpanckpuiiyuje Heymckux
saiiuca og XV go XIX sexa (1971), Ciuiapa gyxosna mysuxa (1980), Cpiicko iojarse
(1998), ka0 u ABa TeAeBUBHjCKA CHUMKA.

Xop je HAaCTyIao Ha KOHIIEPTHMA, 4eCTO y OKBUPY MY3HKOAOIIKHIX KOHpepeHIHja
u pecTuBaAa, y rpapOBUMaA JyrocaaBuje U Ha eBPOIICKMM TYpPHejaMa, a AeBeAeCeTUX
FOAMHA MPOIIAOT BeKa Ha IIPKBEHHM CBEYAHOCTHMA M OOTOCAYKEHHMA ¥ 3eMbH U
y aujaciopu. Meby semmama y kojuma ce aHcamOA mpeacTaBro 6uae cy Exraecka,
Hewmauxka, MiTaanja, I'puka, [lIBajiapcka, Ppanrycka, Aycrpuja, Iloscka, XpsaTcka,
Ilpna Topa, MakepoHuja. TokoM mocaeptbe ABe AelieHH]e, IIOpes PEAOBHUX Ipoba,
Xop je, mpema Beh ycTameHOj TpaAHIMjH, TOBpeMEHO YIeCTBOBAO Y IPASHHYHUM
6orocayxemuma y borocaosuju ,Csern Capa“ u y Pyckoj npksu y Beorpaay, y
¢pymxoropckum MaHactupuma Beanka Pemera u beounn.

ITocebno Besan 3a xxuBoT MaHacTupa Beanka Pemera, Aumurpuje Crepanosuh
je € KpyTroM CapapHHKa IIOACTaKaO0 OOHOBY MaHACTHUpCKe IPKBe M OPTaHH30BaO
nocraBky usaoxbe Ciniapa cpiicka mysuxa u Ppywixoiopcku manaciuupu. C BeAUKOM
nocsehenomthy u papomhy, mpupearo je u o6jasro Cayncby Ilpecseitioj Boiopoguyu,
y uaciu u ciiomen 4ygoinsopne joj Hiome Beauxopemeiticke (2010), xojy je, mpema
XUMHOTPadCKOM TEKCTy XMAAHAAPCKOT jepoMoHaxa ona Xpusocroma (Croauha),
HOTOET KUYKOT eIIMCKOIIA, d [I0 TPAAHIIMOHAAHOM CPIICKOM II0jaby ,HCKPOjHO” U Y
HoTe crasuo Cerozap Muayposuh (+1985), BpcHu Hojal; 1 caTpyAHHK MaHACTUpPA
Beauxa Pemera.

Kao mpepaBau u npxsenu aupureHt, Ap Credanosuh je TokoM ABapeceT
TOAMHA Y4eCTBOBAO y paay Jyiociosercko-Hemauke xopcke Hegewe (1971-1991). Op
AeBepeceTrx ropnHa XX Beka, IlyHe ABe AeljeHHje AUPHIOBAO je Ha GOTOCAyXermhMa
U APXKQO TIpepaBara Ha AeTHUM AYXOBHHUM akapeMujaMa y CTypeHHIIU (OA 1992).
IIpBHX rOAMHA IPUIPEMAO je XOp MOAAZHHKA M TOKOM HH3a TOAMHA OHO PeAOBHU
IpeaaBay Ha BUIIE OA TPUAeCeT AeTHUX IIKOAA IIPKBEHOT nojama Kopreujy y cilomen
(1993-2018) y Cpemckum Kapaosuuma, Cenranapeju, Tonoan, Apanbeaosty, y
MaHacTupy Jomanuna, y Humy, Koropy, Aeciotosuy, ITarnuesy, Kparyjesiy.

