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Peu ypennuka
Editor's Note

7-@MG Tpugecetor 6poja yaconuca ,My3ukonoruja” jecte My3suuka kputuka y
Pycujn n Victouroj Esporm - Y 3Hak ceharba Ha Crjyapta Kem6esna (1949-2018).
Temy 6poja 30 otBapa cryauja Akeune CTjyapT 0 KDUTWYKO] peLenLmjy aena
Anexceja CTaH4mHbCKOT, TPArMYHO MPEMUHY/ION ABAHIAPAHOI PYCKOr KOMO31TOpa
¢ noyetka XX Beka. JenHa og nocneauua OkTo6apcke pesonyLimje 6una je
emurpaumja Besmkor 6poja pyckux ymetHuka Ha 3anag. Ceetnaqa 3sepesa npysxa
JKMBOMWCHY CJIMKY , pycKor [lpe3aeHa" n3 ABaneceTyx v TpuaeceTux roanHa
MPOLLIION BEKQ, U TO Y Ceput My3M4KOT, LIPKBEHOT U APYLLITBEHOI XMBOTA.
[potaronunctyu cosjetcke my3sukonoruje XX ctoneha, bopucy Acagjesy, paz je
nocseTno 6putaHcku Mysukosor Janvjen Engux. Yaconme Mysukonoruja
noctxymHo objassyje cryaujy Crjyapra Kem6ena, y kojoj cy o6paheHe napucke
roguHe Cepreja PaxmarbuHoBa. Y3 Taj pag, kao omax ap Kembeny, o6jasmwyjemo
HEroBy NepcoHasHy 6ubnnorpagujy. Temy 6poja ypenmna je Kao rocT-ypenHuK
4p ViBaHa Menuh, Buwia HayyHa capagHuua y Mysukonoukom nHctutyty CAHY,
anymHa Yavsepsuteta y Manyectepy.

7Fe main theme of the thirtieth issue of the journal Musicology is Music Criticism
in Russia and Eastern Europe - In memoriam Stuart Campbell (1949-2018). The
main theme of No. 30 opens with a study by Akvilé Stuart on the critical reception
of the work of Alexei Stanchinsky, a tragically and prematurely lost Russian
avant-garde composer from the early twentieth century. One of the consequences
of the October Revolution was the emigration of a large number of Russian artists
to the West. Svetlana Zvereva provides a vivid picture of "Russian Dresden” from
the 1920s and 1930s in the domains of musical, church and social life. British musi-
cologist Daniel Elphick writes about Boris Asafyev, an important protagonist of
Soviet musicology of the 20th century. The journal Musicology posthumously pub-
lishes one of Stuart Campbell's final papers which covers the Paris years of Sergei
Rachmaninoff. Along with this article, as a tribute to Dr Campbell, his personal bib-
liography is published. This main theme was guest-edited by Dr Ivana Medic,
Senior Research Associate at the Institute of Musicology of the Serbian Academy
of Sciences and Arts and an alumna of the University of Manchester.
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PEY YPEAHUKA

Toxom mocaepme perieHnje XX Beka CPIICKa MY3HKOAOTH)ja jeé CBOj AOTAAQAIIBH
pelieproap HCTPAKHBAUKMX TeMa, YIpaBbeH, HajBehuMm AeAoM, Ha aHAAH3Y
KoMIIo3uIrja AoMahnX M MHOCTPAHHX ayTOpa, II0YeAd A2 OTBApa U IIPeMa APYTHUM
TeMarckuM obaactuma. Op Tora BpeMeHa HaOBaMO II0jaBUO Ce 3HA4ajaH Opoj Kibira
U CTyAMja U3 HcTopHje auTeparype o Mysuru XIX u XX sexa. Hacomuc Mysukoroiuja
je y4ecTBOBao y TOj IpOMeHH 00jaBAUBAIbeM HH32 PAAOBA M3 MCTOPHUje MY3HUKe
KPHTHKE, eCejICTHKe, IEPHOAUKE K HCTOpHOTpaduje.

Tema Tpupeceror 6poja jecte Mysuuxa kputtiuxa y Pycuju u Hciiounoj Eepoiiu — Y
snak ceharsa na Cinjyapitia Kembeaa (1949-2018). Temy 6poja, koja je mpoucrexaa u3
jeAHOAHeBHe KOHepeHIHje oApykaHe cenrreMOpa 2019. Ha YuuBepsurery y Aapamy,
Beauxa Bpuranuja, ypeanaa je xao rocryjyha ypeanuma ap Vsana Meauh, Bumra
HayuHa capapHuna y MysuxoasomxoM uHctutyry CAHY u aaymHa YHuBepsutera
y Manuecrepy. IbeHo anraxxoBame 0 2012. A0 AQHAC Y CBOjCTBY KOOPAMHATOPKE
Cryaujcke rpyrie 3a pycKky H HCTOYHO@BPOIICKY My3HKy IIpu bpuTanckoj acornujanuju
3a CAABHCTMYKE M HMCTOYHOEBPOIICKE CTYAHUje (REEM-BASEES)1 AOBEAO je A0
IIAOAOTBOpHe capastbe usMely Te cryaujcke rpyme u My3HKOAOMIKOr HHCTHTYTa
CAHY. Mehy pocasaisum 3ajeAHHIKAM IIPOjeKTHMA TPeOa U3ABOJUTH OPraHU3ALIH)y
ABe Beanke Mel)yHapoaHe xoH(epennuje y CpIicKoj akapeMujH HayKa 1 YMETHOCTH
— H3san fiogeAe Ha UCTHLOK U 3aTiag: TIOHOBHO HPOMULLLAtE HPUBAAHHUX CUAG OALKAHCKE
mysuxe (2013) u Mysuuko nacaehe gpiasoi coyujarusma: iipeuciiuiiugaroe Hapainuea
o fiocaepaiunoj Espoiiu (2015), xao u ABa Opoja gacormca MysukoAoiuja duje cy Teme
Takole Impoucrexae U3 jeAHOAHEBHHX KOHepeHIuja cryaujcke rpyme REEM-BA-
SEES: Mysuxa u umiiepuja (6p. 20,1/2016) u Mysuxa u xkpusa (6p. 21,11/2016); o6e
TeMe ypearaa je ap VBarna Meauh.

Toanmma xoupepennuja REEM-BASEES 6uaa je opranmsoBaHa y 4acT Ap
Crjyapra KembeAa, eMHHEHTHOTr MIKOTCKOT MY3HKOAOTQ, OPTy,allla U AUPHUIEHTA.
Kembea je cTyarpao pycku jesuk U MysuKy Ha YHuBep3uteTy y EAunbypry u sarum
0AOpaHKO AOKTOpar Ha YHuBepsureTy y Iaasrosy. ITope Tora, cTekao je aumaome
Kpamescxor oprymcxor koaerra u Kpamesckor koaerra 3a Mysuky. Ilpopecop Kembea
OHO je TIPBH, a AOCKOPA U jeAMHH IIKOTCKHM MY3HKOAOT KOjU Ce CIIELHjaAH30Ba0 3a
pycky mysuxky. IIpepaBao je HCTOpH)y My3HKe, OPIyse U OMO YMETHHIKH AHPEKTOP

1 http://basees.org/study-group-for-russian-and-eastern-european-music-reem
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Mysuuke kameae YHusepsureTa y IaasroBy op 197S5. po 2000. ropune. Kao
YHUBEP3UTETCKHM OpPIymalll, TIOPeA CBOJHX PEAOBHHX 3aAykema, npupehusao je
U COAMCTHYKE PecuTase — Ha mpumep, 1986. ropnHe je oapao HU3 KOHIlepaTa Ha
KOjHMa je M3BeO KOMIIAGTHA Oprymcka Aeaa JoxaHa Cebactujama Baxa Toxom 14
Hepena. V3 ieroBe Kaace M3aNIA0 je BEAHKH OPOj IPOdeCHOHAAHKX Oprynalla.

(1949-2018)

T,

CrjyapT Kemben

Toaune 2000. Crjyapr Kembea ce mOByKao ca CBOT CTAaAHOT PapHOT MecTa Ha
Yuusepsurery y [Aa3rosy, Kako 61 ce IOCBETHO HCTPAKHUBAYKOM papsy. Mehyrum,
HACTaBMO je AA PaAM Ha YHMBEpP3UTETY KaO XOHOPAaPHH BUIIM HAYYHM CAPAAHHK 32
00AACT HCTOYHOEBPOIICKHUX M IIeHTPAAHOEBPOIICKHX CTYARja Y AellapT™MaHy 3a My3UKY
M K20 HACTaBHMK PasHMX KypceBa (moce6HO oHux mocseheHumx pyckoj Mysuim)
npu LleHTpy 3a obpasoBame oppacaux. ITopep Tora, 610 je OMHAEHH AUPHIEHT
YHHBeP3UTETCKOT XOPCKOT APYINTBA M IIACHOHMPAHH HPOMOTEp IIPaBOCAABHE
AyxoBHe Mysuke. Ca CBOjOM CYIpPYroM, pyCKOM My3HKOAOMKHIOM CBeTAaHOM
3BepeBoM, 0cHOBAO je xop Pycka xameaa y IAasrosy, ca mumeM A2 PycKy XOpCKy
My3HKY IPUOAMDKH ITO BeheM Kpyry cAylmasaria. JEAHO OA HajyCIIEIIHHjHX H3AAEbA
OBOT XOpa OHO je KOMITAKT-AUCK Ca CHUMKOM Pexsujema 3a iary 6pahy AsexcaHpapa
Kacranckor. Xop je HacTymao y MHOTHM ABopaHama mupom IllkoTcke u pepoBHO
y4ecTBOBAO Ha cAy6ama y Pyckoj mpaBocaasHoj ipksu y Iaasrosy. Crjyapt Kembea
je 2016. ropvHe IPUMHUO HPH3HAE OA PYCKOT aMbacapopa 3a CBOj AYTOTOAUIIEH
AOIIPHHOC jayamsy KyATYpHUEX Be3a usMely Illkorcke u Pycuje.

Eberosa o6umHa 616Arorpaduja obyxsara ypehuparme 1 mpeBoa, CBUX TEKCTOBA
Yy ABOTOMHOj aHTOAOTHju pycke Mysmike kputuke (Russians on Russian Mu-
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sic, 1830-1880, Cambridge University Press, 1994; Russians On Russian Music,
1880-1917, Cambridge University Press, 2003), xao u Behn 6poj Texcrosa o
pyckoj Mysuuu y ennukaonepujama New Grove Dictionary of Music and Musicians,
Die Musik in Geschichte und Gegenwart u Ap. Buo je 4aan ypehusauxor op6opa
KOjH je IIPUIIPeMHUO 3a IITaMITy HOBO, KPUTHYKO H3Aambe [eAOKyIHuX pAeaa Cepreja
Paxmamunosa. Takohe, 06jaBHO je IIPBH €HIAECKH IIPEBOA KPUTHYKHMX HAIIHCA O
mysunu Ilerpa Mnda Yajkosckor.

Ha xon¢epenimju opranuzobanoj Kembey y yact, mpeseHTOBaHU Cy papOBH
BE3aHH 3a UCTPAXXUBAUKe 0OAACTH KOje Cy OHAe ¥ GOKYCy HeroBor HHTepecoBama:
Mysudka kpuTuka y Pycuju u Mcrounoj Eppomny, AUTYprujcka My3HKa MCTOYHUX
IPaBOCAABHUX IIpKaBa, pPycka M MCTOYHOEBPOIICKA My3HMYKa AMjacriopa, Kao
U npumemeHa Mysuka. OpabpaHum papoBU ca OBe KOH{epeHIHje 3HAYajHO Cy
NPOILIMPEHH, PELleH3HPAHH, AOIYHEHH OArOBAapajyhuM KpHTHYKMM amaparoM H
pelieH3MpaHH, Te Ha Kpajy npuxsaheHu 3a 06jaBiKBame Y OBOM U HAPEAHOM OpOjy
vaconuca Mysukoioiuja.

Temy 6poja 30 orBapa cTyamja Mysukosomkume Aksrae CTjyapT 0 KPUTHYKO]
penermmju peaa Anexceja Cranummcekor (Aaexceit Baagumuposnd CraHIMHCKUIA,
1888-1914), Tparu4HO MPEMHUHYAOT aBAHTAPAHOT PYCKOT KOMIIO3UTOPA C [OYeTKa
XX Beka, unje Cy MHOBaTHBHE KOMIIO3HIIHje H3a3UBAAE MTOAEHEHA MUIINERA Mehy
KPUTHYAPHMA, YIIPKOC TOMe IITO CYy Ce CAATaAH y oljeHH CTaHYMECKOT Kao H3y3eTHO
TAACHTOBAHOT KOMIIO3HTOpA. JeaHa op mocaepuna Oxrobapcke peBoAynmje Omaa
je emurparmja BeAMKor 6poja pyckux ymerHmka Ha 3amap. CBeraana 3Bepesa,
PycKa MySHKOAOUIKME-A aKTUBHA ¥ Beauxoj bpuranuju, npyxa >XMBOIMCHY CAUKY
»PycKor ApespeHa“ M3 ABAaAECETHX M TPHUAECETHX IOAMHA IIPOLIAOT BeKa, U TO Y
chepu My3HUKOT, L[PKBEHOT U APYIITBeHOr >XuBOTa. IIpoTaroHumcru cosjeTcke
mysukosoruje XX croaeha, ayropy uysene kmwure Mysuuka $opma kao dpoyec,
Bopucy Acadjey, paa je mocserro Opurancku Mysuxosor Aannjea Eapuk. Jacomuce
Mysuxoaoiuja mocrxymuo o6jaBayje cryaujy Crjyapra Kembeaa, y kojoj cy obpahene
mapucke ropute Cepreja PaxmamunoBa. ¥3 Taj pap, kao omax npodecopy Kembeay,
06jaBAyjeMo BeroBy epcoHaAHy 6ubanorpadujy.

Tpu cryauje y pyOpurniu ,Varia“ oACAHKaBajy IIMPOK AMjaIla30H TeMa H 00AACTH
Koje Heryje wacomuc Mysukoroiuja. TemesHa, muonupcka cryauja Vsane Becuh
ob6pal)yje AOIIPHHOC jyTOCAOBEHCKHX COKOACKHX OpraHu3anuja Mel)yparHoj My3HuKoj
kyarypu. MBan Myau HCIHTyje NOAOXAj MeTOpHUIle KOMIIO3MUTOpA-eMHIpPaHaTa
— Opanna Pajzenmrajua, Mahamra ITlaj6epa, Erona Beaeca, Po6epra Tepxappa u
Anpxeja ITanypuuka — y Beankoj Bpuranuju 3a Bpeme u mocae Apyror cBeTckor
para, 1 OTBapa IMTake AA AU Ce OAHOC IIpeMa eMHMrpaHTHMa npomenuo. Hajsap,
cryauja JacHe JosuheBuh oxpeHyTa je cdepH MOMyAQPHHUX MY3HYKHX XKAHPOBA.
AyTopka npobaeMaru3yje pOAHY MEPCIEeKTHBY HHCTPYMEHTAAHHX H3BODhadMI 11e3
My3uKe y jyroucTousoj Espomnu.



Py6puxa ,Hayuna kpuTHKa 1 ITOAEMHKA” CAAPIKH IecT TeKkcToBa. [IpuKasase cy u
olereHe HayYHe MOHOTpaduje U TeMAaTCKHU 300pHHIM papoBa Mel)yHapopHOT 3Hauaja,
Pe3yATaTH Hay4YHOT papd CPICKUX M HHOCTPAHMX MY3HMKOAOIa, €THOMY3UKOAOTA
U CTPY4HhaKa U3 FPAHMYHUX AHCLUIAMHA. Y TOj PyOpHUI AOHOCHMO M KPUTHUYKH
IIPUKa3 AMCKorpaduje cpIicke yMeTHIYKe My3uke ¥ 2020. roauHm.

VIcupHuM, HAAAXHYTUM HeKPOAOroM us3 mepa npod. Muaane Crojapusosuh-
Muauh, yacormc MysuxoAoiuja ce ¢ BEAMKOM TYTOM OIIPAIITA OA IPEPAHO IPEMUHYAL
xomnosuTopke Hcupope JKebeman, npopecopke Paxyarera MysHuKe YMETHOCTH
y bBeorpaay, peaosre uaammme Cprcke akapeMuje Hayka u ymeTHocTH. Ibema
OPHUI'MHAAHA, )KUBOTBOPHA YMETHOCT Y4YMHHMAA j€ Ad CPIICKA My3HKa AOOHje MecTo Ha
CBETCKOj MaIli KaKBO HHMj€ NMAAQ.

Y ume ypepnniie Teme 6poja, TAGBHOT i OATOBOPHOT YPeAHHKA, KA0 U YAAHOBA
peaaxnmje yacomuca Mysukoaoiuja, uspaxasamo 3axsaaHocT CpeTaanu 3Bepesoj,
KOja je mpumpemuaa cryanjy u 6ubanorpadujy Crjyapra Kembeaa 3a o6jaBsusarse,
3aruM cBuM koopaunaropuma Cryaujcke rpyne REEM-BASEES, a moce6Ho npog.
ap Harpuky 3yxy (Patrick Zuk), xoju je 6uo ununmjarop u poomahun xoudepermuje
opraHusoBaHe Ha YHuBepsuTeTy y Aapamy. Taxobe, saxBamyjeMo perjeHseHTHMA
Ha IIPeAAHOM UHTAly PapOBa IPEAATHX 32 00jaBmHBaEe Y OBOM Opojy yacommca
Mysuxoaoiuja 1 Ha UCLIPITHMM KOMEHTapUMa.

Y Beorpaay, 1. jyna 2021. ropune
WBana Meauh, ypearnna Teme 6poja
Aaekcanpap Bacuh, raaBHI 1 OATOBOPHHM YPeAHHK



EDI1TOR’S FOREWORD

During the last decade of the 20th century, Serbian musicology began to broaden its
repertoire of research topics — previously focused, for the most part, on the analysis
of works by Serbian and foreign composers — to other thematic areas as well. Ever
since, a significant number of books and studies on the history of literature on music
of the 19th and 20th centuries have appeared. The journal Musicology played an ac-
tive role in that shift of research focus by publishing a series of papers on the history
of music criticism, essays, periodicals and historiography.

The main theme of the thirtieth issue of the journal Musicology is Music Criti-
cism in Russia and Eastern Europe — In memoriam Stuart Campbell (1949-2018). This
main theme, which originated from a one-day conference held in September 2019
at the University of Durham, United Kingdom, was guest-edited by Dr Ivana Medi¢,
Senior Research Associate at the Institute of Musicology of the Serbian Academy of
Sciences and Arts and an alumna of the University of Manchester. Her engagement
from 2012 until today as a convener of the Study Group for Russian and East Eu-
ropean Music with the British Association for Slavic and Eastern European Studies
(REEM-BASEES)' has led to a fruitful cooperation between this study group and
the Institute of Musicology SASA. Previous joint projects include organization of
two major international conferences at the Serbian Academy of Sciences and Arts,
Beyond the East-West Divide: Rethinking Balkan Music’s Poles of Attraction (2013) and
Musical Legacies of State Socialism: Revisiting Narratives about Post-World War II Eu-
rope (2015), as well as two issues of the journal Musicology whose main themes also
originated from the REEM-BASEES study days: Music and Empire (No. 20,1/2016)
and Music and Crisis (No. 21, 11/2016); both themes were edited by Ivana Medi¢.

The 2019 REEM-BASEES conference was organised in honour of Dr Stuart
Campbell, an eminent Scottish musicologist, organist and conductor. He studied
Russian and Music at the University of Edinburgh and gained his PhD at the Univer-
sity of Glasgow. He held the diplomas of Fellow of the Royal College of Organists
and Associate of the Royal College of Music. Professor Campbell was the first, and

1 http://basees.org/study-group-for-russian-and-eastern-european-music-reem
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until recently the only Scottish musicologist who specialised in Russian music. He
worked as Lecturer in Music, University Organist and Director of Chapel Music in
the University of Glasgow from 1975 to 2000. As University Organist, aside from his
regular duties, he gave solo recitals — one memorable series took place in 1986 when
he performed the entire oeuvre of Bach’s organ works over a period of 14 weeks. He
taught organ to many students who have gone on to become professional organists.

Stuart Campbell (1 949—201 8)

P,

In 2000 Stuart Campbell retired from his permanent posts at the University of
Glasgow to focus on his research interests. His association with the University con-
tinued as Honorary Senior Research Fellow in both Central and Eastern European
Studies and the Music Department. As Subject Specialist in Music and lecturer in
Adult and Continuing Education, he delivered courses on various aspects of Russian
music. Furthermore, he was a popular conductor of the University Choral Society
and a lifelong passionate promoter of Orthodox sacred music. Stuart Campbell and
his wife, the Russian musicologist Svetlana Zvereva, founded the choir Russkaya
Cappella in Glasgow with the aim of bringing both Russian choral music and their
research to the attention of a wider audience. A major success has been their perfor-
mance and CD recording of Alexander Kastalsky’s Requiem for Fallen Brothers. The
choir has performed in many venues in Scotland and for services of the Russian Or-
thodox Church in Glasgow. For his contribution to cultural ties between Scotland
and Russia, Stuart Campbell received the Russian Ambassador’s Letter of Recogni-
tion in 2016.
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He compiled, translated and annotated two volumes of an anthology of Rus-
sian music criticism (Russians on Russian Music, 18301880, Cambridge University
Press, 1994; Russians On Russian Music, 1880-1917, Cambridge University Press,
2003) and contributed entries on Russian topics to the New Grove Dictionary of Mu-
sic and Musicians, second edition, and on Russian and Scottish topics to Die Musik
in Geschichte und Gegenwart. He was a member of Editorial Board of the Critical
Edition of the Complete Works of Sergei Rachmaninoff. He also published the first
English translation of Pyotr Ilyich Tchaikovsky's critical writings on music.

At the REEM-BASEES study day organized in his honour, scholars from the
United Kingdom, Russia, Serbia, Lithuania and Kuwait read papers covering re-
search areas related to Campbell's interest: music criticism in Russia and Eastern Eu-
rope, liturgical music of Eastern Orthodox churches, Russian and Eastern European
music diaspora, as well as applied music. Selected papers from this conference were
significantly expanded, revised, supplemented with appropriate critical apparatus
and peer-reviewed, and finally accepted for publication in the present and the next
issue of the journal Musicology.

The main theme of No. 30 opens with a study by Lithuanian-British musicologist
Akvilé Stuart on the critical reception of the work of Alexei Stanchinsky (Aaexceit
Baapnmuposuy Cramaunckuit, 1888-1914), a tragically and prematurely lost Rus-
sian avant-garde composer from the early twentieth century, whose innovative
compositions divided the critics, although they unanimously praised Stanchinsky’s
talent. One of the consequences of the October Revolution was the emigration of
a large number of Russian artists to the West. Svetlana Zvereva, a Russian musicol-
ogist active in the United Kingdom, provides a vivid picture of “Russian Dresden”
from the 1920s and 1930s in the domains of musical, church and social life. British
musicologist Daniel Elphick writes about Boris Asafyev, an important protagonist
of Soviet musicology of the 20th century and the author of the famous book Musi-
cal Form as a Process. The journal Musicology posthumously publishes one of Stuart
Campbell’s final papers which covers the Paris years of Sergei Rachmaninoff. Along
with this article, as a tribute to Dr Campbell, his personal bibliography is published.

The three studies in the “Varia” section reflect a wide range of topics and research
areas promoted by the journal Musicology. Ivana Vesic¢’s thorough, pioneering study
deals with the contribution of the Yugoslav Sokol (Falconry) organisations to the
interwar music culture. Ivan Moody examines the position of five emigrant compos-
ers — Franz Reizenstein, Matyds Seiber, Egon Wellesz, Roberto Gerhard and Andrzej
Panufnik - in Great Britain during and after World War II, and raises the question
of whether the attitudes towards emigrants have changed. Finally, Jasna Jovicevi¢’s
study is focused on the realm of popular music genres. The author problematizes the
gender perspective of instrumental jazz performers in Southeast Europe.



The section “Scientific Reviews and Polemics” contains six texts. Scientific
monographs and themed collections of articles of international importance, results
of scientific work of both Serbian and foreign musicologists, ethnomusicologists and
experts from related disciplines are presented and evaluated. This section also con-
tains a critical review of the discography of Serbian art music in 2020.

With great sadness, the editorial board of the journal Musicology bids farewell
to the prematurely deceased composer Isidora Zebeljan, Professor at the Faculty of
Music in Belgrade and Fellow of the Serbian Academy of Sciences and Arts, with
an inspired, comprehesive obituary written by a fellow composer, Professor Mila-
na Stojadinovi¢-Mili¢. Zebeljan’s original, vivid works have secured Serbian music a
place on the world map that it previously did not have.

On behalf of the guest editor of the main theme, the Editor-in-chief, as well as
members of the editorial board of the journal Musicology, we express our gratitude
to Svetlana Zvereva for preparing Stuart Campbell’s article and bibliography for pub-
lication, and to conveners of the REEM-BASEES Study Group, especially to Prof.
Dr Patrick Zuk, who was the initiator and host of the conference organized at the
University of Durham. We also thank our peer-reviewers for their thorough reading
of the articles submitted to this issue of the journal Musicology and for their in-depth
comments.

In Belgrade, 1 June 2021
Ivana Medié, Guest Editor,
Aleksandar Vasi¢, Editor-in-Chief
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ABSTRACT

This article examines the critical reception of the Russian composer Alexei
Stanchinsky (1888-1914). It focuses on the critical reviews published in Rus-
sian newspapers and musical periodicals during Stanchinsky’s lifetime. Its find-
ings are a result of original archival research conducted in Moscow in 2019. This
study shows that Stanchinsky’s work received a more mixed reception during
his lifetime than previously claimed. As such, it provides a more nuanced insight
into Stanchinsky’s reception, as well as the views and prejudices of early 20th
century Russian music critics.
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AIICTPAKT

Y 0BOM YAaHKY Ce MHCIUTYyje KPMTHYKA pellelluja PyCKOT KOMIIO3UTOpa
Anekceja Baagumuposuua Cranuumckor (1888-1914). Y cpeaumTy makme cy
KPUTHYKH IPUKA3U 00jaBAEHH Y PYCKOj IITAMIIM M MY3UYKOj IEPUOAMIIA TOKOM
KOMITO3UTOPOBOT >kuBOTa. OBAE IPE3EHTHUPAHH YBUAM IIPEACTABAAjy PE3yATAT
apXUBCKOT papa crposepeHor Y Mocksu 2019. ropune. Cryauja moxasyje aa je
omyc CTaHYHICKOT TOKOM HeTOBOT JKMBOTA AOXKHUBeO perenuujy y Behoj mepu
HOAEAEHY Hero IITO Ce TO PaHHMje TBPAUAO. Y TOM CMHECAY, OBaj paa

AOHOCH HHjaHCHUDaHHUjU YBHA Yy penennujy CTaHUMICKOT, KaO U Y IIOTAGAE H
IpeApacyAe PyCKHX My3UUYKHX KPHUTHYapa Ha mo4eTKy XX Beka.

Kay4HE PEYM: Asexcej CTaHUMEISCKH, KPUTHKA, pelieniyja, napcka Pycuja, AymepHa
6oaecr.

Russian composer and critic Leonid Sabaneev began his reminiscences about
pianist-composer Alexei Stanchinsky (1888-1914) writing: “Nobody now knows
almost anything about the composer A. Stanchinsky. And meanwhile there were
years when great hopes were pinned on him, even the word ‘genius’ was repeated-
ly pronounced [...] in his direction” (Sabaneev 2004: 62). While the name Alexei
Stanchinsky remains obscure today, even among the most expert audiences, in the
1920s Stanchinsky was said to have been a highly celebrated composer during his
lifetime. According to Sabaneev, Stanchinsky’s musical career was “extraordinarily
brilliant, and early success and even the beginning of fame were during his lifetime”
(Sabaneyeff 1927: 191). Sabaneev’s memoirs paint a vivid image of Stanchinsky’s
dazzling career and fame, while at the same time accentuating Stanchinsky’s mental
illness. Subsequent musicological literature eagerly picked up Sabaneev’s claims. All
succeeding writings on Stanchinsky portray him as a mentally ill composer, while
further reporting on the brilliance of his short-lived career. For example, Mon-
tagu-Nathan wrote in 1953 that “beneath [Stanchinsky’s] psychological disequi-
librium there lay a quite outstanding creative talent” (Montagu-Nathan 1953: 23).
Current Grove Music Online article about Stanchinsky describes him as an “incurable
sufferer of [ ... ] schizophrenia [ ... who] became the rising star of Moscow musical
circles and manuscript copies of his works were circulated by admirers” (Powell and
Hepburn 2016). These claims are rooted in truth, but they are also exaggerated and
oversimplified.

This article is the first to examine the critical reviews of Stanchinsky’s music pub-
lished within the composer’s lifetime. It demonstrates that the focus on Stanchin-
sky’s mental illness, as well as all claims about Stanchinsky’s reportedly successful
career stem from the same source. Sabaneev’s portrayal of Stanchinsky as a sick ge-
nius has shaped how the composer is perceived to the present day. However, primary
sources examined in this article tell a more nuanced story about Stanchinsky’s con-
temporaneous reception.
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At the forefront of this study are the views and opinions of music critics. As such,
this work is positioned to reverse the usual historical narrative: instead of examining
the views of the creator, it follows the perspectives of the receiver. This approach is
consistent with the emerging field of music criticism studies.” The reviews exam-
ined in this chapter are subjective, and in some cases, demonstrably biased. They
are representative only of the views of the critics who wrote them, and cannot be
said to represent the Russian public. Nonetheless, these reviews supply a histori-
cal record of contemporaneous events, and give an insight into the musical views
and opinions of specific critics. Dingle writes in the introduction to The Cambridge
History of Music Criticism that “Far from a fatal flaw, its generally unguarded lack of
consideration is often the prime value of music criticism” (Dingle 2019: 3). Personal
relationships, prejudices and favouritisms are prominent in the reviews of Stanchin-
sky’s music. According to Emily Frey, music criticism in Imperial Russia is notorious
for its “passionate polemics, its philosophical debates and its well-matched rivalries”
(Frey 2019: 228). It is these intricacies and biases that make the reviews of Stanchin-
sky’s music particularly fascinating and noteworthy. Additionally, critical reviews are
a fruitful source of information for style analysis. According to LaRue, “some of the
best clues to original accomplishments in any period can be found by studying the
works or procedures to which critics and theorists object” (LaRue 1970: 200). As
such, with enough temporal perspective, all reviews of musical works become valu-
able historical sources.

ALEXEI STANCHINSKY (1888-1914)

Alexei Stanchinsky was a Russian pianist-composer whose short life has been
largely forgotten. Despite only composing for ten years, Stanchinsky left over thirty
works for piano, alongside a small number of chamber compositions. While a stu-
dent at the Moscow Conservatoire, he studied composition with Nikolai Zhiliaev
and Sergei Taneev. Stanchinsky suffered from dementia praecox, an early term for
schizophrenia, and due to his illness was hospitalised for a year in 1910. After his
release from the asylum, Stanchinsky resumed composition. His first opus was pub-
lished in 1913, and by 1914 Stanchinsky had recovered enough to perform publicly
again. However, on the night of 22 September 1914 (O.S.), Stanchinsky walked out
in protest after an argument with his mother. The next day, local peasants found his
dead body on the banks of the local river (Perlova n. d.: 39). Obituaries in the press
speculated about a possible suicide.

Stanchinsky’s music was, in many ways, ahead of its time. The rapid evolution of
his compositional style in 1904-1914 demonstrates a composer actively in search of
his individual voice, and his compositions are an eclectic collection. Stanchinsky’s

2 For a more in-depth discussion on the history of music criticism, see the Introduction to The
Cambridge History of Music Criticism (Dingle 2019).
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early style is rooted in late Romanticism but his final works foreshadow the atonal
workings of Schoenberg and the neo-classical leanings of Stravinsky. Stanchinsky’s
earliest tendencies, which rely on lyrical melodic lines and chordal accompani-
ments, are soon replaced by largely textural considerations. Stanchinsky’s harmonies
juxtapose diatonicism and chromaticism. His rhythms are either highly complex or
entirely static and by the end of his life, his textures become mostly contrapuntal. He
treated the polyphony and strict forms of his compositions with flexibility and com-
posed entire works from a single theme or idea. Stanchinsky reconciled numerous
musical influences, including folk idioms and his classical training, to create a style
that is unique and unmistakable.’ Today, Stanchinsky remains a name that most peo-
ple will be unfamiliar with, though a number of CDs of his music have been released
over the last 30 years in Russia and abroad.

THE TWELVE SKETCHES

Alexei Stanchinsky first introduced his works to the public in 1913 with the pub-
lication of his Twelve Sketches. Only nos. 1-4 were published at that time. It is unclear
why the set was split for the publication, and it is not certain whether the following
two fascicles (nos. 5-8 in 1915; and nos. 9-12 in 1917) were accepted for publica-
tion at the same time. The publication was largely made possible by Stanchinsky’s
unusual personal circumstances. Following the death of his father in 1910, and his
hospitalisation in 1910-1911, Stanchinsky’s financial situation was desperate and
jeopardised his compositional training. Due to lack of funds, Stanchinsky had to re-
linquish his studies at the Moscow Conservatoire and return to his family’s estate
in the countryside. This made it possible for Stanchinsky to publish his composi-
tions, as the rules of the Moscow Conservatoire forbade students from doing this
(Grechaninov 1952: 31). Stanchinsky’s coeval Anatoly Aleksandrov, who remained
a student at the Moscow Conservatoire, for example, did not have his composi-
tions published until 1916. Due to Stanchinsky’s financial hardship, the decision to
publish at this time may have also been financially motivated. While it is unlikely
that Stanchinsky profited directly from the sales of his music (in 1913, his Sketches
were being sold for 25 kopecks a copy), it is probable that he received a fee from the
publishing house (S. Prokofiev 1913: 602). It is not known how much Jurgenson
publishers would have paid Stanchinsky in 1913, but upon signing a contract with
Sergey Prokofievin 1911, Jurgenson offered him 100 roubles for his first sonata and
twelve of the early pieces (Nice 2003: 75).

Stanchinsky’s decision to publish the Twelve Sketches as his first opus was a bold
and daring choice. The miniatures were immediately mocked by critics, who felt that

3 Research on Stanchinsky’s compositional style is decidedly limited. The few sources are: Larry
Sitsky’s Music of the Repressed Russian Avant-Garde, 1900-1929 (1994); Jonathan Powell’s After
Scriabin: Six Composers and the Development of Russian Music (1999, unpublished PhD thesis); and
Akvile Smotavictiate's Alexei Stanchinsky (1888-1914): The Origins of Style (2018, unpublished MA
thesis).
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the genre lacked substance. There was some mainstream contemporary precedent
for composers to publish a large-scale work as their first opus: Prokofiev’s was a pia-
no sonata (1911), while Rachmaninov’s was a piano concerto (first version, 1891).
On the other hand, not all Russian composers began their careers with a substan-
tial composition: Scriabin’s first opus is a four-page waltz (composed in 1886), and
Medtner debuted with Eight Mood Pictures (1903). Stanchinsky’s Twelve Sketches
were chosen for publication specifically because they were one of his most unique
and mature compositions. In the letter of 17 May 1912, Zhiliaev wrote to Stanchin-
sky that the Sketches “seem excellent to me... they are quite unique, serious and sig-
nificant, complete, in a word, excellent in all respects (form, style, melody, harmony,
rhythm. [ ... ] your ‘exercises’ seem to me to be true works of art — the most unique
of all that you have written” (Zhiliaev 1912). By the time the Sketches were published
under their new title in 1913, Stanchinsky already had three piano sonatas in his
portfolio. As such, it is likely that Stanchinsky’s decision to debut with the Sketches
was influenced by Zhiliaev’s high opinion of the works.

In response to the publication, reviews by Sergey Prokofiev, N. M. and Leonid
Sabaneev were published in Moscow’s and St Petersburg’s periodicals and music
magazines.* Prokofiev did not appreciate the momentary nature of the Sketches and
mocked the genre in Muzyka on 21 September 1913:

A good name, “Sketch”! It will always be able to cover up any shortcomings of the
work. For example: the listener finds that the piece is broken, unfinished, - “but this
is a sketch,” — the author replies. There is no substance in the work, no completeness,
— “yes, but it’s a sketch” — the author objects again. That is why it’s a pity when the
author makes his debut with sketches. Looking at them, you don’t know if he wrote
these sketches as a practice for a more solid opus, or if he always writes this way (S.
Prokofiev 1913: 602).

We know from Prokofiev’s diaries that his reviews were often motivated by per-
sonal and professional rivalry. In 1913, Prokofiev wrote two highly negative reviews
about his peers (Stanchinsky and Sabaneev), which were driven by competition and
personal dislike. Prokofiev was nearly the same age as Stanchinsky, and Stanchin-
sky was a potential competitor. In his diary Prokofiev complained: “Myaskovsky
informed me that Leonid Sabaneyev had written an article in the Moscow Gazette
about modern composers in which he threw in a good few brickbats, among them
some in my direction, while praising Stanchinsky (!). Dear Stanchinsky,  imagine he
will be greatly gladdened and comforted by this” (S. Prokofiev 2006: 525). However,
Prokofiev was not alone in focusing his criticism on the brevity of the genre. It was
also criticised by N. M. who wrote in Russkaia muzykal'naia gazeta:

4 The identity of N. M. is unknown, but it is likely this review was written by Nikolai Myaskovsky,
who would at times sign his reviews as N. M. and not his usual penname, Misanthrope.
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As the name itself shows, Stanchinsky's pieces are a series of sketches (4) that do not
pretend to be integral and organic in form. Indeed, we have before us a semblance of
pieces of paper from a notebook with hastily written down musical thoughts. Wheth-
er it is reasonable to start a musical career with the publication of draft notebooks is
another question (N. M. 1914: 46).

We can see that both Prokofiev and N. M., publishing in Moscow (Muzyka) and
St. Petersburg (Russkaia muzykal'naia gazeta) respectively, thought that Stanchin-
sky’s Sketches lacked substance. Nonetheless, the critics were cautious about mak-
ing strong value judgements of Stanchinsky as a composer. They recognised that the
Sketches were Stanchinsky’s first opus and made clear that they held high expecta-
tions for his future works. N. M. finished their review with the words: “But let’s not
be too critical of the budding composer and await his further successes” (Ibid.).

The critics broadly agreed that Sketches nos. 1 and 4 were more successful than
Sketches nos. 2 and 3. N. M. wrote:

Fairness requires it to be noted that two sketches from this series (nos. 1 and 4) are
of artistic value, especially the second of them. [...] This last sketch [is] the most
complete in mood, which, by the way, sounds great on the piano. [ ... ] the other two
pieces (nos. 2 and 3) are of no interest, the first of them leaves an unpleasant impres-
sion of something deliberately fictitious (Ibid.).

Similarly, Sabaneev thought that the Sketches were:

Subtle in moods, interesting in piano style, [but] not all of equal merit. Elegiac-dra-
matic Sketch no. 4 — better than others and brighter in mood. Completely incompre-
hensible is the strangely jumpy sketch no. 3, in which, also, there is poor-sounding
pianistic writing (Sabaneev 1913: 6).

Prokofiev seconded their thoughts:

Regarding each sketch individually, the first (Moderato) is not bad at all, and pleasant
with its indeterminacy. The second (Presto) might interest the pianist with its fin-
ger technique, a math lover with its rhythmic fantasies, but it has nothing to interest
a music lover. In the third sketch (Vivace), amusing is the author’s desire for both
hands to play the same thing on both ends of the keyboard; it’s a pity that it sounds
wretched. The fourth sketch (Lento cantabile) is based on a simple Rubinstein-style
theme, but the three-part harmony and the dramatic character save the piece from
vulgarity (S. Prokofiev 1913: 603).

Prokofiev highlighted Sketch no. 4 as one of the more successful pieces of the set.
However, he associated the fourth piece’s Iyrical theme with “vulgarity” and suggest-
ed that its outline was lacking sophistication and taste. His evocation of Rubinstein
further suggests that he viewed the melody as simplistic, old-fashioned and saturated
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with German influences. Yet Sabaneev and N. M. both appraised the fourth Sketch
as successful. They considered its conservative style superior to the more unusual
nos. 2 and 3, stylistically closer to impressionist and neoclassical tendencies. These
insights allow not only an awareness of how Stanchinsky’s Sketches were received,
but also illuminate the individual preferences and biases of the reviewers.

THE CONCERT OF Moscow COMPOSERS

A greater number of reviewers responded to Stanchinsky’s debut concert at the
Moscow Conservatoire’s Malyi Zal (Small Hall) on 2 March 1914. For the Concert
of Moscow Composers, five young composers were invited to promote their works.
However, on the day, only Stanchinsky, Sabaneev and Yevgeny Gunst performed (G.
Prokofiev 1914: 302). The concert marked Stanchinsky’s debut as a pianist-compos-
er to Moscow’s audiences and critics. During this concert, Stanchinsky performed
both his published Sketches and some unpublished works, such as: Prelude in C ma-
jor (two-part canon); Prelude in G major (three-part canon); and Allegro in F major
(Martyn 1995: 107).

Stanchinsky’s performance sparked a new wave of critical reviews in which he was
widely praised as being highly promising. When talking about Stanchinsky’s talent,
the critics used either one of two Russian terms: talant or darovanie. While darovanie
is more accurately translated as a gift (or possibly, endowment), the terms are similar
in their meaning. Sabaneev, who rather unusually performed his own works at the
concert and reviewed it in his own weekly newspaper column, wrote: “I feel the un-
doubted talent of this music” (Sabaneev 1914: §). Grigory Prokofiev commented:
“[...] of course, out of the three composers, he [Stanchinsky] is the most gifted. He
does not need to stack large piles of sounds, for he has something to say. His Sketches
are sweet and pleasant; they promise us a lot, and in the Canons of the same author,
and in F-dur [F major] Allegro, there is a lot that is nice, and there is a need to work
and create [more]” (G. Prokofiev 1914: 302). Grigory Prokofiev’s comments align
with his musical preferences. A pianist, teacher and frequent writer for Russkaia
muzykal'naia gazeta, he was a supporter of Scriabin’s compositional style (Ballard
and Bengtson 2017: 306, 368). His lenience towards such music caused him to fall
out of favour with the regime in the 1920s, when he was dismissed from his position
at the Moscow Conservatoire on ideological grounds (Nelson 2004: 144).

On both occasions - the publication and the concert — the reviewers observed
the originality of Stanchinsky’s works, but not all critics perceived originality as
a positive attribute. Nikolai Kurov wrote in Ranee Utro that Stanchinsky “has un-
doubted originality in creativity, refinement” (Kurov 1914: 6). Sabaneev wrote that
“the works of Stanchinsky, performed by himself, are undoubtedly original. [ ...] I
feel the undoubted talent of this music, the bright and undeniable distinctive orig-
inality of the sources in his work, in which the trends of modernism are strangely
mixed with classical echoes” (Sabaneev 1914: S). Yet N. M. thought that “the met-
ric tricks are unnatural, artistically unconvincing, and speak only about the author’s
desire to be original at all costs” (N. M. 1914: 46). The originality of Stanchinsky’s
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music proved to be divisive. This divergence of opinions was driven by the relentless
dispute in Russian music between those who supported new and innovative trends
in music, and those who held more conservative views, believing that music should
be protected from the “dissolute trends of modern life, musically expressed in the
works of Max Reger, Richard Strauss, and Scriabin” (Mitchell 2015: 110).

Stanchinsky’s distinctive style puzzled critics, who were uncertain about how to
best describe his compositional style to the public. Some opted for Scriabin’s com-
positional style as the closest comparison point, whilst others argued that Stanchin-
sky escaped Scriabinist influences. For example, in Rul’ on the 5 March 1914, Zhil-
iaev discussed Stanchinsky’s “bright individuality (originating from Mussorgsky,
Debussy and Scriabin)” (Zhiliaev 1914: 8). N. M. further claimed that the fourth of
the Sketches was written “however, under the undoubted influence of Scriabin” (N.
M. 1914: 46). Grigory Prokofiev disagreed. On 16 March 1914 he wrote: “the main
thing to take away from the works of the authors included in the programme [Gunst,
Sabaneev and Stanchinsky], was the worship of Scriabin and his recognition as the
supreme leader. Least of all deserving the title of ‘Scriabinist’ is Mr. Stanchinsky” (G.
Prokofiev 1914: 302). These references highlight Scriabin’s prominence and high
position in Russia’s musical circles at the time. A comparison to Scriabin provided
the critics with a familiar reference point, but it had also become short-hand for de-
scribing any modern-sounding music. A comparison to Scriabin is in itself rather
uninformative: it could signal a celebration of style, if coming from proponents of
musical innovation; but it could also be a blow, coming from those who disapproved
of music which was abandoning its historical roots. In both cases, such comparisons
can be reductionist. The works which Stanchinsky presented to the public at this
time had long abandoned Scriabinesque influences. Grigory Prokofiev’s familiarity
with Scriabin’s works (which he reviewed frequently in the press) allowed him the
most accurate assessment. Grigory Prokofiev appears to be the only critic who appre-
ciated Stanchinsky’s music on its own merit, without resorting to clichéd analogies.

The reviews all convey a sense of confusion about Stanchinsky. The critics were
not quite sure what to make of his music. In 1914, Sabaneevwrote: “Things are some-
times very perfect, sometimes very imperfect [ ... ] But to say that I fully sympathise
with this creativity — I would not risk it” (Sabaneev 1914: S). Sabaneev’s uncertainty
about Stanchinsky’s music is unexpected, considering Sabaneev’s reputation as an
“ardent follower of contemporary trends” who, due to his scientific training, appreci-
ated the mathematical aspects of music (McAllister and Rayskin 2001). His remark
that he “would not risk” sympathising with such creativity can be explained by Sa-
baneev’s preoccupation with Stanchinsky’s mental illness.” Sabaneev was careful to
distance himself from Stanchinsky’s music, as in his view Stanchinsky’s music and
illness were inextricably linked. For Sabaneev, all music came from within, as he was
convinced that “one must experience [perezhit’] the idea that gives life to a creative
work” (Sabaneev in Mitchell 2015: 21).

S Stanchinsky spent a year hospitalised in a mental asylum in 1910, and because of this had to
suspend his studies at Moscow Conservatoire. As such, by the time he started publicly performing and
publishing his works (1913-1914), his mental illness is likely to have been a known fact.
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Sabaneev committed large parts of his reviews to discussing the perceived para-
dox of Stanchinsky’s talent and his mental illness. He thought that Stanchinsky was
“exceptionally talented” but emphasised that his music bore “the stamp of diseased
sophistication” (Sabaneev 1913: 6). Sabaneev would often turn to pathological
vocabulary to describe Stanchinsky’s music. Particularly common throughout his
reviews are words bolezn’ (disease, illness, sickness) or boleznennoi (diseased, pain-
ful, morbid, sore). Commenting on Stanchinsky’s Sketches, he wrote: “in them one
can feel some kind of illness [boleznennost’] of inspiration and not even refinement
[utonchennost’] of the [lived] experience, but the purification [istonchennost’] of the
[lived] experience” (Sabaneev 1914: S). To an extent, Sabaneev is invoking an ap-
proach to music criticism advocated by Stasov in 1844, who though that “every real
work of art [...] bears within itself its meaning [ ...] The duty [of criticism] is to
extract from the work of art itself its vital idea, by which [ ... ] the whole work exists”
(Stasov in Abraham 1968: 10). For Sabaneev, the meaning of Stanchinsky’s music
was inextricably linked to his mental health: Stanchinsky’s music was a manifesta-
tion of his illness.

Writing for an anglophone audience in 1927, Sabaneev portrayed Stanchinsky’s
music in a more positive light but maintained a strong focus on his illness. Sabaneev’s
five-page article dedicates two of them to discussing Stanchinsky’s mental illness
and its relation to his music. “His sprit, abnormally delicate, could not withstand the
too hard and harsh contacts with life [ ... ] At first his delirious ideas involved only
the musical realm, but soon they spread into other spheres as well. He could not
withstand the pressure of his own creative forces” (Sabaneyeff 1927: 191). Perhaps
involuntarily, Sabaneev reduced Stanchinsky’s creative work to a transcription of his
experiences, which were both alien and incomprehensible to Sabaneev.® These views
eventually became the deciding factor of how Stanchinsky continues to be perceived
to this day. This development was influenced by Sabaneev’s high professional stand-
ing, as well as the fact that his book was published in English and in New York, allow-
ing anglophone critics and musicologists easy access to an authentic, authoritative
source.

Stanchinsky’s dearest associate, Nikolai Zhiliaev, took it upon himself to defend
and protect Stanchinsky in the press. Two days after Sabaneev’s 1914 review was
printed, Zhiliaev published the most positive account of Stanchinsky’s music written
within his lifetime. There are no doubts that the review is biased, due to Zhiliaev’s
and Stanchinsky’s close relationship. Indeed, it lays bare Zhiliaev’s tender care and
concern for Stanchinsky:

As for the youngest of yesterday's composers — Mr. Stanchinsky, who for the first
time demonstrated his compositions (and, indeed, [was for the first time] on stage),
he draws the most serious attention to himself and makes us expect very, very much

6 A decade previously Sabaneev wrote that Stanchinsky’s works are “alien to me for the most part.
Closer than others, I feel his Sketches, in which there are moments of very great beauty, although there
are also incomprehensible moods for me” (Sabaneev 1914: S).
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from him; by God’s mercy he has undoubtedly been gifted with the most real tal-
ent, with a bright unique style (originating from Mussorgsky, Debussy and Scri-
abin), and, moreover, his talent is very harmonious; all elements [of his music] are
in full harmony, not one develops to the detriment of another, and, being united by
a rare sense of form, they are at the same time strongly and distinctively developed.
Stanchinsky’s technique has already reached the virtuosic limits which are necessary
to create one’s own style, and he already has his own harmonic style, his own unique
piano style, not lacking extravagance, and his own melodic contours, in addition to
his brilliant control of counterpoint techniques. The appearance of such a composer
is a true event (Zhiliaev 1914: 8).

Zhiliaev’s review goes to extreme lengths to portray Stanchinsky as one of the
most promising young composers in the country. The language Zhiliaev employs
affords Stanchinsky almost a messianic role in Russian music (“by God’s mercy he
has undoubtedly been gifted with the most real talent”). This evocation of God is
particularly provocative when coming from Zhiliaev, who was an atheist and often
made disparaging remarks about Christianity (Komarov 2008: 128). By eliciting
God, Zhiliaev is creating an image of Stanchinsky’s talent as supernatural, gifted to
him by forces not of this Earth. Like the messiah, Stanchinsky’s appearance is signif-
icant and not to be missed (“the appearance of such a composer is a true event”). A
similar transcendental perception was espoused by Petr Suvchinskii who contend-
ed that the appearance of a genius-composer “becomes a ‘stop’ in historical evolu-
tion [ ... ] determined by the intensity of the divine Will that instigated it” (Levidou
2011: 618). Such metaphysical undertones were not uncommon at the time: late
Imperial Russians came to frequently interpret the impact of music and composers
as “essentially spiritual” (Mitchell 2015: 31). Composers considered to be geniuses
were given particular attention in the aftermath of the 1908 revolution, as they were
believed to transcend the division between music’s aristocratic background and its
future connection with the narod (for example, many Scriabin’s followers consid-
ered him to be such a unifying prophet) (ibid.: 45-46).

The reviews tell us little about how Stanchinsky’s music was received by the Rus-
sian public. Sabaneev wrote that the concert had attracted a “decently-sized” audi-
ence, but as one of the performers, he had a vested interest in reporting it positively
in the press (Sabaneev 1914: 5). Nikolai Kurov, probably a less biased eye-witness,
painted a highly dissatisfied audience: “Can we talk about the success of this night-
mare concert? The audience at first listened and was perplexed, then started reading
the programme’s appendix, and then began to diverge” (Kurov 1914: 6). It is possi-
ble that Kurov was exaggerating the dissatisfaction of the audience for a scandalous
effect. If reported accurately, such response from the audience intimates that the lis-
teners were confused by this new music. Indeed, reflecting upon Stanchinsky’s mu-
sic many years later, Sabaneev pondered that “among his compositions [ ... ] there
was not a single one which could gain popularity with a wide public” (Sabaneyeff
1927: 190). From this, we may derive that Stanchinsky’s unconventional rhythms,
novel harmonies and brevity of form were too forward-thinking and incomprehen-
sible to the Russian audiences.
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These reviews provide only a limited picture of how Stanchinsky’s music was
received during his lifetime. However, further assumptions about Stanchinsky’s re-
nown can be made by supplementing the content of the reviews with information
about their publication. Dingle writes that “for at least two centuries, most people
have received the majority of their knowledge about practical music-making, per-
formers, current trends, new developments and significant new works not from the
long-considered arguments posited in books and scholarly articles, but from the al-
most instantaneous response of music critics in newspapers, from the columns of
The Times, rather than The Musical Times” (Dingle 2019: 2-3). Similarly, in Rus-
sia, we can assume that the general population would have had easier access to Sa-
baneev’s weekly column in the Moskovskaia gazeta, than to reviews in Muzyka or
Russkaia muzykal'naia gazeta. Due to the content of reviews published in each publi-
cation, it is most likely that Stanchinsky was predominately associated with his men-
tal illness in Moscow, while the reviews published in St. Petersburg were more music
oriented. Nonetheless, St. Petersburg reviews were very conflicting in their portrayal
of Stanchinsky’s style. The specialist nature of the St. Petersburg publications also
suggests that the city’s wider audiences were unlikely to have formed opinions about
Stanchinsky’s music; however, the existence of these reviews hints at a significant
and wide-spread interest.

“Sick” oR “GENIUS”?

The reviews which Stanchinsky received during his lifetime have been more di-
verse in their praises and critiques than previously claimed. Such a conclusion could
have been anticipated — in any young composer’s career, one can expect to find a
mixture of positive and negative reviews. Some critics praised Stanchinsky’s talent
and originality, while others appeared more puzzled by Stanchinsky’s daring musical
choices. Sabaneev’s reviews were fixated on Stanchinsky’s illness, shedding light on
the stigma surrounding mental health in early twentieth-century Russia. Everything
Sabaneev wrote on Stanchinsky fetishized the “sickness” with which he thought
Stanchinsky’s music was saturated. Emphasising such extramusical qualities based
on the lived experiences and philosophies of the composer was characteristic to Sa-
baneev. When writing about Scriabin’s Prometheus in 1910, he argued that Scriabin’s
“transcendence of traditional harmonic relations embodied not just musical but uni-
versal human progress” (Sabaneev in Mitchell 2015: 85). For him music represented
not only itself (art for art’s sake), but was seen to have a deeper, ideological and phil-
osophical meaning. In the case of Stanchinsky, this extramusical quality of his work
was perceived to be connected with his schizophrenia, singling out Stanchinsky’s
compositions as the works of a “sick” composer.

Stanchinsky’s case tells an illuminating story of how music is received during
a composer’s lifetime, and how subsequent perceptions are moulded and created.
This article demonstrates that there is a significant difference between posthumous
and contemporaneous reception. Public perceptions of Stanchinsky began to be re-
viewed almost immediately after his death, and Sabaneev’s comments made in the
1920s set seeds for future perceptions of the composer. As such, myths surrounding
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Stanchinsky’s reception were instigated by a single authoritative source. In this as-
pect, Sabaneev’s role in the perception of Stanchinsky can be paralleled with the role
Vladimir Stasov played in the perception of Russian composers in the anglophone
world, since anglophone critics relied on his accounts to write histories of Russian
music. Many early foreign champions of Russian music, such as Camille Bellaigue
in France and Rosa Newmarch in England, and their successors by extension, were
“indoctrinated” by influential figures like Stasov (Taruskin 2000: xiv).

In many cases, the stories of contemporaneous reception of composers are told
by the composers themselves.” Stanchinsky did not live long enough to tell his
own story. How would he have portrayed his reception? It is possible that public
discussions about Stanchinsky’s mental illness would have been detrimental to his
confidence. While we do not know how Stanchinsky reacted to each of these re-
views (there are no surviving Stanchinsky’s diaries for the years 1913-1914), it is
likely that any criticisms of him or his music would have been highly distressing for
Stanchinsky. His artefacts show that his sensitivity was greater than most people’s,
and he was tormented by the slightest negativity or criticism. As such, it seems rea-
sonable to speculate that these reviews may have had a detrimental impact on his
already fragile mental wellbeing.

Finally, this study raises the issue of how, why and when we apply the label of a
“genius” to a composer. Contrary to Sabaneev’s claims made in the 1920s, this study
could not identify any sources in which the word “genius” was used to describe
Stanchinsky within his lifetime. This particular canard came to exist after Stanchin-
sky’s death and was enthusiastically picked up and carried by future musicologists
(See Montagu-Nathan 1953). Does categorising a composer as a “genius” require
temporal separation? There is little possibility of contextualising this issue, as music
criticism studies is still a relatively unexplored field. For the same reason, it is unfea-
sible to make comparisons between the reception of Stanchinsky and his contempo-
raries. Further studies are needed to determine whether the case of Stanchinsky was
common or exceptional.

LIST OF REFERENCES

Abraham, Gerald (1968) “Introduction: V. V. Stasov: Man and Critic”. In Gerald Abraham (ed.) and
Florence Jonas (trans.) Vladimir Vasilevich Stasov: Selected Essays on Music, London: Barrie &
Rockliff, 1-12.

Ballard, Lincoln and Bengtson, Matthew (2017) The Alexander Scriabin Companion: History, Perfor-
mance, and Lore, London: Rowman & Littlefield.

7  Notable examples, in very different ways, include but are not limited to Stravinsky, Messiaen,
Berlioz, Schoenberg, Boulez and Cage, all of whom had a profound effect on how their music and
reception was viewed through their own writings and interviews.



31

AKVILE STUART
A SICK GENIUS? THE CRITICAL RECEPTION OF ALEXEI STANCHINSKY

Dingle, Christopher (ed.) (2019) The Cambridge History of Music Criticism, Cambridge: Cambridge
University Press.

Frey, Emily (2019) “Music Criticism in Imperial Russia”. In Christopher Dingle (ed.) The Cambridge
History of Music Criticism, Cambridge: Cambridge University Press, 208-228.

Grechaninov, Aleksandr Tikhonovich (1952) My Life, Nicolas Slonimsky (ed.), New York:
Coleman-Ross.

Komarov, Aleksandr (2008) “Pis'ma N. S. Zhiliaeva k L. V. Perlovoi: Publikatsiia i Kommentarii A.
Komarova” In I. A. Barsova (ed.) Nikolai Sergeevich Zhiliaev: Trudy, Dni i Gibel’, Moskva: Muzyka,
113-138. / Komapos, Aaexcauap (2008) “TTucpma H. C. XKuastesa x A. B. Tlepaosoii: ITy6ankarus
u kommenTapun A. Komaposa”. B 1. A. Bapcosa (pea.) Hukoaaii Cepzeesuy XKuases: Tpyde,, Anu u
Tubear, Mocksa: Mysbika, 113-138.

Kurov, Nikolai (1914) “Kontsert Piati Kompozitorov’, Ranee Utro, 4 March 1914. / Kypos, Hukonait
(1914) “Konrepr rsrru koMnosuTopos’, Panee Yimpo, 4 mapra 1914 1.

La Rue, Jan (1970) Guidelines for Style Analysis, New York: W. W. Norton & Company.

Levidou, Katerina (2011) “The Artist-Genius in Petr Suvchinskii’s Eurasianist Philosophy of History:
The Case of Igor’ Stravinskii”, The Slavonic and East European Review 89 (4): 601-629.

M, N. (1914) “A. Stanchinsky. Op. 1. Esquisses Pour Piano. Izd. P. lurgensona’, Russkaia Muzykal'naia
Gazeta, 9 February 1914. / M., H. (1914) “A. Cranumsckuit. Op. 1. Esquisses Pour Piano. Hsa. H.
IOprencona’, Pycckas Mysvicarvras Tasema, 9 gpepans 1914.

Martyn, Barrie (1995) Nicolas Medtner: His Life and Music, Aldershot: Scolar Press.

McAllister, Rita, and Iosif Rayskin (2001) “Sabaneyev, Leonid Leonidovich”, Grove Music Online.
https://doi.org/10.1093/gmo/9781561592630.article.24224 [accessed on 30. 9. 2020.]

Medtner, Nikolai (1973) N. K. Medtner: Pis'ma, Z. A. Apetian (ed.), Moskva: Sovetskii Kompozitor.
/ Mernep, Huxoaait (1973) H. K. Memuep: Ilucoma, 3. A. Anersn (pea.), Mocksa: Coserckuit
Kommnosurop.

Mitchell, Rebecca (201S) Nietzsche's Orphans: Music, Metaphysics, and the Twilight of the Russian Em-
pire, New Haven & London: Yale University Press.

Montagu-Nathan, M. (1953) “Was He a Genius?”, Tempo 28: 23-25. https://doi.org/10.1017/
S0040298200051147 [accessed 12.2. 2021.]

Nelson, Amy (2004) Music for the Revolution: Musicians and Power in Early Soviet Russia, Pennsylvania:
The Pennsylvania State University Press.

Nice, David (2003) Prokofiev: From Russia to the West 1891-193S, London: Yale University Press.
Perlova, L. V. (n. d.) Vospominaniia o Stanchinskom A. V., Moskva: Rossiiskii Natsional'nyi muzei

muzyki, F. 239, No. 120. / ITepaosa, A. B. (6. A.) Bocnomunanus o Cmanuunckom A. B., Mocksa:
Poccniicknit Hanmonaasssiit Myseit Myspixu, ©. 239, Ho. 120.



32

MY3UKOAOTHJA / MUSICOLOGY 30-2021

Powell, Jonathan (1999) After Scriabin: Six Composers and the Development of Russian Music, unpub-
lished PhD thesis, University of Cambridge.

Powell, Jonathan, and Christopher Hepburn (2016) “Stanchinsky, Aleksey Vladimirovich”, Grove Mu-
sic Online. https://doi.org/10.1093/gmo/9781561592630.article.26540 [accessed 07.09.2020]

Prokofiev, Sergei (1913) “A. Stantchinsky. Esquisses Pour Piano, Op. 1. Izd. P. lurgensona. Tsena po 25
k”, Muzyka, 21 September 1913. / TIpoxo¢ses, Cepreit (1913) “A. Stantchinsky. Esquisses pour
piano. Op. 1. Maa. H. Oprencona. Iena o 25 k., Mysvika, 21 cenrsiops 1913.

Prokofiev, Grigory (1914) “Kontserty v Moskve”, Russkaia Muzykal'naia Gazeta, 16 March 1914. /
Tpoxodnes, [puropuit (1914) “Kownueprsr B Mockse, Pyccxas Mysvikaavnas Tusema, 16 mapra
1914.

Prokofiev, Sergey (2006) Sergey Prokofiev: Diaries 1907-1914, Anthony Phillips (ed.), London: Faber
and Faber.

Sabaneev, Leonid (1913) “V Stane Molodykh”, Moskovskaia Gazeta, 30 September 1913. / Ca6anees,
Aeonup (1913) “B crane moroabx”, Mockosckas Tazema, 30 centsibps 1913.

Sabaneev, Leonid (1914) “Molodye Kompozitory”, Moskovskaia Gazeta, 3 March 1914. / Ca6anees,
Aeonnp (1914) “Moaopste kommosutopsr’, Mockosckas [asema, 3 mapta 1914.

Sabaneev, Leonid (2004) Vospominaniia o Rossii, Moskva: Klassika-XXI. / Ca6anees, Aeonup (2004)
Bocnomunanus o Poccuu, Mocksa: Kaaccuka-XXI.

Sabaneyeff, Leonid Leonidovich (1927) Modern Russian Composers, Yehudah Yofe (ed.), New York:
International Publishers.

Sitsky, Larry (1994) Music of the Repressed Russian Avant-Garde, 1900-1929, Westport, Conn: Green-
wood Press.

Smotaviciate, Akvile (2018) Alexei Stanchinsky (1888-1914): The Origins of Style, unpublished MA
thesis, Royal Birmingham Conservatoire.

Taruskin, Richard (1997) Defining Russia Musically, Princeton and Oxford: Princeton University Press.

Zhiliaev, Nikolai (1912) Pis'ma k Stanchinskomu A. V., 17 May 1912, Moskva: Rossiiskii Natsional'nyi
muzei muzyki, F. 239, No. 220. / )Kuases, Huxoaait ( 1912) Mucoma x Cmanuunccomy A. B., 17 mast
1912, Mocksa: Poccuiickuit Harmonaapnsit Myseit Myseixu, @. 239, Ho. 220.

Zhiliaev, Nikolai (1914) “Kontsert Moskovskikh Kompozitorov”, Rul’, 3 March 1914. / Xuases,

Huxkonait (1914) “KoHIepT MOCKOBCKHX KOMIIOSHTOPOB, Pyas, 3 Mapra 1914.



33

AKVILE STUART
A SICK GENIUS? THE CRITICAL RECEPTION OF ALEXEI STANCHINSKY

AxXBUAE CTJYAPT

BoAECHU rEHUJE?
KPUTHUYKA PEIEINIIUJA AAEKCEJA CTAHYUEHCKOT

(PE3UME)

Y 0BOM uYAaHKY Ce UCIHTYje KPUTHYKA Peliellitja PycKOT KOMIO3uTopa AAekceja
Baapnmuposnua Cranuumckor (1888-1914). ¥V cpeanmTy makme Cy KPUTHIKH
IPUKA3K 00jaBAEHH Y PYCKOj IITAMIIM M MYy3HYKO] IIEPHOAMIIE TOKOM HeTOBOT
sxusora. IIpencnuryje ce oomuuantHO Bubeme y Mysuxosoruju XX u XXI Beka,
npeMa KojeM je Mysuka CTaHYMEISCKOI, IITaMmaHa U u3Bohena 1913-1914, 6uaa
IPUMaHA HCKAYYHBO NMO3UTHBHO. Kpo3 moppo6HYy aHaAM3y IPHUMApHHX H3BOpA,
OBAe je moHyheH HujaHcHpaHWju yBUA Y Kapujepy CTaHYMEISCKOL, KAO U IOPTpPeT
KOMITO3UTOpA 4YMja je My3HKa 4YeCTO NPOU3BOAMAA ITOAeAe Mel)y KpuTmyapuma.
Mysuka CTaHYHMECKOT OIIeHhHBAHA je PA3AUYUTO: 4eCTO je brAa AooBOheHa y Besy ¢
KOMITO3UTOPOBOM AyIneBHOM boaemhy 1 crora ommcuBaHa kao ,60AaecHa’. Opncra,
peu ,reHHje’, PEAOBHO IPHCYTHA y caBpeMeHuM omucuMma CTaHUMISCKOL, He
KOPEeCIIOHAMPA C KPUTHUKAMA 00jaBA>eHUM TOKOM KOMIIO3UTOPOBOT XKUBOTA.

3ajeAHO C IPBHM IPeIU3HUM ITPOyYaBameM KPUTHIKe perjeriyje CTaHIHEbCKOT,
y OBOM YAAHKY je OTBOPEHO IMTame: KaKO Ce Y MCTOpHju $opMupa Ieplemiiyja
KkomrosuTopa? Ykasyje ce Ha IIOCTOjame 3HAYajHe pasamke m3Mely mocrxymue
penermuje CTaHYMILCKOT M OHE KOA HeroBHX caBpeMeHuka. Heayro mocae merose
CMPTH, 3all0¥eAd je peBH3Mja KPUTHYKOT CyAd O CTaHYMEI,CKOM, IA CY Ce TaKo
oTBOpHAe MOTyhHOCTH 3a KpeHpame MHUTOBA. JeAQH AayTOPUTATUBHU H3BOP U3
ABapeceTux roprHa XX Beka OATOBODaH je 3a MOACTHIlake IOTpellHe Meplieniuje
penermuje CTaHIMECKOT, KOja Ce OAPXKAAA AO AAHAIIEET BpeMeHa.

OBa cTyaMja IO HHTEHIUjU IPEACTaBA>A HCKOPAK Y HOBOM ITOAY CTYAUja My3HUKe
KPUTHKE, C MIbemhHMa My3MYKUX KpUTHYapa y IpBoM IaaHy. Haume, cTyauja je
00pHyAa yoOMYajeHH MCTOPHMjCKM HAPATHB: HAMECTO MCIIMTUBAMA IIOTAEAQ CAMOT
CTBApaOlja, OHA IIPATH MEPCIeKTUBY mpumaora, ynyhyjyhu Ha pasHoBpcHuje u
HHjaHCHpaHHje IIOTAeAe Ha PYCKy My3H4Ky KPHTHKY C modeTka XX Bexa.

Kay4uHE PEYN: AAexcej CTaHUMESCKY, KPUTHKA, Pelienyja, japcka Pycuja, AymeBra 6oaecr.
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ABSTRACT

This article addresses the theme of Russian music in the German city of Dresden
as it initially related to the virtuosi who had arrived from Russia. After the
Revolution of 1917, the roles of Russian émigrés, such as Issay Dobrowen, Sergei
Rachmaninov, Sergei Jaroft with his Don Cossack Choir, Maria Chebotaryova-
Vyrubova and others, grew in significance. On the strength of Russian émigré
newspapers, archival documents, reference and research literature, individual
events involving Russian music in this city during the inter-war years have been
re-created and placed in a broad socio-cultural context.

KeyworDS: Dresden, Russian diaspora, Russian music, S. V. Rachmaninov, S. A. Jaroff,
Don Cossack Choir.
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AHHOTALIUA

B crarpe pacmaTpuBaeTcs TeMa pyccKoit My3bIKHM B HeMeIIKOM ropoae ApesaeHe,
NepBOHAYAAbHO CBA3aHHAS C NpHe3XaBmuMu u3 Poccum Bupryosamu. Ilocae
pesoatoniu 1917 ropa 3HaYMTEABHYIO POAb CTAaAM WIPaTh BBICTYIIABIIHE B
Apespene omurpantsl. B ux uncae Cepreit Paxmanunos, Hcait Ao6poseits,
Cepreit JKapos u ero Xop poHckux kazakos, Mapus Ye6orapu-Bripybosa u
apyrue. Ha ocHOBe poccHMiiCKMX dMUTPAHTCKHMX ra3eT, apXMBHBIX AOKYMEHTOB,
CIIPaBOYHON U HCCAEAOBATEAbCKOM AMTEpaTypbl OTAEAbHbIE MEpPOIPHATHUS C
y4acTHeM PYCCKUX MY3bIKAHTOB B 3TOM FOPOAE B MEXKBOEHHbIE TOABI BOCCO3AAHDI
U TIOMeIIleHbl B IIUPOKHI COITMOKYABTYPHbIN KOHTEKCT.

KArO4EBBIE CAOBA: ApesaeH, Pycckoe 3apybexbe, pycckas Mysbika, C. B. PaxmasnHoB,

C. A. ’Kapos, Xop AOHCKHX Ka3aKOB.

Pycckasi XyaokecTBeHHasi >KH3Hb B MeXBOeHHOH IepManum B mocaepHHe
AECSITHAETHSI IIPHBA€KAeT O0ABIIIOe BHUMAHIMeE HCCcAepoBaTeAett. 1 aTo He caydariHo,
IOCKOABKY uMeHHO ['epManus mocae oxonyanus I[lepBoit MUPOBOZ BOMHBI IIHPOKO
pacmaxHyAa ABepH AAs mpresxux us Poccun.” Bo Bropoit moaosuze 1920-x ropos,
KOraa OOABIIAsT YacTb PYCCKOM KOAOHHMH IepeMecTuaach Bo ®panruio, Tepmarus
IPOAOAXKAAA UTPATh 3HAYUTEABHYIO POAb B HCTOPUH PYCCKOM Auacriopsl. B renTpe
BHHMMaHMS HCCAEAOBaTeAeH, Kak IIPaBUAO, OKasbiBaeTcs bepauH, B TO BpeMms Kak
COOBITHS B APYTHX HEMEILIKMX TOPOAAX OCTAIOTCS B TeHH. B HacTosimet my6AnKaryu
MBI XOTeAr OBl OOPaTUTh BHUMAHHE HA PYCCKYIO OOIeCTBEHHYIO U My3BIKAABHYIO
JKU3Hb CAKCOHCKOTO ropoaa ApespeHa, KOTOPBII 6Aaroaapsi CBOUM XYAOXKECTBEHHBIM
AOCTOIIPHMEYATEABHOCTSM ObIA TPAAHMIIMOHHBIM MECTOM IIOCELIeHHS PYCCKHX
XYAOKHHKOB, AUT€PATOPOB, My3bIKaHTOB.

X % %

VcTopuio pyccKOro My3bIKaABHOTO IPHCY TCTBHS B CAKCOHCKOM CTOAMIIE, II0 BCET
BHAMMOCTH, HAAAXKHT BecTH oT 1844 roaa, koraa B KopoaeBckom Tearpe ApespeHa
ObLAQ BIIepBbIe IIOCTaBAEHA OIlepa pycckoro kommosuropa A. @. ApsoBa “BosHka u
I'yaabrbepo”, craBmas rpomkum cobbrruem (Lashchenko 2017: 94-104). Hapsiay
C BBIAQIOIIUMCSL CKPHIIAYOM-BHPTYO30M /ABBOBBIM’, KOTOPBIIl SIBASIACS YA€HOM
My3bIKAABHBIX OPTAHU3ALMI PSIAQ €BPONENCKUX CTPaH, OeCIperjeAeHTHO MIHPOKYIO
KOHIIEPTHYIO AESTEABHOCTh 3a pybexxamu Poccuu BeA IHAHKCT, AMPIDKEp H

2 TlpuBepeM  CTaTHCTHKY PYCCKOrO —IPHCYTCTBMS B  Hamboaee  TOCTENPMMMHBIX IO
OTHOmIeHHIO K GexeHuaM u3 Poccuu crpaHax B 1924 roay: Tepmanus (oxoao SO0 000 weaosek),
®pannus (oxoao 400 000), Pymbmus (oxoao 80 000), Toapma (oxoao 70 000), Kurait (oxono
60 000), Kopoaescrso Cep6os, Xopsaros u Caoserres (oxoao 45 000), Boarapus (oxoao 33 000)
(Bocharova 2014: 45-46).

3 A. O. AbBOB OBIA PYCCKUM apPUCTOKPATOM, COCTOSIBIIMM Ha IPUABOPHOM cAyxbe. B 1836-1861
TOAAX OH BO3TAABASA IIpHABOPHYIO EBYECKYIO KATICAAY.



37

SVETLANA GEORGIEVNA ZVEREVA
RUSSIAN DRESDEN OF THE 1920S AND 1930S: PROFILES OF MUSICAL, CHURCH AND SOCIAL LIFE

kommnosurop A. I. Py6unmrresis. Briaots Ao 1890-X roAOB OH 6BIA CAMBIM H3BECTHBIM
pycckum My3bikaHTOM 32 mpeperamu Poccuu (Campbell 2009: 160). Ocobenno
TEeCHON, B CHAY OHOrpadmuecKux OOCTOSTeAbCTB, Obira CBsi3b PyOuHIITeiHA
¢ Tepmanueir.* Toapko B ApespeHe HaumHast ¢ 1863 ropa CTaBHAKCH Takue ero
onepsl, Kak “Qepamopc”, “Maxkasen” u “Aemon”. ITocaepHss oniepa HEOAHOKPATHO
B0306HOBAsSIAACH B Ape3peHckol 3emmep-Omnepe ¢ 1895 o 1907 roa (Xpouorpad
2011: 537, 613). Aump B xonye XIX croaerns, koraa 3amap OTKPBIA My3BIKY
YaitkoBckoro, yBAedeHue PyOuHInTefHOM Haua A0 3aTyxaTh. BriepBble OCTaBACHHBIH
28 suBaps 1908 roaa B Apespene “Eprennit OHernn” cTaA mepBo# pyccKoit onepoit,
notecuusmeii “Aemona” (Levashev 2011: 627). Ha py6exe BeKoB ApespeHCKOe
obmecTBO Mo3HAKOMHAOCH ¢ My3bikoit A. IT. Bopopuna, A. K. Thasynosa, A. C.
Apenckoro, C. 1. TaHeeBa, a 3aTeM OTKPBIAO My3bIKy HOBBIX PYCCKHX aBTOPOB — A.
H. Cxpsibuna, B. 1. Pebuxosa, H. K. Mernepa, C. B. Paxmanusnosa.

IlpuBHeceHne “pycckoil TeMbl’ B HEMELKYIO My3bIKAABHYIO >KH3Hb OBIAO
CBSI3aHO C AESITEABHOCTBIO B ApespeHe aBcTpuiickoro auprokepa O. I. ¢pon Illyxa,
npopaboTaBiIero B IPHABOPHOH omepe ¢ mepepsiBamu ¢ 1873 mo 1913 roa.
bBaaroaaps emy B Apesaene cocrosacs psp npembep onep Puxapaa Hlrpayca. Mmsa
Iyxa-Aupmkepa 6b1a0 xopomo ussectHo u B Poccuu (Findeizen 1899: 126). 3a
CBOIO ACATEABHOCTb OH ObIA yaocTOeH B 1900 ropy poCCHICKOTO OpAeHA CBATOM
Amnnbl 2-i1 crenenn. 3a rpanuneit xe Ilyx nprobpea caaBy opHOTO 13 Hamboaee
PEeBHOCTHBIX IIPOIIATAHAMCTOB PYCCKOM MY3BIKH.

McrioAHUTeASIMU PYCCKOM MY3BIKH B A pe3aAeHe BRICTYTIAAU U PYCCKHE My3bIKAHTBL
Tak, B cuMpOHIIeCKUX KOHIIepTax 2 Aekabpst 1910 ropa u 15 mapra 1912 rosa moa
ynpasaenuneM aupmkepa I A. Kyu6axa C. B. PaxMaHHHOB HCIIOAHHA cBoU 3-i1 1 2-i
xonueptst (Levashev 2011: 655, 646). 17 dpespasst 1911 ropa B ApespeHe BriepBble
AQA KOHLEpPT 13 cobcTBennbix countennit A. H. Cxpsa6un (Tam ke 2011: 647).

B cyapbe PaxmannHOBa ApespeH 3ansia ocoboe Mecro. ITpuexas B aToT ropoa 1
okTs16pst 1906 roaa, KOMIIOBUTOP € CeMbel XXUA TaM C [IeEPePHIBAMHU BIIAOTb AO BECHbI
1909 ropa. IIpebriBanne B ApespeHe OTMEUEHO IOSBACHHEM TAKHX POU3BEACHHI],
Kkak 15 pomancos op. 26 (1906), Bropas cumdonmus op. 27 (1907); Ilepsas conara
Aast poprermano op. 28. (1907-1908), cumponndeckas nosma “OcTpoB MepTBbIX
op. 29 (1909). Tam e KOMIIOSUTOp HaYaA COYMHATH omepy ‘MonHa Bamma’
HexoTopble Npom3BeACHNST APE3ACHCKOTO IIepHOAQ HEeCAM Ha cebe HeMerkumit
ob6pasubiit caep. Tak, coHaTa 6piaa HaBestHa “Qaycrom” Téte, a “OcTpoB MepTBBIX”
— OAHOMMEHHOH KapTHHOM aBCTPHUICKOTO XyAOXKHHUKA A. BékAMHA, TpeACTaBUTeAS
AIOCCEABAOP(PCKOH XYAOXKECTBEHHOH IIKOABL JTO COYMHEHHE AaBTOp IIOCBSATHA
CBOEMy HOBOMY APYTY — JKHBIIEMY B TO BpeMs C ceMbell B Ape3peHe pycCKOMy
ABOPsIHUHY HeMe1ikoro npoucxoxaenms H. I. pon Crpyse. O6menue co Crpyse u ¢
auprxepoMm C. A. KyceBHIIKIM BRIAHAOCH B OCHOBaHMe PoCCHIICKOT0 My3bIKAABHOTO
uspareabcrsa (PMU), kotopoe 6b1A0 OQHIMAABHO 3aperMCTPUPOBAHO 25 MapTa
1909 ropa B bepaumne.

4  Marp A. I. PybunmreiiHa 6baa popOM U3 mpycckoit CHAesnn, HeMeNKMil si3bIK ObIA AAS
KOMIIO3UTOPA BTOPBIM POAHBIM SI3BIKOM.
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Baaropaps Crpyse, B kpyry 3HakoMbIx PaxmaHrHOBa 3MO¥ 1906 roaa mostBUACS
JKUBIINI 6AM3 ApespaeHa HeMelKuit XyA0KHUK Pobepr Illrepas — aBTOp mopTpeTa
PaxmanunroBa 1909 ropa. MM ke 6b1aa cAeraHa 3aprcoBKa “QopTenraHHbIi KOHI[EpPT
Paxmanunosa” unoprper Paxmanunosa ¢ sxenoit (Kardinar 1979: 103-104). B 1908
roay Hlrepap no mpuraamenmo Crpyse mepsblil pa3 mocetua Poccuro, moBTopus
nyTemecrsus B 1910, 1912 u 1914 ropax yxe mo npuraamenmo C. A. Kycesurxoro.

B 1914 roay, B Houn ¢ S Ha 6 anpeas, Illrepas BMecTe ¢ Paxmanunosem, C. A.
Carunoi, ®. V. TpumunsiM 1 H. I CrpyBe moceTnan macxaAbHOe GOTOCAyKeHUe
B MockoBckoM Kpemae. IIpaspHoBaHME IpOM3BEAO Ha HEMEIKOTO XYAOXKHHKA
HEH3rAAAMMOe BIIeYaTAGHHe M OH 3alleYaTAeA ero B akBapeau ‘IlaaromuHarms
Kpemas B acxaAbHyI0 HOYb". XyAOKHUK MOAAPHA ee Paxmanunosy [Tam xe: 105].
Haa0ATO 3arOMHHA 9TO COOBITHE M KOMIIO3UTOP, KOTOPHIN He TOABKO y4aCTBOBAA
B KPECTHOM XOA€, HO U IIeA 6acoM BMecTe C IeBIjaMi 3HaMeHHUTOro CHHOAQABHOTO
xopa. OKa3aBUINCh B IMUIPAIHMH, OH PACCKAXKET 00 9TOM B CBOMX BOCIIOMHHAHMUSX
(Zvereva 2014: 38-39).

* k%

AYyXOBHBIM IIEHTPOM PYCCKON APE3ACHCKON KOAOHMH SBASIAACH IIPABOCAABHAS
I]epKOBb, KOTOpasi AO TOCTPOMKH M OCBsmeHHsS B 1974 roay xpama BO uMs CB.
CumeoHa AMBHOrOpIfA pacroAaraAach B HaeMHbIX momemeHusix. Cympyra @. M.
AocToeBckoro, HaxopusIIadcsa B Ape3jseHe BMecTe ¢ MyxeM, 30 ampeas (12 mas)
1867 ropa samucasa B AHEBHUKE:

“S yxe npumaa x xoHuy obepnu, korpa mean ‘Orue Haur. IlepkoBb AOBOABHO
6oabmast Aast ooMainHeit. O6pa3 Boromarepu Ha mpaBoil CTOpOHe HKOHOCTACA B3SIT
¢ Maponnsr Padasns (‘lTO Qeps oueHb He 0A06pﬂeT). ITeAu OHM KaKUM-TO O4YEHD
CTPaHHBIM ¥ HECABIXaHHBIM MHOKO HareBoM, Kak moroT pomance” (Dostoevskaia

1993).

Xop, xoTopsii cabimasa AHHa I'puropneBHa, cocrosia u3 Hemiies. K3BecTHO, uTO
B 1892 roay B 1jepkoBb OBIAM IIPHTAAIIEHBI YeThIpe meBIfa 3emmep-Omepsl, KOTOPBIX
pycckoMy repkoBHOMY HeHuto oby4aa B. B. 3aities (Grossman 2013: 171). B 1906
roAy 9TO 6bIA HeGOABIION aHCAMOAD U3 ceMu MyduH K xeHmuH (Mal'tsev 1906:
114). T1o Bceit BuAUMOCTH, AO Hiepee3aa B ITapix B 1911 roay nesanmu B 9TOM Xpame
YIIPaBASIA MY3BIKAABHO OAapeHHbIN IcasoMmuk M. M. Oupcos, KOTOPBIH Ipexae
PYKOBOAHA XOPOM pycckoii iepksu B Beiimape (Niviere 2007: 520).

Irar cayxamux B Cesaro- CHMEOHOBCKOM XpaMe COCTOSIA U3 OAHOTO CBSIT[eHHUKA
U ABYX IICAAOMIIUKOB. OTMEeTHM MM HACTOSATeAS XpaMa oTIja AAekcaHapa PosaHoBa,
Bo3raaBasiBurero obmuny ¢ 1869 mo 1883 roa, B MHOTOAETHOIH ceMbe KOTOPOTO
B 1876 roay poauAach A04Yb AAEKCAHAPA, NOAYYMBIIAS 3aTeM OOpasoBaHWe B
ITeTepOyprcKoit KOHCEPBATOPHH KAK IIHAHKMCTKA.®

S A. A. Pozanopa-Heuaesa mpenopasasa B Ilerep6yprckoit (AeHHHrPaACKO#) KOHCEpPBATOPHH C
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ITocemaan aTy nepkoBb Take PaxmammnoB u Crpyse. Dbaaropaps wux
MOXepPTBOBAHMIO B XpaMe IMOSBHAOCH razosoe oromaenue (Bychkova, Dempke
2011:219).

B roast IlepBoit MUpOBOI1 BOFHBI IjepKOBD OBIAQ 3AKPBITA, & €€ BOCEMb KOAOKOAOB
CHSITHI U TI€PETAABACHbI AAST BOSHHBIX HY)KA. BBIAM 3aKpBITHI U pyCCKIe OPTaHU3AIIU
ApesaeHa, Bkaodas ocHoBaHHYIO B 1908 roay kpynseiinryio B EBpome pycckyio
oubanorexy umenu A. M. Uynposa. boaee Toro, ¢ 1 aexabpst 1914 ropa rpaxpasHam
“pakeckux crpaH” GBIAO BeAeHO MOKMHYTb ApespeH u ero mpuropoabt (Kratz
2020a: 47).

* X %

Pyccxast sxu3Hb B ropoae Bo306HOBHAACH Auib B 1919 roay. K cepeaune 1920-
X Top0B B ApespeHe aefictBoBara Pycckas 6ubanorexka mmenu A. M. Yymnposa,
Pycckoe cobpanue, Pyccko-Hemernkuit kay6, Pycckoe obmectso Kpacuoro Kpecra,
CoppysxecTBO cecTep momedunuTesbcTBa 0 6epHbIX U COH03 PYCCKHX CTYAGHTOB B
Caxconnn. Bo30OHOBHAKCH M CAYXKOBI B PYCCKOM LjePKBH, TA€ TIOSIBUACS HOBBIA
HacrosaTesb — Hukoaait MoXXapOBCKHI, CAYKUBIIHI paHee FAABHBIM CBSIeHHUKOM
mrra6a Ao6poBoAbdecKoi apMun Ha 3amapHOM $poHTe. [AaBa pyCcCKHX MPaBOCAABHBIX
mpuxopoB Mockosckoit Ilarpuapxun B 3amasgnoit EBpone murponoaunt Esaormit
(Teoprmesckumit) 3Haa ota Hukoaas eme co BpeMeH ero cayx6bl B XOAMCKOM
eMapXuM U IIHCAA O HeM:

“A06PBIIT, 4eCTHBII IACTHIPD, THUII CEAbCKOr0 HaTromky. HepocTaTok 061meit KyAbTypbI
CKa3BIBAACS B OOIEHNH C IPHXOXKAHAMH, 10 [IPEUMYIECTBY HHTEAAMTEHITHEN, HO BCe
e CO CBOeil 3aaaueil cripaBasiacs oH ovens xopomo” (Evlogii 1994: 385).

ITomomuukom Oariomku 6bia ero coiH Hukoaait, craBmmit B Apespene
ncasommukoM. OH TakoKe ObIA YIaCTHUKOM BeAOro ABIDKEHMS U B UKMHE IIOPYYHKA
CAY>XHA B OPOHEBOM AUBH3HOHE.