Y MysukosomkoM unctutyTy CAHY 6MO je capapHHK ITyHe 4YeTpAeceT ABe
rOAMHE, IPONIABIIM KPO3 CBA 3Bakbha, OA ACHCTEHTA AO HAYYHOT CAaBETHHUKA, 2 TOKOM
ABe AelleHHje U AUPEKTOp ( 1979—2000). Topuse 1976. uzabpaH je 3a AOIHCHOL,
a 198S. 3a pepoBHOr uaana Cpricke akapeMuje Hayka M yMeTHOCTH, y Openermy
APYUITBEHUX HayKa. Y ABa MAHAATa je 00aBAA0 AYXKHOCT TeHEPAAHOI CeKperapa
CAHY (2007-2015). Cexperap Openerba APyIITBeHUX HayKa AKaseMuje 61O je 0a
2017. ropune. 3a AOIIMCHOT YAAHA JyroCAABEHCKe aKaAeMHje 3HAHOCTH U YMjeTHOCTH
y 3arpeby uzabpan je 1986. ropuse, a 3a porucHor ysaHa CAOBeHauke akapeMmuje
3HAHOCTH U YMETHOCTHU Yy /oyOnanu HapeaHe, 1987. ropuHe.

buo je craanu yaan-capapruk Marune cpricke y Hosom Capy op 1987. ropune,
¥ TO: 4aaH u cexperap (1991-2004) Oabopa Opemera 3a CLEHCKe yMETHOCTH U
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MY3HKY, YAaH ypeanumTsa 360pHuka uctor Opemema (1987-2012), uaan Msspuisor
u Yopasror opbopa (1991) u mormpeacearnx Marune cprcke (2004-2012).
Boauo je Mehyosesercku op6op CAHY 3a ucropujy cprcke mysuke. buo je qaan
u npeacepnuk (2009) Crpyunor casera Apxusa CAHY u waan CrpydHor casera
Apxusa CAHY y Cpemcxkum Kapaosruma. Bro je Ayroropumsy 4aaH ympaBHHX
opbopa Ernorpadckor mucruryra CAHY u Mysuxosomkor uncruryra CAHY.
YBex 3aMHTepecoBaH 3a aKTUBHOCTH M MHTepecoBama Maahux reneparnuja, mpyskao je
MOPAAHY MOAPIIKY, AAU H CBECPAHY AOTHCTHYKY IIOMON 32 OCTBAapere HU3a HOBHjHUX
HAyYHMX IIpOjeKara.

Hocuaary je Opaena Cseror Case I cremena Cpricke mpaBocAaBHe IJpKBe
(1990), opamKOBarba PycKOr M PpyMyHCKOT HaTpHjapXa, BUIIe IPaMara U IPU3Hamba
emapxujcKux apxujepeja, opaeHa Capesne Pemry6anke Hemauke Kpcili ca Aenttiomn 3a
3acayie, TOBOAOM aHT@XOBarba Ha JyiocA06eHCKO-Hemaukum xopckum Hegeoama (1991)
u 3aaTHe 3Hauke MysHuke oMAapuHE Jyrocaasuje.

3axBamyjyhu meroBoM orkpully, CBET CpeABOBEKOBHE MY3HKe, 3abeAexeH
nepoM cprckor pooMectuka kup Credana, HOCTao je MHCIMpanyja 33 HACTAaHAK HU3a
A€Aa HAIIMX KOMIIO3UTOPA ¥ APyroj moaoBunu XX Beka — Aymana Pasuha, Pyaosada
Bpyuuja, Jyrocaasa Bommaxa, /oybune Mapuh, Bacuanmja Moxkpamia, Pajka
Makcumosuha, MBana Jesruha. Ocobury BHA 3aXBAAHOCTH U IIOYACTH IIPOCHjaBa
u3 peaa xoja cy Aumurpujy Crepanosuhy u Cryanjckom xopy Mysukoaomkor
uncturyra CAHY nocserman Baactumup Ilepmunh (Kiio Boz seauj), Baapo
Muaomesuh (Xusangap) n Ayman Makcumosnh Aymaxc (Oue naw).

Tpeno3HaBIIM gocuiTiejescKi I Ty BeTOBOM XKHBOTY H paAy, 3aAyx61Ha , Aocurej
O6paposuh” popearaa My je Harpaay 3a >KMBOTHO peao (2018).

ITyHux moaa Beka, C jeAMHCTBEHHM eAaHOM U papomihy, Aumurpuje Credanosuh
6110 je mocBeheH MUCHjI My3HYKOT U AyXOBHOT pocBehuarma. Ha meroBuM xopckum
npobaMa U IpeAABalmKMa CTACABAO je BEAUKHM OpOj AMPUIeHaTa M My3HKOAOTa,
XOpCKMX IeBaya, I[PKBEHUX II0jallad, aAU U AYAU Pa3AMYUTHX, HE CaMO MY3HYKHX
CTpyKa. BaH mKOACKMX MHCTHUTYIHja U KaTeAapa, OO je HAIl YBasKeHH, OMUAEHH,
Bosenu Ilpodecop. ¥V yBex ymeyaTmHBHM CycpeTHMa, 3ajeAHHYKOM IIOjamy H
IIpUYaMa, Y3 ’era je, YMHH e, CBAKO Ha CBOj HaYMH IIPOHAAA3UO jeAUHCTBEH IIPOCTOP
3a ycaBpllaBam-e, 3a My3H4KO, KyATYPHO M AYXOBHO y3pacTame, koje je 3a IIpodecopa
6ma0 conditio sine qua non.

Ilpemunyo je y aybokoj crapocrtu, usHeHapa, y beorpaay, 1. asrycra 2020.
ropuse, Ha paH Csetor Aecriora Credana Aasapesrha. CaxparmeH je y IIOPOAHYHO]
TPOOHMIIM Ha CTapOM IIpaBOCAABHOM rpobmy y Ilamueny. ITopep mcTopmjckux
YHEEHHUIIA U U3BOPA APArolleHMX 32 Adsa CarA€AABama Hallle KYATYPHE U My3HYKe
HCTOpUje, Y aMaHeT HaM je OCTABHO MpeIju3He ITyTOKa3e — Ka oceharby 3axBaAHOCTH,
6AAropapHOCTH, PAAOCTH U becMpTHe /oy6aBH — KOja CBe IPEBACXOAML.

Hawawa Mapjanosuh
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KoHKypc 3a gogeny loagnwmwe Harpage ,CraHa Hypuh-KnajH” 3a
nsyseTaH AONPUHOC My3MKonoruju 3a 2020. roguHy

My3ukonolwwko apywtso Cpburje no3mBa cBoje UnaHoBe, akafileMCKe UHCTUTYLMje
N My3unuKa yapyxera ¢ Teputopuje Cpbuje pa of 1. jaHyapa go 30. jyHa 2021.
roguHe poctaBe obpasnoxeHe npepnore 3a loguwmy Harpagy ,CraHa hypuh-
KnajH" 3a n3y3eTaH gonpuHoc My3ukonornju. Harpaga ce gogerpyje 3a cBaky of
TpW KaTeropuje:

a) jepHom ayTopy wnau rpynu aytopa 3a OpurvHanaH JONPUHOC CPMCKO)
MYy3VKOMOIMj1: 3a My3MKONOLWKY MybnuKkauujy (ctyamjy unu MoHorpadujy)
o6jaB/beHy y LUTaMNaHoOM U / nnn enekTpoHckom Bray 2020. roanHe;

6) 3a yKynaH AyroroauLlby AOMPUHOC 0611acTh CPIICKe My3UKOSOTje;

B) 3a pe3ynTate M3 06nacT NpuMereHe My3uKonorvje (3awTuta cprcke
My3nuKke OalTvHe, MY3UKOJNIOWKN MPUIO3N KPUTUYKMM M3dartbMMa HOTHUX
M 3BYYHUX 3anuca, My3uKosowKa obpafa HOBOOTKPMBEHOr HOTHOr WU
TeKCTYyanHor pykKonuca v ocTane TeKCTyasiHe 3a0CTaBWTUHE...) NybnukoBaHe
2020. roanHe.

3a HOMUHOBatbe Npeasora 3a Harpafly y Kateropujama a v B, NoTpe6HO je aa
npepanaray JOCTaBy:

+ ObpasnoxeH Npeanor (HomvHauwjy) fy»KrHe MakcMmanHo ao 500 peuu, koju
YK/byuyje 1 KoMnneTHe 6rubnvorpadcke nofatke npemnoxeHor aena;

« ENeKTPOHCKM 1 WTaMnaHu NpumMepak NpeaioxXeHor aena.

3a HOMUWHOBare npefnora 3a Harpagy y Kateropuju 6, notpebHo je Aa
npegnaray 4OCTaBu:

- ObpaznoxeH npeanor (HoMUHaUWjy) Ay»K1MHe MakcumanHo o 1500 peuw;

« LlenokynHy 6ubnuorpadujy kaHangaTa.

Mpepnosun ce warby Ha 3BaHWYHY UMejn agpecy My3ukonolukor gpywtea Cpbuje
smusicologicalsociety@gmail.com, Kao 1 Ha nowTaHcKy agpecy: My3MKoOnowKo
apywTteo Cpbuje, Muwapcka 12-14, 11000 beorpag.
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