Ipuxoa IlepKBH OBIA MAACHBKHM M COCTOSIA M3 ABYXCOT IIPHXOXKAH; IIPUMEPHO
CTOABKO >Ke AMI] IIPAaBOCAABHOTO BEPOMCIIOBEAAHMS He COCTOSAO B mpuxoae. Kak
U ApyTHe 3arpaHHYHbIe PYCCKHe IIePKBH, IIOCAe PEBOAIOIIMH IIepKOBb B ApesseHe
AMIIMAACH ¢uHaHCHpoBanua u3 Poccunm. 9 mapra 1923 ropa B pycckosA3bryHOMN
GepanHCcKoit rasere “PyAb” MOSIBUAACH CTATbsl, U3 KOTOPOM CAEAOBAAO, YTO AOXOABI
XpaMa ObIAM HeAOCTATOYHBIMU AASL €TO COAEPYKAHHS, B TOM UHCA€ XOpa, IIO3TOMY
OBIAO pelIeHO YCTAHOBHUTH C IIPUXOXAH HEOOADBIION eXeMeCSYHBIA COOp B IOAB3Y
xpama. Bcem M 6b1AM HampaBAeHBI MUChbMA € IPOCh60it 0 momomu (Anon. 1923; 4).

BeposTHo, Takue nucbMa moayuuau u npuexasmue B Iepmanmio B 1921 roay
poactBennnku C. B. PaxmanmHOoBa M ero cympyru Haraabm AseKcaHAPOBHBI,
KOTOPBIM KOMIIO3UTOP ITOMOT BblexaTh u3 Poccuu. B Apespene oxasaauck matp H.

1899 o 1929 roa (c 1923 — npodeccop). B uncae ee yuernkos 651a A. A. Illocraxosud. Ymepaa B 1942
ropy B AeHHHIpape BO BpeMst GAOKAABL
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A. PaxmanunoBoit Bapsapa Apkaspesna (oHa sxe — poanas retst C. B. PaxmanuzoBa)
u AnexcaHpp Aaekcapaposud Carunsl, ux A0ub Codbst 1 cbiH BaapuMup ¢ ceMbeit
(xenoit Tamapoit u aerbMu Aaekcanapom, Mapueit, Codueit u Teopruem). B
ApesaeHe K HUM IIPUCOEAMHUACS K ADYTOM POACTBEHHHK — IIOAKOBHHK A€H10-IBapAUK
YAaHCKOrO nI0AKa, yaacTHUK Beaoro aswkenns Hukoaait Amutpuesud Cxanon. (On
6514 ABOrOpOAHDBIM 6paToM H. A. Paxmanunosoit; mats H. A. Cxasona u otery H. A.
PaxmMaHMHOBOI1 6b1a1 popHbIMU 6paToM u cecTpoil.) Cembu Carunbix u CkarOHOB
HMeAM HeMeIlKHMe KOPHH, BOCXOAAIIME B CTAPMHHOMY OapoHCKOMy poAy $oH
Kpropenepos. PopcTBennnku PaxMaHHHOBA XOpOmo 3HaAM ApPe3ASH U HMOCEITaAH
ero B koHIle 1907 — Hagase 1908 rop0B KOTAQ TaM XKHAA CeMbsi KOMIIO3UTOPA.

B xonrie Mas 1922 ropa HaBeCTHTb POACTBEHHHKOB B Ape3peH MPHObIAM M
PaxmanuHoBbl (Satina 1974: 65). Pasymeercs, B ApesaeHe y HUX GbIAM CTapble
3HAaKOMbIe, B TOM ducae XyaoxHHK IlIrepas. ITo caydaro npuespa KOMIIO3UTOpA OH
HOAQPHA eMy KapTHHY C BHAOM MOCKOBCKOTO Kpemas, a mocae BcTpeun — elnje OAHY,
c pycckuM neiizaxem (Apetian 1980: 231).

IlpebniBanne B ApesseHe Aast PaxmaHuHOBa OBIAO HAIIOAHEHO 3a60TOM O
cooTeyecTBeHHHKAX. B 1922 roay on nomoraaroaopasuies uHTeAsureHImu 8 Poccuy;
6Aaropapsi PAXMaHUHOBY IIPOAOBOABCTBEHHBIE TIOCHIAKH ITOAYYHMAM COTHH JKUTEACH
Mockssl, Ilerporpasa, Kuesa, Kasann, Hivxaero Hosropopa, Oaeccsr, Capartosa,
Tamb60Ba u Apyrux ropopo. Co BpeMeHeM uMsi PaxMaHMHOBa Kak OAArOTBOPHUTEAS
IpHOOPEAO caMyIo IHUPOKYIO U3BECTHOCTD B Poccun 1 3a ee mpepaesaMu.

Ilpuesp PaxmanumHOBa B ApesaeH apaa moBop mporouepero Hukxoaaro
Mo>kapoBCKOMY OOpaTuTbhcst ¢ Ipochboit o momomu Lepksu. CBoil mHepBbIid
AEHEeXHbII BKAap B 3TOT XpaMm B pasmepe 100 poarapoB PaxmaHuHOB caeran B
1924 roay (Mozharovskiy 1924), a ¢ mioas 1927 ropa mochlaaA TyAa eXKeMeCSIHbIE
MOXKePTBOBAaHUA. 29 MIOAS TOrO e ropa Iporouepedt MoxapoBCKuHM BbIpasUA
PaxMaHHHOBY 6AArOAApHOCTD 32 €r0 AP, KOTOPBIA IIOMOT LjePKBH B TPYAHbIE TOADL
Darromxa TaxKe OIIOBECTHA KOMIIO3UTOPA, YTO OYAET MOAUTBCS O HEM H €ro ceMbe
3a Kaxpoit autyprueit (Mozharovskiy 1927). 8 centabps 1927 ropa Paxmanunosy
BBIPA3MA OAArOAAPHOCTb U TAABA IIPABOCAABHBIX PYCCKHX IlepKBeil B 3aIllapAHOM
Esporne murponoaunt Esaoruit (Evlogii 1927).

AobaBuM, 4TO CTAPOCTON LIEPKOBHOM OOIIMHBI AO CBOM cMepTH B 1933 roay
Ob1a kHs3b A. A. Ob60AeHCKHIT — B IIPOLIAOM KPYIHBIH OOIECTBEHHBIN AESTEeAb,
ceHarop, yaeH TocypsapcrBenHoro Cosera, KoTopbIil ¢ 1909 ropa sSIBASIACS TaioKe
BHULle-TIpeacepaTeAeM  TAaBHOM — pupexkuun  KImmeparopckoro  Poccuiickoro
My3BIKAABHOTO 0bIrecTBa. B To BpeMsi OAHHUM 13 KOoppecioHAeHTOB O60AeHCKOTO
6pis 1 C. B. Paxmanunos, kotopsiit B 1909 ropy Obia H30paH Ha AOAKHOCTb
raaBHOro My3bikaapHOro HHCrekropa IPMO. O6ep-npokypop Poccuiickoro Cs.
Cunopa (1905-1906 rr.), kasasb O60AeHCKHIT 6bIA YeAOBEKOM B BBICIIEH CTeTeH:
OCBEAOMAEHHBIM U B BOITPOCAX 1]epKOBHOM XH3HU. B Apespene oH cTaa xaroueBoit
JUrypoOi pPyccKoil KyABTYPHOH, LIepPKOBHOM U obrecTBeHHOM xusHu. He menee
3HAUUTEABHYIO POAB, KaK YBHAUM, Urpaa u npopeccop ®. A. Cremyn — Apyr KHA3S
O6oaencxoro u ero semasix mo Kaaysxckoit rybepaum.
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* ok x

Pycckas xoaonust B ApesaeHe B 1922 roay cocrosirna M3 HECKOABKHX TBICSY
yeaoBeK. Kak Imicaa oAUH U3 ee YACHOB,

“Yro0bl yCABIIATD PYCCKHX, JKMBO OOMEHMBAIONUXCS MHEHMSMHM O HOBEMIIHMX
BecTsIX U3 Poccuu, HaAO IIONTH B ‘KOPOAEBCKYIO OIlepy AU LieHTpaAbHOe Kade
PymreabMmeiiepa. A MeXAy TeM, PycCKasi SMUIPAHTCKas KOAOHHSI B ApesseHe
HeMaAast. <...> Hama pycckas sMHUIpaHTCKas KOAOHMSI PEKPYTHUPYETCsl, TAABHBIM
00pasoM, U3 CAyYaiHO CI0AQ IONABIIMX U 3A€Ch 3aCTPSIBUINX PYCCKHX, MAU TAKHX
PYCCKUX, KOTOpbIE HMEAU 3A€Ch y)Ke POAHBIX M 3HAKOMBIX U KOTOPBIE, CIIACASICh U3
Poccuy 1 LenAsISICh, TOAOGHO YTOMAIOMINM, 33 IIOCAEAHIOI0 COAOMHHKY, CIIEIIMAU B
ApesaeH B HaAeKA€, UTO POAHbBIE M 3HAKOMBIE He OCTaBAT UX B bepe. <...> Tuxo u
CKY4YHO B APE3AEHCKOI pycckoit koaoHHH. K HaM ciopa He IIPHE3KAIOT HU PycCKue
TPYILIBL HA TACTPOAH, HU MOAHbIe B Bepanne pycckue xabape. HeT y Hac HU pycckux
PecTOpaHOB, HU PYCCKUX KOHAUTEPCKUX. Pycckast IfyOAUKa KaK OBl OTIYXKAEHA APYT
ot apyra” (A. K-v. 1922).

Hexoraa HaceaeHHasl 3aIapHOCAABSHCKUMH 3THOcamy, CakCOHHS COXpaHsIAa
9ePTHI CAABSIHCKOTO KOAOPHTA. DTO MOAYEPKHBAA BhICAAHHBIN 113 Poccuu B 1922 roay
¢unrocod u mucareap O. A. CremyH, noayuusiuii B 1926 ropy Mecro npogeccopa
COITMOAOTHH B A pe3AeHCKOM BRICIIeN TeXHIIeckoi mKoAe. Kak mumeT nccaepoBaTean
ero 6uorpaduu P. E. Tepruaos,

“BrmaoTh A0 Hadara 30-X TOAOB BO BCEX MCTOYHMKAX YIIOMHUHAAOCH CAABSHCKOE
IPOMCXOXACHHE ApDe3AeHa M AMLIb C IIPUXOAOM K BAACTH IWTAepa mpepbicTOpHs
ropoaa 6b1aa ‘Hanmonasusuposana’” (Gergilov 2009: 154).

Caassckas “reorpaduueckast romoaorust” CakCOHMH, TA€ Ha3BAHMSI HEKOTOPbIX
AepeBeHb YKa3bIBaAM HAa APEBHHE CAABSHCKHe MoceAeHHMs, nomorasa CremyHy
nepeybexxAaTb HEKOTOPBIX €r0 KOPPECIOHAEHTOB, IIPOAOAXABIIMX CUMTATH
T'epmanuro Bparom Poccuu u paccapHIKOM 60oAbIIEeBU3MA.

Tuxas >xusHb Ape3peHa, SBASBIIETOCS COKPOBHIJHHIIEH HMCKYCCTB, OKa3aAach
IPUTATaTeABHON AASl PYCCKHMX My3bIKaHTOB. Tak, B 1922 roay Tyaa mpuesxas
Apyr Paxmanmnosa xommosutop H. K. Mernep ¢ cympyroit. B 1923 roay, BHOBb
BepHYBIIUCh B Ape3aseH, MeTHep 3acTaa TaM Apyroro kommosuropa, B. B.
Ilep6aueBa, KOTOPBIA HAXOAMACS B Ape3seHe B “TBOPYECKON KOMAaHAHPOBKe'.
Bcrpeua AByX MY3bIKAHTOB IIPOH30IIAQA B LIePKBH Ha HOTOCAY KEHHUIL

O6a oy 06parrAM BHUMAHHe Ha IIeHHe [[epKOBHOTO X0pa. 6 siuBapsi 1923 ropa, B
kaHyH Poxxaecra Xpucrosa, [Ilep6aues nucaa sxere B ITeTporpaa:

“LlepkoBb 3Aech OYeHb CAABHAsl, CAYXAT TO IO-PYCCKH, TO Mo-rpedecky (pycckux
3aech, caaBa Bory, MaAo), XOp ceropHs rea Mo-pyccky, HO TaK KaK HeBuHe — HaeMHbIe
HEMIIbl U PYCCKOTO $3bIKa COBEPIIEHHO He 3HAIOT, BCe TEKCThl Yy HUX BBIIMCAHBI
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HeMelKuMH GYKBaMH, TO MOMeHTaMu TioAy4aeTcs qui pro quo® (Kriukova 1985: C.
113).

A Bor Briedataenue H. K. MetHepa, mo3apasasuiero 6pata c [Tacxoit:

“B cy6601y nop Iacxy (pycckyro, 7 uncaa) Mbl €3AMAM K 3ayTPEHE B APE3ACHCKYIO
[IPaBOCAABHYIO [[€PKOBb. BMECTO KOAOKOAOB OHAM B peAbchl. Ilean 4HcTOKpOBHBIE
CaKCOHIbI ITOA YIIPAaBAEHHEM CAaKCOHCKOTO pereHTa. Moskelnnb ceOe IPeACTaBUTD, KaK
3ByYaAH [[ePKOBHOCAABSHCKUE cAoBa! [Tepes KpecTHBIM X0AOM (BOKPYT IIepKBH) TeA
HaCTOSIIIMM CaKCOHCKUHM FOPOAOBOM — BII€YaTA€HHE KpaliHe AMKOBUHHOE...” (Ape—
tian 1973. C. 249).

ITo-BuauMOMY, BCKOpe HeMIleB B IIlepKOBHOM XOpe CMEHHAHU PYCCKHe 9MUIPAHThL.
Bpsp au Ha Benuanum podepu Paxmanunosa Mpuns ¢ Ilerpom Boakonckum 24
ceHTAOps 1924 ropa Ha KAMpOCe IeA XOP, COCTOSIUI HX CAKCOHIjeB. BoamoxHO,
4TO MeBYMMHU Ha Kaupoce ynpaBasia IIIyAbruH, 1mop pPYKOBOACTBOM KOTOPOTIO
AOOUTeAbCKHIL PYCCKHIL XOP IIeA TIECHHU U 1jepKOBHbIE IeCHOTIeHHs Ha AHe pyccKoi
KyABTYpBI B Apesaere B 1925 roay (Mul'man 1925a: 4).

ITocTenenHo Bo3Bpaiasach B Ape3aeH U cBeTcKasl pycckas My3sbika. B 1921 roay
TaMm ABRXABI BbICTyTaA TeHOp A. A. Asekcanaposud (Anon. 1921a, 1921b); 5 1922
ropy — nesuna IT. Ao6epr u nmuanuct A. 1. 3uaotn (Anon. 1922a, 1922b). OpHako
HACTOsIIIUe MTPA3AHUKH PYCCKOM My3bIKM HadaAMCh TOTAQ, KOTAQ Ha ClieHe 3emIiep-
Omepbl HAYAAM CTaBUTb PYCCKUe CIIEKTAKAHM, IIEPBBIM H3 KOTOPBIX cTaa “Bopuc
Toaynos” (Mul'man 1923). ITocae cmekrakas Haxopusmmiics B Apespene H. K.
Mertrep 6 anpeast 1923 ropa nucaa M. A. Aobposeiiny:

“Kpome papOCTH 51 HCIIBITAA K TOPAOCTD 32 Hallle pOAHOe MCKyccTBO. Kak Hu BhICOKO
CTOUT APE3AEHCKAasi OIepa, M B OCODEHHOCTH ee 0eCIIOAOOHBIN OpKecTp, sl BCe
e He MOT OXXHMAATh OT HHOCTPAHI|EB, CTOAb MAaAO 3HAKOMBIX He TOABKO C PYCCKOM
OIepO, HO AQXKe K UCTOpHeH, TAKOro TIATEABHOTO i BEpPHOTO IIOAX0AA K ‘Bopucy’.
Ho HeOXMAQHHOCTD 3Ta BIIOAHe OOBSCHHAACH MHe IpH3HaHWeM Byma, uro Bes
OCTAHOBKA, BKAKOYAs U PEXUCCEPCKYIO YacTh, — AeA0 Bammx pyx” (Apetian 1973:
248).

Wuunparusa nocraHoBku “Bopuca ToayHoBa” mpuHapAexara AUpIDKEpY U
pyxoBopuTeato Tearpa Ppury Bymry. ViMeHHO OH IpHraacHA K IIOCTAHOBKAM B
Apesaere mpuexasurero u3 Mockss MysbikanTa M. A. AoOpoBeiiHa, KOTOPBIi 3aTeM
nooyepeaHo ¢ Bymem u auprwxuposaa atoit onepoit (Dobrovein 1972: 64-65).

B 1924 roay Caxconckas onepa Bozo6Hosuaa “Esrenns Onernna” (Aexopanuu
Hanucaa M. B. Aobyxunckuit), a B 1927 roay Bym u Ao6poseitn npenoatecan
APe3AeHIIaM ellje OAUH IT0pAapoK — “XoBaHmuHy Mycoprekoro ¢ poekopanmsimu H.
A. Benya (Mul’'man 1926: 4).

6  Qui pro quo — Hepopasymenue (Aar.).
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AoGpoBefiH ObIA OAHMM K3 CaMBIX YAAQUAMBBIX PYCCKUX MY3BIKAHTOB B
nocaesoenHoi [epmannu A0 Hadaaa 1930-x rop0B. OH ¢ 6OABIIIM YCIIEXOM BHICTYIIAA
BO MHOTHX HEMeIJKHX FOPOAAX KaK IIHAHUCT U AUPIDKEP; UCIIOAHSA U COOCTBEHHDIT,
HanHMcaHHbIi yke B [epManuu ¢poprenuannsiit konuept cis moll. (B susape 1928
roAQ OH MTPaA ero B CUMpOHHYIECKOM KOHIepTe B ApespeHe noa ymnpabaeHueM Q.
Bymia /Anon. 1928/).

Bo Bropoii nososune 1920-x rop0oB pycckas My3bIKa 3By4aAa B Ape3seHe Takke B
ucnoanenuu @. V. Maasnuna (Mul'man 1925b: 4), Y. @. Crpasusckoro (Mul’'man
1929), C. B. Paxmanusosa (Kratz 2008: 17).

* k%

B poanm ApespeHCKOrO “cOOCTBEHHOrO KOPPECIIOHAEHTA B BBIXOAMBILIEH B
Bepanne pycckosizpryHoOi raszere “Pyap” 3agactyio BbicTymaa S. O. Myabmasy,
noceauBmuics B ApesaeHe okoao 1898 ropa. Myabman popmacsa B 1865 roay B
ropoae CrapokoHcTaHTHHOB BoAbiHCKOI ry6epruu B cembe passuna (Kratz 2020a:
56-57).B ApesaeHe OH paboTaA yanTeAeM PycCKOTO S3bIKA H AUPeKTOpoM Pycckoit
oubanoreku umenu A. M. Uynposa. Byayun crpacTHbIM AlOOHTEAEM PYCCKOTO
HCKycCTBa, MyAbMaH OKa3bIBaA COAEHCTBUE PyccKHM racrposepam. O ero momomu
IHCAaA He TOABKO IpHesxaBmuii B 1911 roay B Apesaen BMecTe ¢ CHHOAQABHBIMH
xopom komnosutop A. A. Kacraasckuit (Zvereva 2006: 917-920), Ho u pAupuskep
AeHHUHTpaaCKo# akapeMudeckoit Kareaasl M. I. KAuMoB, KoToOpbIit TPUBO3UA CBOM
xop B Apespen B Iepmanuio B 1928 roay. Ilocae pApespeHckoro koHlepTa 27 sSHBaps
OH CAEAAA 3aIIHCh B CBOEM AHEBHHKe:

“B 8 yacoB Beuepa cocrosiacst KoHIepT. Hapoay moaHsiit 3aa. <...> ITpuxoana mocae
koHnepTa SIkos Ocumosma Myabman, xusymuit B Apespere 33 ropa. OH... papymmHO
BCTPeYaeT M IMPOBOXKAET BCEX PYCCKHMX apTHCTOB, OMOTaeT COBETAMH, MEAKUMH
YCAYTaMH M AeAdeT Bce GEeCKOPBICTHO. <...> AaA U MHe COBET — CIIeThb Ha bis uro-
Hu6YAD Ayxosroe” (Klimov 1971: 118).

3a KOHIJePTAMH A€HUHTPAACKOTO XOpa, KOTOPHIA B HEAABHEM IIPOLIAOM ObIA
IPUABOPHBIM XOPOM PYCCKMX IJape, IPHCTAABHO CAGAMA AUPIDKEDP SMUTPAHTCKOTO
Xopa aoHckux kasakoB C. A. JKapos. Kak u KauMoB, OH OKOHYMA H3BeCTHOe
MockoBckoe CHHOAAABHOE YYHAMINE IIepKOBHOTO IeHusa. Bo Bpems I'paxaanckoi
BorHbl JKapoB BoeBaA Ha cTOpoHe Beaoii apMuu U mocae ee pasrpoMa OKa3aAcs
B Typuumu, B Aarepe AAsL MHTepHHPOBAaHHbBIX BoeHHbIX Ynaunrup. Tam B 1920 roay
U 6bIA 00pazoBaH XOp AOHCKHX Ka3aKOB, KOTOPBIi C cepeArHBI 1920-X rOAOB mOA
ympaBaeHneM JKapoBa cTaA KOHLepTHPOBATH II0 BCEMY MHDY.

MyAbMaH 0Ka3aACs TeM YeAOBEKOM, KOTOPOMY XOP OBIA BO MHOTOM 00513aH CBOUM
ycmexoM B Iepmanum. OH BBIIOAHSAA POAb IIEPEBOAYMKA TEKCTOB MY3BIKAABHBIX
KOMIIO3MIIMI, OOIAACS C KOHIIEPTHBIMM AHPEKIMSMH M IOPHCTaMH, 3aHHMAACS
HOATOTOBKOM PeKAaMHOH Ipoaykrmy. Ha Hero e Bo3aaaraaoch IpUroToBAEHUE H
neyars Tak HasbiBaeMbix Textbuch'os. (B HUX copepsKaAUCh IepEBOABI TEKCTOB Beelt
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MY3bIKH, KOTOPast UCTIOAHSAACH B TOM HAM HHOM KOHLIepTHOM ce3oHe.) CoTpyaHmdaa
xop u ¢ 6parom SJkoBa Myapmana — kuHoakTepoM Aaekcaapom Mypcknm. VimeHHO
OH cpIrpaA poab rpada Boporuosa B pruabme “Beaslit AbsIBOA’, B KOTOPOM CHUMAACS
U XOP.

B Ape3aeHe X0p HOAB30BAACSI 0COO0 AJ0OOBBIO M BHICTYIIAA TAM OECIIPeLieACHTHO
9acTo, AaBas 1o 1213 xoHnepTos B rop. Kak Bcmomuzas opuH u3 nepunx xopa, 1L
. Arexcees,

“HeAp3st He YIOMSIHYTb O TeX HEIPHHYKACHHDIX SKH3HEPAAOCTHDIX BeYePUHKAX-
6aAax, KOTOpbIE yCTPANBaAA XOPY PYCCKasi KOAOHHS ApespeHa. < ... > B saaax ayamero
APE3AEHCKAro OTeAs], B 0OCTAHOBKe CaMOro 6e33a00THOIO BeCeAbsl, 00beAUHSIAUCH C
HAIIMMY XOPHCTaMH, GBIBIIMIMH BCETAA B CBOEH KOHLepTHOM popme, cembu CaTuHbIX,
Cxaaouos, lepcaopdos, kuszs Ob6oaerckoro u ap.” (Dobrovolets Ivanov 1968: 30).

B unmcae apespenckux 3Hakombix JKaposa’ 6bia u AOOpOBeiiH, KOTOPHIX
BBIIIOAHHA AASL XOPa HECKOABKO 00PabOTOK HApPOAHBIX IIECEH U CTaA PeAAKTOPOM
u3paHHOTO B 1927 ropy B Bepanne nepsoro c6opHuka us penepryapa xopa (Do-
browen 1927). B Apesaene sxe B 1927 roay cocTosiaach u nepsas BCTpeda AUproKepa
¢ PaxMaHMHOBEIM, OT KOTOPOT'O OH HOAYYHA TOTAQ K IIOAYYAA BIIOCACACTBHH IIeHHbIE
COBETBL

* k¥

ITo cytu peaa, PaxMaHMHOB OBIA YAEHOM APE3ACHCKON KOAOHMH M IPHHHUMAA
ydacTre B ee obujectBeHHOM XuU3HU. Tak, 2 peBpaas 1930 roaa, Koraa ABa MeCTHBIX
Kpy’KKa (CTyAeHUecKWil M MO M3ydeHMI0O 3aKOHa Boxus) mpuHsSAM pemreHue
06beprHNTLCS B KpykoK pycckoit KyAbTypbl, PaXMaHMHOB HPHCYTCTBOBAaA Ha
cObpaHuH B KaueCTBe YAeHa lepkoBHOit o6munbt (Kantor 2012).8

MuunpaThBa CO3AQHMS KPYXKKA IIPUHAAAEXKAAA CTApOCTe IIPHXOAA KHA3I0
O6oaeHckoMy; B cobpannu Takke ydactBoBaau npodeccop . A. Crenyn, H. A.
Cxaaon u cynpyru I. I 1 M. M. Kyabman.” 3aTeM Kpy>KoK 6blA IIepeHMEeHOBaH B

7 VmeroTcsa ocHOBaHMS IIpeAnoAarars, 4to ¢ 1925 mo 1929 roa, C. A. XKapos xwua B ApesaeHe u 4To
TaM Ke PACIIOAAraAaCh MTab-KBapTHUPA ero Xopa.

8 Tlo Bcell BHAMMOCTH, K IIepKBM HMMEA AOBOABHO OAM3KOe OTHOIIEHHE ABOIOPOAHBIN Gpar
Paxmanunosa B. A. Carus, koTopsrit mucas emy 1 mast 1935 ropa: “CasileHHHUK Hall OKOHYATEABHO
pacxsopaacs. Ha CrpacTHo# HepeAe IIPUIIAOCH BBITHCHIBATH TPeX CBAMeHHUKOB 13 [Iparu, Aefiniura
u bepauna. Mexay npounm, us Ilparu npuesxaa o. Muxaua Bacurenos, oren; Bukropa Bacherosa
(xyaoxHuKa). OueHb MUABIL 1 HHTEAAMTeHTHBL YeaoBeK. Terepb AyMalo yCTpOUTD Hamero 6aTiomky
Ha IIOKO# M HAAO BBIIHCHIBATD HOBOTO CBsijeHHMKA. KaK 51 co BceM 9THM CIIPaBAIOCH OTBETA He 3HAIO
(Satin 1935).

9 IOpucr u kpynssii unHOBHUK, I. I. KyabMaH, KOTOpbIi OCA€ 5XeHUTHOBI B KOHIe 1920-X roA0B
Ha CecTpe M3BeCTHOro peamrnosHoro ¢puaocodpa H. M. 3épHoBa NpUHSA MPaBOCAABHE, TAKKE OBIA
BHAHOM $UIypoit B pycckoit Anacriope. Hamprmep, B 1921 roay oH AOGHACS preMa B yHHBEPCUTETHI
TepMaHHH OKOAO IIOAYTOPA THICSY pycckux cryaeHToB. C 1936 ropa paboraa B JKenese B Avre Harmit
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O6mecTBo Baapumupa CoroBbeBa; ero mpeacepaTeseM mocae cMeptu B 1933 ropy
kusi3st Oboaerckoro craa CremyH.

Ha 3acepanmsax sToit opraHusaiu, KOTOpble IIPOXOAUAU B KPHUIITE APE3ACHCKOM
IPaBOCAABHOM II€PKBH, MOKHO OBIAO CABIIIATH AOKAAABI M UTEHUS] AMTEPATyPHbIX
npousBepenuit. Hampumep, 7 mas 1932 ropa TaMm mpoyeA OTPBIBKM H3 CBOMX
counHeHuil mpuexaBmmil u3 Bepauna mucareas B. B. Ha6oxos (Schldgel, Kuch-
er 1998: 447). Boaee TopecTBeHHbIe KyAbTYpHbIE aKIIHH IPOBOAMAUCH B APYTHX
NOMeIIeHUSX, HAalpAMep, B 3aae rocTuHubl Beansio (Bellevue). Oato us co6panuit
— cocrosBieecs B uOHe 1932 ropa mpaspHOBaHHE €XeTrOAHOro AHS pycckoit
KyABTYpSI (cO6bITHE 6BIAO MEXKAYHAPOAHBIM U IPHYPOIHBAAOCH K AHIO POSKACHHS A.
C. Ilymkuna) — 6b1A0 OnHcaHo B cTaTbe Myabmana B razere “Pyap” (Mul'man 1932:
7). B kOHLepTHO! 4acTh 6blAa UCIIOAHEHA MOATOTOBA€HHAs OBIBIIMM apTHCTOM
MockoBcKOTO Xya0KecTBeHHOro Tearpa A. A. BrIpyOOBbIM 1 MECTHBIMH aKTepaMH-
Arobuteasmu crieHa u3 “BparpeB Kapama3oBsix”, B KOTOpOH y4acTBOBaA M caM
Bripy6os. B xauecTBe urena BbicTymuA MOoAKOBHUK H. A. CkaAoH, KOTOpBbIi IpodeA
HeCKOAbKO cTpanur; u3 “Bparbes Kapamaszossix”. C orpoMHBIM yCIIeXoM Ha KOHIjepTe
IleAa HOBasI 3Be3aa Ape3aeHcKoi onepsl, conpano M. A. Ye6otapesa-Bripybosa.

30 Hos6ps 1934 rosa COCTOSIACS €XETOAHBIH OAArOTBOPUTEABHBIN Bedyep
Apesperckoro komurera Poccmiickoro obmectBa Kpacroro Kpecra, xoTopsrit
OKa3BIBAaA IIOMOIIb PYCCKUM OSMHIPAHTAM. YIIOMHHAAOCH, UTO CaMblif OOABIIOL
ycIlex Beyepa BBIAA Ha AOAI0 OATOTO B PYCCKHE HAIIMOHAABHBIE KOCTIOMBI XOpa
noa ynpasaennem H. . Moxaposckoro (Anon. 1934: 7). 8 susaps 1936 roaa B
Ape3aeHe COCTOSACS KOHIIEPTHBIN Beuep B IOAB3Y MECTHOH PYCCKOH II€PKBH H
PYCCKHUX KYABTYPHBIX OPTaHHM3aIHil C yIaCTHeM IeBUI] Ape3peHCKoH onepsl Mapuu
Ye6orapu (Yeborapesoir) u Kapen Vnrep, kBapTeTa IOA yIpaBAeHHEM CKpHUIIada
ApesaeHckoro opkecrpa SIna Aamena (Jan-Dahmen Quartett), aprucTku MecTHO#
apambr M. B. Carunoit-Iprorpep (M. von Satin-Griinder — poup B. A. Caruna).
Beuyep ObIA IOAAEPKAH IIPEACTABUTEASIMM HeMeLKoro obmecTsa. crmoansanch
TaKKe PyCCKHMe HAapOAHbIe MecHu U TaHubl (Anon. 1936a: 3). Haxoanaa B Takux
Beyepax MecTO M Mysbika PaxmanmnoBa. Tax, 4 sHBapst 1936 ropa B 3ase oreas
DeabBio B ApesaeHe Ha TPAAUIIIOHHOM OAQrOTBOPUTEALHOM Bedepe Ape3AeHCKOro
xomuTeTa Kpacroro Kpecra Kapen Murep ncnoannaa pAa pomanca PaxmanuHOBa 1
onepwusie apuu (Anon. 1936b: 7).

Borxopausume B Bepaune B 1930-e ropst pycckue rasersi “Hosbie ann” n
“HoBoe cAOBO” yxe He YAEASAM Ke OOABIIOrO BHUMAHHS PYCCKOHM KYABTYPHOIX
XKM3HH, Kak ra3eTsl 1920-x rop0B. Ape3seHCKHe KYABTYpHbIe aKIJHH YIIOMHHAAKCH
B HUX AHIIb HECKOABKO pa3. [aseTsl mprobpesn spKo BbIpaskeHHbIf 06IjeCTBEeHHO-
HOAMTHYECKHI U IPOIATAaHAUCTCKUI XapaKTep, TPAHCAMPYS B PyCCKOe OOIIecTBO
HAEH HaIJOHAA-COITMAAU3MA.

JKusub B l'epManuu crpemureabHO MeHsAach. 18 Mast 1933 ropa MyabMaH nucaa
JKaposy 06 arMocdepe BceobIIjero AMKOBaHIsI, OXBATUBIIETO HEMEIJKOe HaCeAeHIe,
a TaloKe O TOM, YTO HeMeIIKHe XOPbl, CTapasCh YIOAUTb IIyOAMKe, CTPEMUAUCH

¥ 3aHMMaA TaM KPYTIHbIit IOCT 1o Aeaam 6eskennes (Mnuchin et al. 2008: 790).
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BBIKA3aTh CBOIO AOSIABHOCTb B OTHOIIEHHM HOBOTO pexxuMa. MyabMaH ObIA O4YeHb
03a604eH NoAOKeHHeM AOHCKOTO Ka3aubero Xxopa B [epMaH1H, B KOTOPOM XOPHCTOB
MECTHOM IIOAMIIMH YYAMAMCH GoabureBncTckie areHThl. OH coseroBas JKaposy
IIOATOTOBHTD ITyOAMKAI[MH, KOTOPbIe OBl HE TOABKO OIIPOBEPTaAH ITU CAYXH, HO H
AOKa3bIBAAM TIOAE3HOCTD xopa lepmanuu (“60opoacs ¢ 6oAbmeBuKamMu’, “IPUBO3UT
B CTpaHy AEHBIH C racrpoaeir”). Myabman Takoke mpusbiBaa JKaposa caerars
obpaborky rumta “Deutschland, Deutschland, tiber alles” ¢ 06HOBAeHHBIM TeKCTOM
¥ CIIeTh ero Ha pycckoMm si3bike (Zvereva 2020: 96-97). (IlepeBop 6bla BhIIOAHEH
Myabmanom.) Tekcr rumHa 6bia “co3BydeH” BpeMeHH — B HeM QHIYPHPOBAAM
HALMCTCKasl OpraHu3anus mrypmoBukos (Sturmabteilung, CA) n Aaoand Tutaep.
Kax mosaraa MyAbMaH, STOT I'MMH, MCHOAHABIIMiCS B IepMaHMM mOBCeMeCTHO,
Mor obecreynTdb Xopy ycrex y mybauku. TpyaHO ckasarTs, TOHpaBHAKCDH Al JKapoBy
coBeTbl MyAbMaHa.

Ilo xpaitHesl Mepe, HUKAKHX CAGAOB 9TOT'O TUMHA B HOTAX, ITAACTHHKAX X APXUBHBIX
AOKyMeHTax Mbl He obHapyxuau. Tem He menee, xop JKaposa, kak, BIpoueM, U
ApyTHe Ka3adbd XOPBI, XOTS U He 0e3 TPYAHOCTel, ‘AepxaAcs Ha maasy . Ilo cyrtu
AeAa OH OBIA CAMBIM U3BECTHBIM PYCCKMM MY3bIKAABHBIM KOAAEKTHBOM B [epMaHHU
1930-x ropos. Hakanyne orpespa B 1939 roay ma racrpoau B CIIIA xop 16 ampeas
1939 ropa paA cBOI F0OMAEHHBIN, COTHIM 110 CueTy, KOHLIepT B Ape3aeHe. ( 70 u3 aTux
KOHI|EPTOB cOCTOSIAMCH B 1920-e roast /Mul'man 1930/ ) CpeacTBa OT KOHIlepTa
CTaAH ITOCACAHUM ITOXXePTBOBaHHEM X0pa ropoay. OkasaBIrch B AMepuKe, XOpUCThI
npuHAAM pemnerye octarbes B CIITA.

C xopom XKaposa B 1930-e ropbr MOTAQ KOHKYPUPOBATh B HOIYASIPHOCTH TOABKO
onepnas AuBa Mapus Ye6orapu (M. 1. Ye6orapesa), koTopas 15 anpeas 1931 roaa
AebroTHpOBaAa B Ape3peHCKo omepe. DTa apTHCTKA, 0OAAAABIIAS BBIAAIOIIMMUCS
AQHHBIMH, CTaAd CaMOM U3BEeCTHOM U BocTpeboBanHOM pycckoit nesurest 11 Peiixa.
Ee u3BeCTHOCTH COITyTCTBOBAAM He TOABKO BBICTYIIAGHHMS B OIEPHBIX CIEKTAKAAX,
HO 1 CbeMKH B KHHO. MOXXHO 6b1A0 BuAeTh Mapiio YeboTapy 1 Ha pyCCKHX aKITHSX.
Hampumep, 6 ampeas 1935 ropa B Bepanne oHa npuHMMaAa y4acTHe B AyXOBHOM
KOHIjepTe, TMOcBAieHHOM “500-AeTHeMy I00HACI0 PYCCKOTrO IIepKOBHOTO IIeHHS
B KOTOPOM IIPMHSA Y4YacTHe apXHepedcKHil Xop B cocTaBe S0-TH 4YeAOBeK IIOA
yrpasaenuem perenta I1. V. Anapeesckoro (Anon. 1935: 7).

OaHaKo Aaseko He BCe apTHCTBI CYyMEAM HAM HMEAM BO3MOXXHOCTD
HPHUCIOCOOUThCSL K HOBOMY pexxumy. B 1933 ropy OBIA BBIHYXKAEH OCTABHTb
Apesaenckyo omepy u yexarb u3 lepmammum @. Bym. B kxamym mnpuxopa B
BAAQCTH HAIMOHAA-conmaaucToB yexaa B Ocao M. A. Aobposeitn. B 1937 roay
U3  ApPE3AEHCKOTO TeXHMYeCKOrO HMHCTHTYTa 332 PYCCKOCTb, IPAKTHUKyeMoe
XPUCTHAHCTBO M HEAOCTAaTO4HbIi aHTHCeMUTH3M 6b1A yBoAeH ®. A. Crenyn (Gavri-
lov 2017: 366).

B Tom e muceme k XKaposy or 18 mas 1933 ropa Myasmas coobimaer, 4to B
PpyccKoit KOAOHHU ApesaeHa 06pa3oBaAach IPYIIIa CTOPOHHHUKOB HOBOI'O PeXKUMa:

“Tlpuesaa Kakoit-ro T 3 Bepanta c eapto mponarasabt. Berynuau s o6mectso:
Cxason, H. Y. Moxaposckuii ¢ sxenoit u op.” (Mul'man 1933).
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Tazeta “Pycckasi HepeAs mHcaAa O TOM JXKe coObiTMH: B Ape3peHe, B 3aae
HCAATII (HayuoHaA-COnMaAMCTHYECKOI HeMeLKOM paboyeil TapTHH), COCTOSAOCH
nepsoe mybanyHOe cobparue Apesaerckoit rpynmnst POHA, Ha KOTOpOM BBICTYIIaA
Avpep opranusanuu A. Cero3apos, a Tawke KH3b A. A. O6oaeHckuit. B o6meit
CAOKHOCTHU B ApespeHe OBIAO 3aperiucTprpoBaHo 70 YAGHOB 9TOH OPraHM3AIUH, a
ee pykoBopuTeaeM cTaa noakoBHuk H. A. Cxaaon (Schlogel, Kucher 1998: 454).

Peup upeT o co3paHuM B Ape3peHe HOAPA3ACACHHS OPTaHHU3AIMH, TOAYIUBIIEH
HazBanue Pycckoe ocBobopuresbHoe HapopHoe aswkenue (POHA). (Yaenos
3TOTO ABWXXEHHS B PYCCKOH Cpeae HasbiBaAM “poHAUCTamMu”) [lo pasAmdHbIM
onjerkam, B arycre 1933 r. B POHAe HacuuTsiBaroch ot 1100 oo 2000 uaeHOB
(Okorokov, Popov 2003: 102). “Tunom us Bepauna’, npuesxasmum B Apesaen
Ha yYpeAUTeAbHOe coOpaHHe OpraHmsaiuy, ObiA mpubaarumiickuit Hemer I. A.
ITuapxay, mamenuBmmi uMa ¥ pamuanio Ha A. CBeT03apoB M IIPOBO3rAACHBIIMH
cebs “propepom pycckoro Hapopa”. Kax mumeT nccaepoBareas,

“B KOHIje KOHIIOB, K AeTy 1938 I. 0OCHOBHAsI Macca PYCCKHX HAIUCTOB U IITYPMOBUKOB
o6beannmAach B papax PHCA mop pykosopactsom noakosuuxa H. A. Cxarona” (Se-
menov 2011).

Aas eBpefickoro HaceaeHus [epMaHMM CHTyanus cTasa KPHTHYECKOH ITOCAe
IPOKATHBIIMXCS B HOYb € 9 Ha 10 HOsAOps 1938 ropa opraHM30BaHHBIX MACCOBBIX
norpomos. 15 suBaps 1939 ropa MyabMaH, KoTOpbIi B NmepBoit nososuxe 1930-
X FOAOB  ellle MPHUHMMAA AKTHBHOE YYaCTHe B AESITEABHOCTU PYCCKOTO OOIlecTBa,
mumer csoemy Apyry B CIIIA, uTo MecTHbIe pycCKMe 4epHOCOTEHIIbI 3allpeTHAH
eMy IIOCelaTh PYCCKYI0 IIePKOBHYIO OMOAHOTEKY, B KOTOPYIO MM OBIAO CAEGAAHO
HeMaAro noxepTBoBaHmit. OH mummerT: “Aaxe AyXOBEHCTBO BO3MYIIEHO OSTHM
Tpe6oBaHeM ‘POHAUCTOB, H60 3HAeT, 4eM KOAOHHs MHe 06s3ana” (Budnitskiy, Poly-
an 2013. C. 244 ). EAMHCTBeHHOI1 PycCKOi OpraHU3aLyeil, MaTepHaAbHO ¥ MOPAABHO
nopAepxxuBasieir Myabmana, 6614 X0Op AOHCKHX Ka3aKOB, OT KOTOpOro oH Ao 1938
rOAQ ITOAYYaA HeOOABIION roHopap. B mone 1939 rosa HeMerlkue BAACTH 3aCTABUAU
MyapMaHa IIpUNUCATh BTOpOe oduinasbHoe uMs “VIcpauap’, a 3aTeM IIepeceAnThCs
B TaK HasbIBaeMblil “eBperickuit oom” Ha IlInopepracce (Kratz 2020: 78). Tam 6b1au
NOMeNjeHbl U APYTHe CYTpPYXecKue Taphl, XuBmKe B “‘cMemanHoM 6paxe”. (XKena
MyabmaHa 6bIA2 KATOAMYKOIL. )

* k¥

1 moma 1939 ropa, mocae Toro, kak mpuyr nepksu CB. AMBHOTOpIA
BOCIIPOTHBHACS Tlepexopy B Iopucaukiuio Pycckoit Ilpasocaasmoit Llepxsu
3arpaHurieit, BbIKA3bIBABIIEN AOSABHOCTb PeXUMy (AO TeX MOpP MPHXOA COCTOSA B
IOPHCAMKLH IAPKCKOTO MUTPOIOANTa EBAOTHS), GbIA yBOAEH 32 INTAT HACTOATEAD
nepksu nmporouepeii Mloans MoXapoBCKHUit U HA €O MeCTO OBIA MPUCAAH HOBBIA
ceameHHUK Aumutpuit Tpyxmanos. EcTb cBHAETeABCTBO IIpeACeAaTeAs IIePKOBHOTO
coseTa I JKyxa, 4To B TOABI BOMHBI IIPUYETHUKY U ITeBYHE BBI3BIBAAKCD HA AOTIPOCHI B
recTano, HekoTopble 6biAH apectoBansl (Grossman 2013: 168-169).
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OueHb CHABPHO MOCTpapaAd ceMbsi KHs3si OOOAEHCKOro: cmepsa mHorubaa
HAXOAMBIIASICS HA ACYEHHU B HEBPOAOTMYECKON OOAbHHMIJe BHyuka KHA3s EaeHa,
KOTOpasi OblAd TIOABEPTHyTa 3BTaHA3UM. B Hauase 40-x IT. ChIH KHs3s A. A.
O6oseHcKoro AMUTpHUil OBIA APeCTOBAH IeCTAIO 32 YYACTHE B AHTHHAILMCTCKOM
HOATIOABHOH TPYTIIIe, ITOA NBITKAMU HUKOTO He BBIAAA M CKOHYAACS B KOHIjAArepe
(Kantor 2012).

B navase 1945 ropa mopomaa oyepeab OTIPABKH B KOHIIAArepb AAS XKHUTeAeit
AOMa, rae xuA ¢ xeHoit 5. O. MyabMaH. Aenoprarus 6biaa HasHadeHa Ha 16 peBpaast
1945 ropa. Oanako 13 ¢eBpass Bo BpeMst 60MOApAMPOBKH Ape3peHa aHIAO-
aMepuKaHCKo#1 aBuarueit ooM Ha IlInopepracce cropea Bmecre ¢ xureasmu (Kratz
2020: 79). Pycckast HepKoBb OKa3aAach OAHUM M3 HEMHOTUX YLIEACBIINX B TOPOAE
3AAHUH.

YaunuToxeHne Ape3peHa HOAOKHAO KOHEI] HCTOPHH CTapOil PYCCKOH AMACIIOpPBI
B 9TOM FOPOAE, B KOTOPOM ITOCAE OKOHYAHHSI BOFHBI y)Ke He OBIAO B KHBBIX M OAMBKHX
poacrBennnkos C. B. Paxmanunosa.'’ B 1943 ropy cKoHYaACst ¥ caM KOMIIO3HTOP.
PaxMaHHHOBY He OBIAO CYXKAEHO Y3HATh O TPareAUH, IOCTHIIIeH Ape3AeH, KOTOPBIi
BOIIIEA B HICTOPHUIO PYCCKOM MY3bIKHU IIPEKAE BCErO OAArOAAps ero MMeHH.

* k%

IpusHomy 6AarOAQPHOCTD AMIIAM, IPEAOCTABHMBIIMM HEKOTOPbIE HMCTOYHUKU
Aast aToit pabotsi: Dr Tortdpupse Kparuy (Gottfrid Kratz, Miinster), Dr Maudpeay
Ipy6e (Manfred Schruba, Bochum), A. U. Epmakosy (aupexropy Myses-
sanosepnnka C. B. Paxmanunosa “Vsanoska”).

Pabory mocBsmaro MoeMmy mnokoiiHomy Myxy, Crioapry Kommn6eaay (Stu-
art Campbell), KOTOpbIi1 HCTIBITBIBAA 0COGBIL HHTEPEC K TeMe PYCCKOM My3bIKH B
Tepmanun.

10 B 1941 roay cxondaaacs B. A. Caruna, B 1945-m B. A. Catun, B 1946 — H. A. Cxaaon.
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CBETAAHA 'EOPTHJEBHA 3BEPEBA

Pycku APE3AEH TOKOM ABAAECETUX U TPUAECETHUX TOAHA XX BEKA:
OBPUCHU MY3WYKOT, IIPKBEHOT U APYIIITBEHOT >KUBOTA

(PE3UME)

Apesaes je y XIX Bexy 610 eTabAMpaHa AeCTHHAIIM]A 32 PyCKe YMETHHKe, IIHCIie H
Mysudape. Pycky My3uxy cy npoMOBHCaAN KOMIIO3UTOPU-BUPTYO3H IOITY T AAeKceja
/oBoBau Autona Py6unmrrajua. Ha mpeaomy BekoBa usBoljeHa je Mysuka YajkoBckor,
Bopoauna, I'rasynosa, Apenckor, TamejeBa, Ckpjabuna, Pebuxosa, MeTHepa u
PaxmariHOBA. Y TOM CMHCAY, Toce6an AonpuHoc A0 je Epuer ¢pomn Ilyx, aoupureHt
Apesaencke omepe. Mamehy 1906. u 1909. y Apesaeny je xuBeo PaxmamuHOB 1 'y
TOM IPaAY je HAIIHCA0 HeKa OA CBOjUX HAjOOSHX AeAQ.

ITocae TlpBor cBeTckor pata, y ApesaseHy je 60paBHO BeAuku 6poj
usberanna u3 Pycuje, Mehy xojuma cy 6uan PaxmamunoBsesu pohanu — CarrHoBu
u Cxasonosu. O 1922. oo 1935. PaxMamHHOB je A0Aa3HO y Ape3aeH TOTOBO CBake
ropure. OcuM Tora, KoHIepTe Cy Apxkaau Asexcanpap Cuaotu, @jopop lasamnum,
Hrop CrpaBUHCKM U APYTH My3UYKM YMETHHIM. 3HAYajHA je U akTUBHOCT Mcawuje
AobposejHa, koju je, 3ajearo ¢ Ppuriom Bymowm, mepoM-pupureHToM ApespeHcke
omepe, mocraBuo bopuca Iogynosa, Esienuja Omweiuna u Xosanwmuny. Kao u
PaxmamuHoB, AOOpOBejH je moppkaBao Xop AOHCKUX Ko3aka oA BohctBoMm Cepreja
JKaposa, xoju je gecto Hactymao y Apesaeny. Ha ueay pycke sajeanunie 6uau cy
kHe3 Aaekcej O6oneHcku (paHHje jeAHa OA MCTAKHYTHX QUIYpa jaBHOT XUBOTA)
u ¢unro3o¢p u nucary jopop A. Crenys, xoju je 1930. ocHoBao Pycku kyarypHH
KpyT (KacHuje peopraHu3oBaH U peuMeHoBaH y ApymTso ,Baapnmup Conosjes”).
APpYLITBO je OpPraHM30BAaAO IIPeAABAMA U IPOCAABe MocBeheHe pyckoj mcTOpHju
U KyATYpH; y THM IpPHAMKaMa je u3BoheHa pycka Mysuka. Te MaHudecranuje je
nocehmBasa Maapa omepcka meBaumiia Mapuja Yeborapy, xoja je 1931-1936.
peaoBHO HacTymaaa y ApesaeHckoj onepu. ITocae poaacka HalMOHAACOIMjaAKCTa
Ha Baact, Qjopop CremyH je oTmylITeH ca yHHMBEp3UTeTa 300T ,HEAOjAAHOCTH"
HOBUM BAACTHMA M TaAd je OCHOBAaH OrpaHak Pyckor HapoAHOT 0CAOOOAMAAUKOT
nokpera. ITocae Tora, y ApesaeHy Huje peKAaMHpaHa HHjeAHA PycKa ollepa HUTH ce
Ha FPAACKHM ITAHOMMA MOTAO IIPOYHUTATH HEKO OA YyBEHHX UMeHa PYCKHX rocTyjyhnx
yMeTHHKA. Pycky Mysuky je mpepcTaBsao jeauno XKaposses Xop AOHCKMX KO3aKa;
oH je 1939. y Ape3saeHy OAP>XKA0O CTOTH KOHIIEpPT U OTOM oTiyToBao y Cjesumene
Amepuuxe Apxase.

KAYYHE PEUM: Ape3peH, pycka Aujacriopa, pycka mysuka, C. B. Paxmamunos, C. A. JKapos,
Xop AOHCKHX KO3aKa.
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ABSTRACT
The theories of Boris Asafiev, including musical process, symphonism, and into-
natsiya, proved to be hugely influential in the Soviet Union and beyond. While
Asafiev’s ideas were widely adopted by theorists and audiences alike, they were
also appropriated by a generation of music critics. As composers struggled to
come to terms with what might constitute socialist-realist music, critics built a
discourse of projecting meaning onto works via Asafiev’s theories. At the same
time, multiple theorists developed and expanded his ideas. The picture that
emerges is of a multitude of applications and responses to a multivalent body of
work that became a vital part of musical discourse in the latter half of the Soviet
Union. In this article, I survey the main theories from Boris Asafiev’s writings on
music, and their significance after his death. I begin by defining key terms such as
symphonism, musical process, and especially intonatsiya. I then discuss the 1948
Zhdanovshchina and Asafiev’s involvement, and the less well-known 1949 discus-
sions on Musicology. For the remainder of the article, I provide examples of key
studies from Soviet music theorists using Asafiev’s terms to illustrate how their
usage expanded and, in some cases, moved away from Asafiev’s myriad intentions.
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Marxism.

ATICTPAKT

Teopuje Bopuca Acadjesa, yrwydyjyhu oHe 0 My3HdKOM IIporiecy, CUMPOHU3MY
U MHTOHAIIMjH, TIOKa3aAe Cy ce usyseTHo yTumajuuma y Cosjerckom Casesy
u mupe. Vaeje AcadjeBa 6uAn Cy IIHMPOKO HPHXBATHAH TEOPETHYApH H
YUTAOIM, AAM Cy HX OMAQ IIPHCBOJHAA M ITOKOA€HA My3HYKUX KpUTHYapa. AOK
Cy Ce KOMIIO3UTOPH OOPHMAM A2 Ce IIOMUpe C OHHM INTO OM MOTAO YMHUTH
COLIPEAAMCTHYKY MY3HKY, KPUTHYApU Cy H3IPAAMAM AUCKYPC IIPOjeKTOBamba
3Hauera Ha My3HUKa AeAa IIpeko AcadjeBseBrx Teopuja. Y UCTO BpeMe, OpojHU
TeOpeTH4apHu Cy Pa3BHAU U IPOLIMPUAM HeroBe HAeje. Y TOM CMMCAY, HacTaAa
CAMKA IIPEACTaBAo>a MHOLITBO IPHMEHA U OA3HMBA HA MyATHBAAEHTHH OITYC, KOjH je
IIOCTA0 BUTAAHHU A0 MY3HUKOT AMCKYPCa y APyTOj moaoBuHM sxuBoTa CoBjeTckor
Casesa. Y oBoM YAaHKY pasMaTpaM raasHe Teopuje bopuca Acadjesa us merosux
PaAoBa O MY3HIH, KAO U 3HA4aj KOjH Cy MMaAe IocAe merose cMpTH. [lounmem
0A AeQUHHCaa KAYYHHX IOjMOBA IIOIYT CUM(OHM3MA, My3HYKOT IIpoIleca H,
1ocebHO, IHTOHAIMje. 3aTUM PACIIPaBA>AM O KAAHOBU3MY U3 1948, nymaerenoctu
AcadjeBa, kao 1 0 Mame IO3HATUM Aebarama 0 My3uKoaoruju us 1949. ropune.
Y ocrarky papa M3HOCHM IIpuMepe KAYYHHX CTYAMja COBjeTCKHX TeopeTHdyapa
My3HKe KOjU Cy KOPUCTHAK AcadjeBreBe TEPMUHE, epd OUX HAYCTPOBAO KAKO je
IHXO0BA YIIOTpeba MPOIINPHAA UHTEHI[Hje COBjeTCKOT MY3HKOAOTa H KaKO Ce, ¥
HEKHM CAy4ajeBHUMa, yAAoHAA OA BEAUKOT Opoja THX HHTeHIHja.

Kay4uHE PEYM: Bopuc Acadjes, coBjeTcka MysHKa, TeOpHja My3HuKe, My3UYKa KPUTHKA,

MY3HUKa 1 MapKCH3aM.

It is difficult to overemphasise the influence of Boris Asafiev (1884-1949) in
Russian and Soviet music theory and criticism. Marina Frolova-Walker went so far
as to claim that Asafiev’s methods ‘effectively saved instrumental music from mar-
ginalisation or even extinction in Stalin’s Soviet Union’ (Frolova-Walker 2013: 47).
His writings on music were ground-breaking, including overviews of general mu-
sic theory building on musico-philosophical ideas from Nietzsche, Bergson, and
Yavorsky. Asafiev was industrious and successful, though his prolificacy sometimes
occurred at the expense of clarity.
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Peter J. Schmelz has argued (with exaggeration, but a kernel of truth), that the
boundaries between Soviet musicologists and music critics were so ill-defined as
to essentially be the same group of people (Schmelz 2019: 572).2 Asafiev’s theories
accumulated over the course of decades of writing, and were utopian in their ambi-
tion, an aspect which appealed to a music press that was keen to demonstrate its po-
litical allegiances. Throughout the Soviet era, Asafiev’s ideas and attitudes had been
highly influential, but especially so in the 1940s. After his death, his influence only
increased. This article surveys the Asafievian literature post-Asafiev: his reputation
and the influence of his ideas. Before that survey, a quick primer of his life and broad
musical thought is necessary.

BIOGRAPHY, KEY TEXTS AND CONCEPTS

Asafiev was born into a modest, lower-middle-class family in St Petersburg, and
took music lessons in and outside of school. In 1904, he began studies in compo-
sition at the Conservatoire, with Lyapunov, Lyadov, and especially Rimsky-Korsa-
kov (Asaf’ev 1934: 47). That same year, Asafiev began to socialize in the influential
Stasov circle, and quickly became a protégé of the elder statesman of Russian music
(Kriukov 1981: 69). While Stasov promoted Asafiev’s early writings, Asafiev would
later distance himself from the elder scholar, later writing that ‘to grasp Stasov, one
has to forget about Stasovshchina’ (Kriukov 1974: 380). Another vital formative in-
fluence was Boleslav Iavorskii, a composer and one of the key music theorists of
his generation. His Stroenie muzykal'noi rechi (Iavorskii 1908) laid out his theory of
modal rhythm, and together with his life partner, Sergei Protopopov, Iavorskii wrote
some of the foundational theories for what would go on to become the recognisable
‘Soviet” school of music theory (Protopopov 1930). Asafiev would build on these
ideas through his writings in the 1920s, though would eventually cast them aside in
his final decade. Asafiev graduated from the conservatoire in 1910 and worked as a
repetiteur, though he struggled to gain a high-profile position until after the fall of
Tsarism.

Asafiev began his writing career in 1914, writing for the journal Muzyka under
the penname Igor Glebov (Viljanen 2016: 55). After the revolution, he began work-
ing in the music department of Narkompros and teaching at the Institute of Arts
History (his career was arguably helped by the fact that the Bolsheviks had relatively
few candidates when it came to appointing to high-profile posts). Meanwhile, his
reviews and articles featured in multiple publications, including Teatr, Muzykal'naia
kul'tura, Sovremennaia muzyka, Krasnaia gazeta, and many more.

In the 1920s, Asafiev published monographs on composers including Glazunov,
Rimsky-Korsakov, and Skryabin, and he was also one of the first Soviet authors to
express interest in the music of Schoenberg and Berg (though with equal parts scep-

2 Iwould argue that this is broadly the case in most musical communities over the course of history,
to greater or lesser extents.
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ticism, also). He had a slew of highly influential publications during the1920s, in-
cluding Symphonic Etudes (1922), A Book about Stravinsky, (1929), and Muzykal'na-
ia forma kak protsess (1930). The last of these would prove influential in the years
after his death, but it was condemned by RAPM at the time of its publication (Her-
rara 2012: 293). Andrey Olkhovsky (one of Asafiev’s students who later emigrated
to the US) wrote that Asafiev ‘was subjected to such fierce attacks from the leaders
of RAPM that it is hard to understand how this extremely sensitive man could have
endured it’ (Olkhovsky 1955: 81).

Following the collapse of the Association for Contemporary Music (ASM) in
1931, Asafiev began to re-orient himself, partly through a renewed focus on compo-
sition (with varying amounts of success). He was prolific as a composer, though rel-
atively few of these works remain in the repertory today, perhaps with the exception
of The Flames of Paris; that hasn’t stopped scholars describing it as ‘excruciatingly
boring’ (Schwarz 1983: 150). There is not necessarily any contradiction between his
revolutionary music theory and his rather more pedestrian compositional aesthetic:
Viljanen writes that ‘as much as his theory was inspired by the modernist music of
the 1920s, his own completely conventional compositions appear as the practical
realisations of his theory’ (Viljanen 2016: 619).

When Shostakovich was publicly chastised in 1936, Asafiev was regarded as one
of the figures who had shaped his musical path:

The most visible of the theoreticians of Formalism... Characteristic is the unique
‘double-dealing’ of Asafiev, who propagates Formalism, extols the trans-sense music
of the German Expressionists Schoenberg and Alban Berg, but himself, as a com-
poser, composes music that is relatively accessible (Clark and Dobrenko 2007: 238).

Asafiev quickly pivoted to distance himself from Shostakovich (Herrala 2012:
292). He resumed writing in the 1940s, with a rapid succession of works including
Glinka, and, most famously, his 1942 magnum opus Infonatsiia (published in 1947).
His writing style and philosophical approach, influenced especially by Bergson and
Losski, favoured a syncretic approach. In this way, concepts could be worked out
over decades but also a plethora of sources could be combined. Bergson is best
known for his philosophy of time, which influenced Marcel Proust in his A la recher-
che du temps perdu, but his philosophy of language was just as influential in his day.
In particular, he called for a violent reshaping of language, in which technical terms
could be reworked and adapted as malleable tools, rather than as fixed structural
units. The result is a mode of discourse in which definitions are difficult to unrav-
el, as Asafiev liberally used ‘terms from other disciplines as metaphors for musical
phenomena’ (Haas 1998: 55). His writing style did not necessarily help matters. He
preferred to write without drafts or edits:

My language stems from this constant temptation to translate music into words rath-
er than retelling ‘programmes’. I'm always looking for expressions, but I'm not staring
painfully at the paper; before writing down, I think about music to myself, almost
unconsciously — even I can’t explain exactly how. Then, after long nervous hesita-
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tion, I feel that something is ready. Then I sit down and write in one gulp, without
corrections, which I hate, and without sketches and copies. I have all the materials in
my head strictly worked out, and I hate drafts. This is the rough process of my work
(Kriukov 1981: 31).

From Asafiev’s extraordinarily large output as a critic and scholar, such a writ-
ing process resulted in a body of work that displays remarkable clarity in thinking,
though evolving over several decades.

Nowhere is this more apparent than in one of his most important concepts, in-
troduced in some of his very first writing: symphonism (Haas 1992: 412). In Asa-
fiev’s view, music of any genre could reach the condition of symphonism, be it opera,
solo sonata, or symphonic work. Broadly conceived, Asafiev used the term in place
of ‘developmental’, as in a large-scale musical dialogue that was unified by musical
motifs. In addition, it also required a grand sense of musical drama. He famously
asserted that ‘not every symphony is symphonic’ (Asaf’yev 1981: 96). I would sug-
gest a concise definition as the text-book-like ideal of a symphony and its develop-
ment, but that belies Asafiev’s wider philosophical intention behind the term. He
wrote ‘symphonism appears to us as a continuity of musical consciousness (forth-
coming through sound)’ (Ibid.: 97). Following pressure from external forces in the
early 1930s, Asafiev began to move his interests towards an exploration of issues
that could align with Marxist thought. Another key term from this period is his con-
ception of the ‘Process’ of musical form (hence the title of his 1930 text). The Pro-
cess that Asafiev sketches out is a view of musical forms as organisms that grow in a
quasi-organic manner, assuming individual structures that result from their musical
properties (Tull 1977: 186). As opposed to traditional formenlehre, Asafiev’s con-
ception of form was that it resulted from active musical processes as a ‘socially de-
termined phenomenon’ (Asaf’yev 1963: 21). This took influence from Ernst Kurth’s
theory of linear counterpoint, particularly Kurth’s characterisation of dynamism of
form (Viljanen 2020: 148). Asafiev also wrote of particular stages to the process
of music: initium-movere-terminum (or i:m:t for short, roughly corresponding to
‘beginning, middle, end’) (Tull 1977: 240). This active manifestation of form as an
active process in music is part of the thinking that eventually leads to intonatsiya.

Most famous of all, but perhaps the least understood outside of Russia, is Asa-
fiev’s use of the term ‘intonatsiia’3 Iavorskii had used the same term but only in ref-
erence to a particular resolution following a tritone, itself understood as a kind of
building block of more complex harmonic progressions (Ewell 2019a). In Asafiev’s
work, intonatsiya’s significance expanded enormously: he went so far as to say ‘with-
out intoning and outside of intoning, there can be no music’ (Asaf’yev 1963: 198).
In his early usage, its significance was similar to the standard English translation (‘ac-
curacy of pitch or quality of sound’). In the mid 1920s, he began to shift position,

3 Philip Ewell shared the joke: at Asafiev’s funeral, two musicologists are talking. One says to the
other “It’s a shame about Boris Vladimirovich’, to which the other replies, “yes... it’s also a shame he
never explained what he meant by intonatsiia!” (Ewell 2019b, fn. 47).
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however, using the term to refer to the ‘projection of meaning onto sound’ (Haas
1998: 61) This evolved to refer to particular musical units that evoked significant so-
cial meanings (though Asafiev was never keen to list these terms). In 1929, he wrote:

I'mean thereby the totality of sounds from whatever source, not only the audible mu-
sic but the whole phenomena of sound, actually or potentially audible as music. To
intone means to define a system of sound-relationships (Asaf’ev 1982: 7).

In its final (and most influential) iteration, Asafiev deployed the term to encom-
pass a complex set of historical and national emotive meanings, to be communicated
through music. This provided a conveniently Marxist way of viewing musical his-
tory: that musical meaning was the product of intonatsiya that held social signifi-
cance, but that today, the origins of these meanings might be forgotten. In Intonatsiia
(1947), he lays out how specific musical elements evolved according to their social
significance and wider musical meaning, and in reflection of human speech. In a qua-
si-Jungian sense, he suggested that these shadowy meanings still speak to us in music
via collective memory; this concept arguably also stems from Iavorskii, who wrote of
a ‘musical consciousness’ that refers to a shared cultural experience that could unite
people in a particular era or society. Thus, intonatsiya are musical symbols, broadly
speaking, the combination of which creates a meaningful piece of music.

Asafiev was against a prescriptive listing of intonatsiya elements, however: the
intonatsiya behind a piece’s meaning ought to be identifiable by labelling its signifi-
cance in the first place. Haas writes: ‘Asafyev never intended the concept of intonat-
siia to be applied to technical analysis (whose usefulness he questioned anyway),
nor did he draw up lists of intonatsiia and apply them to individual compositions’
(Haas 1998: 61).

There is some relation to be found between Asafiev’s final ideas of intonatsiya
and the Baroque-era rhetorical figure, or the wider field of musical hermeneutics.
The latter was founded by Hermann Kretschmar, and Asafiev had read his works in
the 1920s (Viljanen 2016: 457). Asafiev was particularly influenced by Kretschmar’s
concept of ‘musical experience) in which listeners could attach their impressions and
memories onto a work. A much later body of theory developed by Leonard Ratner
and utilised by Kofi Agawu as ‘topic theory” has some parallels (Agawu 1991). In a
similar way, Ratner and Agawu referred to musical topics as units of meaning, and
the combination of these could construct more complex meanings for the listener.
This is perhaps the closest parallel to Asafiev’s intonatsiya in Anglophone music the-
ory, but it does not encompass the social significance and emotional depth intended
behind Asafiev’s term. It was intonatsiya especially that became his most influential
concept, central to his legacy.

Asafiev’s remarkable reputation and influence was built up over a surprisingly
short amount of time. Arguably, it can be traced to a December 1940 issue of the
journal Sovetskaia muzyka, in which Daniel Zhitomirskii sung Asafiev’s praises (he
was also featured on the cover). While presenting an overview of Asafiev’s thoughts,
the article gave a convenient exoneration for his previous interest in modernist
music:
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Glebov went through a period of crisis, a reassessment of the foundations of
his worldview [and] a radical change in his literary style, which is quite obvious
when comparing his old articles with the works of the late 1920s and early 1930s
[...] What he wrote over the years — as well as everything written by outstanding
representatives of literary modernism - Blok, Bryusov, Bely, etc. — eloquently
demonstrates how contradictory and therefore multifaceted Russian modernism
was: [ ...] anti-bourgeois and striving, in essence, towards revolution and towards
socialism (Zhitomirskii 1940: 6).

Honours soon followed; in 1943, Asafiev was awarded a Stalin Prize for ‘life-
time achievement’ in musicology (Frolova-Walker 2016: 314), and he was awarded
a Class I Stalin Prize for his study Glinka in 1948 (Ibid.: 318). He had lived long
enough to see his ideas take hold among more general music circles, including in
academia but also in music criticism. Resuming his prolific pace of writing, Asafiev’s
place at the heart of the Soviet music establishment was sealed with the publication
of Intonatsiia in 1947. His health had deteriorated at the same time that his work suc-
ceeded, however. In May 1947, Asafiev suffered a stroke that left him housebound,
though he continued to write (Herrala 2012: 313). By 1948, he had been appointed
to the relatively honorary position of Chairman of the Soviet Composer’s Union
(Vlasova 2010: 323). The events of that same year would not only rock Soviet music,
but also raise questions about Asafiev’s legacy.

THE “ZHDANOVSHCHINA

Having spurned Soviet writers in 1946, Andrey Zhdanov turned his attention
to composers in 1948. The Culture Ministry singled out Vano Muradeli’s opera The
Great Friendship for stinging criticism, but soon found that Muradeli’s faults were in-
dicative of wider issues across Soviet music. Later that year, high-profile figures like
Shostakovich, Prokofiev, and Myaskovsky were humiliated before their peers. The
Composers’ Union discussions threw into sharp relief the fact that there still wasn’t
a sufficiently practical definition for music that would encapsulate the required so-
cialist-realist aesthetic. Composers could look to useful models, such as Shostakov-
ich’s Fifth Symphony, but even that had been rendered suspect by the composer’s
denouncement. More concretely, composers could have looked to the 1930s ‘song
operas’ that had enjoyed great success, starting with Ivan Dzerzhinsky’s Quiet Flows
the Don (1935), and continued by Tikhon Khrennikov in Into the Storm (1939). In
1948, Khrennikov himself was elected as the young-faced general secretary of the
composers’ union, able to serve as figurehead to enact Zhdanov’s wishes, but also to
serve as a good example.

As newly appointed chairman, Asafiev was tasked with delivering a keynote at
the first All-Union Congress of the Union of Soviet Composers in April 1948. As he
was still seriously ill, a talk was read in his absence, titled ‘30 years of Soviet music
and the tasks of Soviet composers’ (see Asaf’ev 1948): the authorship of this text has
been the source of considerable debate. Controversially, the talk supported the res-
olutions of the Central Committee that had condemned Prokofiev and Myaskovsky,
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both of whom were long-standing personal friends of Asafiev’s, and whom he had
recently described as ‘the pride and glory of Soviet music’ (Tull 1977: 89-90). Al-
exander Werth, a Moscow correspondent for the Guardian newspaper, speculated
whether Asafiev had been pressured to write the text (Werth 1949: 97-98); Olk-
hovsky wrote that ‘not everything written and signed in the Soviet Union, however,
expresses the writer’s real thought’ (Olkhovsky 1955: 83). Western scholars have re-
cently pored over the authorship of this article, culminating most recently in Patrick
Zuk’s article, in which he concludes that ‘there is not a shred of evidence to suggest
that [Asafiev] was coerced into behaving as he did’ (Zuk 2019: 155). Meri Herrala
presents a more nuanced overview, concluding that Asafiev’s talk was most likely
ghost-written by figures including Dmitri Kabalevsky and Boris Iarustovskii, includ-
ing some parts assembled from Asafiev’s recent articles (Herrala 2012: 299-300).
Whatever the extent of Asafiev’s involvement in the keynote, it remained ‘one of the
most disturbing incidents in this whole disturbing business’ (Werth 1949: 98). The
overall events of 1948 confirmed that aspects of Asafiev’s musical thought had been
appropriated by the Central Committee: in particular, his emphasis on the melodic
‘song quality’ (‘pesennost’) of Russian and Soviet music as rooted in folk tradition,
which could be held aloft as the antithesis of formalism.

On 27 January 1949, Asafiev died unexpectedly. In the days leading up to his
death, he was still writing and signing off on articles. He had also been kept informed
of the organisation for the upcoming musicologists’ plenary, the first of its kind. It
was at this lesser-known event that Soviet music history was rewritten, and where
the tone of decades’ worth of music criticism would be set. The key difference be-
tween 1948 and 1949 is the sense of scale. While the 1948 brouhaha was outward
facing to the world with ramifications around the Eastern bloc, the February 1949
proceedings were insular. Musicologists were accused of multiple charges: that they
did not ‘push’ composers to write sufficiently socialist-realist music; that their own
writings did not celebrate the achievements of socialist-realist music; and that their
own writings did not sufficiently celebrate the achievements of Soviet music, instead
showing a ‘dependence on the West’ (Schwarz 1983: 255).

Speaking at the plenary, Khrennikov highlighted key studies on Russian music
that served to put it behind Western trends of composition (Khrennikov 1949: 8).
The number of musicologists who were named ran to dozens, including some of
Asafiev’s former pupils (Schwarz 1983: 253). They all apologised, insisting that they
must have understood Asafiev’s teaching and pledged to change their ways. One re-
sult was the divide that continues to this day between studies on Russian music and
any music from outside Russia (Manulkina 2017). Since the musicologists were very
frequently the same people writing music criticism, what happened in one sphere
was naturally reflected in the other. The result was that the entire tone of all writing
on music in the Soviet Union changed rapidly within a matter of months.
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PosSTHUMOUS LEGACY

In the 1949 proceedings, Asafiev had been held aloft as a positive role model for
musicologists and critics (Khrennikov 1949: 12). The appropriation of his ideas,
however, led to a wider pseudo-scientific justification for proving the supposed ideo-
logical worth of any given piece. Levon Hakobian writes:

Asaf’ev’s idea of intonation was used by him and especially by official Soviet ideolog-
ical services as a theoretical base for debunking anything new and unusual in modern
music (one can hardly imagine a worse example of misusing a musical-theoretical
conception) (Hakobian 2015: 19-20).

This resulted in music criticism that was rife with Asafievian terminology, though
straying far from his own usage. There were two main reasons for this. Firstly, mu-
sicologists were keen to be viewed as pushing composers towards socialist-realism,
and the discourse of intonatsiya provided a high-visibility means to do this. Second-
ly, if music critics wished to either condemn or praise any new work, they could very
easily resort to intonatsiya to ‘scientifically’ identify their interpretations as actually
existing within the work. There was also a flurry of scholars trying to place Asafiev’s
concepts within Marxist-Leninist thought, to varying levels of success:

Iam of course aware of the numerous - and, it must be said, clumsy - attempts to vul-
garize the intonational approach, and outright attempts to tie Boris Asafiev's “theory
of intonation” directly to the Marxist phase of Soviet musicology, although Asafiev
made his discovery before he got to know the ABCs of Marxism. It was not difficult
to do that, because in the field of Soviet musicology there really was a great deal of
vulgarization and pseudo-Marxist debasement of the intonational approach, which
essentially had nothing to do with Marxism as such. The many Soviet (and closely
related East-European) interpreters of Asafiev tried to “translate” him into the lan-
guage of Marxist teaching, thereby doing him an unintended disservice (Zemtsovsky
2002: 183).

With Zemtsovsky’s criticism in mind, it is intriguing to trace how definitions
were negotiated after Asafiev’s death. Lev Kulakovskii published an important arti-
cle in 1952, which included the following:

The so-called ‘theory of intonations’, which has a wide circulation in our musicology,
has been causing a lot of theoretical controversy lately. We think of this theory [as a
tool] for the struggle to raise the artistic level of Soviet music, for genuine realism and
mastery. Attempts at practical application of the ‘theory of intonation’ are tied by the
hands of musicologists trying to guide composers... We do not presently have the
ability to include those numerous interpretations of the term ‘intonation’ that were
proposed by BV. Asaf’yev: this should be the subject of special discussion (Kula-
kovskii 1952: 39).
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It is evident that three years after his death, critics were still wrestling with Asa-
fiev’s ideas, though still proclaiming his influence and brilliance. This posthumous
elevation had several stultifying effects. Partly, it stifled the creativity of musical criti-
cism, as these texts became awash with Asafiev’s terms, without definition and often
misused. At the same time as music criticism was struggling with Asafiev’s ideas,
however, the field of music theory ploughed ahead with developing them. This
slightly less well-known legacy is the more remarkable story of Asafiev’s influence.

Dmitri Kabalevsky had a notable role in canonising Asafiev even during the
latter’s lifetime, having commissioned Zhitomirskii’s 1940 article while editor of
Sovetskaia muzyka (Viljanen 2016: xxix). In 1951, Kabalevsky edited the first pub-
lished appraisal of Asafiev’s career, placing Asafiev at the heart of Soviet musicology
(Kabalevskii 1951). Beginning in 1951, a project was launched to gather together
a selection of Asafiev’s works into five volumes. Kabalevsky’s foreword to the first
volume is revealing, if only for how close it moves into hagiography at times:

Not only an outstanding talent, but also the ultimate tension of creative will, disci-
pline, perseverance, purpose of mission, and amazing performance can explain the
incredible productivity of Asafiev-Glebov... This entire publication is based on the
desire to make available to musicians and music-lovers everything of value that was
written by BV. Asafiev (Igor Glebov), referring to the real achievements of Soviet
musicology, which can and should advance our thought about music (Kabalevskii,
writing in Asaf’ev 1952, vol. I: 3-39).

As Kabalevsky took on more responsibility in the administration of Soviet mu-
sic, he continued to promote Asafiev’s ideas. When he came to put together his fa-
mous ‘new syllabus’ for music education in the 1970s, he took direct inspiration
from Asafiev’s writings on music teaching (Lepherd 1990).

Boris Jarustovskii was another key figure in the managing of Asafiev’s legacy;
he had studied under Asafiev for his doctorate. It emerged after Asafiev’s death that
Tarustovskii had been one of the principal authors behind the controversial 1948
keynote, though he insisted that Asafiev had taken an active role (Orlova 1964:
392). After being appointed Professor at the Moscow Conservatory in 1956, larus-
tovskii began writing on opera, and especially on Tchaikovsky. His work particu-
larly built on intonatsiya and Asafiev’s conception of melody as the central driving
conflict behind opera. In 1965, Iarustovskii edited a collection of theoretical essays
that discussed intonatsiya, including contributions from Czech, German, and Polish
authors (Tarustovskii 1965). Writing for an international audience in 1974, Yarus-
tovsky heaped praise on Asafiev and stated his influence was ‘manifested in the most
diverse spheres of Soviet musicology’ (Iarustovskii 1974: 53).

Lev Mazel proved instrumental in the early dissemination of Asafiev’s ideas. Ma-
zel was among the very first Soviet-trained musicologists, but he came under fire
as a ‘cosmopolitan’ during the 1949 attacks on musicologists (Schwarz 1983: 251).
He was rehabilitated by 1954 and published widely on elements of music theory.
In a 1957 overview of Asafiev’s theoretical concepts, Mazel reflected that ‘there is
almost no reflection’ in Soviet textbooks on Asafiev’s theories, especially in terms of
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form and harmony (Mazel 1957: 73). His article especially dealt with what Mazel
perceived were the continuing ‘errors’ in the implementation of Asafiev’s ideas. Ma-
zel’s later publications on musical form developed conceptions of intonatsiya even
further into the realm of musical structure (Mazel 1979; Iarustovskii 1974: 54).

In the 1960s, attempts to reappraise and consolidate Asafiev’s theoretical lega-
cy were pushed further, including the republication for the first time since 1930 of
Muzykal'naia forma kak protsess. In 1966, Nelli Shakhnazarova published the book
Intonatsionnyi ‘slovar” i problema narodnosti, which heralded the reappraisal of Asa-
fiev’s intonatsiya from the perspective of folk and national music. Shakhnazarova
went further than Asafiev ever did, in proposing a ‘dictionary’ of potential intonat-
siya. She writes: ‘with Asafiev’s theory of intonatsiya, it has become much easier to
trace the direct connections of music with the material world, with the everyday life
of people, and in addition, to trace the path of transforming life into musical images’
(Shakhnazarova 1966: 3).

Into the 1970s, interest in Asafiev’s works was spearheaded by Elena Orlova and
Andrei Kryukov, who assembled several important texts on Asafiev’s biography and
overall thought. These included a full monograph (Orlova 1984b), a collection of
edited memoirs from Asafiev’s contemporaries (Kryukov 1974), and a volume of
important documents from the RGALI collections (Kryukov 1981). At the same
time, several of Asafiev’s earlier works that were considered unmentionable in the
high-Stalin era, including Symphonic Etudes, were reissued with introductions that
identified Asafiev’s philosophical influences and that explained his early lack of a
Marxist-Leninist line of argument (see Orlova’s introduction to Asaf’yev 1970: 6).
From the late 1970s and into the 1980s, several further volumes of Asafiev’s collect-
ed writings appeared, largely edited by Orlova, in an attempt to expand and correct
the oversights of the 1952-7 collected works. This was coupled with the translation
of Muzykal'naia forma kak protsess and Intonatsiia into German and English, in 1976
and 1977 respectively. This flurry of scholarly documentation led to reappraisal, par-
ticularly of Asafiev’s 1920-era writings, but also extended his concept of intonatsiya
into the realm of semiotics and musical interpretation.

Key among this revival is Vyacheslav Medushevskii, who expanded Asafiev’s
writing to propose an ambitious theory of intonational meaning, whereby interac-
tions between right and left hemispheres of the brain could promote two levels of
intonational construction. In Medushevskii’s view, the structures of sound and mu-
sic interacted with a kind of skeleton ‘proto-intonatsiya’ that was then understood
by the listener to make the more concrete intonatsiya that resulted in the perception
of meaning (Medushevskii 1981). Medushevskii’s expansion of intonatsia includes
aspects of semantics and neuroscience, representing arguably one of the most ambi-
tious developments of Asafiev’s theories (Medushevskii 1993).

At present, it remains sadly underexplored. Mark Aranovskii was especially inter-
ested in exploring Asafiev via recent ‘semoiotic’ theories, suggesting that intonation
was the direct expression of the listener, and semiotics was the ‘implied’ suggestion
of meaning to the listener (Aranovskii 1980). In his 1998 study Muzykal'nyi tekst,
Aranovskii combines intonatsiya with Roland Barthes’s approach to the structure
of language, concluding that Asafiev’s theories paved the way for understanding a
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kind of ‘intertextuality’ in music (Aranovskii 1998: 67-68). Beyond this study, per-
haps the most significant development of intonatsiya was that proposed by Valenti-
na Kholopova. In 1984, she proposed an expansion of Asafiev’s i:m:t triad of into-
national function, this time to include the additions of emotional, pictorial, genre,
style, and composite meanings (Kholopova 1984: 88).4 Through these terms, Khol-
opova extends into a discussion of musical content and emotion, epitomised in her
2010 book Musical Emotions (Kholopova 2010). One final theorist of international
renown is Eero Tarasti, a key scholar in the field of music semiotics, who has praised
Asafiev as ‘a great pioneer of musical semiotics’ and one of his major influences
(Khannov 2007: 185). In his key text, Signs of Music, Tarasti praises Asafiev’s view
on the relation between music and language (Tarasti 2002: 54-55). The success of
Tarasti’s work on musical semantics has clear nods to Asafiev’s views on the relation
between language, speech, and music.

CONCLUSIONS

With these flourishing channels in recent and contemporary scholarship, it is
easy to trace how Asafiev’s influence continues on an international stage (in both
Russian and English scholarship). Considering how Asafiev’s fame was thrust to na-
tional attention in such a short space of time (and in such problematic circumstances
as the Zhdanovshchina), and while the abuse of his theories in the critical press is
well known outside of Russia, it is heartening that his work has been reappraised and
viewed outside of its limited socialist-realist contexts. This article has set out to ex-
plore the wider theoretical reactions to Asafiev’s ideas, beyond their generally poor
deployment in the Soviet music press. Clearly, more research is required, particular-
ly along the lines of Tarasti’s claims that we ought to view Asafiev as proto-scholar of
musical semantics, but also in Aranovskii’s defence of Asafiev as an early proponent
of ‘intertextuality’. A key question remains: whether the concept of intonatsiya offers
anything valuable to musicology today, or whether we should consider it as a his-
torically-specific term that gained cultural significance through its appropriation in
various Soviet channels (my initial suspicion is the latter). Despite this difficult issue,
and the problematic aspects of his reception and biography, Asafiev was inarguably
a figure at the very heart of Russian and Soviet musical thought. As has been shown
above, he suffered at the hands of various Soviet authorities just as much as he was
celebrated, and the legacy of that state control lingered over his work long after they
had finished trying to appropriate his ideas.

4 Foran English-language overview, see: http://www.kholopova.ru/bibeng1.html (accessed 06. 06.
2021).
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AAHUJEA EA®UK
Boruc ACA®JEB U COBJETCKA MUCAO O MY3UITU: YTAEA U YTULIA]
(PE3UME)

Osaj yaanak ucnutyje yrunaj bopuca AcadjeBa Ha cOBjeTCKy MHCAO O MY3HIH,
ocoburo mocae merose cMpTu 1949. roaune. Temko ce MOXe IIpeHArAACHTH
AcadjeBreB YTHINj Y COBjeTCKOj MY3HKOAOTHUjH, TEOPUjH My3HKe H IIOTOTOBO
My3uukoj kpuruiy. Iako je y mybaukarujaMa Ha €HIACKOM je3HKy MOKAAmbaHa
Haxmba AcadjeBreBUM TeopHjaMa, Te Cy IyOAHKaIMje 4ecTo MMaAe 0A00jaH TOH,
AeAMMUYHO 360r phase mpumene AcadjeBmenx maeja Koje ce moHekap cpehy y
COBjeTCKOj My314Koj KpuTui. Hanme, coBjeTcku My3HuKu KPUTHIAPH CY AAKO MOTAU
»OCAOOOANTH “ MAU KPUTUKOBATH HOBO AEAO IIpHberaBajyhu cHpoBOM QUIypaTHBHOM
je3UKy ,MHTOHALIMje", a Ad 3aKCTAa HUKAAQ He [TOKAXXY HUKAKBO 3HAME O TeOpHjaMa
Bopuca Acadjesa. Haxxaaocr, ympaso ce Ha Takas yTH1aj AcadjeBreBUX HALja 4eCTO
YKa3UBaAO Y HeroBoj pelleniuju Ha eHrAeckoM jesuky. OBa CTyAMja HCITHTYje KaKo
Cy ce ayTopu rocae AcadjeBa 0CAamaAM Ha H-eroBe CIHce U3 chepe Teopuje MysHke,
y LAY Pa3BUjamkba U MPOIIMPUBakbha COIICTBEHUX HAja.

IounmeM op Ouorpadckor mperaepa M pesuMea rAaBHHX AcadjeBmeBHX
nybaukarnuja u mojmosa. Ilpare ce Oypuum aorabaju y xapujepu Acadjesa,
ykaydyjyhu usBecHe HejacHohe A0 kpaja 1917. roaune, m3a Koje je ycaeamAa
eKCIIAO3Mja IPOAYKTHBHOCTH TOKOM ABAAGCeTHX TOAMHA. TpHaeceTHX TropMHA
XX Beka OHO je >KECTOKO KPUTHKOBaH; TaAd je HAITYCTHO IHCAEbe U OKPeHyo ce
KOMIIOHOBamy. PasMaTpam kayuHe acadjeBreBCKe TepMUHE IOIMYT ,,CUMOHU3MA',
ylporeca” ¥ ,MHTOHaIHKje", OA KOJHUX je CBakM y caMoj cpxu AcadjeBreBe My3HUKe
MHUCAH. Y BeroBoj bruorpaduju ce moce6Ho poxycupam Ha ropure 1940-1949, kapa
jé HEKOAMKO AMYHOCTH COBjeTCKe My3uke AcadjeBa HAYMHHMAO cAaBHUM. To ykayuyje
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KOHTpOBep3HU AcadjeBseB TOBOP TOKOM ,KAQHOBH3Ma“ 1948. ropuHe u KacHuje
TOKyIIaje Ad Ce yTBPAU HUBO HheroBe yMelaHocTu (nam vak moppuke). Illtasume,
Hallap Ha My3HKoAore 13 1949. ropriHe HeCyMBHBO je IIPEACTaBA»A0 IOKYIIAj OKMBaKa
AUCLUIIAUHE Y TPY0O AeUHMCAHM KaAyl My3uuke MHCAM Bopuca Acadjesa. Y
HACTaBKy paaa UCTpaxkyjeM acadjeBmeBCKY AUTEPATypy mocae Acadjesa, IOYEBIIH
OA HaCTOjama Ad Ce CTBOPHU HeroBa MOCTXyMHA pellyTalyja, IITO je BOAMO AMHUTpPH]
Kab6aaeBcky, a kacHuje ¢ Hu30M mybaukanuja Auapeja Kpjykosa u, noce6no, Eaene
Opaose. bro je To AeAUMITYHY IIOKYIIAj Y IPABIYy YKUAAA CTaSHHUCTHYKE IIEH3Ype
AcadjeBreBHX AeAd, YKmydyjyhu H30CTaBmoeHe OAAOMKE M YHTaBe KibHTe Koje Cy
OxAe moBy4eHe u3 onTHIaja. F3a oBora mpeAasnM Ha M3Aarame pesrMea M IPerAeAd
KAYYHMX COBjeTCKMX TeopeTHdapa M HuUXOoBe IpumeHe AcadjeBmeBUX HAEja,
ykaydyjyhu AaBa Masesa, Bopuca Janycrosckor, BjasecaaBa Meaymesckor, Mapka
Apanosckor u Basentuny Xoaomosy. Moj je 3akmydak Aa pasyMeBarse YTHIIAja
AcadjeBa 3axTeBa H3BECHO IpeOlLieHMBalbe HAa E€HTAECKOM IOBOPDHOM IIOAPYY)Y,
y3umajyhu y 063up mupoku 06uM yIAKBa BeTrOBHX HA€j, KPYLIMjAAHUX 32 COBjeTCKY
U [TIOCTCOBjeTCKY MY3HIKY TEOPH]Y.

Kay4yHE PEYM: Bopuc Acadjes, coBjeTcka Mys3mKa, TeopHuja My3HKe, My3UdKa KPHTHKA,
MY3HKa X MAPKCH3aM.
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ABSTRACT

This article addresses Rachmaninoft’s activities in Paris, both a musical capital of
the world and unrivalled cultural centre of the Russian emigration until 1940. It
looks at the small number of concerts performed by the pianist there and places
them in the context of the French press. It attempts to understand his ambiguous
personal relationship to the city, the activity of his publishing company “TAIR’,
and finally assesses the extent of the composer’s charitable endeavours for the Rus-
sian community. The article concludes Rachmaninoff was of monumental signifi-
cance for the “Russian” Paris.

Keyworps: S. V. Rachmaninoff, Paris, Russian diaspora, Russian music, Russian émigré
press.

B 0CHOBY CTaTbH IIOAOKEH AOKAAA IIOTAAHACKOTO My3bikoBeaa Crioapra Kommbeasa (1949-2018),
TIPOYNTAHHSIH Ha KoHdepenuun Pycckuil Ilapusc mexcdy dsyx muposvix soii (Mocksa, Aom pycckoro
sapybexbs umeHH AnexcaHapa CoakeHHIbIHA, 3 Aekabpst 2013 roaa). CraTsst 1 IPUAOKEHHE K Hell
rioparotoBAess! K iy6ankanuu C. I. 3sepesort u IL A. AammuHoBbIM.
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ATICTPAKT

B crarpe ocBemraercs pedareabHocTh Paxmanunosa B Ilapmke, koTopsiit oo 1940
TOAQ SIBASIACS HE TOABKO OAHOF M3 MU OBBIX MY3bIKAABHBIX CTOAHLY, HO M KYABTYPHBIM
LeHTpoM pycckoil amurpanuu. OOpaiaercs BHUMaHME Ha He3HAYHTEAbHOE
KOAMYECTBO KOHI|EPTOB, KOTOPbIE AAA TaM IIMAHHKCT, H TO MECTO, KOTOPOE OHU 3aHSIAU
BO ¢dpaHIfy3ckoil mpecce. IlpeApHHIMAeTCsS ITOMBITKA ITOHATb HEOAHO3HAYHOE
orHomeHnre PaxmaHuHOBa K Ilapmoky, pacckasbiBaeTcsi O €ro H3AATEABCKOM
npepnpusaTur  «Tamp>» ¥, HaKOHel, OL€HHBAeTCS 0AArOTBOPHUTEAbHAS
AESITEABHOCTh PaXMaHHHOBA B OTHOIIEHHH PYCCKOH AMACIIOPBIL. AeAaeTcsl BHIBOA
06 orpoMHOM 3HaveHnM PaxMaHUHOBa AASL «pyccKoro> Iaproka.

KayaHE PEYnM: C. B. Paxvmannnos, ITapiok, pycckas pAmacmopa, pycckas My3blka, pecca
PYCCKOM SMHTpalluu.

Ha mepBbIfi B3rasp 9Ta TeMa MOXeT IOKAa3aThCs HECYIeCTBEHHOH: B OTAMYHUE
or Huxoaass Yepemnuna wmam Mrops CrpaBuHCckoro, PaxMaHMHOB He >XHA
nopoary B Ilapmwxe. B MeXBOeHHBIE TOABI OH SBASIACS, IIPEXAE BCETO, HOCTOSHHO
PpasbesxaromuM BUPTyo30M - ordacTu 1o CeBepHo# AMepuke, oTyacTs 1o EBporre.
OTa AeSITEABHOCTB ObIAd HEOOXOAMMA AAST GHHAHCOBOTO OAaromoAyunst cembr. Koraa
Cepreit BacuabeBuy He IIyTelIecTBOBaA, TO OH AOAKEH OBIA, YXOASL OT TOPOACKOM
CYeTbl, BOCCTaHABAMBATD CHUABIL, IIOATOTABAMBATLCS K KOHIIEPTAM CACAYIOLIETO Ce30Ha,
a MHOTAA COYMHATD. [ouTH KaXXAOe AeTO OH IIPOBOAUA B AepeBHE MAHU Ha KypopTe:
Locust Point, the Honeyman estate, Nice, Brittany, Clairefontaine, Senar u T. o. Aast
PaxMaHHHOBBIX, KaK M AASI APYTHX POCCHSH UX IIOKOASHHS M COIIMAABHOIO CTaTyca,
OBIAO TPAAHIIHEN IPOBOAUTD AETO 32 TOPOAOM. B Apyroe Bpems ropa PaxmaHuHOB He
OBIA TIPUBSI3aH K OAHOMY MECTY U BBIITOAHSIA CBOM OOBIYHbIE pabOUKe AeAd BO BpeMs
ITy TEIIEeCTBHIM.

C Apyro@ CTOpOHBI, GBIAO OBl HEBEPOSTHBIM, €CAM ObI TAaKON BBIAAFOLIMHCS
KOHIIEPTHPYIONIUI COAMCT He BBICTYTIAA B OAHOM 3 BEAYIIUX CTOAHIL] My3BIKAABHOTO
Mupa, Kako#i siBasiercst ITapiok. TpyaHO Takoke IIPEACTABHTD, YTOOBI CTOAD H3BECTHbIM
PYCCKUIT SMUTPAHT He UMeA Obl CBSI3ell C TOPOAOM, KOTOpbIi Mexay 1925 u 1940
TOAAMH SIBASIACS. HMHTEAAEKTYAAbHBIM, KYABTYPHBIM M HOAMTHYECKHM IIeHTPOM
pycckoit amurpanun. Iloaoxenme Ilapmxka Kak CTOAMITBI PYCCKOTO paccesHUS
OBIAO YTBEPXKACHO HOBBIMH mpHedxuMu u3 IIpary, Bearpasa, ocobenno Bepauna
U APYTHX MeCT, TAe ObiAn KoAoHMM OexceHlleB. B ITapmke BOSHHK IIeABIH CIIEKTP
BCEBO3MOXXHBIX PYCCKHX YUPEXKASHHH, B TOM 4ducAe Pycckas KoHcepBaTopus,
IIOYeTHBIM TIPE3UAEHTOM KOTOpod ¢ Mapra 1931 ropa saBasiaca PaxmanuHOB.
Ao Hemenkoi Okkymaruu ropopa B 1940 ropy craryc Ilapmka Kak CTOAMITBI
«3apybexHoit Poccur> 6b1A BHE KOHKYPEHLIUH.

Y PaxmaHHHOBAa OBIAO HECKOABKO OYEBHMAHBIX MPHUMH AAS IOCEIjeHHs
IMapmxka. OpHa U3 HarboAee BECKHX T, YTO OH AABaA TaM KoHIlepThl. Kak ykasaHo
uccaepoBateseM Ouorpadum Paxmanmuosa 3. A. AnersiH, mexpay 1928 u 1939
FOAAMH UM 6bIAO paHO B Ilapivke ABEHAAIIATh COABHBIX (OPTENHAHHBIX KOHIIEPTOB
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¥ ABa KOHLjepTa ¢ opkecTpoM. (CM. CIIMCOK B IPUAOXKeHHH.) DTH HUQPDI He O4eHb
3HAYMTEAbHBl: B TOT K€ INepuop PaXMaHUMHOB A3aA OAMHHAALIATH KOHIIEPTOB B
IoTraanauu u Mipaanaum, KoTopble TPYAHO CpaBHUMBI ¢ ITapinkeM 1o 4ucaeHHOCTH
HACEeAEHHUS U ero KyAbTYPHOMY YPOBHIO.

B yem e mpu4KMHA OTHOCHTEABHO PEAKHX BBICTYIACHMI My3bIKAHTA B CTOAHIE
Opannun?

BriepBbie maprKcKast Iy OAnKa o3HAKOMHAMCH ¢ PaxmannnossiM B Grand Opéra
13/26 mast 1907 ropa Ha 4eTBEPTOM U3 IISTH OpraHusoBaHHbIX CepreeM AsSIuAeBbIM
«Pycckux ncropuyeckux KOHIIEPTOB >, KOTOPbIE CTOSAU Y HIPeAABEPHUS 3HAMEHUTHIX
ASTHAEBCKHX «Pycckux ce3onoB>. [Tepea PppaHirysamu Obiaa BIIepBble IPEACTABACHA
IleAast POCCHIIb Ay4IIHNX 00pasioB pycckoit Myssiku: M. M. Inunky, H. A. Pumckoro-
Kopcakosa, I1. M. Yaiikosckoro, A. II. Bopoauna, M. Il. Mycoprckoro, A. K.
I'rasyHoBa, A. H. Ckpsbuna u ap. B xauectBe auprxepos BoicTymaan A. Huxwm,
A. K. I'nazynos, ®. M. baymendearp, K. Hlepuitap, C. B. PaxmanusoB. B umcae
COAMCTOB-3Be3) IepBoil BeAMdMHB! BbipeAadroch uMsa ®. M. Illaaanuna, KOTOpHIH
IPHUHAA YIaCTHE B MCIIOAHEHHMH KaHTAThl PaxmanuuoBa «Becna». Ona npossydasa
10A YIpaBAGHHEM aBTOPA, KOTOPHINA HMPEACTAA IIepes IMyOAMKON M KaK ITHAHHCT,
CBI'PaB CBOH 2-# GpOpTeNnraHHbIN KOHIIePT.

DpaHIry3cKre My3bIKAHTHI TEIIAO BCTPETUAU PYCCKHX KOAAT, yCTPOUB B MX YeCTh
TOp>KecTBeHHbIi pueM. OAHAKO B OTHOIIEHHH YCABIIIAHHOMN MY3BIKH €AMHOAY I
He OBIAO: 0Ee3yCAOBHBIM IPEAIIOYTEHHEM IIOAb30BAANCH COUYMHeHHs Pumckoro-
Kopcakosa u Mycoprckoro, B To Bpemst Kak My3bika JailkoBCKoro (HCIOAHSAAACH
ero ysepriopa «®panuecka pAa PumuHM>) BbI3BaAa He TOABKO HACMENIKH, HO
u BpaxaebHocTp (Kashkin 1907: 4). Counxenns PaxmanuHOBa — y4eHHKa U
nocaepoBareAs JaMKOBCKOTO — XBaAMAM, HO TPAaAUIMOHAAM3M CTHASA aBTOpa, IO
BCell BUAUMOCTH, He OCTAACS He3aMeYeHHbIM.

Mpaeto o ToM, yTo PaXxMaHHUHOB He COOTBETCTBOBAA OXXHMAAHHUAM MECTHOTIO
obmjecTBa OT PyCCKO My3bIKH, IIoATBep>kAaeT P. Todpman:

<<Pycc1<a51 MY3bIKa AASI HAC CAHMIIKOM 4YaCTO — 3TO OCACIHUTEAbBHBIE AEKOPAIHMH,
KYKOAbBHPIE KOCTIOMbBI, IIPBbIralolife TAaHIOPbI, OPTUs IIBETA, IIPHUBAEKATEABHOCTDH

9K30THIeCKOTO! MBI CO3A2EM AAS TAKOM MY3HIKU AOKHOE MECTO B HAIIHX SMOTHSIX>
(Charton 1969: 60).

AnasormyHo ¢paniyssl oTHOocHAMCh U K Hukoaaro MeTHepy: ero kparkoe
npe6siBanue B ITapmke B 1920-e ropbl 3aKOHYHAOCH PAa3odapOBaHMeM U HercTBOM
B Aompon.’ Tlpusbiimas, 6Aaropapsi ASruAeBCKuM «PycckuM ce3oHam>», K
9K30THYECKOMY, CKA30YHOMY <«BOCTOYHOMY> OOAMKY PYCCKOM MYSBIKM IIyOAMKa
OCTaAACh K €ro MCKYCCTBY PaBHOAYIIHO.

Yro kacaercs PaxMaHHHOBA, TO OH AQAEKO He BCETAA C 9HTY3Ha3MOM OTHOCHACS
K IIePCIIeKTHBe CBOMX BhICTymAeHui B ITaproke. O6 OAHOM M3 KOHI|EPTOB B 3aAe

2 Konnepr H. K. Merrepa B ITaprke 13 ero co6CTBEHHBIX COYMHEHHUI COCTOSIACS 19 HOs6pst 1927
roaa B Salle Erard.
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ITaefieas 16 mapTa 1932 ropa on coo6maa B ucsMe K E. K. u E. 1. ComoBbIM:

«...Tako#t XOAOAHOI! ITyGAMKH, KaK B 3TOT pas B [Tapuske, s AABHO He MIMeA, 1 elIle TaK
MHOTO M IpOoMKo KamasiBiieit. OAHO MydeHue 651a0 urpars! Hao60poT, AOHAOH Ha
9TOT pa3 ckopee HamomuHaA Poccuro. He TOABKO XAOTIAAH, HO M KPHUAAH, Y€ TOXKeE
A0 cux rop B AoHpoHe He cabimas» (Apetian 1980a: 326).

Yro xacaercs ¢paHifysckoit mpecchl koHLa 1920-mawasa 1940-x roaos, To
OHa, MOXHO CKa3aTb, CO3AaAa BOKpyr PaxmanuHoBa BakyyMm. B MysbikoBepueckoit
neproarke, Hanpumep, B «)KypHare MyspikoBepenns» («Revue de Musicolo-
gie») 1 B 6oAee PacIPOCTPaHEHHBIX My3bIKAABHDBIX eKEHEACABHUKAX, HAIPHMeP,
«/Ae Menecrpeap» («Le Ménestrel») 6pocaeTcss B raasa MOAHOe OTCYTCTBHUE
pelieHsuii Ha KOHIepThl PaxmannHOBa.3 C 0AHOM CTOPOHBI, KOPOTKHE OIIOBEIeHU I
0 €ro BBICTYNAEHHSX CHCTEMATHUECKH MOSBASIAKCH B mpecce. OOBSBACHHS O ABYX
xoHueprax (27 Hos6ps 1930 u S peBpasst 1936), Ha KOoTOpbIX PaxMaHUHOB Urpaa
KaK COAHCT C COIPOBOXAGHHEM OpPKeCTpa, AaKe COAepKaAu MHOOpPMalUIO O
IpOrpaMMe, UTO MOAYEPKHBAAO 3HAYUTEABHOCTb coObITHI. C APYroi CTOpOHBI,
3a Te OAMHHAALIATH AeT, HA KOTOpble NPHUXOAATCS BBICTYIAeHMs PaxmanuHOBa B
ITaproke, BO GPAHKOS3BIYHBIX [EPHOAMYECKUX M3AAHHSX He OBIAO OITyOAMKOBAHO
HH OAHOM IOCBSINIeHHON KOHIIepTaM BEAUKOTO ITHAHKMCTA CTaThbd — U 3TO MPUTOM
4TO IOAABASIIONIAS YaCTh NPOXOAUMBIIKX B ITapinke KOHIIEPTOB APYTHX MY3bIKAHTOB
COIPOBOXAAAACDH PEIIeH3UsIMU.

B «Menectpese» peryaspHO IOSBASAMCb TAaKXKe M CTaTbH, IOCBSIIEHHbIE
100KAesM QPAHITY3CKUX, HEMEIIKUX U MHBIX KOMIIO3UTOPOB. 3aTO He3aMeUeHHBIM
ocrasoch 60-aere PaxMaHHHOBA, O KOTOPOM He OBIAO CKAa3aHO HM CAOBa. B ToO
e camoe BpeMs, Kak ObI II0 KOHTPAcTy, pycckas obmuHa B ITapmke He TOABKO
TOP>KeCTBEHHO O0TMeTHAA B 1933 roay 60-aetre PaxmanunoBa u 40-AeTHil 100HACH
ero apTUCTHYECKON AESITEABHOCTH, HO M OYKBAaABHO OOpYIIMAQ HA HEro MOTOK
CTaTeil, OTKPBITHIX ITHCEM, AAPECOB, IOXBAA U TIOOIIPeHHIL.

AASL TOAHOTBI KAPTHHBI AOOABHM, 4YTO TaKue IIONMyASIDHBIE eXEAHEBHbIE
NapIKCKUe Tas3eThl, Kak «ManeHbkuil mapwkanun» («Le DPetit Parisien») u
«®urapo» («Figaro» ), rae HapsiAy C OOBSBACHHSMH O My3bIKe B Kabape, TeaTpax
U IOITYASIPHBIX KOHI[EPTaX MIOMEIJAAUCh OOBSIBACHUS O KAACCHYECKUX KOHIIEPTaX U
omepax, BbIcTynAeHHsa PaxMaHMHOBA, HOPOM IPOXOAUBIIHE B TEX K& CaMbIX 3aAaX,
AQXe He YIIOMUHAAKCD.*

3 Hamu 6blAM IPOCMOTpeHB CAeAylomue H3paHus: Société Francaise de Musicologie (1928-
1943). Revue de Musicologie // JSTOR. https://www-jstor-org.ezproxylib.gla.acuk/journal/
revuemusicologie ; Le Ménestrel : journal de musique (1928-1943) // Bibliothéque nationale de France.
Collection numérique: Arts de la marionnette. https://gallica.bnf.fr/ark:/12148/cb344939836/
date1928.liste

4 BblAu IpOCMOTpeHbI cAepytomue usaanus: Le Petit Parisien: journal quotidien du soir (1928-1943) //
Bibliothéque nationale de France. Collection numérique: La Grande Collecte. https://gallica.bnffr/
ark:/12148/cb34419111x/date1928.liste; Figaro: journal non politique (1928-1943) // Bibliotheque
nationale de France. Collection numérique: Commun Patrimoine. https://gallica.bnf.fr/ark:/12148/
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Kax xomneprupyromuii Bupryod Cepreii PaxmaHMHOB HMKOIAQ He CTaA
TPOKAAHMHOM CTOAMIIBI pycckoro sapybexbs. Ho y Hero 6biaM M HeKOTOpbIe
ApyTHe IPHYHHBI AAS BUSUTOB, KOTOpBIe B 1930-e ropp! cTasu 6osee yacTeiMu. B
TO BpeMs Kak caM PaxMaHMHOB IIPEATIOYMTAA FTOPOACKOM XKUSHU O0OAee MEAACHHDIN
TEMII M CIIOKOMCTBUE AEPeBHH, €r0 AOYepPH HACAKAAAMCh CYeTON M COLMAABHBIM
KPYTOBOPOTOM, KOTOPbIi IIPEAOCTABASIAA UM CTOAMIIA. 3aMY>KeCTBO 0OEnX Aouepeit
KpeIKo npuss3aso Paxvanunosa k pannum, B vactHOCTH, K [laproky. B 1925 roay,
CTpeMsACh OTBA€YDb AOYb VIpUHY OT TSKeABIX IepeXXHMBaHHi, CBA3aHHBIX CO CMEPTHIO
ee My>Xa, KOMIIOBUTOP CO3AAA M3AATeAbCKOe mpeanpustue «Tanp». (Haspanme
COCTOMT U3 IepBbIX OyKB MMeH Aouepeit Paxmannnosa Tarbsust u Mpunst.) B ator
IPOEKT OKa3aACs BOBAEYEHHBIM caM PaXMaHHHOB, YAeHbBI €ro CeMbH, HeKOTOpble
OEeAAETPHUCTBI PYCCKOTO 3apyOEKbsT M KOAAETH-MY3BIKAHTBL.

BeposiTHO, co3paBasi «Taup>» KOMIIOBHTOp TakKe UMEA B BUAY M ITyOAMKAIIHIO
cBoux counHeHuil. ITop aTo MapKoit 6b1AM H3AaHEL ero omychl 40, 41 1 42: B 1928
ropy — YeTBepThiit ¢popTenuaHHbIN KOHIEPT, TpH pycckue MecHH AASL OpKecTpa
u xopa; B 1931 ropy — Bapuanum Ha Temy Kopeaan. Tam ke Obiam m3paHBI
poprenuanusie Tpanckpunuun «Kyaa?» Illy6epra, Crepro u3 «CHa B AeTHIOIO
HO4b>» MeHnpeabcoHa u ITpearoans u3 ckpunuyHoit mapTuTh baxa.

«Tanp» Haxopuacs B ITapmxe no appecy 22, rue dAnjou, VIIle. Oto 6514 appec
peaakuuu Edition Russe de Musique, KoTopoe sSIBASIAOCH HalboAee 3HAUHTEABHBIM
H3AATEABCTBOM AASI KOMIIO3UTOPOB PYCCKOTO 3apy0exkbsi U, IOMHMO COYMHEHHI
PaxMaHHHOBA, BKAIOYAAO B CBOH Karasor My3biKy CrpasuHckoro u IIpoxo¢nesa.
HorHoMy m3paTeAlo ObIAO HeAerko paboraTh 3a mpepesamu Poccum. Pycckume
KOMIIO3UTOPHI-3MUI'PAHTHI TAaKKe He OIYIAAU 33 I'PaHHUIIeN TBEPAYIO MOYBY II0A
HOTaMH, BMeCTe C TeM, UM ObIAO0 HEOOXOAUMO IOAYYATh MAKCUMAABHbIE AOXOABL OT
OCHOBHOTO BUAQ X AeATeAbHOCTH. ITo aToit cymecTBeHHON MPUYNHE OHU MCKAAU
aABTepHATHBHbIE M3AATEAbCKHe IyTH. B caydyae «Tampa», opHako, myTb ObIA He
COBCeM aAbTePHATHBHbIM, IIOCKOABKY KAIOYeBON QUIypoil B aHTpenpuse «Taup>»
ob1a I T. TTafiqap3e, KOTOPBIN OAHOBPEMEHHO SIBASIACSI T@€HEPAABHBIM MeHeAKepOM
Edition Russe de Musique. TAaBoil >xe [IOCAEAHETO H3AATEABCTBA OBIA AUPIDKEP
C. A. Kycesunxkuit. IToaromy 6b140 01 60A€e IMPABUABHBIM CUHTATh «Taup>» He
IIOAHOIIEHHBIM M3AATE€AbCTBOM, 2 TOPTOBOM MapKO¥.

Mbl He BCTpedyaAM HHKAKMX AOKYMEHTOB PaxMaHMHOBA, B KOTOPBIX Obl OH
OOBSICHSIA NPUYUHBL CO3AQHMSA «Tampa>, KpoMe OAHOro: muchbMa OT 22 Mapra
1932 ropa k u3BeCTHOMY XOpOBOMY Auprokepy u komnosuropy I1. I HecrHokosy B
Mocksy (Apetian 1980a: 326-327). YeCHOKOB HCKaA U3AATEAS AASL CBOEIl KHUIH
«Xop U ympaBAeHHe MM>» M PacIOAATaA CBEACHMAMH, 4TO PaxMaHHHOB OCHOBaA
HOTOM3AaTeAbcKylo upmy B Ilapioke. IlocaepHMit OTBedaA eMy, YTO 3TO AMIIDb
CAYX, KOTODbIN BO3HMK Ha OCHOBE TOTO, YTO €ro AOYb M3AAAA HECKOABKO KHHT

cb34355551z/date1928.r=_
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HY>XAQIOIUXCS PYCCKUX AMTeparopoB. XoTs PaxMaHMHOB M pasBess HaAEKADI
YecHoxoBa 00 M3AAHUU HA PYCCKOM SI3BIKE €0 Y3KO PO eCCHOHAABHO PAbOThI, OH
Bce e npepocTaBua YecHokoBy appec «Taupa». B koHue koHI0B Tpys YecHOKOBa
6b1A m3paH B Mockse (Chesnokov 1940).

Tem He MeHee, KHUI'M MY3BIKAABHO-AMTEPATypHOTO XapakTepa <«Tamp>
BCe JKe BBITyCKaA. OTO 6piam BocmomuHanus mesunsl H. B. TTaeBunkoit «Moit
myTh ¢ necHeit» (1930),° kuurn MysbikaabHoro micareas A. A. Cabaneesa «C.
U. Tanees. MbicAn 0 TBopuecTBe M BOCHOMHMHaHus o xusHu>» (1930) u H. K.
Mertnepa «Mysa s Moaa» (1935). MspaHne AByX MOCAEAHHMX KHUI MOKHO GBIAO
OBl IPHYHCAUTD K KATETOPHU <«IIOMOINH HYXXAQIOIUMCs pycckum>. CabaHeeB He
OBIA €AMHOMBIIIACHHHKOM OCHOBareAst Taupa, siBAsisich cropoHHHKOM CKpsiOuHa 1
COBpeMeHHO My3bIKH. BeposTHO, n3AaBasi ero paboTy, PaxMaHHHOB CyeA IIOAE3HBIM
COAGHMCTBOBAaTh M3BeCTHOCTH TaHeeBa — cBoero yumreas Ho MOCKOBCKOH
KOHCEPBaTOPHH, KOTOPOMy Takke B CBOe BpeMs mocBaTHA crarbio (Rakhmanin-
ov 1915). C Metepom y PaxmannzoBa 65140 ropasao 6oabiue obmero: o6a oHH
OBIAM KOHCEPBATOPAMH IIO CBOMM MY3BIKAABHBIM BO33PEHHSM, KOMIIO3UTOPAMH-
NMAHUCTaMH U3 MOCKBBI, He TOBOpsSI y>Ke O AMYHOM U CeMeHHOH Apyxbe u
HOBTOpSIIONIE iCs IIOMOIM pa3Horo Buaa PaxmannHOBa MeTHepy.

ITeBurry ITaeBUIIKYI0, KOTOPAs IIOAB30BAAACH O OABIIOH IOIYASPHOCTDIO B PYCCKHX
AHMACIIOPAX, BPSIA AM MOKHO OBIAO OTHECTH K Hy>XKAQIOIIUMCsT aBTopaM. OHa BXOAHAQ
B KpyT obmeHms PaxMaHUHOBA, KOTOPBIN HANKCAA POPTENHAHHDI AKKOMITAHEMEHT
K IIOHpaBUBIIEHCs eMy IecHe u3 perepTyapa [laeBunkoit «beAnannpl, pyMsasuibn>.
Bmecre oHM 3amucaAu 9Ty IECHIO AAS YACTHBIX IleAeit B 1926 roay; saTeM oHa BomAa
B KavyecTBe TpeTbheil 4acTH B kA Paxmannnosa «Tpu pycckue mecHu>.

«Tanpom> 6bAM TakKe Ommy6ankoBaHbl KHUTH Aaekcest Pemmsosa (Remizov
1927; Remizov 1929; Remizov 1930), Usana IlImesesa (Shmelev 1927; Shmelev
1928) u apyrue. Bcero «Taupom>», HACKOABKO HaM U3BECTHO, GBIAO M3AAHO AECATD
KHMT.

Tounas MHPOpPMALUA O TOM, KOTAA 3aKPHIAACh 9T H3AATEAbCKAs aHTpEIpH3a,
coaepxurcs B nucbMe Paxmanuzosa ot S suBaps 1935 ropa us Hero-Mopka B So-
ciété Anonyme de Grandes Editions Musicales B ITapmx (Apetian 1980b: 36). On
co001I1aeT KOMIIAHHH, YTO XO4eT AHHYAMPOBAaTbh KOHTPAKT U IIPOCHUT OTBETHUTD €My Ha
appec poouepu Tarpsansl B ITaprke.

PaxMaHHHOB 9yBCTBOBaA ce6si KOMPOPTHO HAXOASICH BOAM3H OT CBOUX POAHBIX.
Ho muorue us Hux sxuau Bo ®panruu u Tepmannn,’ u, sxuss B CIIIA, o He nmea
BO3MOXHOCTH OOLIATHCS C HUMH 9acTO. DTO CTAAO OAHOM M3 IPUYUH, 10 KOTOPOI

S Tlepsas yacTs Bocmomunanuit [TaeBurkoit 65142 n3pana  Bepanne (Plevitskaia 1925). ITapmkckoe
M3AAHHE — BTOPas 4acTh ee BOCTIOMUHAHMI.

6 B Apespene mocae peBoaroruu xuan cembu Caruapix 1 CKaAOHOB — 6AMBKHX poACTBeHHUKOB C.
B. PaxmanunzoBa u ero cynpyru Haraabn AaeKcaHAPOBHBIL.
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PaxmanunoB nocrpous umenue CeHap Ha Gepery osepa AIOIepH, FA€ OH IPOBOAUA
OOADLIYIO YacTh A€THETO BpeMeHU Mexxay 1934 i 1939 ropamu.

Yro xacaercs oTHOmeHMs PaxMannHOBa K [Taproky, TO 0HO 6BIAO HEOAHO3HAUHBIM.
B mucpmax x C. A. CaTuHO# OH >KaAOBaACS Ha TOPOACKYIO CYMATOXY, HasbiBaa I[Taprok
«TIPOKAATBHIM TopopoM>» (Apetian 1980a: 179). Takoil HeAeCTHbIl 3IHUTET GbIA
BBI3BAH TPYAHOCTSIMH C TOMCKOM KBapTUPHI AAsL Aouepeit. Hanboaee moaoxuTespHOE
BbIcKaspBaHue Paxmanunosa o Ilapmwke Moxuo Haiitu B muceme K C. A. CaTuHoH
or 29 mas 1928 roaa: «XKusercs TyT x0pomo, Ho 6ecrokoitHo 1 Aoporo>» (Ape-
tian 1980a: 232). A Bor cTpoku U3 nuchMa K yere CoMOBbIX OT anpeast 1931 ropa:
«3Aech MeHs PBYT HAa YaCTH, M YeM MeHbIIe S TYT IPOXKHBY, TeM IOAe3Hee AAS
Moero 3A0poBbs»> (Apetian 1980a: 300). B ITaprke KOMIOBUTOP 6bIA IOCTOSHHO
0Ca’kAAeM COOTeYeCTBEHHUKAMH, KOTOPbIe XOTEAH IIOAYIHUTD OT HETO MOAAEPXKKY. 20
MapTa 1932 ropa on mumet u3 ITapmka TeM e KOppecIOHAEHTaM:

«Mos xusup B ITapmxe, TA€ 5 HAXOXKYCb yXe HEACAIO, OYeHD YTOMHTEABHA, IO
OO6BIKHOBEHHIO. S| MHOTO “CIDKY Ha AIOASIX , MHOTO OOATAI0, HEAOCBIIAIO, AO KOHIIEpTa
MHOT'O UIPaA — B Pe3yAbTaTe yCTAAOCTb U cAa60CTb gyBcTByercst 6oabme. EsxeaneBno
IIeABI IOTOK IIMCEM M IIOYTH Bce, 6€3 HCKAIOYEHHs, IIPOCIT O IIOMOIIH, O AUIHOM
CBUAQHMH U T. A.>»> (Apetian 1980a: 325).

IJeaas raaepest BUAHBIX PYCCKUX SMHTIPAHTOB, KUBIIKMX B0 Dpannum, mpeacraer
B NMCbMax PaxMaHMHOBA: HEKOTOPHIE M3 HUX IOSBASIOTCS B €TI0 CaAy, CTOAOBOH HAM
APTHCTHYECKO — XOTS TO ke caMmoe poucxopnao B Hpro-Ilopke 1 Apyrux ropopax.
OTO OBIAM AIOAM M3 PA3HBIX MHPOB, B TOM UYHCA€ U3 MHUPA TIOAMTHKH, AUTEPATypBhI,
duaocodun, H306paZUTEABHOTO HCKYCCTBA U, KOHEYHO, My3bIKM. MHOIMe U3 HUX
OBIAM IIPEACTABUTEASIMU HAATOTBOPHUTEABHBIX OPTaHH3AIIMI.

Xorss PaxmaHHHOB, 0e3yCAOBHO, AAaBaA KOHIIEPTHI AASL cOopa CpeACTB Ha
0AaroTBOPHUTEAbHbIE II€AM M B APYTHX MecTax, HO B Ilapike 9TOT acIeKT ero
AEATeABHOCTHU BBIABUTAACS Ha epBbIi naaH. Tak, B 1934 roay cmucox opraHusanuii,
KOTOpble IIOAACPXXMBAA PaxMaHMHOB, BKAIOYAA B Ce0sl ABAAIIATD ITO3HIFMIL
Doabmmoe Mecro 3aHMMaAa ¥ OAarOTBOPHTEABHOCTb B OTHOIIEHHMH Y4eOHbIX
3aBeACHHUH M PYCCKOM IPABOCAABHOM IlepKBU. AeHeXHas momomp PaxmaHHHOBa
IlepKBaM OOBSCHSIAACH TeM, YTO MHOTME M3 HUX CAMH OKAa3BIBAAU ITOMOIIb PYCCKUM
3MUI'PAHTAM, OCOOEHHO X AeTsM. FIMeHHO moaToMy 4acTh A0Xopa PaxMaHmHOBa
or xoHnepra B 1932 roay B Ilapuwke 6blAa HampaBAeHa B II€PKOBb IPEOAOOHOrO
Cepa¢uma Caposckoro Ha Pro Aexyp6 B ITapioke, B pycckyio nepkosb B Kaumm, B
xpam Moanxa Bounna B MeaoHe, B cecTpudectso pu Aaekcanapo-Hesckom cobope
B ITapuske 1 Apyrue opranusaru.’

ITpuHuMaBImKA OAM3KO K CEPALy HYXABI MOAOAEXH, C OTPOMHBIM TPYAOM
npo6uBaBiIeii cebe AOPOry B XKU3HH, PAXMAHUHOB IIOAAEPKHBAA PYCCKUX CTYACHTOB
U pycckue yyebGHbIe 3aBeAeHMS — B TOM umcae Borocaosckuit uncturyr CasiTo-

7 O 6AaroTBOPHUTEABHON AesTeABHOCTH PaxmaHuHOBa cM. moppobHeit B cratbe C. I. 3BepeBoit
(Zvereva 2014).
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Cepruesckoronoasopss B [Tapuke. ITpocb6a o moMomu sToMy yue6HOMY 3aBEACHHUIO
nocrynusa K PaxmanuHOBy 22 Hosi6ps 1927 ropa or murpomoauta EBAorms
(Teopruesckoro). «3Has OT3bIBIMBOE CepAlie» PaXMaHMHOBA M paccdMTbIBas Ha
ero IOHMMAaHMe <HCKAIOUHTEABHOrO 3HA4YeHHs DBorocaoBCcKOro HMHCTHTYTa Kak
paccapHHKa 6OrOCAOBCKOTO IIPOCBEIeHHUsI M IIKOABI IIACTHIPEF>, BAaAbIKa EBAormit
npocua PaxMaHHHOBA BHECTH AEIITY Ha er0 CoAepKaHue B 1927/28 yueOHOM roay.
Cyas o pemapxe Ha IIOASIX 9TOroO IHChMa, PaxmanuzoB nepecaas VIHCTHTYTY Yek
Ha cymmy B 2500 QppaHKOB U IPOAOAKAA OKa3bIBaTh CYIECTBEHHYIO PHHAHCOBYIO
HIOMOIIb B TeUEHHE ITOCACAYIOIUX AeT. ECTh OCHOBaHUA IIOAAraTh, 4T0 PaxMaHNHOB
TaIOKe YACTHYHO CYyOCUAMPOBAAXYAOXKECTBEHHOE 0P OPMAECHHE XpaMa IIPEMOAOOHOrO
Ceprusa Paponexckoro Ha CsaTo-Cepruenckom nmoasopbe B [laproxke.

/1, kOHEeYHO >Ke, KOMIIO3UTOP OKa3bIBAA «aAPECHYIO> IIOMOIIb OOpallaBIINMCS
K HeMy OBIBIIMM cOOTeuecTBeHHuKaM. Hampumep, oH ¢HHAHCOBO MOAAEpPKHMBAA
OKOHYMBIIETo cBoM AHH BOo Opannu xomnosuropa A. K. [Aasynosa.

TakuM o06pasoM, ecAM B HCTOPMH KOHI|EPTHOH JKH3HM MeXBOEHHOIO
¢pannysckoro Ilapmwxa PaXMaHMHOB He OCTaBHA 3aMETHOTO CAEAd, TO AAL
«pycckoro> ITapika 3HauUeHHe ero BHICTYIIACHHUI OBIAO KOAOCCAABHBIM.

TIPUAOXEHUE

Konreprst Paxmanunosa B ITaproke 1 OTKAMKH TIpecchr®

« Ce3on1928/29r.
2 dexabps 1928, Théatre des Champs Elysées. Pecuraas C. B. PaxmanusoBa.

B nporpamme: Bax-Bysonn — ase Oprannsre mpeatopnn: N¢ 3 g-moll u Ne 4
G-dur; Aucr — Conara-danrasus «Ilo npourennu Aanre»; [llomex — Panrasus
f-moll, op. 49, Porao op. 16, Hoxrropu N¢ 1 F-dur, op. 15, Baasc N 3 Des-dur, op.
70, aBa O1r0A2 E-dur, op. 10 u c-moll, op. 25, Cxeprio Ne 3 cis-moll, op. 39.

OTKAMKY B TAPIDKCKHX H3AQHMAX: «Bo3poxaeHne > ( 7 AeKa6pﬂ 1928), «Poccus
u caaBsHCTBO> (19 smBaps 1929).

8 CocraBaeHO Ha OCHOBe H3AaHMiT: Apetyan Z. A. 1980 a, b; «Pyccxoe 3apy6esxpe. XpoHIKa HayIHON,
KYABTYPHOU U obmecTBenHoM xu3Hu. 1920-1940. @panmua. T. 1. 1920-1929; T. 2. 1930-1940.
Mocksa: 9KCMO, 1995; ¢ppaniysckoit u pycckoit mpeccsl B [Taproke; sookymeHToB 13 Koasexuuu C. B.
PaxmanunoBa B Bubanoreke Konrpecca B Bamunrrone.
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o Ces30n1929/30r
1 dexabps 1929, Théatre des Champs Elysées. Pecuraas C. B. PaxmanunoBa.
B nporpamme: Monapr — Conara D-dur (o Kéxeato N¢ 576); Illomnen — Conara
b-moll, op. 35, Baaaapa g-moll, op. 23, Baasc As-dur; Auct — Coner 104 ITerpap-
ku E-dur; Paxmanusos — Otiop-kaprusa N2 6 a-moll, op. 39, Ilpeatopns G-dur,

op. 32; Kpeticaep—PaxmaHnHOB — «MyKu AIOOBH> 1 AD.

OTKAMKY B MApYDKCKUX U3AQHMAX: «IlocaepHne HOBOocTH» U «Bo3poxaeHue>
(5 aexabps 1929), «Poccus u caapsanctso>» (7 pexabps 1929).

« Ce3on1930/31r
22 nos0ps 1930, Salle Pleyel. Pecurass C. B. PaxmanuHOBa.

B nporpamme: Basakupes, bax, berxosen, Auct, Mernep, Paxmanunos, Ckpsi-
6un, Ilormew, Ily6ept, lyman.

OTKAHKH B MAPIKCKHX M3AHMSX: «Ilocaepnne HoBocTH>» (27 HOs6ps 1930),
«Poccus u caassHcTBO>» (29 HOA6Ps 1930).

27 nos6ps 1930, Salle Pleyel. Konnepr ITaprkckoro cuM$pOHIYECKOTO OpKeCTpa
mop ynpasaeHueM Smu [openmreitna, coancr — C. B. PaxmaHuHOB.

B nporpamme: P. IlIrpayc — Cumdonmdeckas mosma « CMepTh H IIPOCBETACHHUE > ;
Paxmanusos — Konuepr N2 4 g-moll, op. 40 (ucrioanser asrop); Berxosen — 7-1
cuM$oHHMAL.
« Ceson1931/32r

16 mapma 1932, Salle Pleyel. Pecuraas C. B. PaxmanuHoBa.

B nporpamme: I'pur — Baasaaa g-moll, op. 24; Bpamc — Baasaast d-moll u D-dur,
op. 10; Auct — Baaaapa h-moll; Mlonen — Baaaaaa As-dur, op. 47; PaxmaHuHOB —
Bapuanum Ha Temy Kopeaan, op. 42, IIpearopns, «BocTounsiit oTpeIBok>»; AmcT

— Mcmanckas pancoaus.

OTKAMKY B HApIDKCKUX M3AAHUAX: «IlocaepHne HOBOCTH> (16, 19 u 27 mapra
1932), «Poccus u caaBsucTBo» (19 Mapra 1932).°

9 Crarpa A. A. Cabaneera «C.B. PaxmanunoB (K CErOAHSIIHEMY KOHuepTy)», BBIIIEAIITAST B
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Yucrslit c60p OT KOHIEPTa, KOTOPbIA cocTaBuAa 45872 dpaHKa, MpeAHA3HAYAACS
pycckum 6e3paboTHBM. 2500 $paHKOB GBIAK ITepeAaHb! GeACTBYIOIUM PYCCKUM
My3BIKAHTaM.

« Ce30m1932/33r
S mas 1933, Salle Pleyel. Pecuraas C. B. PaxmasunOBa.

B nporpamme: Berxosen — conara f-moll, op. 57 («Anaccuonara» ); Be6ep-Tay-
3ur — «IIpuraamenue k TaHIfy>; PaxmanunoB — ABe IIpearopnn u Ap.

OTKAMKH B NApIDKCKHMX M3AQHMAX: «IlocaepHume HOBOCTH>» (7 mas 1933) u
«Bosposxaenne» (9 mas u 3 mons 1933)".

KoH1epT AaBaACs € GAATOTBOPUTEABHON LIEABIO.
o Ce3on1933/34r.
23 mapma 1934, Salle Pleyel. Pecurass C. B. PaxmasuHOBa.

B nporpamme: Monapt — Andante grazioso us Cosarst A-dur; Berxosen — Co-
Hara cis-moll op. 27 («Aynnas» ); Aebroccu — «Aerckuit yroaok>»; Bopoaun

— Ckepuo, Illonen — baaaaaa, Masypxa, Ckeprio h-moll,op. 20; Auct — Coner
104 ITerpapxu E-dur, «Illym aeca», «3a6biTiil Baabc», Pancoanst N 11; Pax-
MAaHHHOB — TPH < DTIOAA-KapTHHBI>», [Ipearoans cis—moll.

OTKAMKY B MAPIDKCKUX H3AAHUSX: «Bo3spoxaerue > (25 MapTa 1934),
«ITocaeanme HoBOCTH>» (29 Mapra, 8 anpeas, 15 anpeas 1934).

KoHuepr 651A 6AaroTBOPUTEABHBIM; BeCh COOP IOCAE BbIYETa HAAOTA COCTABUA
39294 ppanka u 6bIA pacIpeAeAeH MeXAY PYCCKUMHU OPraHM3aAIMsAMU H
HY>KAQIOIIMMUCS YaCTHBIMU AMIIAMU.

«ITocaeannx HopocTsix> (16 mapra 1932), moMemena Huxe.

10 Omy6ankoBaHHYyIO B peaABepun 9TOro KoHnepra crarsio M. IT. Aemuposa «C. B. PaxmanuHoB>
(«TTocaepnme HOBOCTH>, 2 Mast 1933) cM. HIDXe.
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« Ceson1934/35r.
29 mapma 1935, Salle Rameau (ITapwx). Pecurass C. B. Paxmanunosa.

B nporpamme: Bax-Taysur — Toxkata u ¢yra d-moll; Berxosen — Conara
D-dur, op. 10; lonen — Baasaaa As-dur, op. 47; Baasc, Hoxrrops, Cxeprio cis-
moll, op. 39; PaxmanuHOB — «My3bIKaAbHBLT MOMeHT> es-moll, op. 16; «Boc-
TOYHBIN OTPBIBOK>; Kperficaep—PaxmaHnnoB — «Myku Ar06B1>; Auct — «IToxo-
POHHOe IecTBUe >, Baabc-okcipomt As-dur; AoxHaHbY — OTIOA- KAIPUIYIUO
f-moll, op. 28. Ha 6uc — Masypxka Illonena.

OTKAMKY B MAPIKCKUX H3AQHMAX: «[locaepHME HOBOCTH (31 MapTa 1935) u
«Bospoxaenme» (31 mapra 1935).!

« Ce30n1935/36T.

S ¢espars 1936, Salle Pleyel. Konuepr opkecrpa ITapmkckoro Ouaapmornde-
ckoro obmecTsa nop ynpasaenueM Aabdppepaa Kopro. Coancr — C. B. Paxmanu-
HOB. Pycckuii xop noa ynpasaenueM A. E. Baacosa.

B mporpamme: Barmep — YBepTiopa k onepe «Tanreitzep>; Auct — Cumborms
«®aycr>» AAS CHMOHITIECKOTO OPKECTpa C yYaCTHEM XOpa U TeHOPa-COAO, IIpe-
Mbepa counHeHns PaxmanmnoBa «Pamcopus ma Temy Ilaramunm>, op. 43 aas
dopTenuano c opKkecTpoM.

OTKAHKH B TAPIDKCKHX H3AAHHSX: «[locaepnue HoBocTH>» (9 depans 1936),
«Bosposxaerme>» (9 peppaas 1936).

3 mapma 1936, Salle Pleyel. Pecuraas C. B. PaxmanunoBa.

B nporpamme: Cxapaarru — Conarst D-dur, e-moll, E-dur, Berxosen — 32 Bapu-
anuu c-moll; Hlonen — Conara, Barnep—Auct — «IlecHs npsix» u3 oneps! «/Ae-
Ty4mi roasaserr>, Ckpssous — IToama Fis-dur, op. 32, Metsep — Cxaska e-moll,

op. 34, Kpeticaep-Paxmarmnaos «Myxu ar06Bu>» («Baabc>») u Ap.

OTKAHKY B TAPYDKCKHAX H3AAHHSX: «Bosposkaenne» (S mapra 1936) u
«IMocaepnme HoBoCcTH> (14 ampeas 1936).

Komnrepr mpoBoAKACs ¢ 6AarOTBOPHUTEABHOM [IEADIO.

11  Crarbs B. U. TToas «Konnepr PaxmannHOBa>», Ory6AMKOBaHHAs B raseTe «BospoxaeHue>
(1935. 31 mapra. N2 3588), moMemena aAaaee.
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2 anpeas 1936, Salle Gaveau. Pecuraas C. B. PaxmasunoBa.

B nporpamme: Ilonen, Avct, co6cTBeHHble cOuMHeHMs PaxmaHuHOBA.

BerymureapHOE cAOBO 0 TBOpUecTBe kommosuTopa npodea JKepap Bayep.
« Ceson1936/37r.

2 anpeas 1937, Salle Pleyel. Pecurass C. B. PaxmanuHOBa.

B nporpamme: Awucrt, berxosesn, Illonen, PaxmManuHOB 1 Ap.

OTKAMKY B MAPIDKCKUX M3AQHMAX: «IlocaepHMe HOBOCTH > (6 ampeast 1937),
«Bospoxaenne» (10 anpeas 1937).

« Ce3on1938/39r.
2§ anpeas 1939, Théatre national de Chaillot. Pecuraas C. B. PaxmanusoBa.

B nporpamme: bax, Berxosen, Barnep, Aucr, Pamo, Paxmanunos, Illones,
Ily6epr.

OTKAMKY B MAPIDKCKUX H3AQHUSX: «BospoxaeHrne > (5Man1939)

«ITocaepnne HoBOCTH>» (6 Mast 1939).

* kK

A. C.[AEoHUA CABAHEEB|

C.B.PAxMAHUHOB (K CETOAHSIIHEMY KOHI{EPTY)"?

Beanvafimie MCIIOAHUTEAN BCETAA HEIOBTOPHMMEL [10 OTHONIEHMIO K apTHCTy TaKOTo
paHra, kak PaXMaHHMHOB, HempaBAOHl OGyAeT 3BydaTb YTBEPXKACHHE, UTO €ro HCIIOAHEHHe
«IIOXOXKe>» HMAH «IIOAOGHO> pyOHHIITEIHOBCKOMY HMAM AHCTOBCkoMy. Het, oHO mop06HO
TOABKO PaXMaHHHOBCKOMY. PAXMaHHHOB — OAMH 3 TeX < ABa)KABI TeHHAABHBIX > My 3bIKAaHTOB,
KOTOPBIX IPHPOAA OACAMAA B TIEPBOKAACCHOM CTEIIEHU M UCIIOAHHTEAbCKHM M TBOPYECKUM
AApOBaHMEM HACTOABKO POBHO, YTO OHH CaMHM He 3HAIOT, YTO y HHUX Ha IIEPBOM IIAAHe,
KOMITO3UTOP MAM UCHOAHHTEAb. Ilopobue PaxmaxuuoBa Aucry u ordactu PyOunmrreiny
HMEHHO B 9TOM, a He B CHA€ U CTHA€ UTPBL AUCT «HAYMHAA> KaK FeHUAABHBII IIMAHICT, TI0A

12 «Ilocaepnme HOBOCTH>». 1932, 16 Mmapra. CTaTbs PYCCKOTO MY3BIKOBEAQ, MY3BIKAABHOTO
kputHka, komnosutopa A. A. Cabaneesa (1881-1968), ¢ 1926 roaa sBasBIIerocs mpodeccopom
Pycckoit koncepBaTopuu B ITaprke, 6biaa OIyOANKOBaHA B ACHb COABHOTO (OPTENMAHHOTO KOHI[epTa
Paxmanunosa 16 mapTa 1932.
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KOHel] )XM3HH OKa3aACS BEAUKMM KOMIIO3UTOPOM. PaXMaHMHOB HAYMHAA KaK KOMIIO3UTOP H,
I0-BUAUMOMY, CaM TeIlepb CKAOHSETCS K TOMy, 4TO OH 60Aee nuanuct. Craa 9TOro muaHu3Ma
HACTOABKO IYAOAEFCTBEHHA, UTO 6e3 IpeyBeAMYEHIsT MOXHO CKa3aTh, YTO OH 3aCTABASET
BEPHTD, 9TO ero COOCTBEHHbIE KOMIIO3UIIUH ITOA €I0 PYKAaMHU CTAHOBSITCSI KOHT€HHAABHBIMU
GEeTXOBEHCKHM.

B urpe PaxmaHMHOBa camoe NOpasUTeAbHOe — He TexHUKA (y KOro M3 IMAHHCTOB
Ternepb HeT TeXHUKH?), He QU3UYeCKHe AAHHBIE MIPBI, @ €r0 OIPOMHAs U HelOBTOPHMAs
XyAOXKeCTBEHHAsl MHAMBHAYAAbHOCTb. PEAKO MOKHO CABIIIATH CTOAb «AMYHOTO> IHMAHHUCTA,
kak PaxvarnnOB. OT 3TOM AMIHOCTH, HHAUBUAYAABHOCTH HI'PBI IIPOMCXOAHT TO, YTO AYIIIHMU
€ro HCIIOAHEHHSMHU BCe-TAKH BCETAA OKA3BIBAIOTCS AMOO ero cOGCTBEHHbIE NPOM3BEACHNS,
KOTOpbIE TIOCA€ €r0 MCIIOAHEHMs PEIIMTeAbHO HEBO3MOXKHO CAYNIaTh HU Yy KaKOTO HHOTO
[IMAHUCTA, AUOO IPOM3BEACHHS aBTOPOB, K HEMY II0 THITY AMYHOCTH HauboAee OAUBKHUX, KaK,
HanpuMmep, YalKOBCKUH.

Omarb-Taku 9Ta GAM30CTh OTHOCHTeAbHA. PAXMaHHMHOB CAMIIKOM THIIMYEH, YTOOBI
HAXOAHTb ceOe I0AOOHe AQXKe CPeAU BEAUKMX MY3bIKaHTOB. Bo BCskoM cayuae, aTo He Auct
— 6AeCTAIMIT M AEMOHHMYECKHIL, B CBOEH HEHCKPEHHOCTH U BEeYHOM II03e MCKpeHHHMH. B
THIle AMMHOCTU U B TUII€ apTUCTH3MA PaXMaHMHOBA HEeT HH CA€AA AEMOHH3MA M HHMKAKOM
nossl. Hamporus, ecan deMm-HuOyap PaxmaHuHOB HempusiteH coBpeMeHHoil Espore,
TaK 9TO IIOAHEHMIINM OTCYTCTBUEM <«aKTEPCTBA>»: CKPBITHBIA U MOAYAAHBBIA, IAYOOKO
3aMKHYTBIA B )XM3HH, OH TOABKO B CBOUX 3BYYaHHUAX OTKPHIBAET CBOI MU3AHTPONUYECKYIO
Pa304YapOBaHHYIO M HEXHYIO Aylry. Mup mpusHaa PaxMaHHHOBA 32 OAHOTO U3 BeAMYANIINX
IMAHUCTOB COBPEMEHHOCTH (€CAU He 3a CAMOTO BEAMKOI0); HO K eT0 TBOPYeCTBY 3allaAHbIil
MHP OCTaAcs 6oaee paBHOAyIIeH. IIpHHIHa 9TOr0 MIMEHHO B TOM, YTO B HEM XXHBET CAHIIKOM
PYCCKas Ayllia, He BCETAA MIOHATHAS 3allAAHOEBPOIIENCKOMY YeAOBEKY, KaK HETIOHATHA eMy 1
AyIlla ADYTOTO Fe€HHSs, CTOAD 5Ke pycckoro — YaitkoBckoro.

OTa «pycckast Ayma>» rayboko IIeCCMMHMCTHYHA M MpadyHa, OHA MH3AaHTPOIIMYHA, KaK
MU3aHTPOIAMU OBIAYL U SIBASIFOTCSL B JKU3HH U BEAUKHe HOCHTEAU 9TOM Aymu. JafikoBckuit
elne IbITAACS MHOTAQ AABATh PAAOCTD B My3bIKe, XOTsI yAABAAOCh €My 3TO peAko; PaxMaHHHOB
M He IBITAETCS: €ro TBOPYECTBO BCe MPOHM3AHO TPATMYECKOH AHMPHKOM W HeceT B cebe
OTIeYaTOK HeKoell MpayHO# memmHoCTH. Kak 1 TBopyecTBo YallkOBCKOTO, 9TO TBOPYECTBO
«BBICTPAAAHHOE>, B TKKUX NMEPEKHBAHUAX MOPOKAEHHOE, — B HEM HET AerKOCTH U
9CTETHOCTH, M OHO B cebe OTPaKaeT TSKEABIH SKM3HEHHBIH ITyTh TAYOOKON U CHABHOM
AYILH, HO AYIIM IIPOCTOH, 6e3 BHIBUXOB U 0e3 mcrepuu, 6e3 BCSIKOrO AOMAHHS M IIO3bL B
PaxXMaHUHOBCKOM IICHXHKe OOABINE 9AeMEHTa My>XeCTBEHHOCTH, 4eM y UaiKoBCKOro, ara
MY>KeCTBEHHOCTb BOIIAOIIAETCS B €T0 TPAaHEHOM U MOTYYeM DUTMe, — HO, BCe-TaKH, KaK M
BCSIKAsI CAABSIHCKASI AyIla, OHA HeceT B cebe 60AbIIre aTpHOyTOB KEHCTBEHHOCTH.

Hrpa ero raxosa xe. My>keCTBEHHbIH IAEMEHT B Hell — 3TO €r0 PUTM, TOT IOKOPSIONIMI
MOIIHBIA PUTM, KOTOPHIM OH OOBIYHO HObexAaeT ayAuTopuio. JKeHCTBEHHBIM 2AeMeHTOM
SIBASIETCSI €I'0 AMPHKA, €T0 3BYKOBasI IKCIIPECCHs], B KOTOPO¥ OH, GBITh MOXeT, He HMeeT cebe
PAaBHBIX CPEAU IIMAHUCTOB, IIOTOMY YTO IIOA €ro pykamu GOpPTeNHaHO [oAHee 0Opalnaercs B
«CTPYHHbII HHCTPYMEHT>, 4eM y KOro 6bI TO Hu 6b1a0. Poccus elje He AaBaAa MHPY CTOAD
MOTY4€ero 1 CTOAb AASL PYCCKOM TMCHXOAOTUH XapaKT€PHOTO MHAHUCTA, Kak PaxMannHOB, —
9TO HACTOSIIMI THII «PYCCKOrO MIHAHM3MA>>, OTPAKAIOLIETO AYLIY CTHXHIHYIO H CKOPOHYIO,
IIPEACABHO, A0 OOHAXKEHHOCTH MCKPEHHIOK U B TO JXe BpeMs MusaHTpommyeckyio. [ koraa
3Ta Urpa COYETAETCSA C NMPOAYKTAaMU TBOPYECTBA TOH JKe AYIIM, TO TIOAy4YaeTcs peHOMeH
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COBEPUIEHHO HCKAIOYHTEABHDBI IO MArMH AeficTBus.. Mrpa sra moTpsicaeT, TO ecTs,
IPOUBBOAUT TO AEHCTBHE, OT KOTOPOTO YK€ OTBBIKAHM CAYIIATEAH B Halle BpeMs, KOTAQ
APTHCTHI GOABIIIE YAUBASIIOT H H3YMASIIOT, OCTAaBASISI BHY TPEHHE XOAOAHOM AyAMTOPHIO.

Ha acrpase PaxmannnoB mmrnoHupyer. OH BBIXOAWT, KaK BAACTb HMYINHI, U KaK ObI
CHUCXOAUT AO Iy6AndHOTO BhicTymAeHMs. He my6Arka ero mopaBasiet, a oH — my6auky. B o
Ke BpeMsI MeHBbIIle, 4eM KTO-An60, PAXMaHHHOB SIBASIETCSI XyAOSKHHKOM <AASl U3OPAHHBIX>,
— HaIpPOTHB, B €r0 APTUCTH3ME XapaKTEPHO TO, YTO OH AIlEAAMPYeT K CAMON IIHPOKOM
IyOAHNKe, OH AIOOHUT PE30HAHC THICSY AYIL, 4 He KBAAUQHIPOBAHHOE COTYBCTBHE ASCATKA. B
9TOI MMIIO3aHTHOCTH, B 3TOM YMEHUH IIOKOPUTH TOAITY, ITO-BUAUMOMY, ACFICTBYeT IPUCYINas
PaxMaHHHOBY BEAUKAsI XyAOXKECTBEHHASI Y€CTHOCTD M €0 OOIIMIT AYIIEBHBII OGAHK, CTOAD 5Ke
HMIIOHUPYIOLIHIT K CTOAB 5K TAYOOKO YeAOBEUHbIIL. B 9THX KayecTBax OH OILSITh HAIOMUHAET
TeHHAABHDIX XYAOXKHHIKOB U BEAVIKHX CEPALIEM AfoAert: Avcta i Py6unmrerina. He B mpumep
MHOTHM, PaxMaHHHOB siBASIET CO0OI0 COYETaHME BBICOKOTO CTPOSI AYIIHM, COBEPIIEHHO
HCKAIOYHTEABHOM 4eCTHOCTH i reHust. OAHA ITeAD TOrO KOHIIEPTA, KOTOPBII CAY>KUT IIOBOAOM
K MO€JT CTaThe, SIBASIETCSI TOMY AOCTATOYHBIM TEKYIIIM IIPHMEPOM.

Tak 6eCKOHEYHO >aAb, YTO OTOT OTPOMHBIA TAAAHT, OOOIOAOOCTPBIA, — TaAaHT
HCIIOAHHTEAS M TBOPIIA, — B IIOCACAHIE TOABI HE AAPUT HAC HOBBIMU TBOPEHHSIMH, HAH €CAH
AAPHT, TO CKYIO H PeAKo. ABTOP ABYX I€HHAABHBIX $OPTENMAHHBIX KOHIEPTOB (BTOpOro
H TPeTbero), KOTOPbIX yXKeé AOCTAaTOYHO, 4TO6bl COXPAHHTb 3a PaxMaHMHOBBIM MOYeTHOE
MeCTO B HCTOPHH My3bIKH, OH TBOPYECKH 3aMOAK C TOTO MOMEHT4, KaK IIOKHHYA IIOYBY CBOEI
poaussr”. ECTh AM TyT OpraHmdeckast IPHYMHHAS CBSI3b HAU IIPOCTOE COBIIAACHHE — 3TO
BOIIPOC MHTUMHOI TBOPYECKOH JXM3HH XYAOXKHHKA. MoXeT ObITb, CTHAb COBPEMEHHOTO
TBOPYECTBA CAMIIKOM Pe3KO PACXOAMTCS C My3BIKAABHBIM MHPOOILyIeHineM PaxMaHHHOBA,
TUIIMYHOIO POMAHTHKA U IPUTOM POMAHTHKA PYCCKOTO CKAAAQ. MOXKeT GBITh, IM PYKOBOAUT
COBHAHMe TPYAHOCTH 3apa3 PaboTaTh B ABYX XyAOXKECTBEHHbIX NAaHax (6bia y Hero u Tperuii,
U TOXe GAeCTAMMIt — AMPHXKEpPCKOe UCKYcCTBO). HeCOMHEHHO, 0OAHAKO, OAHO, YTO Kak
HCIIOAHeHVe PaxMaHMHOBA aleAAMpPYeT K wiupoudiiuieil My3bIKAABHON ayAUTODHH, TaK U
€ro TBOPYECTBO MMeeT KOPHH U 0asKC B 9TOM Xe «IIMPOKOH IrybAuke>. I mybamka, — Ta
caMasi, K KOTOPOil B KOHEYHOM cueTe 0OpalllaeTcss HCKYCCTBO, — BCETAA GbIAA HA CTOPOHE
€ro TBOPYECTBA, BCETAA C BOCTOPIOM BCTPEYAA ero IpousBeAeHus. [TomyaspHOCTs MHOTHX
HX HUX, MOXET ObITb, ABASIETCS PEKOPAHOMN (HalpyMep, 3HAMEHUTON NPEAIOAUH AO-AHE3
MUHOp). AeHfCTBUTEAbHO, IIMPOKOe H MOIIHOE UCKYCCTBO BCEFAA AOASKHO GbIT HACTOABKO
AEKOPATHBHBIM, YTOOBI MOYb ACFICTBOBATH «HA GOABIINX PACCTOSHUSX>. B aToM pasrapxa
CHABI TaKOTO XYAOKHHKA, KaK PaXMaHMHOB, XyAOKHHKA GOABIIOTO MacmTaba U GOABIIOro
CTHASL.

13 Ko Bpemenn Hamucanms crarbi CabaneeBa PaxMaHIHOB yoKe 6bIA aBTOPOM YeTHIpeX GOPTEMHaHHBIX
KOHIIepPTOB, H, pasymeercsi, CabaHeeB He MOT He 3HATb O TeX COUMHEHHSX, KOTOPbIe OBIAM HAITMCAHBI
PaxmanuHOBBIM 3a rpasumesimocae 1917 ropa i omy6ankosansi B I Taprike H3AATEAbCKUM IIPEATIPHSTHEM
PaxmannnoBbIx «Tanp>. B ux urcae 6b1a u YeTBepThIit KOHIIEPT AASL pOpTENHAHO ¢ opKecTpom g-moll,
op. 40 (1926, 2-5 pea. 1928, aara my6auxanuu — 1928), nocssumennsrit H. K. Metnepy.
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U.AEMUAOB

C.B. PAxMAHHHOB™*

S mast B 60abioM 3ase T1aeitean, B IIECTUAECATYIO TOAMHY XU3HH U B 40-AeTHUIT 06uAeit
APTHCTHYECKOM AESITEABHOCTH,  BepHee CKa3aTh, B IIOAYBEKOBOK, KOO C AEBSITH A€T MHPOBO
APTHCT HAvaA CBOIO apTHCTHYecKyio pabory, — Cepreit BacuabeBnu PaxmanunOB paer
KOHIIePT, BeCh COOP ¢ KOTOPOrO MOMAET HA IIOMOIIb U OAAEPXKKY PYCCKOM HYXKAAIOLIEHCS
OMUTPAIMH, B TOM YHCAe U y9YalleHCs SIMHTPAHTCKOM MOAOASXKH. <...> M koHIepT 5 Mas
OyAeT He TOABKO CBETABIM IPA3AHMKOM CaMOIO F€HHAABHOTO APTHCTA, PYCCKOM KYABTYPBI,
PYCCKOTO MY3bIKaABHOTO HCKYCCTBA, HO U TOH PYCCKOH AYIIIH, TOTO PYCCKOTO CePALIA, KOTOPhIe
He MOT'YT He JXUTb IIHPe U TAy(Ke AMIHOTO MHPA, BCETAA IIOMHSIT O CKOPOH M PAAOCTH APYTHX
M MAYT UM HaBCTpedy.

Ceityac, Koraa s mumry o mpeacrosmeM koHnepTe Cepres Bacuabesrnya PaxmanuHOBa,
MHe HEBOABHO BCIIOMHMHAETCS APYTOH KOHIIEPT, TOXE «<B IIOAB3Y>.

IepBrie Toab! Tekymero Beka. Mocksa. 3aAUTHIH CBeTOM Kpacasel-3aa Baaropoanoro
cobpaHIs1, HATOAHEHHSBIN A0 oTKa3a. Ha acTpase cHavaaa Paxmanunos, M3au, Bpanaykos
u Tpuo JafkoBCKOTO «B mamaTh BeAMKOro apTHCTa>, a IOTOM ONATh PaxmanunHOB u AeB
KoHIoc Ha ABYX POSIASIX; HECYTCSI aKKOPABI « XPUCTOC BOCKpece », IIepeAHBAeTCS TACXAABHBIH
3BOH KOAOKOAOB, IPOM aIIAOAUCMEHTOB, BOCTOP>KEHHbIE, e CKOHeUHbIe BBI30BHI ... '* B moas3y
TIOPEM 3BY4aAO PYCCKOE UCKYCCTBO, 3aKAIOUEHHBIM CAYXKHAO OHO. Tam ObiAa OAHA TIOpbMa,
3Aech — Apyras, amurpanTckas. Koropas aerde u... xopoue?

Aa mpocTUT MHe I0GHASIP, YTO KO AHIO S Mast I He [IUIITY O HeM «My3bIKAABHOM CTaTbU >
Ho 410 MOXHO 6BI1AO GBI IPHOABUTH K HElT IIOCAE TOTO, KAK OHA AABHO y)Ke HAIIFCAHA BCEM
MHPOM; TIOCA€ TOTO, KaK He TOAbKO Poccus, He Toabko EBpoma, HO M Bech MUp IIpH3HaA B
HeM IepBoro. B aToit 06AacTH HaM, PYCCKHM, OCTA€TCS TOABKO TOPAMTBCS M PAAOBATHCSL.
TopAuTbCS MUPOBOH CAABOM PYCCKOTO apTHCTA, TeHHs PYCCKOTO MCKyccTBa. PapoBaTbcs,
9TO OH C HAMM, 9MHTPAHTAMH, — Ha CTOPOHE PYCCKUX AIOACH, IIPEAOYHTABIIHNX IIOTEPATH
POAWHY, HO He IPUMHUPUTHCS C TEMH, KTO HACHAYeT M PaspylIaeT ee; KTO HaCMeXaeTCs Haa
TeM, 94TO AAS KaXXAOTO pycckoro camenHo. M Cepreit Bacuabesny PaxvannHOB yHec cBoe
«CBSTAs CBATBIX> HA Yy>XOMHY, 4TOOBI TAM XPAHUTD €TI0, i IM CAY>XHTb Bce Toi sxe Poccuu, —

14 «Ilocaepnme HOBOCTH>»>. 1933. 2 Mas. N2 4423. Crarbsl HamrcaHa YAEHOM coBeTa Poccuiickoro
My3bIKAABHOTO 00IIecTBa 3a rpaHuIlel, 001jeCTBEHHBIM AesiTeaeM u xxypHasnucTom M. IT. Aemuposbim
(1873-1946) HakamyHe koHmepra Paxmannnosa B [Tapmxke S Mas 1933 ropa.

15 O6cyxpaercsxormepT 2 oekabpst 1901 ropa s Boasmomsase Poccuiickoro 6AaropoaHoro cobpanust
¢ yyactreM ckpumada O. Mzan, Buosonyeancra A. A. Bpanaykosa u muanucra C. B. Paxmanunosa. B
porpaMmy BXOAHAH npeMbepa CoHarbl PaXMaHHHOBA AASI BHOAOHYEAH U $OpPTENHaHO op. 19, a Taroke
Tpuo «ITamsaTu BeAukoro xyaoxHuka> op. SO ILU. Yaitxosckoro n op. (Cm.: H. K. [Kamkun H. A.]
Tearp u My3bika. BaarorBopureabHslit koHepT // «MockoBckue BeaomocT>. 1901. 4 pexabps. N
334. C. 5.) Ucnoanenne Croutst Aas AByX Goprennano PaxmaHnHOBa Op. 17, TAe 3BYdHT NacXaAbHbIi
Tpomaph «XpUCTOC BOCKPeCe M3 MEPTBhIX>, IIPOU3ONIAO B TOM K€ KOHIEPTHOM CE30HE U B TOM Xe
3aae, HO 24 HOs16pst 1901 ropa B rcrioaHeHnu camoro asropa u A. M. 3maorn.
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ceil4ac MOPYTraHHOM U IIONIPAHHOM, HO LIeHOK HEeBEPOSTHBIX CTPAAAHHI IPUOAVDKAIOIENCsT
K PAaAOCTHOMY AHIO CBOero BockpeceHus. ITycTpb e Toraa B Mockse, B TOM ke Kpacaslle-
3aAe, 3AAUTOM CBETOM, 3a3By4UT «XPUCTOC BOCKpece>» B PAXMaHUHOBCKHX aKKOPAAX, ITyCTb
3aABIOTCS €rO IIACXAAbHbIE KOAOKOAQ, 30BSI BCEX Ha HOBYIO PabOTy, Ha HOBYIO XXH3Hb. JTH
aKKOPABI OYAeT cAymarh Bcsi Poccus, Ha 30B MX KOAOKOABHOTO IIePE3BOHA OTKAHKHYTCS
BCe U, B IIEPBYIO0 OYePeAb, Te U3 OBIBIINX dMUIPAHTOB, KOMY SMUIPAHT PaxMaHUHOB moMor
B TSDKeAble SMHIPAHTCKHME AHU He CAOMHTBCS, He IIACTh AYXOM, CTaThb OOpPa30OBAHHBIM
4eAOBEKOM, TOTOBbIM PAOOTHHKOM M3My4eHHOMH, OKPOBABACHHOM! 1 Pa3pyIIEeHHOM POAMHEL.

Pycckoro BeAMKOro apTHCTa, PyccKoe MHPOKOe CepALle — PYCCKYI0 TOPAOCTb — byaeT
IPa3AHOBATb PyCCKasi SMUrpanust S Mast B 60AbioM 3ase I1aeiteas.

IecTbaecAT AeT XXU3HM, COPOK A€T CAABHOTrO apTHCTuyeckoro mytu. Ho He Toabko
HAIIOAHEHHOT'O CAaBOM, & M AOOPOM — IIaMSTBIO O YEAOBEYECKON CKOPOH M PaAOCTH,
IIOMOIIBIO TeM, KTO CKOPOHT, YTOObI i OHM MOTAU PAAOBATHCSL.

Topsrauit npuser C. B. PaxMaHHHOBY U ITOKEAQHUS 3A0POBBSI M CHA Ha AOATOE BpeMs —
BO cAaBy Poccun, pyccko# KYABTYPBI, PyCCKOM My3bIKH.

* k%

Baaaumur IToab

KOHIEPT PAXMAHHHOBA '

TTop06HO «AHSAM PYCCKON KYABTYPbI»'’

, cobupatomum B Tpokapepo'® exeropHo B
YCTaHOBAEHHBIE AHH BeCb pycckuit ITapmxk, koHueprsl C. B. PaxMaHHHOBa IPEBPATHANUCH B
«BeYepa PyCCKOM My3BIKAABHON KYABTYPbI», COOHMpAIOIIIE B CBOI0 O9ePeAb BCIO AIOGSIITyIO
HCKYCCTBO PYCCKYI0 OMUTPaluio B 60Abmoii 3aa [1aeiteas (abme Pamo)!®. Toabko Ha KoHIIep-
Tax PaxMaHMHOBa elle TeCHee, TaK KAK 9TH KOHLIEPTbI PHBACKAIOT i MHOCTPAHHbIX AIOOH-
TeAeil My3bIKH, y>Ke HApPaBHe C HAMH MOYHTAOMIX PaXMaHMHOBA «CBOMM>: €BPOIEHLIEM U
aMepHKaHLEM.

Haw Bce sxe xoueTcst cuurars, 4T0 C. B. PaxmMaHrHOB B 60AblIIel cTeneHy Haul, 4eM ux. C
HUM BMeCTe ABILIAT Ha 9CTPaAE Bce MHOTOOGpasue pycCKoi My3bIKaABHOM KYABTYpbL UTo 661
HU urpas PaxMaHUHOB, KaKO# 651 HALMK HY IPUHAAAEKAA UCIIOAHSIEMBII KM aBTOP, BCSL 9Ta
My3bIKa [IPOBEAEHA Yepe3 IAy6OKO PyccKoe My3bIKaAbHOE CO3HAHUE HALIErO XYAOXKHHKA, CO-

16 «Bospoxaenue>. 1935. 31 mapra. N¢ 3588. C. 4. Crarps xusmero Bo Opannum pycckoro
MHMaHKCTA, KOMIO3UTOpa, neparora B. . IMoas (1875-1962) nocesimena coasnoMy xoHuepry C. B.
Paxmanunosa B ITaprke 29 mapra 1935 roaa.

17 Vimeercs B BuAYy AeHb PycCKO# KyAbTYpbL, ¢ 1925 ropa mop AeBH3OM OOBEAMHEHHS BO KM
HAI[IOHAABHOM KYABTYPBI OTMEYABIIMICS PYCCKMMH GeXXeHIIaMU BO MHOTHX CTPAHAX, B TOM YHCAE BO
Dpanrm.

18 KoHueprHsIit 3aA Bo ABoprie Ha yaune Tpokapepo, KOTOpBIA ObIA IMOCTpoeH KO BcemupHo
BoicTaBke B ITapiwke 1900 ropa. Ko BeemupHoit BeicraBke 1937 ropa ABoper; 651a pa3obpaH U Ha ero
MmecTe Bo3BepeH Apoperr Ilarto.

19 Komuneprrsiit 3aa Ilaeftear 6bia mocTpoeH B 1927 ropy M NpeAHA3HAYAACS AAS KOHIJEPTOB
cuMPOHIIECKOH My3bIKH. CIHTAACS OAHMM M3 CAMBIX OOABIIMX MUPOBBIX KOHI]EPTHBIX 3aA0B.
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3HaHHe, COOPMHUPOBABIIEeCs B PE3yAbTaTe CAOYKHOM, AUIIb PEAKMMU MY3bIKAHTAMH [P OAEABI-
BaeMoii paborsL Mrpaer an o conary Berxosena nan « TpaypHyto moamy > AucTa, IeBy4y:o
<IIPSIAKY>» U3 «</\eTaloLiero roaranpna»° Baruepa nan Baaaapy IlloneHa, Bce 9TO CHIrpaHo
MHAHKUCTOM, 00AAAAIOIIMM HACAABHOM TEXHHKOM, IIPOBEPEHO, B3BEIIEHO M HACKIIIEHO OPKe-
CTPOBBIMU TeMOpaMHU IIPU YYACTHH CHMPOHHIECKOTO U OIEPHOTO AMPIDKEPA H, HAKOHEIL,
AO IIOCAEAHEH TAyOHHbBI IIPOAYMAHO K IPOYYBCTBOBAHO KOMIIOSUTOPOM (OpPTEIHAHHBIM,
BOKAABHBIM M CHMOHHMYECKUM. DTa HeOOBIYalHAS, BO MHOTO pa3 IIPEBBIAIONIAs OOBIYHO
IpeAbsiBAsieMble K IMAHUCTAM TPeOOBaHMs, MHOIOIPAHHAS AUCLUIIAMHUPOBAHHOCTD MY3bl-
KaAbHOH HaTypsl PaxMaHUHOBA CTAaBUT €0 B TOT Pa3psip UCIIOAHUTEALH, TA€ OHH yKe KBaAHU-
QUITMPYIOTCS KaK «TeHHAABHbIE».

IIpaBpa, aTa caMast HACHILEHHOCTh XYAOXKHHKA COBEDPIIEHHON TeXHHMKON NMHAHHCTHYe-
CKOH, AMPIDKEPCKOHN M Pa3HOPOAHOM KOMIIO3UTOPCKOM yBAeKaeT MHOrAa PaxmanuHOBa-aB-
TOpa HA IyTb GOABIION CAOXKHOCTH IIPH OCYIECTBACHHH €T0 KOMIIO3UTOPCKUX 3aMBICAOB.
Mb1 BHAEAY IIPEMeEP TaKOH OCAOXKHEHHOCTH MY3BIKAABHOTO MBIIIACHHS B COOCTBEHHBIX [IPO-
U3BEACHHAX PaXxMaHMHOBA, HCIIOAHEHHDIX B OTYETHOM KOHIIepTe — B IIOAHOM BUPTYO3HOTO
baecka «My3bIKaABHOM MOMEHTe>» U B TpaHCKpHIImu «IpycrHoro Basbca» Kpeiicaepa®,
OKYTAaHHOTO 06AaKaMH CAOKHeFux Bapuaruit. Ho animb Toabko MHOTOrpanHsiit Paxmasu-
HOB OIPaHUYHBAET Ce0s POABIO IIMAHKCTA, OH 3a0bIBaeT 0 cebe U He «cebsi>» MoeT, HO ApYTo-
ro. M 3pech OH caMa IIPOCTOTa U AOOPOCOBECTHOCTD — KAauecTBa AAXKe Pepdaiilliie y IHaH -
CTOB, TaK YacTO C HECHOCHOM HAaBA3YMBOCTDIO B MOMNEHOBCKUX FAPMOHHAX MPENOAHOCAIINX
my6ArKe cOOCTBeHHbIe YyBCTBA. TaK, TOTO KTO CAGAMA C HOTAMH B PYKaX 3a HCIIOAHEHHEM
PaxMaHHHOBA, HEH3MEHHO YAMBASIET HEOObIYAHASL TOYHOCTD APTHCTA, er0 YBAXKEHHE K TeK-
CTy aBTOPa, yBa’KeHHe, KOTOPOe HHOTAA OTCYTCTBYeT He TOABKO Y IIMAHHCTOB, HO U ¥ PEAAK-
THUPYIOIINX H3AQHHS My3bIKAABHBIX IpousBeAeHHi. Kazaaoch 651, PAXMaHHHOB IIPH HCIIOAHE-
HUH CAGAYeT AMIIb 0D03HAYEHMSIM AMHAMMYECKUM U arornyeckiM, KaKie UMEIOTCS B HOTax
U AOCTYTIHBI BCEM MIDAIONIUM, HO BCE€ 3TO MPOHUKHYTO TaKOW BHYTPEHHEH Cepbe3HOCTDIO,
4TO caMasi mpocrasi Masypka Illomena, Kak, HalpIMep, CHIrPaHHas Ha GIIC, HECMOTSI Ha BCIO
ee BHEIIHIOW 6e33a60THOCTb M BECEAOCTD, CTAHOBHTCSI OAHOBPEMEHHO KaK ObI KUBOF 3Ma-
HalMe# TOro MppallMOHAABHOTO MHPA, KOTOPOMY HMsI — My3bIKa cpep, My3bIKa 3a3eMHOTO
OBITHS, YIIOBAHME U PAAOCTD AYILH, He IPUEMAIOLIeH OrpaHUYEHHUS )KM3HU FeOMeTPHYeCKUMU
M GHOAOTHYECKMMH CXeMaMH.

U eme 4epra, cBoiicTBeHHas PaXMaHHHOBY KaK HallleMy COPOAMYY — CAABSIHUHY U YeAO-
BeKy BOCTOKA PEAUTHO3HOTO — €ro My3bIKaAbHAs ¢ppasa HUKOTAQ He IIPEBPAIAETCs B ACKAA-
MaIl1IO, ABASIONIYIOCS OTOA€HHEM PUTMHYECKOTO CKeAeTa komnoauniuu. Ero ¢ppasa Bceraa me-
Byda M ee OCHOBHOe ITeHHe BCETAA IIPe0OAAAILT TaM, TAe GOABIIMHCTBO MCIIOAHHTEAEH GyAeT
YBAEYEHO B AOBYIIKY — B IIOTIBITKY IIPOBECTH ITOAHBIH ITAPAAACAU3M MEXKAY AUHUSAMH YHCTO
MY3bIKAAbHOM, HE3€MHOM 1 IICHXOAOTHYECKOM, IIpeBpalarolleil My3bIKY B S3bIK PeaAUCTHIEe-

20 Mmeercs B Bupy doprenmannas TpaHckpumus Ancra «Ilecan mpsax> u3 omepsr P. Barumepa
«Aetyanit Toaranpen>.

21 PaxmMaHMHOB HCHOAHSA B KoHuepTe 29 mapra 1935 rosa ¢oprenuanHyro TpaHCKPHIIIUIO
ckpumnrasoit mpecst . Kpeiicaepa «Myku A100BH>», K KOTOPOIL aBTOP CTaTbH LIPHMEHSET ee APyroe
Ha3BaHMe.
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CKUH, MOCIOCTOPOHHHI, 3¢ MHOM.

Kcraty, 0 MyApoil MPOCTOTe U 06 yBaXKeHUM aBTOPCKUX TPeGOBaHMM, CBONCTBEHHBIX
KPyIHEeHIINM [THAHUCTaM. BepAros nuireT, 4T0 OH CAeAUA 32 HCIIOAHeHHeM AncTa ¢ beTxo-
BEHCKOM [TAPTUTYPOIl B PyKaX U He 3aMeTHA HUYETO, 4TO OBIA0 6bI cAeAaHO Bompeku Berxose-
Hy. Ho ncroaHeHue ero norpsicaao mpocToToi u raybunoi BMecte. O4eBUAHO, TaKOB ObIA U
AnTon Pybunmreiin. [Tocae KoHIlepTa ero CIpocuA U3BeCTHBbIH MUaHKCT: «Kak BbI urpaere

Baxa, mo Yepuu nau o Kpamepy»>? —

«Craparocs urpars o Baxy>, — 6b1a orBeT. Takos
u PaxmanunoB. OH urpaer berxoBena o berxoseny u Illonena no Iloneny.
Caeayer p06aButs, uro C. B. PaxMaHHHOB 6BIA IIPEAMETOM HECKOHYAEMBIX OBAIJMIT ITy-

GAVMIKYL K MHOTO U OXOTHO UI'PaA Ha «OHC>.

HVctouHuku / L1ST OF REFERENCES

Apetian, Z. A. (compl., ed.) (1980a) S. Rakhmaninov. Literaturnoe nasledie, Tom 2, Pis'ma, Moskva:
Sovetskii kompozitor. / Anersn, 3. A. (cocr,, pea.) (1980a) C. Paxmanumos. Aumepamyproe
nacaedue, Tom 2, ITucema, Mocksa: COBeTCKHIT KOMIIOZHTOP.

Apetian, Z. A. (compl,, ed.) (1980b) S. Rakhmaninov. Literaturnoe nasledie, Tom 3, Pis'ma, Moskva:
Sovetskii kompozitor. / Anersn, 3. A. (cocr, pea.) (1980b) C. Paxmanunos. Aumepamyproe
nacaedue, Tom 3, TTucema, Mocksa: COBETCKHI KOMIIO3HTOP.

Charton, J. M. (1969) Les Années frangaises de Serge Rachmaninoff, Paris: Editions de la Revue Moderne.

Chesnokov, P. G. (1940) Khor i upravlenie im, Moskva: Muzgiz. / Yecnokos, IL. I. (1940) Xop u
ynpasaenue um, Mocksa: Mysrus.

Kashkin, N. D. (1907) “Russkie kontserty v Parizhe. (Beseda s S. V. Rakhmaninovym)”, Russkoe slovo,
No. 118 (24. 5. 1907). / Kamxun, H. A. (1907) “Pyccxue xonueptst B [Tapmwxe (Becepa ¢ C. B.
Paxmanunosbm) ”, Pycckoe cr080, No. 118 (24. 5. 1907).

Plevitskaia, N. V. (1925) Dezhkin karagod, Berlin: s. n. / Tlaesuuxas, H. B. (1925) Aéxkun xapazod,
Bepaun: s. n.

Rakhmaninov, S. V. (1915) “S. L. Taneev”, Russkie vedomosti, 16. 6. 1915. / Paxmanunos, C. B. (1915)
“C. 1. Tanees”, Pycckue gedomocmu, 16. 6. 1915.

Remizov, A. M. (1927) Vzvikhrennaia Rus’, Parizh: Tair. / Pemusos, A.M. (1927) Basuxpennas Pycs,
TTaprox: Taup.

Remizov, A. M. (1929) Tri serpa, Parizh: Tair. / Pemusos, A. M. (1929) Tpu cepna, Ilapux: Taup.

22 YmOMHMHAIOTCS MHTepPIpeTaiy KAABUPHBIX counHeHHH DBaxa, mpumapaexamue muanuctam K.
Yepuu u Ax. B. Kpamepy.



93

STUART CAMPBELL
THE RUSSIAN PARIS OF SERGEI RACHMANINOFF

Remizov, A. M. (1930) Posolon’. Volshebnaia Rossiia, Parizh: Tair. / Pemuzos A. M. (1930) ITocosoms.
Boawie6nas Poccus, TTapyok: Taup.

Shmelev, 1. S. (1927) Pro odnu starukhu: Novye rasskazy o Rossii, Parizh: Tair. / IlImeaes, 1. C. (1927)
Ipo 0dny cmapyxy. Hosvie pacckasvt o Poccuu, ITaprok: Taup.

Shmelev, 1. S. (1928) Svet razuma: Novye rasskazy o Rossii, Parizh: Tair. / IIlmeaes 1. C. (1928) Csem
pasyma: Hosvie pacckasoi o Poccuu, Iaprok: Taup.

Zvereva, S. G. (2014) “Sergei Rakhmaninov: poslednie gody”. In Ezhegodnik Doma russkogo zarubezh'ia
imeni Aleksandra Solzhenitsyna, Moskva: Dom russkogo zarubezh'ia imeni Aleksandra Solzhenitsy-
na, 437-451. / 3sepesa C.I. (2014) “Cepreit Paxmanusos: nocaeauue roast’. B Excezodnux Aoma
pycckozo 3apybexcos umenu Asexcandpa Coaxcenuypina, MockBa: AOM PyccKOro 3apy6expst HMeHH
Anexcanppa Coaxenunpiaa, 437-451.

HAaArOCTPALIUU / ILLUSTRATIONS

ORCHESTRE SYMFHO.NIQUE DE PARIS

Dimanche 23 novembre, & 17 heures, salle Pleyel,
sous la direction de M_. von HogessLin,

Premiére Symphonie . . . . .+ . .. « . 4. . SCHUMARN,
Danse macabre . . . e e e e s os s oo LABZY.
. Piano: M, Boravsky.
Roméo et Juliette (Scéne d’amour} .+ .. .. Bemumoz.
Concertstiick . . . . . . .. A
M. Borovsk)r. S
Obéron (OUVverture) . . . . . . « « « « <« + « « . —

Jeudi 27 novembre, & 21 heures, salle Pleyel, sous la
direction de M. HO‘REHSTEIH avec le concours
de M. R.LEHMNIN{)FF.

Mort et Transfiguration. . . . . . . . . ... .. R.SrRauss.

Quairieme Concerto., . . . .°. . .« - . . . . . . PBACAMANINOFF,
Au piano : 'Auteur.

Septiéme Symphonte. . . . . . . . .. ... ... DeETHOVEN.

O6baBneHue B XypHare «Le Ménestrel» o koHuepTe C. B. PaxmaHnHoBa 27 HoA6ps 1930 roaa B Mapuxe
¢ MapmKcknm cumdoHNYecKUM OpKecTpom nog ynpasneHunem fl. lopeHwwTeHa.
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O6noXKa )ypHana pyccKoro NapuiKCKoro )ypHana «TeaTp 1 )m3Hb». 1930. N2 32.
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CtjyarT KEMBEA
Pycku ITaru3 CEPTEJA PAXMABUHOBA
(PE3UME)

ITapus je jeana op Boaehux nmpecronuiia Mysmakor csera. Mamelhy 1925. u 1940. 6uo
je ¥ MHTEAeKTYaAHH, KyATYPHU M IIOAMTHYKHM IIeHTap pycke eMurpanuje. buso 6u
nsHenabyjyhe aa Ceprej PaxmamrHOB Huje TpoBeo HEKO BpeMe y ToM rpaay. M sancra,
nsmely 1928.11939. Tamo je 0APKa0 ABAHAECT KAABUPCKHUX PECHTAAA M ABA KOHIIEPTa
c opkecTpoM. PeAaTuBHO MaAu 6poj KoHIlepaTa Koje je Paxmamwuzos umao y ITapusy
cyrepuie Aa je ¢ppaHIrycKa ITyOAMKA OMAAQ HABUKHYTA HA ADYTAuHjy, er30TUIHHUjy
PYCKy My3HKY, IpeIyHy OANCTABUX I€j3a5Ka, KOCTHUMA, [IA€CaYa BUPTYO3HUX CKOKOBA
u 60ja. ToMme y mpHAOT HA€ M IPHMETAH BaKyyM KOjH je 0KO PaxMamHMHOBA HAYMHUAQL
¢paHIfycKa mTaMIIa 0A Kpaja ABAACCETHX AO ITOYeTKa YeTPAeCeTHX ropuHa. Iheros
me3AeceTH polheHAQH U YeTPAECETOTOAMIIBUIIY EeroBe Mysuduke Kapujepe 1933.
TOAUHE, KOjU Cy y pyckuM KpyroBuma y Ilapusy mpocaaBseHu ¢ BEAMKOM IIOMIIOM,
Huje 3a0eAeXHO0 HIjeAaH O IOIyAAPHHUX, 2 HM My3HUKHX yacormuca Qpanirycke.

Cam PaxmamuHOB 6u Hajpapuje uzabpao >kMBOT Ha ceay. MehyTum, 6pakosu
06ejy khepxu uBpcro cy ra 6uan Besaan 3a Ppanrrycky, a moce6bHo 3a ITapus. Tamo
je moxpenyo u3paBauky Kyhy ,Tair®. PaxMamHHOB, Ka0 1 YAQHOBH IeTOBe TIOPOAHIIE,
IKCIM U3 PYCKe AMjacIiope M KOAere My3H4apH OHAM Cy YKmyYeHH Y Taj IIOAYXBAT.
HspaBauky xyhy je kopumcrtio Aa momorHe Pycmma, o6jaBmyjyhm muxoBa Aeaa.
PaxmamuHOBAeB 0AHOC npeMa ITapusy 6uo je ambuBasenTan. C jeaHe cTpaHe, OH
je xuot y ITapusy cmarpao ao06pum. C ApyTe cTpaHe, y IMCMUMA je Tpaj Ha3UBAO
SYKAETHM', ,y>KypOaHUM M CKYIIMM', a TOBOPHO je U Aa phaBo AeAyje Ha HeroBo
3ApPaBAe€ H AQ T je ,pacTprao ra Ha komaae”. HMlako cy AOGpOTBOPHHM KOHIIEPTH 6HAK
yobuuajeHa mojasa y PaxMamHHOBAEBOj KapyjepH, Ta AOOpOTBOpHA AUMeH3Hja OrAa
jemoce6Ho BaskHa y ITapusy. ITomarao je pycke cTyaeHTe, AOOPOTBOpHE OpraHM3aliuje
32 moMoh eMHUTpaHTHMa, LIPKBe U 00pa3oBHe ycTaHOBe, momyT MucruryTa CBeTOr
Cepruja. Axo PaxMamMHOB HHje OCTaBMO T'OTOBO HMKAKBOI Tpara y MY3HYKO]
ucropuju Ilapusa, To je 3a ,pycku” ITapus mehyparHor po6a HecyMBHBO MMAo
OTPOMaH 3Hayaj.

KayyHE pEYM: Ceprej Paxmamunos, Ilapus, pycka amjacmopa, pycka MysHKa, pycka
eMHTPAHTCKA ITaMIIa.
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ABSTRACT
In this article part of musical activities of two federal Sokol organizations (JSS
and SSKJ) in interwar Yugoslavia will be thoroughly examined. Despite the fact
that these organizations were primarily focused on development of gymnastics
and certain individual sports, cultural advancement of its members as well as of
Yugoslav population also occupied an important place, particularly in the 1930s.
As a result of broadening of Sokol’s work, musical amateurism started to gain
prominence in Sokol legions, societies and parishes (Zupe). This was reflected in
the proliferation of Sokol vocal and instrumental ensembles, as well as their per-
formances in various Sokol units, both in urban and rural areas. The flourishing
of musical activities among Sokols from different parts of the country led to the
change of circumstances in the cultural sphere of these regions, particularly in
the undeveloped ones. Among other things, this included giving an impetus to
the preservation and popularization of tamburitza orchestras and epic singing to
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the accompaniment of the gusle, promotion of national and Slavic music reper-
toire and enrichment and diversification of musical life.

KEeYwoORDs: sokol organizations, Kingdom of SCS/Yugoslavia, musical activities, tam-
buritza orchestras, epic singing to the accompaniment of the gusle, concerts, musical
repertoire.

AIICTPAKT

Y oBoM paay AeTamHO he 6UTH pasMOTpeHe TOjeArHe My3HYKe AKTUBHOCTU ABE
caBe3He COKOACKe opranusaumje us mebyparne Jyrocaasuje (JCC u CCKJ).
YIpkoc 4MBeHHIM Ad Cy obe opraHusanuje OMAe IPBEHCTBEHO yCMepeHe
Ha pa3BOj IMMHACTHKE U HHAMBHMAYAAHHX CIIOPTOBA, KyATYpPHO yHampelbere
YAAQHCTBA KA0 M jYTOCAOBEHCKOT CTAHOBHHIITA MMAAO je Takole BaskHy yAOry
HapounTo TokoM 30-ux ropuna. Kao pesyaraT mupema COKOACKOT PaAd, My3HIKH
amarepu3aM A0OHjao je Ha cBe Behoj BAKHOCTH y COKOACKHM YeTaMa, APYIITBHMA
u xynama. To je A0A3HAO A0 H3pasKaja y MOPACTy 6poja COKOACKMX BOKAAHUX M
HMHCTPYMEHTAAHHX aHCaMbaAa Ka0 U BUXOBHX HACTYIIA ¥ COKOACKHM jeAMHUIIAMA
KaKO y ypOaHHIM, TaKO U y pypasHuM obAacTiMa. IIponBaT My3HUKIX AKTHBHOCTH
MeD)y coxoAMMa M3 Pa3AMUUTHX KPajeBa 3eMbe AOBEO je A0 TPOMeHe OKOAHOCTH
KYATYPHOj cpepu y OBUM KpajeBIMa, OCOOUTO Y OHUM KOjU Cy OMAM Hepa3BHUjeHH.
ITopep ocTasor, To je mOApasyMeBaAO IOACTHIIAE€ OYyBaka U INHMpema
TaMOYpAIIKMX OPeKCTapa M IIeBama Y3 I'YCAe, IIOMYAAPH30Babe HAL[IOHAAHOT U
CAOBEHCKOT MY3HYKOT pereproapa, Te oborahuparme 1 IAypaAH3aIyjy My3HIKOr
KMBOTA.

KmyyHE PEYM: cokoacke opranmsanuje, Kpamesuna CXC/Jyrocaasmja, Mysmuxe
AKTHBHOCTH, TAMOYPALIKY OPKECTPH, IIeBakhe Y3 I'yCAE, My3HUYKH PeIepToap.

INTRODUCTION

As soon as the Great War ended, and the Kingdom of Serbs, Croats and Slovenes
was proclaimed (on 1 December 1918), the Sokol organizations of three constitu-
tive nations showed great enthusiasm for unification and continuation of their mis-
sion to physically, ethically and spiritually elevate the masses, with a goal to create
a new, stronger and self-actualized Yugoslav man and woman. The revival of Sokol
movement in the new historical, political and social circumstances gave impetus to
novel interpretations of its priorities, which were strongly advocated by the propo-
nents of the so-called reformative current. Despite the fact that its strivings were
incorporated at a very slow pace into the programs of two federal Sokol organiza-
tions of the interwar period — the Yugoslav Sokol Association (Jugoslovenski sokolski
savez, JSS, 1919-1929),? and the Association of Sokols of the Kingdom of Yugosla-

2 The official name of the first federal post-WWI Sokol organization was the Sokol Association of



109

IVANA VESIC
CONTRIBUTION OF THE YUGOSLAV SOKOL ORGANIZATIONS TO THE INTERWAR SPHERE OF MUSIC

via (Savez Sokola Kraljevine Jugoslavije, SSKJ, 1929-1941),% it was due to this process
that music became indispensable part of Sokol movement at the time.

Music played a role both in the educational efforts of JSS and SSKJ and in the reg-
ular gymnastic routines. While JSS laid ground for a broader understanding of the
role of music in the process of education of the masses and, consequently, its more
complex uses outside of the routines, SSK]J further expanded educational programs
and activities of its predecessor.* It also put more focus on a systematic cultivation
of vocal and instrumental music, on the shaping of musical repertoire embedded in
Sokol ideology, pan-Slavism and integral Yugoslavism, and on the popularization of
Yugoslav art and traditional folk music in Sokol units. As a result of activities of both
JSS and SSKJ, as well as individual Sokol societies (drustva, local units of Sokol orga-
nizations in urban areas), legions (¢efe, local units of Sokol organizations in rural ar-
eas) and parishes (Zupe, regional units of Sokol organizations),’ there were multiple
contributions to the musical life of interwar Yugoslavia. Sokol units had a significant
role both in extending the popularity of tamburitza ensembles outside of areas that
were traditionally important for its development such as Slavonia, Batka and Srem,
and in keeping the interest for the sound of tamburitzas in these areas where it was
threatened by the spread of novel, modern types of popular ensembles such as jazz
orchestras. Apart from making tamburitza orchestras known throughout Yugoslavia,
including the regions of Vardar Macedonia and Central and Eastern Serbia,® Sokol
units also gave impetus to the development of vocal musical amateurism through
foundation of male, female, children’s and mixed choirs in Yugoslav towns and vil-

Serbs, Croats and Slovenes (Sokolski savez Srba, Hrvata i Slovenaca) and it was adopted during the
First Congress in Novi Sad on St. Vitus’ Day in 1919 (28 June). At the congress, separate Sokol
organizations of Serbs, Croats and Slovenes agreed to establish a federal association grounded on the
idea of brotherhood, collaboration and unity. Soon after (1920) the name was changed into Yugoslav
Sokol Association — a version that reflected the organization’s policies regarding the national issue in
a newly formed state. However, despite its strong Yugoslav orientation and willingness to gather not
only the three constitutive nations, but also other nations who lived in the Kingdom, JSS’s integrity was
called into question in 1922 after a large portion of its Croatian members and units decided to continue
to work in a separate Croatian Sokol Association (Hrvatski sokolski savez).

3 Thisassociation was constituted after King Aleksandar Karadordevi¢, the Council of Ministers and
Minister of Military Affairs and Navy passed the Law on Foundation of the Sokol of the Kingdom of
Yugoslavia on 5 December 1929. Since the law dictated the dissolution of all Sokol organizations that
were active in the Kingdom of Yugoslavia prior to its enactment, federal officials and delegates of various
units of JSS decided to collectively join new, state-supervised Sokol organization in an Extraordinary
Assembly on December 15, 1929. Despite the change of formal framework, SSKJ was completely built
on the basis of former JSS in terms of its organizational structure, leadership, ideology and program.

4 A detailed exploration of the JSS’s and SSKJ'’s approach to the process of cultural emancipation
of masses in the Kingdom of SCS/Yugoslavia and its implementation, with special focus on the role
of music, represents the main part of the study which is currently being prepared by the author of this
article. It is expected to be submitted and published by the end 0f 2021.

5 The division into éete was introduced after the founding of the SSKJ.

6 The chronology and the extent of spread of tamburitza orchestras in these areas will be discussed
in the following section.
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lages. Finally, the preservation and popularization of traditional folk music instru-
ments and practices such as epic singing to the accompaniment of the gusle’ repre-
sented an important task of certain Yugoslav Sokol societies and zupe, as well as the
revitalization and spread of traditional folk dances. In addition, Sokol organizations
took part in cultivating Yugoslav and Slavic art and folk music above all through the
genres of patriotic songs, marches, vocally or instrumentally arranged folk songs,
potpourries/garlands of folk songs etc. Beside promoting national music, these or-
ganizations were important for the engagement of Yugoslav professional musicians,
particularly during the tough time of economic crisis in the 1930s that coincided
with the negative impact of technological development on music profession.®

Numerous contributions of Sokol organizations to different segments of musical
sphere of interwar Yugoslavia can be evaluated considering the following phenome-
na: 1. the richness/poorness of musical life in different Yugoslav regions, particularly
in less developed ones and in regions outside of the sphere of cultural influence of
three main urban centers — Belgrade, Zagreb and Ljubljana, 2. the effects of state
initiatives in the domain of musical amateurism as well as of other, non-state actors,
3. the influence of cultural transfers from abroad in specific areas by means of cine-
matography and radio, 4. the presence of cultural, educational and music institutions
of different kind (national, regional or travelling theaters; city or military orchestras;
local choral societies; military and music schools etc.)

The preliminary results of the analysis of initiatives and activities of Sokol units
from local to federal levels that followed a thorough examination of reports and
discussions published in official Sokol press’ have revealed the significant role that
these units played in enriching musical (and cultural) life primarily of peripheral,
culturally undeveloped regions, and in stimulating cultural participation of less priv-
ileged social groups (workers, rural population, women and children from provin-
cial towns and villages). Along with that, the cultivation not only of the sound of
traditional instruments such as the gusle and relatively traditional ensembles such as
tamburitza orchestras, but also of patriotic and folk tunes, made Sokol musical activ-
ities recognizable and unique in Yugoslav cultural space. Moreover, a specific blend
of patriotic and traditional folk music and dancing, paired with ambition to cultural-
ly elevate the masses using musical amateurism as one of the vehicles, represented a
possible model for cultural projects in the post-WWII socialist Yugoslavia. As it will
be discussed in the concluding sections of this article, Sokol’s musical undertakings

7 'Throughout this article the phrase “epic singing to the accompaniment of the gusle” will be used
to designate the traditional practice of performances of epic poetry by the guslars — epic singers who
created and interpreted both vocal and instrumental parts.

8  On the effects of the expansion of radio stations, phonographic and film industry in the context
of the global economic crisis on the functioning of music sphere and social positioning of professional
musicians in interwar Yugoslavia, see Vesi¢, Peno 2017: 102-113, 126-136.

9  The following periodicals and all their published issues were taken into consideration: Sokolski
glasnik (1919-1929), Sokolski glasnik (1930-1941), Sokolska prosveta (1931-1938, 1941), Soko
(1938-1939), Sokolic/Sokoli¢ (1919-1941). Both digital and paperback versions were used from the
fonds of the Digital Library of Slovenia and the Natonal Library of Serbia.
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along with those of Selja¢ka sloga of the Croatian Peasants’ Party (Hrvatska seljac-
ka stranka, HSS), particularly its smotre (festivals) of traditional music, anticipated
numerous socialist Yugoslav initiatives in the domain of musical amateurism.' It is
probably due to the lack of research of Sokol’s work in this area that these links were
neither highlighted nor discussed in detail. The resonating of Sokol’s heritage in the
post-WWII period certainly cannot be limited to the choice of socialist Yugoslavia’s
anthem — Hej, Sloveni,'" or to the design and form of the Youth Day (25 May) mani-
festations, including the organizing of rallies and the passing of a torch."

In this article, the focus will be placed on examining the role of tamburitza or-
chestras in Sokol units along with playing the gusle. Attention will also be paid to the
analysis of musical repertoires of concerts of Sokol Zupe, societies and legions. The
goal is to consider general outcomes of Sokol music policies and initiatives and the
impact that Sokol Zupe, societies and legions had on the local music scenes and mu-
sical practices in interwar Yugoslavia. Of special interest is to point to the distinctive
character of Sokol musical amateurism at the time, in comparison with the results of
other private organizations or the state itself. Finally, a precursory role of Sokol’s use
of music in the post-WWII period will also be considered.

TAMBURITZA ORCHESTRAS IN YUGOSLAV SOKOL UNITS:
GENERAL OBSERVATIONS

Tamburitza orchestras gained a prominent place during the 19th century among
South Slavs settled in the Habsburg Monarchy, serving as one of the crucial means
for articulating their national identity and political dissent."> Popularity of this in-
strument in the urban areas and urban population south of Vienna grew steadily
since the 18th century, reaching the climax in the decades preceding the Great War.
Beside urban choral societies and cultural societies, which became the main pro-
moters of tamburitza ensembles among the South Slavs, the emerging Sokol orga-

10 See more in March 2013: 107-110. See also Ceribagic¢ 2003.

11 Hej, Sloveni, a song that enjoyed popularity among Slavic and Yugoslav Sokols for a long time was
officially accepted as the SSKJ’s anthem in 1935 on the initiative of its Federal Educational Department
(see Anonymous 1935c). It was often sung in the important Sokol events including the celebrations of
historical anniversaries, state holidays, rallies, etc.

12 The Youth Day (celebrated on 25 May), one of the most popular and politically significant
manifestations of the socialist Yugoslavia, relied on certain prominent features of the pre-WWII
Sokol public celebrations. This included the organization of a central rally on a stadium, the passing
of a torch that preceded this manifestation (The Relay of Youth), and presentations of mass-executed
choreographies with music accompaniment. The amalgamation of patriotic, folklore-inspired and
national elements was also characteristic for both types of events.

13 On the appropriation of tambura among the South Slavs and the importance of tamburitza
orchestras in the process of nation-building and cultural resistance to the Austrian and Hungarian elites
of the Habsburg Monarchy see more in March 2013; Bezi¢ 2001; Andri¢ 1962. Cf. also Vukosavljev
1990; Tomi¢ 2009; Fori 2011; Ranisavljevi¢ 2011; Laji¢ Mihajlovi¢ 2019; Antunovi¢ 2021.
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nizations of Slovenes, Croats and Serbs of that time also participated in this pro-
cess. One of the key figures of interwar Sokol music projects, Svetolik Pas¢an Ko-
janov (1892-1971), testified to the importance of tamburitza playing among the
Habsburg South Slavs, particularly the South Slavic youth in the early 20t century.
In his words, Serbian high-school students gathered in the Serbian High-School So-
ciety (Srpsko srednjoskolsko druitvo), one of many Zagreb-based organizations that
cultivated tamburitza playing, showed a great appreciation for performing tambu-
ritza music and presenting it to the broader audience.'* Kojanov was among many
students who mastered the art of playing different types of tamburitzas as a member
of this society; he participated in its numerous concerts and cultural events and used
his knowledge to establish tamburitza orchestras in other societes open to Serbs and
South Slavs, including pre-WWTI or post-WWII Sokol societies.' It is interesting to
note that, aside from educating a number of amateur tamburitza players, this society
represented a well of talented tamburitza orchestra masters and composers some of
whom, such as Aleksandar Aranicki, became leading figures of interwar tamburitza
music performing.'®

Thorough political change that was brought about to the majority of South Slavs
of the Central and Southeast Europe after the Great War, together with the strength-
ening of impact of American and Western European popular cultures, affected the
functioning of the cultural sphere in these areas. It was reflected, among other things,
in the degradation of a large network of cultural-political societies and the decline
of the role of cultural amateurism. Still, many organizations that held an esteemed
place in the pre-WWI period continued with their work, trying to build on some of
the important tasks from the past, particularly the ones regarding cultural emanci-
pation of urban and rural population. In the beginning of 1919, Sokol organizations
of the constitutive nations of the newly established Kingdom of Serbs, Croats and
Slovenes decided to take steps toward a thorough reform of the longstanding pro-
gram. Apart from creating an integrated Yugoslav Sokol organization, the emphasis
was on the broadening of scope of Sokol’s work, thus almost equating the impor-
tance of cultural and educational activities with gymnastics and sports. Owing to
these aims, music performing, both vocal and instrumental, was planned to become
part of Sokol’s ambitious program of physical, moral and spiritual advancement of
the masses, both from Yugoslav urban and rural areas. Despite different obstacles

14 See The Institute of Musicology SASA — Archival Collection, IMSASA-AC, Legacy of Svetolik
Pagc¢an Kojanov, SPK-136, Autobiography, signed by Svetolik Pag¢an — Kojanov, typescript, Belgrade,
20 June 1958 (10 pages), 2-5.

1S Ibid. According to Kojanov’s testimony, immediately after the Great War, from 1918 to 1922, he
took up the role of a music referee and member of the Educational Department of the Zagreb Sokol
society. One of his main duties was to lead the tamburitza orchestra and choir.

16  Aleksandar Aranicki was not only one of the most skilled primas (leading player in a tamburitza
orchestra) in the interwar Yugoslavia, but he also led a very influential tamburitza orchestra that
performed regularly on Radio Belgrade since 1933. His ensemble represented an official Radio
Belgrade’s tamburitza orchestra from 1936 to 1941 (Cf. Dumni¢ 2013: 24-25; Vesi¢ 2013). Aranicki
wrote arrangements of art and popular music and composed tamburitza garlands based on folk tunes.
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and strong resistance that followed its implementation particularly in the 1920s, the
importance of music performing grew steadily in the Sokol units across the country.
This process was manifested in the constant increase of the number of vocal and in-
strumental ensembles in Sokol societies and legions during the interwar period, the
rising awareness of the necessity to secure the quality of both performance and rep-
ertoire, and the growing interest in separate music events — concerts, competitions,
festivals — in local, regional and federal framework. By the end of the 1930s, vocal
or instrumental performing was well-integrated into the functioning of many Sokol
societies and legions, being a part of Sokol gymnastic routines, as well as social and
public events such as Sokol celebrations (akademije), balls (zabave), dance parties
(igranke), variety programs (séla), or rallies (sletovi).

During the interwar period, various types of instrumental ensembles were used
in the Sokol units. Woodwind and brass orchestras (Sokol fanfara) usually com-
prised clarinets, trumpets, cornets, a helicon, snare drum, bass drum and cymbals,
string orchestras (Sokol muzika) which encompassed violins, viola, cello, double
bass, flute, clarinets, cors anglais, trumpets, trombones and percussions, schramel
orchestras that included violins, chromatic accordion and guitar, while jazz orches-
tras mostly included violins, accordions, saxophone, clarinet, trumpet, trombone,
percussions and piano.'” Finally, tamburitza orchestras consisted of tamburitzas of
different sizes, shapes and registers, and at least seven players. Among these ensem-
bles, Sokol tamburitza, fanfara and string orchestras were the most prominent and
widespread across Sokol societies and legions. Statistics from 1926 and 1932, and
1933 show not only the gradual rise in the number of instrumental ensembles in
Sokol units, but also the predominance of tamburitza and, to a lesser degree fanfara
orchestras (see Table 1).'*

Table 1. Statistics of Sokol music ensembles from 1926, 1932 and 1933

Year Total number Total number of Tamburitza Sokol Sokol
of instrumental | choral departments/ | orchestra | fanfara | muzika
departments/en- ensembles
sembles
1926 100 19 50 30 20
1932 174 104 73 101
1933 252 154 153 99

17 According to Brat [Soula, Ladislav] 1939. The terms Sokol fanfara and Sokol muzika were in
widespread use among Sokol officials, press commentators and members of Sokol organizations. Sokol
muzika was seldom explained in terms of instrumentation and the number of performers, but it seems
that it mostly referred to large orchestras or string orchestras as they were named by Ladislav Soula,
one of the interwar experts on Sokol music ensembles, that also included woodwind and brasswind
instruments and percussions.

18  Data were taken from two reports created by the leading personnel of the JSS and SSKJ and
published in 1927 and 1933. See Group of authors 1927; Group of authors 1934.
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During the first several years after the constitution of the JSS, Sokol societies
mostly relied on the local military ensembles, choral societies or community orches-
tras for the realization of different public manifestations. The process of establishing
Sokol orchestras was probably hampered by organizational, political and financial
instability in certain parts of the country, but the influence of a slow implementation
of educational policies also played an important role. However, despite a number of
difficulties, there was a strong impetus for founding Sokol fanfare, Sokol muzike and
tamburitza orchestras not only in the main urban centers, but in the provinces as
well. In the case of tamburitza ensembles, it is important to note that the interest for
such ensembles was shown both in the areas that were considered the cradles of tam-
buritza music such as Slavonia, Srem, Banat and Backa, but also in the regions where
tamburitza sound was not known before the Great War. For instance, from the early
1920s, there were reports on the establishment of tamburitza orchestras mostly in
the small towns of Dalmatia (Imotski, Milna on Bra¢), South-Western Herzegovina
(Livno), Sumadija (Kragujevac) and Central Serbia (Nova Varos).!> Whether such
trend continued in the following years is difficult to assess, since the first published
federal statistics (1926/1927) contained only the cumulative data on the number of
instrumental ensembles in Sokol societies. In addition, in that report, information
was missing from a large number of Sokol Zupe and societies because they did not
send filled-in questionnaires to the federal body.**’Apart from the fact that out of
50 tamburitza orchestras in the JSS, at least nine belonged to the Tuzla Zupa, the
territorial span of this kind of ensemble remained unclear. Unlike the 1926/1927
report, a report for the 1933 enables a better understanding of the spread of tam-
buritza orchestras in different parts of the Kingdom of SCS. According to this report,
it seems that by the early 1930s this type of ensemble was present in the majority
of Yugoslav regions (see Tables 2 and 3). Regarding the Zupe that did not submit
statistics on music departments (Skopje, Split and UtZice), it seems that there were
not any tamburitza ensembles established in their societies and legions. This can be
concluded on the basis of their annual reports published from 1931 to 1934 in the
Sokolski glasnik as well as the data on various manifestations and celebrations that
took place in that period. However, inside the Skopje and Split Zupe broad activities
were initiated in the domain of musical amateurism, which included the foundation
of Sokol muzike and fanfare.

19  See Anonymous 1920a; Anonymous 1920b; Anonymous 1921b; Anonymous 1922b;
Anonymous 1924.

20 According to the report of the SSKJ’s president, of 23 Sokol Zupe only 12 responded to the
plea to send detailed overviews regarding their “technical” (gymnastics and sports) and educational
activities. In addition, out of 443 Sokol societies, 372 prepared the reports, while the remaining 71
never responded. See Group of authors 1927 (appendix): 9-10.
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Table 2. Statistics of tamburitza departments in Sokol Zupe (1933)

Name of Sokol Zupa Number of Name of Sokol Zupa Number of
tamburitza tamburitza
departments departments
Banja Luka 5 Novo Mesto /
Belgrade 4 Osijek 4
Bjelovar 1 Sarajevo 4
Celje 15 Skopje no data
Cetinje / Split no data
Karlovac 2 Susak-Rijeka 8
Kragujevac / Sibenik-Zadar 3
Kranj / Tuzla 5
Ljubljana 11 Uzice no data
Maribor 8 Varazdin 5
Mostar / Veliki Beckerek 58
Nis / Zagreb 5
Novi Sad 15

As the data from both tables clearly show, the highest concentration of tam-
buritza ensembles was observable in Vojvodina, Slovenia, and Croatian regions,
most of whom represented the centers for this kind of ensembles in the 19t and
early 20th century. What appeared as a distinctive feature was the fact that Slavo-
nia and Srem were having much less tamburitza orchestra presence than Vojvodina,
and, to a lesser extent, Slovenia, and almost equal presence as the Croatian part of
Adriatic coast (Dalmatia and Istria). The decreased number of Sokol tamburitza en-
sembles in Northern and Central Croatia supports the claims of certain researchers
of the decline of practice of tamburitza playing among the South Slavs settled in the
former Habsburg Monarchy after the Great War.*' Still, this tendency could not be
perceived in Vojvodina, particularly not in the Banat region where the Veliki Be¢k-
erek Zupa was located. Whether Vojvodina’s Sokol tamburitza trends were devel-
oping contrary to the local circumstances or the decline was not drastic in certain
areas cannot be evaluated with certainty withouth thorough examination of musical
activities, sokol and non-sokol, in this part of the Kingdom of SCS/Yugoslavia.

21  See Bezi¢ 2001: 110.
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Table 3. The representation of tamburitza departments per historical regions*

Name of the region Number of tamburitza departments
Slovenia (Zupa Celje, Kranj, Ljubljana, Mari- 34
bor, Novo mesto)
Slavonia, Croatian Zagorje and
Medimurje (Zupa Bjelovar, 17
Karlovac, Osijek, Varazdin,
Croatia Zagreb) 28
Dalmatia and Istria (Zupa
Split, Susak-Rijeka, Sibe- 11
nik-Zadar)
Bosnia and Herzegovina (Zupa Banja Luka, 14
Sarajevo, Tuzla)
Vojvodina (Zupa Novi Sad, 74
Veliki Beckerek)
Serbiaand | Central Serbia and Sumadija
“South (Zupa Belgrade, Kragujevac, 3 77
Serbia” UtZice, Nis)
Kosovo and Vardar Macedonia /
(Zupa Skopje)
Montenegro (Zupa Cetinje) /

While tamburitza ensembles were much scarcer in the areas outside of Vojvodi-
na, Slovenia and Croatia, the published data from Sokol societies and legions from
the mid-1930s to the 1941 reveal that, before the outbreak of the April War in the
Kigdom of Yugoslavia (6 April 1941), such ensembles emerged in almost all Sokol
Zupe and in the areas where they were underrepresented in the previous period or
not present at all. For instance, the Kragujevac Zupa did not register any tamburitza
orchestras in the aforementioned federal survey, but in the plans for its first educa-
tional rally in 1937, the intention was to organize a competition of “tamburitza and
other vocal and instrumental ensembles.”* Also, in the case of the Mostar Zupa there
were no mentions of tamburitza orchestras in this survey; however, several years

22 It should be noted that the boundaries of certain sokol Zupe cut across territories of listed
historical regions. As a consequence, some of the calculated numbers should be observed with
reserve. Nevertheless, even with such flaws, statistics of tamburitza orchestras per historical regions
can give valuable insights into the trends of expansion of this type of ensemble in the interwar sokol
organizations. It is also important to add that at the time Sokol statistics was created, Yugoslav territory
was divided into banovinas — units that were named by the most important rivers of various parts of the
state and that mostly did not follow the established boundaries of historical regions. In order to observe
the trends of spread of tamburitza orchestras in the interwar period in connection with the pre-war
period banovinas were not taken into consideration.

23 See Anonymous 1936d.
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later, in 1937, it encompassed 9 such ensembles.”* In addition, tamburitza ensembles
started to appear in certain villages and small towns in the regions of Vardar Macedo-
nia (Stepanovo) and Eastern Serbia (Donji Milanovac) where this type of ensemble
was rarely found in the pre-WWI period.”® Because of the fact that there were no
periodical statistical records after 1934 on the federal level, the exact scope of terri-
torial expansion of tamburitza ensembles and their concentration in some regions
is difficult to assess. Another problem represented the change of format of Sokolski
glasnik in 1936, with shortening of space dedicated to Sokol zZupe, societies and le-
gions. As a result, the publishing of lengthy and detailed reports on educational (and
musical) activities was discouraged by the editorial board, and, consequently, there
was only very basic information on music events and ensembles. Such information
does not enable an in-depth analysis of music undertakings of Sokol societies and
legions, nor their tamburitza departments and ensembles.

Although it was not mentioned in the reports of activities of Sokol societies and
legions during the 1930s, its tamburitza orchestras were based upon two different
systems of tamburitza tuning — Farka$ and Srem systems®® — which were probably
not equally represented. Since the only data regarding their popularity stems from
the organization of the First Sokol Music Festival as a part of the regional rally in Sa-
rajevo in June 1934 it is not possible to draw any definite conclusions.” Considering
the list of tamburitza orchestras that applied for the festival’s competition, it seems
that Srem system was dominant among ensembles from Vojvodina, while Farkas sys-
tem held a more prominent place in Croatian Sokol units (Table 4). In other areas,
both systems could be found even in the same Zupa or in the same orchestra!*®

Another interesting phenomenon regarding Sokol tamburitza orchestras was
the varying number of instruments and players that they encompassed. This was
brought to light during the aforementioned festival, but also on other occasions. For
instance, orchestras that applied for the festival’s competition comprised between 7
(Maslovare and Kasindo ensemble) and 30 players (Tesica ensemble) — on average
from 8 to 10 players. Beside differences in size, the audience and the jury at the First
and Second Sokol Music Festivals that took place in Subotica in 1936 had an op-
portunity to notice the distinctive quality of performance of tamburitza ensembles.
According to the jury of the First Festival,” the most skillful and versatile interpreta-

24 See Anonymous 1937c.

25 See Anonymous 1937b; Anonymous 1939.

26  See more in March 2013, 79-81. Apart from that terminology, other terms were used in parallel
such as Sisak (Farkas) and Backa (Srem) system.

27  On the preparing and realization of the First Sokol Music Festival in Sarajevo see Anonymous
1934h; Anonymous 1934d; Anonymous 1934i; Anonymous 1934g; IMSASA-AC, Legacy of Svetolik
Pas¢an Kojanov, without signature, Program booklet of the First Sokol Music Festival with competition
of the Sokol muzike, fanfare, tamburitza ensembles and guslars (Sarajevo, 27-29 June, 1934).

28  For instance, the orchestra of Banja Luka society encompassed a combination of instruments of
both Backa and Sisak systems and a total of 14 players. See Anonymous 1934g.

29  Thejury consisted of composers, conductors, musicians, military musicians, teachers, professors
and Sokol officials: Jovan Zorko, Kosta P. Manojlovi¢, Dr. Bogdan Milankovi¢, Dr. Mihajlo Miron,
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tions were presented by the following ensembles: (Backa system, first category, first
three awards) Subotica, Veliki Be¢kerek, Srbobran, (Backa system, second catego-
ry, third award) Sv. Ivan Zabno; (Sisak system, first category, second award) Kotor
Varos, (Sisak system, second category, second and third awards) Srpske Moravice,
Otok.** The whole event was deemed successful “regarding organizational part and
artistic level.”®' It was also noted that “competitors were prepared as well as they
could and they worthily represented their Sokol societies”* Unfortunately, apart
from the general appraisals, there were no detailed comments concerning the per-
forming of tamburitza ensembles in the Sokol press.

Table 4. The representation of Farka$ and Srem system among the tamburitza orchestras that
applied for Sarajevo Music Festival (1934)3

Type of system Farkas (Sisak) system Srem (Backa) system
Name of sokol soci- | Kotor Varo$ (Banja Luka) Banja Luka (Banja Luka)
ety and Zupa Otok (Osijek) Srbobran (Novi Sad)
Ivanec (Varazdin) Veliki Beckerek (Veliki Beckerek)
Srpsko Moravice (Karlovac) | Subotica (Novi Sad)
Cu(:erje (Zagreb) Maslovare (Banja Luka)
Svodna (Banja Luka) Tesica (Nis)
Turan (Karlovac) Sv. Ivan Zabno (Bjelovar)
Kamensko (Karlovac) Ada (Novi Sad)
Kasindo (Sarajevo) Kula (Novi Sad)

Both First and Second Sokol Music Festivals shed some light on different aspects
of the practice of tamburitza playing in the Sokol legions and societies, including the
issue of musical repertoires of tamburitza orchestras. In the time of JSS, the selection
of music performed by tamburitza ensembles was mostly left unaddressed in the
published reports. Beside the fact that such ensembles performed in the Sokol balls
and dance parties and, to a lesser extent, in Sokol celebrations, no other data were
revealed. Therefore, it is not until the foundation of SSKJ, and particularly during
the early 1930s, when societies and legions started to prepare lengthy reviews of
their public, cultural and musical activities for the press, that more information on
tamburitza orchestra repertoires began to emerge. Nevertheless, one of the most im-
portant sources in this respect is the Sarajevo festival booklet, with a list of musical

Damjan Nikoli¢, Makso Unger, Kosta Travanj, Ljubo Bajac, Cvjetko Rihtman, Ivan Vinceti¢, Ladislav
Pesek, Belu$ Jungié. Franjo Topi¢, Klemens Mensik, Anton Urban, Nikola KnezZevi¢ and Svetolik
Pas¢an Kojanov. See Anonymous 1934i.

30 See Anonymous 1934g.

31 Anonymous 1934i.

32 Ibid.

33  According to IMSASA-AC, Legacy of Svetolik Pas¢an Kojanov, without signature, Program
booklet of the First Sokol Music Festival with competition of the Sokol muzike, fanfare, tamburitza
ensembles and guslars (Sarajevo, 27-29 June, 1934).
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pieces performed by each tamburitza ensemble, both compulsory and optional. The
compulsory pieces that had been selected by the festival’s organizational board in-
cluded the following works: (for Backa system) Aranicki-Melnicki’s Yugoslav Flowers
(Jugoslovensko cvece), Ivan Muhvi¢’s Sletovka march; (for Sisak system) Bosiljevac’s
Sokol Ouverture, and Ivan Zajc’s To Battle, To Battle! (U boj, u boj!).>* The optional
pieces selected by ensembles themselves are listed in the Table 5.

Table S. The list of optional pieces performed by tamburitza ensembles at Sarajevo Music

Festival (1934)3

Samo tako hoéu

The name of ensemble | Optional piece The name of ensemble | Optional piece
Banja Luka (Banja I Srabec: Kotor Varos$ (Banja I. Dominis: Karisik
Luka) Dalmatinski Sajkas | Luka) narodnih pesama
Srbobran (Novi Sad) V. Jovanovi¢: Otok (Osijek) R. Simunaci: Iz

slavonskih suma

Veliki Beckerek (Veliki
Beckerek)

Smjesa narodnih
pesama

Ivanec (Varazdin)

M. Strahuljak: Hr-
vatska davorija

Subotica (Novi Sad) P. Tumbas: Smjesa | Srpske Moravice I. Srabec:
narodnih pesama | (Karlovac) Dalmatinski Sajkas
Maslovare (Banja Smijesa narodnih | Culerje (Zagreb) R. Simunaci: Polka
Luka) pesama
Tesica (Nis) T. Sarl: Ura! Svodna (Banja Luka) | Smetana-Farkas:
Prodana nevijesta
Sv. Ivan Zabno L. Zajc: Nocni Turan (Karlovac) M. Farkas:
(Bjelovar) strazari Hrvatsko kolo
Kula (Novi Sad) Smjesa narodnih | Kamensko (Karlovac) | Narodne popjevke
pesama
Ada (Novi Sad) Smjesa narodnih Kasindo (Sarajevo) D. Hruze:
pesama Malenkost

As the selection of music pieces suggests, the most popular types of composi-
tions among tamburitza ensembles were the potpourries/garlands of folk songs
(smese or karisici narodnih pesama) as well as the works with patriotic and national
impulse mostly from the second half of the 19th century and early 20th century.
Similar trend in the selecting of repertoire could be observed in the press reports
throughout 1930s. Garlands of folk songs or arrangements of folk dances dominat-

34 Compulsory pieces for the Second Sokol Music Festival in Subotica were the following: Pejacevié—
Farka$ Canzonetta, Lisinski-Farkas: Tuzaljka (The Lament) from opera Porin, Aranicki: Jugoslovenske
pesme (Yugoslav Songs), Mokranjac—Aranicki: Rukovet (Garland). See Anonymous 1936a.

35  According to IMSASA-AC, Legacy of Svetolik Pag¢an Kojanov, without signature, Program
booklet of the First Sokol Music Festival with competition of the Sokol muzike, fanfare, tamburitza
ensembles and guslars (Sarajevo, 27-29 June, 1934).
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ed the program of tamburitza orchestras for various festive occasions. Whether the
possibility of using a very broad musical repertoire — from classical and folk-like
pieces, to schlagers, popular dances, marches etc. was explored in Sokol societies
and legions, cannot be concluded on the basis of the very scarce data from the press.
Only a thorough research of regional Sokol periodicals and archival documents of
particular Sokol societies could bring to the fore the diversity of musical works that
were regularly performed by the tamburitza ensembles.

THE PLACE OF EPIC SINGING TO THE ACCOMPANIMENT OF
THE GUSLE IN SOKOL ORGANIZATIONS

While in the 1920s epic singing to the accompaniment of the gusle was encoun-
tered sporadically in some Sokol societies of Bosnia and Herzegovina and Montene-
gro, a more systematic approach to popularizing this type of traditional music was
manifested after the foundation of SSKJ in the early 1930s. The important steps in
cultivating this practice among Sokol members and in making it more familiar to the
broader audience were made by the Mostar Zupa representatives, as well as the Fed-
eral Educational Department of SSKJ. At first, it started to appear regularly as a part
oflocal Sokol variety programs in certain rural Sokol units of the Mostar Zupa.*® Ac-
cording to press reports, Sokol legion of Posugje celebrated the Day of Unification (1
December 1932) in a very festive manner, which included organizing of an evening
variety program. As it was stated, this type of event “was traditionally opened with
the epic singing to the accompaniment of the gusle.””” More intensive work on the
popularization of epic singing and the gusle was initiated in 1934, owing to the or-
ganization of the Sarajevo Sokol Music Festival, whose segment was dedicated to
the competition of guslars from various Yugoslav Sokol Zupe. This was the first public
event of that kind in Sokol organizations and it gathered six guslars out of eleven
who applied.* The following participants took part in the competition: Milovan
Tomanovi¢ (Lijeva Rijeka, the Cetinje Zupa), Milo§ Lubura (Kasindo, the Sarajevo
zupa), Lazar Lubura (Kasindo, the Sarajevo Zupa), Milorad Pavli¢evi¢ (Topola, the
Belgrade zupa), Mirko Cecez (Donje Selo, the Mostar Zupa), Radovan Samardzi¢
(Sarajevo, the Sarajevo Zupa);* Tomanovi¢, and Milo$ and Lazar Lubura won the
first three awards.*” The guslars that applied for the competition, most of whom

36 Itshould be noted that the engagement of Mostar Zupa regarding popularization of epic singing to
the accompaniment of the gusle was not surprising given the general role of Herzegovina region in the
expansion of this type of traditional practice. Namely, Herzegovina represents a part of Dinaric cultural
zone and also a center of epic singing practice. See more in Laji¢ Mihajlovi¢ 2014.

37 Anonymous 1932a.

38  See IMSASA-AC, Legacy of Svetolik Pas¢an Kojanov, without signature, Program booklet of
the First Sokol Music Festival with competition of the sokol muzike, fanfare, tamburitza ensembles and
guslars (Sarajevo, 27-29 June, 1934).

39 Anonymous 1934i.

40  Ibid.
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eventually did not show up in Sarajevo, mostly came from the regions of South Ser-
bia (Suvi Do, the Skoplje Zupa) and Bosnia and Herzegovina (Sarajevo, Kasindo,
the Sarajevo Zupa; Donje Selo, the Mostar Zupa)*' which can possibly attest to the
popularity of epic singing to the accompaniment of the gusle in these regions and in
the listed Sokol Zupe. The Sarajevo competition of guslars probably inspired a similar
initiative of the Mostar Zupa which was announced on the meeting of Sokol legions
on July 22, 1934.* The idea was to prepare competitions of epic singing of the Sokol
members of each legion. The same initiative was renewed in the following year, and
the legion of Kru$evljani was among the first who contributed to it. In March 1935, a
variety program and guslars’ competition were realized in front of the large audience.
Sokol member Ostoja Glogovi¢ gave a lecture on the gusle in the past, after which
seven guslars competed.® The strivings of officials of the Mostar Zupa regarding the
gusle promotion were manifest in preparing the First Congress of Sokol Legions in
Mostar, which was announced with a guslars” competition.* This competition gath-
ered 17 participant and its aim was to “preserve and develop this ancient cult of the
sung epic poetry to the accompaniment of the gusle as something strongest and most
typically ethnical and national that displays the spirit of glory, chivalry and honor of
our nation, and all of its most prominent virtues and characteristics.”* In the next
period competitions inside legions were followed by competitions inside societies
and the whole Zupa, and the tours of guslars. One such tour that included two guslars
occurred in 1937. They performed in 152 units in front of 25,998 listeners.*

The touring of guslars from the Mostar Zupa continued in the late 1930s and early
1940s and unfolded in various Sokol Zupe. It represented one of the crucial under-
takings of Federal Educational Department of the SSKJ as part of accomplishing
the ambitious King Peter’s Five-Year Plan (1936-1941)." This plan was meant to
achieve broad educational aims that, among other things, included the “expanding
of epic singing to the accompaniment of the gusle” inside Sokol organization. For that
purpose, a talented guslar from the Mostar Zupa, Perko Mrkaji¢, was selected with a
task to not only promote the art of performing on this traditional instrument, but

41  See IMSASA-AC, Legacy of Svetolik Pas¢an Kojanov, without signature, Program booklet of
the First Sokol Music Festival with competition of the sokol muzike, fanfare, tamburitza ensembles and
guslars (Sarajevo, 27-29 June, 1934).

42 Itis important to note that guslars’ competitions were taking place in the Mostar Zupa regularly
over a longer time span. According to the ten-year report of the Mostar Zzupa (from 1925 to 1935)
around 61 competitions were organized, while 196 guslars participated. See Baji¢ 1936.

43 See Anonymous 1935b.

44 Anonymous 1935d.

4S5 The first prize on the competition was awarded to Veljko Vreca from Hum, the second to Osman
Lizde from Domanovi¢ and the third to Perko Mrkaji¢ from Bradina.

46  See Anonymous 1937c.

47  The Plan carried the name of the King Alexander I's son, Petar Karadordevi¢, who was a minor at
the time and who was supposed to be crowned on 6 September 1941. It encompassed various segments
of Sokol work, particularly the educational part. The very broad and meticulously conceived milestones
were expected to be carried out each year as a result of collective efforts of members of Sokol legions,
societies and Zupe and Sokol officials.
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also to present and explain the aims of the Five-Year Plan to a large audience. There
were records of Mrkaji¢’s visits to Sokol societies of Pristina, Novi Sad and Bosanska
Dubica during 1939 and 1940 in the Sokol press.*

Apart from Mrkaji¢’s tour, other guslars also performed in Sokol societies and Zupe
during the Five-Year Plan. For instance, a famous Yugoslav guslar who often partici-
pated in Radio Belgrade broadcasts, Ilija Vukovi¢, took part in the Sokol celebration
in Kreka (the Tuzla Zupa) in January 1941.% The whole event was dedicated to the
performing of traditional epic songs.

Althoughitis not possible to assess the general effects of SSKJ’s work on representa-
tion and popularization of epic singing to the accompaniment of the gusle and guslars
on the basis of short and usually rather uninformative press reports, the fact that this
process had a long continuity, particularly in the Mostar Zupa, and that it involved not
only Sokol members, but a broad audience as well, testifies to its importance both for
Sokol organizations and for broader public. The value of SSKJ’s initiatives is even more
pronounced when state activities regarding this traditional instrument and performing
practices are considered. Despite the scant research on this topic, the data from archival
documents suggest that the state did not approach systematically the expansion of epic
singing.*® Moreover, it seems that the state took a passive role in this process, mostly
focusing on providing financial support for the realization of small tours of some of the
most distinguished guslars in interwar Yugoslavia (Petar Perunovi¢, Ilija Vukovi¢, Ta-
nasije Vuéi¢ etc.)*! according to their own conception and schedule. Therefore, there
were no specific goals that state officials set out or followed, nor were there specific
plans. Periodical performances of aforementioned performers in different parts of the
country, mostly in schools, certainly helped to keep the practice of epic singing famil-
iar to the broader audience, but unlike the Sokol events particularly those on the level
of Zupa and federal level, they had more limited reach. In addition, Sokol units not
only served as intermediaries between the guslars and public, but they also took part
in the revitalization of this practice. As it was already emphasized, in the legions of the
Mostar Zupa Sokol members were encouraged to actively participate in epic singing to
the accompaniment of the gusle through regular competitions on various levels. This
approach represented a distinctive feature of Sokol approach to the popularization of
epic singing and the gusle, in comparison to the approach of state and non-state actors
(cultural, educational and patriotic organizations).

48  See Zivkovi¢ 1939; Knezevi¢ 1939; Anonymous 1940d.

49  See Anonymous 1941.

50 A wealth of documents on the activities of guslars across the Kingdom of SCS/Yugoslavia is
available in the fond of the Ministry of Education of the Archives of Yugoslavia (see, for example, AJ,
66-375). Apart from that, valuable data and insights on different aspects of interwar epic singing to the
accompaniment of the gusle, including the contribution of certain regions and guslars, as well as the
importance of organization of public competitions can be found in Laji¢ Mihajlovi¢ 2007, 2008, 2011,
2014,2016.

51  On the work of Petar Perunovi¢, Tanasije Vuci¢ and other interwar guslars see more in Laji¢
Mihajlovi¢ 2008, 2014.
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ORGANIZING MUSIC CONCERTS IN SOKOL UNITS

As the perspective on the place of educational work in Sokol organizations
was changing, concert activities inside Sokol societies and Zupe became more fre-
quent and thoroughly prepared. In 1920s, a special focus was put on the organiza-
tion of federal and regional rallies, and, as important part of it, the concerts of most
prominent Yugoslav vocal and instrumental ensembles. For instance, as side events
of the regional rally in Osijek in 1921 there were performances of several operas
(Tchaikovsky’s Evgeny Onegin, Smetana’s Bartered Bride, Vatroslav Lisinski’s Porin,
Blagoje Bersa’s The Fire [ Oganj]) in the National Theater, as well as the performances
of Osijek Philharmonic Orchestra and a choral society.*> Even more elaborate was
the program of JSS’ first federal rally in Ljubljana in 1922 that included concerts of
the orchestral and choral societies Glasbena Matica from Ljubljana, the choral soci-
ety Ljubljanski Zvon, the choral society Glasbena Matica from Maribor, along with
several opera and drama performances at the Ljubljana National Theater.>

The tradition of organizing lavish concert performances on the rallies continued
in the period of SSKJ whose first federal and pan-Slavic rally in Belgrade in 1930 en-
compassed two majestic concerts of the orchestra made of 400 military musicians,
conducted by Dragutin Pokorni, and a series of performances of Belgrade Philhar-
monic Orchestra and Belgrade choral societies.’* Apart from that, there was an up-
surge of concert activities among certain Sokol Zupe and societies in the first half
of the 1930s. According to the the 1931 report, in 1930 there were 116 concerts in
the Novi Sad Zupa and its 42 societies, 61 in the Mostar Zupa, 13 in Maribor Zupa,
and S in Zupa Susak-Rijeka.>> Other Sokol Zupe did not return their questionnaires
and, consequently, it is not known whether they held concerts and how often were
they prepared. In the following years, concerts were more frequently organized in
the Zupe of Veliki Be¢kerek, Mostar, Maribor, Cetinje, Split, but also in Celje, Kranj,
Novi Sad and Osijek — usually dozens of such events took place during one year. The
similar results were achieved in 1933, namely, most engaged in preparation of con-
certs were the Zupe of Veliki Be¢kerek (341 concert), Maribor (66), Mostar (52),
Cetinje (35), Sibenik-Zadar (21), Kranj (18), Novi Sad (15), Zagreb (15), Split
(14), and Celje (14).%¢

Unlike the 1920s, art music concerts acquired a dominant position particularly
in Slovenian part of the SSKJ in this period. The Zupe of Kranj, Maribor, and partly
Ljubljana and some of their societies had a crucial role in organizing concerts with
artistic aspirations. These events gathered amateur and professional musicians,
mostly Sokol members, and amateur vocal and instrumental Sokol ensembles and

52 Anonymous 1921a.

53 Anonymous 1922a.

54 Anonymous 1930.

S5 Belaj¢i¢ 1931.

56  Group of authors 1934: SS.
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were mostly based on Yugoslav and Slavic repertoire. Regarding the Maribor Zupa,
of particular importance were the activities of the Dolnja Lendava society that pre-
pared a series of concerts of classical music in 1933 and 1934. Owing to its orchestra
and a very capable conductor M. Ljubi¢, as well as the guest-performers, the audi-
ence could listen to the short orchestral works or orchestral excerpts from operas of
Frangois-Adrien Boieldieu, Jacques Offenbach, Ludwig van Beethoven, Jan Kubelik,
Franz Schubert, Léo Delibes, Gioachino Rossini, Giuseppe Verdi, Bedfich Smetana
etc.”” Similar repertoire that included the compositions of Franz von Suppé, Verdi,
Charles Gounod, Camille Saint-Saéns and others could be heard in the concerts of
the Sokol society of Murska Sobota that also belonged to the Maribor Zupa.*® Al-
most parallel to the ambitious work in the Dolnja Lendava society, the Zupa Kranj
initiated a series of annual Educational Day concerts as well as summer concerts in
1932 where sokol orchestras and choirs of local societies took part. These were the
most enthusiastic enterprises concerning amateur performing of art music in the
SSKJ. Five Educational Day concerts were prepared from 1932 to 1936, all of which
consisted of performing of a large number of choral and orchestral pieces of Yugo-
slav and Slavic authors.”” Among the most popular were the choral works of Emil
Adami¢, Vinko Vodopivec, Anton Foerster, Mateja Hubad, Zorko Prelovec, Vasilij
,Mirk, Anton Schwab, Hugolin Sattner, Anton Lajovic, Davorin Jenko, Peter Jereb,
France Marolt, Stevan Mokranjac, Stanislav Bini¢ki etc. and orchestral composi-
tions of Jenko, Josif Marinkovi¢, Josip Cerin, Josef Suk, Antonin Dvotak and others.
It seems that musician and conductor Albin Fakin played an important role in the
preparation of these concerts as well as the large, mass ensembles based on the merg-
ing of choirs and orchestra of different Sokol units. Of particular importance were
also performance skills of choirs of Sokol societies of Kranj, Jesenice, Radovljica and
Skofja Loka that added to the overall quality of concerts.®®

The whole-evening concerts featuring mostly art music works were much less
common in societies and Zupe outside Slovenian regions and they were rarely orga-
nized. One such event was prepared in the Novi Sad society in 1934 and the program
included the orchestral works of Friedrich von Flotow, Srabec, Evgeny Bodej and
Edward Grieg, as well as the performance of Bodej’s musical drama For the freedom of
patria (Za slobodu otadZbine)." Another atypical but interesting concert took place
in Krapina society in 1934 and it included choral works of Miloje Milojevi¢ and
Stanislav Binicki, along with arrangements of Polish folk songs and pieces for tam-
buritza orchestra such as garlands of folks songs, as well as the arrangement of an
excerpt from Smetana’s Bartered Bride.”” The attempt of the Sarajevo Sokol society
and its orchestra (Sokol fanfara) to prepare and perform a musical drama in one act

57  Anonymous 1933; Anonymous 1933e; Anonymous 1934c.

58 Anonymous 1933d.

59  Anonymous 1932b; Anonymous 1933b; Anonymous 1934a; Anonymous 1935a; Anonymous
1935c.

60 Cf. Anonymous 1933c.

61 Anonymous 1934e.

62 Anonymous 1934f.
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in 1934 should also be mentioned.®®

From 1935 to 1941 there was a noticeable rise of the number and frequency of
concerts dedicated to traditional folk music and dances, as well as popular music. In
many societies Sokol jazz orchestras performed at humanitarijan events. Sometimes
these ensembles performed traditional music and dances.* In addition, revues of
folk dances, songs and crafts were organized more often in various societies. Among
the most elaborate events were the so-called pan-Slavic balls in the Borovo soci-
ety in the late 1930s and early 1940s that gathered traditional dancers from various
parts of Yugoslavia and Slavic countries including a professional folk dance ensem-
ble of the Belgrade National Theater.”® Beside performing traditional dances, ball
attendants were wearing and promoting folk costumes and crafts. Less luxurious,
but well attended were the pan-Slavic balls of some Belgrade societies in that period
that consisted of performances of folk dances and songs with guest choirs and other
ensembles.®In the second half of the 1930s and the early 1940s, Sokol societies also
showed a greater interest in preparing and performing operettas of Yugoslav compos-
ers than had previously been the case. Among others, the society of Kutina prepared
segments mostly from domestic operettas such as The baron Trenck (Barun Trenk,
composed by Srecko Albini), They can do us nothing (Kaj nam pak moreju, by Ziga
Hirschler) and St. Anton (Sveti Anton, by Jara Benes) in 1936, the society of Trogir
staged Ivica and Marica (unknown author),* while the society of Sinj presented an
operetta The modern judges (Moderni suci, by A. Bubi¢ and M. Bozi¢) in 1940.¢

The shift towards traditional folk music and art music of Yugoslav and Slavic com-
posers that was reflected in the concert activities of Sokol units in the mentioned
period was probably partly influenced by the initiatives of Sokol officials who since
1935 advocated more openly and strongly against the “foreign influences” in mu-
sic repertoires and Sokol events. For instance, military musician and composer Ivo
Muhvi¢ asked for a stricter selection of works for concert programs of Sokol ensem-
bles that was to be based primarily on Yugoslav folk and art music, and, if possible,
the works of Slavic and other distinguished composers. Muhvi¢ also advocated for
a continuous promotion of Yugoslav folk music.”® Similarly to him, Sokol represen-
tatives from the Sarajevo Zupa were appealing for more authentic Sokol events that
would be conceived on the basis of local folk traditions instead of appropriations of
foreign formats and contents such as modern dances.” The political circumstances
inside and outside the Kingdom of Yugoslavia at the time, particularly the crisis of
integral Yugoslavism and the threat of imperialism of fascist countries, could con-

63 Anonymous 1934b.

64  Anonymous 1940c.

65 Cf. Anonymous 1940; Lazarevi¢ 1941.
66  I[van]. S[edlacek] 1941.

67  Anonymous 1936b.

68  Anonymous 1936e.

69  Anonymous 1940b.

70  Mubhvi¢ 1935.

71  Anonymous 1937a.



126

MY3UKOAOTHJA / MUSICOLOGY 30-2021

tribute to a certain extent to the return to folk heritage as an important source for
Sokol music and public events.

CONCLUDING REMARKS

Although primarily sports and gymnastics organization, JSS and particular-
ly SSKJ, owing to taking the reformative course in the interwar period, developed
a broad range of musical activities. Among them, vocal and instrumental musical
amateurism that was manifest in the establishment of various types of orchestras
and choirs held a prominent place and the results of such work were brought to the
fore on different occasions of local, regional or federal character. In the process of
flourishing of musical amateurism in Sokol units in the 1930s of great importance
were certain initiatives of federal Sokol officials together with the diligent work of
music representatives of many Sokol Zupe, societies and legions. As it was noted in
the previous sections, federal and Zupe officials were trying to stimulate the expan-
sion of music activities on the local level mostly by preparing competitions and festi-
vals. Such events were supposed to foster disciplined work of Sokol ensembles, their
competitive spirit, as well as enthusiasm for advancement of performance skills and
results. On the other hand, local music representatives, inspired by the strengthen-
ing of the educational part of Sokol work, and the need for aesthetical and cultural
elevation of Sokol members and broader public, approached with fervor the task
to organize choirs and orchestras and to prepare sometimes very demanding con-
cert programs. The attempts to better coordinate musical activities in all Sokol units
and to create instructions for performing and repertoire selection gained particular
prominence during Peter’s Five-Year Plan. Parallel to that, the diversification of mu-
sical repertoire performed at concerts or charitable events became more emphasized
and, aside from art music, folk songs and dances and even popular and jazz music
and operettas were presented to the audience. In addition to concerts, music per-
formances were regular parts of many types of Sokol public events, particularly cel-
ebrations, balls, dance parties etc. Usually they consisted of renditions of anthems,
patriotic songs such as Ivan Zajc’s U boj, u boj!, Josif Marinkovi¢’s Narodni zbor, An-
ton Hajdrih’s Adrijansko morje, Franjo Vilhar’s Slovenac (Srb) i Hrvat etc. as well as
Sokol marches.

Despite complaints in the Sokol press that Sokol units were, contrary to the orga-
nizational policies, establishing music orchestras solely to gain material profits and
that the quality of performing was often “third-rate”, the music results achieved after
1933, when activities in this domain intensified, were all but insignificant. If cer-
tain societies and Zupe are considered, together with the number of music ensem-
bles, frequency of their public performances, selections of program and quality of
interpretation, the accomplishments in the domain of musical amateurism could be
evaluated as outstanding. This is even more pronounced if Sokol’s work is compared
with the work of state and non-state actors. Roughly speaking, the range of musical
activities that SSKJ initiated and supported and its aspirations at systematically ap-
proaching them were unparalleled in the interwar Yugoslavia, when compared to
other federal or national organizations dedicated to cultural work and musical am-



127

IVANA VESIC
CONTRIBUTION OF THE YUGOSLAV SOKOL ORGANIZATIONS TO THE INTERWAR SPHERE OF MUSIC

ateurism such as, for instance, Yugoslav Choral Association (Jugoslovenski pevacki
savez) and Croatian Choral Association (Hrvatski pjevacki savez) or state bodies. Of
specific importance is the fact that certain Sokol societies developed rich musical
life in the areas where state-sponsored cultural institutions or private cultural or-
ganizations and associations did not have enough impact. This was particularly the
case with Slovenian Sokol societies of the small towns of Dolnja Lendava, Murska
Sobota, Kranj, Jesenice, Radovljica, Skofja Loka and others, whose instrumental or
choral ensembles took active roles in both local and regional public spheres. It can
be assumed that in these and many other urban places which, according to Yugoslav
census of 1921 and 1931 had less than 5,000 inhabitants, Sokol ensembles and Sokol
members who were music amateurs often served as the only source of public music
performing and, thus, they were valuable mediators of Yugoslav and foreign art and
folk music.

In conclusion, the fact that interwar Yugoslav Sokol movement inspired such
broad musical activities and helped the expansion and popularization of certain tra-
ditional practices, as well as the promotion of the Yugoslav art and folk music, in par-
ticular the genres of patriotic songs and instrumental pieces and the arrangements
of folk tunes, is of great significance if the post-WWII is considered. Although the
preliminary results of this research need further elaboration, it may be assumed that
Sokol’s work served as one of the models for subsequent socialist approach to musi-
cal amateurism, primarily regarding the establishing and preparing of the instrumen-
tal (tamburitza) ensembles. Even if such links were not so strong and influential as
they seem, Sokol’s undertakings in musical amateurism still deserve historical recog-
nition and proper clarification.
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BAHA BECUR

AOHPI/IHOC JYTOCAOBEHCKHX COKOACKHNX OPTAHHU3AITHUJA COEPU MY3UKE ¥V
MEBYPATHOM ITEPHOAY

(PE3UME)

YpxocToMe ITO je ped 61Aa 0 OpraHU3aLlMjaMa IPBEHCTBEHO yCMEPEHHIM Ha P erbe
CTOpTa ¥ TUMHACTHKE y IIMPO]j HOMyAALHjH, JyrocaoBeHckH cokoack cases (JCC)
u Cases Coxoaa Kpasesune Jyrocaasuje (CCKJ) nokaamasu cy 3HaYajHy Maskisy
HeroBakby Pa3AMYUTHX BPCTa MY3MYKHX aKTHBHOCTHU TOKOM MelyyparHor nepuoaa. To
je 0cobuTo 6HAO H3paxKkeHO TOKOM 30-MX FOAMHA HAKOH IITO je peGOPMCKH KYPC,
aKTyeAaH oa Kpaja IIpBor cBeTckor para, A0OHO Ha BakHOCTH. 3axBasyjyhu Tome
IITO je COKOACTBO IIOCTABHAO ILIHpe IiHbeBe He CAMO y IIOTAeAY yHanpelema pusmike
CIIOCOOHOCTH Maca, Beh U BUXOBOI KYATYPHOT Y3AHM3alba, 3aII0UeT je MHTeH3HBaH
PaA Ha pasBujamy Mysuukor amarepusMa. OH je 00yXBaTao OCHHBamb€ PaSAMIUTHX
BPCTa OpKeCTapa, yIAaBHOM TaMOypAaIKHX, AyBaukux (cokoacke Qandape) u
BeAUKHX (COKOACKe My3HKe), Ka0 M XOPOBa (MeIIOBUTH, MyLIKH, KEHCKHU, ACYjH), Te
TIOACTHIalb€ OYyBamba TPAANLMOHAAHUX HApOAHUX HHCTPyMeHaTa ¥ Ipakcy (MeBate
y3 rycae). Iloues op ocumBamwa CCKJ, a ocoburo nocae 1933. xapa je ca caBesnor
HMBOA IIOKPeHyTa MHUIMjaTHBa 332 U3PA3HUTHje IIHPerhe My3UKe § COKOACTBY AOIIAO
je Ao mopacTa 6poja aHcambasa Ha HHBOY 3eMie, jadara KOHIjepTHe aKTHBHOCTH
Yy COKOACKMM APYIITBHMa, Te AO Behe 3acTyImeHOCTH My3HKe Yy PasAHYUTHM
coxoackuM porahajuma. ITopea mojase BeoMa aMOHMIIO3HO OCMHIILbEHHUX HACTYIIA
COKOACKHX aHCaM0aAa y IIOjeAMHIM APYIITBAMA M KyIIaMa C IIPOTrPAMOM CAUHEbeHIM
OA A€Ad YMETHHYKe My3HKe K 00pasa HAPOAHHX MEAOAH]2, Y OBOM IIePHOAY II0jaBHAA
Ce U MA€ja O TAKMUYEHHMMA MY3HYKHMX aHCaM0aAa H I'ycAapa, KaKo Ha CaBe3HOM
HHBOY, TAKO M HA HUBOY KyIIa, APyIITaBa U yeTa. Op My3HYKUX aKTUBHOCTH U T10jaBa
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y oksupy JCC u CCKJ, moce6aH $oKyc y 0BOM paAy CTaBseH je Ha pap TaMOypalIKix
OpKecTapa, MOTOM Ha IpOIjeC NOIYAAPH30Baka IIeBalka y3 IyCAe M, Haj3ap Ha
KOHI[ePTHY aKTHBHOCT Y COKOACKMM jepuHuItaMa. Ha ocHOBY u3BemTaja y COKOACKO]
LITAMITH, KA0 M APYTHX H3BOPA, YKa3aHO je Ha IIMpeme TaMOypamKux aHcambaAa
ToKoM 20-mx m 30-MX TOAMHA Y COKOACTBY, Ha FHXOBE OINITE KaPaKTepPHCTHKE H
penteproap. Ocum Tora, npaheHo je 1 MOACTHIIafbe IeBakba Y3 IyCAE Y TIOjEAMHUM
XyTIaMa, Kao M Ha CaBe3HOM HUBOY TokoM 30-ux ropuna. HamocaeTxy je aat xparak
OCBPT Ha TeHAEHIHje y Be3H C OPTaHM3AaIIMjOM KOHIIePaTa ¥ COKOACKHM jeAHMHHIIAMA.
Ysumajyhu y 063up npeAnMHUHapHe pesyATaTe aHAAHU3e, 3aKmydyje Ce A AOTIPUHOC
COKOACKHX opraHusanuja, ocoburo CCK]J, pasaMuuTuM CerMeHTHMAa My3HYKOT
XuBOTa y MehyparHoj JyrocaaBuju Huje OHO 3aHEMApAUB YKOAMKO Ce MOPEAH C
AOIIPMHOCOM Pa3AMYMTHX KyATYPHUX OPTaHM3AIlNja, Te APKABHUX TeAa. MsHera je
H IIPETIIOCTABKA A CY aKTHBHOCTH MelyyPaTHHMX COKOACKHX OpTaHH3aIHja y 06AaCTH
My3HYKOT aMaTepH3Ma MOTAe Ad MOCAYXe KAO MOAEA Y KpeHMpamy IPUCTYIA TOj
00AACTH y COLIMjAaANCTHYKO]j Jyrocaasuju. Mako je 3a meHy MOTBPAY HEOIIXOAHO Ad
Ce U3BpIIIe AeTASHA AOAATHA HCTPAKHBAA, EBUACHTHO je Ad je K IIpe TOra IIoTpebHO
Ad Ce yKaXke Ha MCTOPHjCKM 3HAYAj PAAd COKOACKUX OpraHH3allfja HA KyATYPHOM
yHanpehery Maca ITyTeM My3H4KHX AKTUBHOCTH.

KanYYHE PEUM: cokoacke opranusanuje, Kpasesuna CXC/Jyrocaasuja, My3smake
AKTUBHOCTH, TAMOYPAIIKH OPKECTPH, IIeBakbe Y3 I'yCAe, My3HUIKHU perepToap.
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ABSTRACT

The situation for émigré composers in Britain during World War II and after-
wards was extremely complicated. British attitudes towards foreigners were high-
ly ambivalent, and this was reflected institutionally, as the policies of the BBC at
the time clearly show. This article reflects on the lives and legacy of five foreign
composers, all very different from each other, who were, remarkably, discussed
by Francis Routh in a book on British music he published in 1972. I attempt to
situate these composers over the course of alonger period of time and ask wheth-
er such attitudes have in fact truly changed.

KeEYwORDS: Emigré composers, British attitudes, Francis Routh, BBC.

ATIICTPAKT

CurTyarnuja y k0joj Cy ce HallIAM eMHUT'PaHTCKY KOMIIO3UTOpH y Beankoj Bputanuju
TOKOM APYror CBETCKOT PaTa U II0OCA€ Bera OHAa je H3y3eTHO cAOXKeHa. Bpurancku
CTABOBU IIpeMa CTPAHIMMA OHAM Cy BPAO aMOMBAAEHTHH M TO Ce OAPAa3HAO
MHCTUTYLJMOHAAHO, KA IITO TO jaCHO IIOKa3Yyje OHAAIIbA MoAuTHKA bu-bu-Cuja.
OBaj 4AaHaK TOBOPH O XKHUBOTY U HacAel)y meTopuije HHOCTPaHHX KOMIIO3UTOPA,
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Melyco6HO BeoMa pasAMYHTHX, O KOjuMa je u3BaHpeAHO mucao Ppancuc Payr
y KIbH3H O OPUTAHCKO] MY3HIU KOjy je o6jaBuo 1972. ropune. Ilokymasam pa
AOLIUPaM Te KOMIIO3UTOPE y Ay>KeM BpeMEHCKOM MepHOAY U IIOCTaBs»aM IHTamkbe

Ad CH Cy C€ IIOMEHYTHU CTABOBH 3aMCTa IPOMEHHAH.

KAYYHE PEYU: KOMIIO3HTOPH-eMUrPaHTH, 6puTancku craBosu, ®pamncuc Payt (Francis

Routh), Bu-Bu-Cu.

INTRODUCTION

In 1972, Macdonald and Company published a book by Francis Routh entitled
Contemporary British Music. The twenty-five years from 1945 to 1970. It was the sec-
ond part of a trilogy, the first part being entitled Contemporary Music and the third
The Aesthetics of Music — A Study of Tonality. It is a book that has never been reprinted
and has thus almost vanished from view today, but it struck the present author at a
young age as a remarkable volume. Revisiting it provides a great many insights into
the British musical scene of the time; the particular focus of this article is the inclu-
sion in it of five composers born abroad but who settled and made their careers in
Britain.

Francis Routh was born in 1927 in Kidderminster, and was educated at Kings
College Cambridge and the Royal Academy of Music in London. He is still much
respected as a composer and as a writer on music, but his more in-depth work as
a musicologist is unfortunately greatly neglected today. Contemporary British Music
was a pioneering volume, bringing together the various aesthetic strands to be seen
in British music of that period, from Walton to Tavener, but it is unfortunate that
many of the short essays included therein remain, some fifty years later, the only
substantial commentary on the work of several of these composers.

While the larger part of the book naturally concerns composers born in Britain,
Routh is absolutely even-handed in his discussion of those who came to live and
work in his native country either by simple personal decision or by force of circum-
stances. The chapter entitled “British by choice. The influence of other traditions”
thus includes brief studies of Franz Reizenstein, Matyas Seiber, Egon Wellesz, Ro-
berto Gerhard and Andrzej Panufnik. While in Britain the latter two have, in recent
decades, begun to receive the attention from programmers and scholars that is due
to them,” both Seiber and Wellesz have remained relatively marginal,’ and Reizen-

2 The bibliography on Gerhard is impressive: important contributions include Adkins and Russ 2017;
Russ & Adkins 2014; Ortiz de Urbina 2017 and Perry 2013. In Panufnik’s case, while performances
of his music have increased in recent years, and while considerable musicological attention was aid
to him in the 1980s, writing on his work has somewhat tailed off. Exceptions include Bolestawska
2016; Jacobson 1996 and Kaczynski 1994, and the forthcoming republication of the composer’s
autobiography is keenly awaited (Panufnik 2021).

3 Honourable exceptions include, on Seiber, Scheding 2019, passim; and, on Wellesz, Buji¢ 2017;
Levi 2018 and Wanek 2019.
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stein is barely considered at all.

It is interesting to speculate on precisely why Routh chose these five. He could
also have included, for example, Francis Chagrin (1905-1972)* Hans G4l (1890-
1987)5, Peter Gellhorn (1912-2014)¢, Berthold Goldschmidt (1903-1996)” or
Leopold Spinner (1906-1980)%, but he offers no criteria for his selection. Given
his evident sympathy for the work of those he does discuss, however, one might
imagine have imagined him writing a second volume dedicated exclusively to émigré
composers in Britain. What is more than evident is the extremely high quality of the
music of all these composers, something confirmed in at least the cases of Panufnik
and Seiber by gradually increasing numbers of performances and recordings. This
factor alone would be enough to justify an examination of their work, but their sta-
tus as émigrés makes their contributions to British musical life doubly interesting,
especially at this historical juncture when attitudes to foreigners in Britain are so
frequently negative.

COMPOSERS

Of the five composers Routh discussed, one was German (Franz Reizenstein),
one Hungarian (Matyés Seiber), one Austrian (Wellesz), one Catalan of German-

4 Chagrin was born into a Jewish family in Bucharest, and studied in Zurich. He graduated in 1928
and left for Paris, where he studied with Paul Dukas and Nadia Boulanger. In 1936 he travelled to
Britain and stayed. He studied with Seiber, and when war broke out, he worked for the BBC French
service. He wrote an astounding amount of music for films, television and advertisements, in addition
to two symphonies, a piano concerto and a large number of chamber works.

S The Austro-Hungarian Hans Gal studied at Vienna University and established a successful career
as a composer, writer and teacher. With the rise to power of Hitler, his music, like that of other Jewish
composer, was forbidden, and he moved to Edinburgh, becoming a lecturer at the University and
helping to set up the Edinburgh International Festival. He continued to compose until his death.

6 Gellhorn studied at the Hochschule fiir Musik Berlin, graduating in 1934, but was forced to emigrate
to Britain, via France, the following year. He became musical director at Toynbee Hall in the East End
of London until 1939, and in 1940 was interned, in Bury and then on the Isle of Man. On his release,
achieved through the intervention of Vaughan Williams, he returned to London, and worked at Covent
Garden and Glyndebourne, joining the BBC as director of the BBC Chorus in 1961. He continued to
compose and was much esteemed as a teacher.

7 Goldschmidt studied with Franz Schreker in Berlin and established himself as a highly successful
composer before being obliged to emigrate from Germany in 193S. He continued his career by
conducting and working for the BBC, but the lack of interest in his work led him to abandon
composition in 1958, only returning to it twenty-four years later. Since then his music has been warmly
received, and performed and recorded by outstanding orchestras and ensembles.

8  Leopold Spinner was born to Austrian parents in Lviv, in Ukraine. He studied composition and
musicology at the University of Vienna, and was a pupil of Webern. In 1938, following the Anschluss,
he escaped to England, and worked in a locomotive factory in Yorkshire during the war. In 1947 he
went to work for Boosey & Hawkes as an editor, copyist and arranger. Though not a prolific composer,
he wrote a substantial amount of vocal and chamber music, a Symphony, concertos for piano and for
violin, and a Chamber Concerto.
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Swiss descent (Gerhard), and one Polish (Panufnik); the circumstances of their
move to Britain varied considerably, but the prime motive in all cases was the rise
of fascism.

Franz Reizenstein was born in 1911 in Nuremberg. A very talented pianist,
he studied composition with Hindemith and piano with Leonid Kreutzer at the
Berliner Hochschule fiir Musik. Hindemith, it seems, held him in great esteem,
and, according to Routh, one of his guiding principles was “[...] a rejection of
dodecaphony, atonalism, serialism, and all the other avant-garde experiments. He
aligned himself artistically with the established norms of tonal composition, as far as
idiom and structure are concerned, and worked from that basis without reservations”
(Routh 1972:138). He left Nazi Germany and came to England, where he studied at
the Royal College of Music from 1934 under Vaughan Williams. He also continued
his piano studies, with Solomon (Cutner) and performed regularly as soloist and
accompanist both in Britain and abroad. With the announcement of World War IThe
was interned briefly in Central Camp in Douglas, on the Isle of Man, but continued
to write music while he was there.

In 1958 Reizenstein became professor of piano at the Royal Academy of Music
and, six years later, at the Royal Manchester College of Music. In 1966 he was
appointed Visiting Professor of Composition at Boston University for a period of
six months at the suggestion of Professor Jean Philips. His compositional activity
was very varied, embracing not only concert (especially chamber) music, but
film music (for example, The Sea from 1953, The Mummy from 1959 and Circus of
Horrors from 1960), incidental music for the BBC and collaborations with Gerard
Hoffnung. It is notable that his very Hindemithian, contrapuntal, style (still evident,
for example, in his Trio in A for flute, oboe and piano from 1949) gradually changed
after working with Vaughan Williams to something rather more consciously English
and lyrical. Perhaps the two Piano Concertos, from 1941 and 1959 respectively, best
illustrate this, though there is no question of any imitation of his teacher’s style in
the second, which is still very much in the heroic 19th-century tradition. His choral
and vocal music, today almost completely neglected, was highly regarded in his
lifetime: there are a large-scale cantata, Voices of the Night (1950-51), an oratorio,
Genesis (1958), a song cycle to poems by Elizabeth Barrett Browning (1959) and
two operas. Reizenstein died suddenly in 1968, and since then his music has barely
figured in concert programming in Britain, though it must be said that there are
some outstanding recent recordings of his work, including the piano music and two
of his concertos.’

According to Simon Wynberg, both anti-semitism and the traditionalist
tendencies of Reizenstein’s music kept him out of the spotlight, notably that of

9  Reizenstein: Piano Music, Martin Jones, piano, Lyrita SRCD2342, 2014; Reizenstein: Piano
Concerto No. 2, Oliver Triendl, Niirmberger Symphoniker/Yaron Traub, CPO 55245-2 and
Goldschmidt and Reizenstein: Cello Concertos, Raphael Wallfisch, Konzerthausorchester Berlin/
Nicholas Milton, CPO 555109-2. There is an extensive listing of recordings of the composer’s work at
http://www.franzreizenstein.com/recordedmusic.html [accessed on 18. 3.2021.]
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the BBC.' While the idea of a composers’ blacklist maintained by William Glock,
the Corporation’s Controller of Music between 1959 and 1972, has been ridiculed
with some frequency," it is also the case that the BBC’s attitudes towards émigré
composers were at best inconsistent, and that Reizenstein’s neglect in the concert
halls of Britain has hardly been corrected since that time.

The case of Matyas Seiber is different in many respects, though it is also true that
his music still awaits the recognition it deserves. Seiber was born in Budapest in 1905,
and studied composition with Kodaly at the Budapest Academy. This was something
that began to count against Seiber in his native country, as the composer’s observation
concerning the criticism of his String Quartet no. 1 shows: “I still cherish the first
criticism I got after this performance [in 1925] in one of the Budapest leading papers:
if you consider how simple and tuneful this piece appears today, it sounds almost
comic.”"* This was in fact part of a concerted campaign against Kodaly at the time, and
Seiber moved on, teaching and also playing cello on transatlantic ship journeys. In
1928 he began teaching at the Hoch Conservatory in Frankfurt, where he established
course in jazz music and played with the Lenzewski Quartet, but he was removed
from his post in 1933 after Hitler assumed power, and he returned to Budapest. He
was able to visit Russia during this time, before emigrating to England in 193S.

In his adopted country he undertook a remarkable range of activities, and in 1942
was invited by Michael Tippett to teach at Morley College. His composition pupils
included Don Banks, Peter Racine Fricker, Anthony Gilbert, Ingvar Lidholm, Peter
Schaat and Hugh Wood. Seiber’s career came to a tragic end when he waskilled in a car
crash in South Africa in 1960. Kodély would later dedicate his choral work Media vita
in morte sumus to the memory of his former pupil. Seiber’s influence on British music
was highly significant — and it should not be forgotten that he was a founder member
of the Society for the Promotion of New Music — but only slowly has his work begun
to reclaim the place in both concerts and recordings that it surely deserves.

The life of Egon Wellesz (1885-1974) was rather different from those of
Reizenstein or Seiber. Born into a wealthy family of Jewish origin in Vienna (though
he himself converted to Catholicism, having been brought up as a Protestant), he
studied musicology under Guido Adler and compositional techniques with Arnold
Schoenberg, of whom he published the first biography."> Wellesz led a highly
distinguished dual career as composer and musicologist, becoming Professor of
Music at the University of Vienna and produced a string of large-scale works. All this
changed in 1938, when he was forced by the Anschluss to leave his native country and
emigrate to Britain.

10 Simon Wynberg, “Franz Reizenstein”, http://orelfoundation.org/composers/article/franz_
reizenstein [accessed on 18. 3.2021.]

11 See, for example, the obituary of Glock by Stephen Plaistow at https://www.theguardian.com/
media/2000/jun/29/bbc.guardianobituaries [accessed on 18. 3.2021.]

12 Quoted in Hugh Wood, booklet notes to Mdtyds Seiber, String Quartets Nos. 1-3, Edinburgh
Quartet, Delphian DCD34082 (2010).

13 Arnold Schinberg, Vienna: E. P. Tal & Co., 1921.
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Though he was offered a teaching position at Lincoln College, Oxford in the
following year, his work as a composer stopped until 1943, when he wrote his
String Quartet no. S. He was highly influential as a teacher of both musicology and
composition, and made a lasting and fundamental contribution to the study of
Byzantine music, but his reputation as a composer never really recovered, and there
was a huge diminution in the number of performances of his works.'* In any event, it
is worth noting Routh’s comments with regard to Wellesz’s appointment to Oxford:

“It was not Wellesz the composer who was given this academic post, but Wellesz
the musicologist; and however distinguished his name might be among international
European musicians, there were, so he was told, those at Oxford, and in the more
sound-proof ivory towers of this country, to whom his name meant little or nothing.
Could he not write a book in order to establish his name in those quarters where it
was appropriate that it should be established?” (Routh 1972: 165)

There is another Schoenberg connection in the figure of Roberto Gerhard
(1896-1970). He was born in the small town of Valls, in Catalonia, of a French
mother and a Swiss father. He studied piano with Enrique Granados (1915-1916)
and composition with Felip Pedrell (1841-1922), and then sent some of his work
to Schoenberg — specifically, the Dos Apunts (1921-1922) for piano and Sept
Hai-kai (1922) - and became his pupil between 1923 and 1928."5 Gerhard was
certainly Catalan enough to write works of distinctly national colour such as the
two Sardanas (both 1928) and a cycle of 14 Cangons Populars Catalans for soprano
and piano (1928-1929); six were orchestrated in 1931 as Sis Cangons Populars), and
the luxuriant L’Alta Naixenga del Rei en Jaume for soprano solo, choir and orchestra
(1932), but already the earlier Sept Hai-kai for voice and ensemble (he revised them
in 1958),'°which in retrospect seem to owe an unmistakeable debt to Schoenberg’s
Pierrot Lunaire, had been modelled in fact on Stravinsky’s Three Japanese Lyrics of
1912-1913, whose instrumentation was itself modelled on Schoenberg’s work,"”
while Dos Apunts move clearly in the direction of atonality.

When Gerhard returned to Catalonia, expectations were naturally high, and
the Associacié de Musica da Camera organized a concert of his new work: the
Concertino for strings orchestra (1929, originally conceived as a String Quartet)
the Wind Quintet (1928) the 14 Cangons Populars Catalanes, and the Two Sardanas.
In the Wind Quintet, Gerhard experiments with serialism, but using a series of seven
notes rather than twelve, and there is still a genuinely popular character to much of
it, and its angularity is thus softened. The concert was predictably unsuccessful, and

14 Useful information about Wellesz’s life and work may be found on the website of the Egon-
Wellesz-Fonds at https://www.egonwellesz.at/e_wellesz_frameset.htm, and a useful summary of his
work in Byzantine musicology and its relationship to his compositions is found in Wanek 2019.

15 The letters that went back and forth between Gerhard and Schoenberg are discussed in detail in
Ortiz de Urbina 2013-14 and Ortiz de Urbina 2017.

16  The differences between the two versions are discussed in detail in Walshaw 2014.

17 See Walshaw 2014: 15-16.
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Gerhard engaged in a bout of polemics in answer to his critics, in the arts journal
Mirador.'® Of the Wind Quintet he wrote, in a notebook, that, it was “the most
serious attempt made at non-individualistic music. Detached, objective approach.” |

Rather abruptly, however, he quite soon afterwards changed his approach,
declaring that there was a need for utilitarian music that communicated with the
public, praising the work of Hanns Eisler in particular (though not his politics),
(Tomés 2014: 46), sensing the need for the overt affirmation of Catalan nationalism
— what he called “musica aplicada”. This did not mean rejection of modernism,
however: it was not by chance that a work as apparently Catalan as L'Alta Naixenca
del Rei en Jaume (to verses by Josep Carner) won first prize at the 1933 edition of the
ISCM Festival in Amsterdam.

As Belén Pérez Castillo has clearly established (Pérez Castillo, 2017), however,
Gerhard’s Schoenbergian orientation kept his esteem in Catalonia and in Spain
more generally at a low ebb. In December 1938, Gerhard went with his wife to
Warsaw, to select works for the ISCM for the following year. As it became clear that
the Civil War in Spain was going to be won by Franco’s forces, instead of returning
to Barcelona, he went to Paris, whence he wrote to acquaintances in search of advice
and help. Through the recommendation of Professor Edward Dent, Gerhard was
awarded a research scholarship at King’s College, Cambridge, and he moved to that
city in June 1939. This move inevitably had great consequences for Gerhard’s career,
in many senses, one of those being that he was so often not viewed in Spain as a
Spanish (or even Catalan) composer, as noted above. It took time, too, to become
accepted as a British composer. Mark E. Perry has examined the greater part of the
slowly increasing critical reception of his work in Britain (Perry 2013: 4-13), to
which should, of course, be added Francis Routh’s remarkable chapter on Gerhard’s
work in his pioneering book.

Finally, we come to Andrzej Panufnik. He was born in Warsaw in 1914, and
studied not only in his native country but in Vienna and Paris. During the German
occupation of Poland he played piano duets in cafés and similar venues in Warsaw
with Lutoslawski, this being one of the few means available of performing and
hearing live music. His career as both composer and conductor blossomed after the
end of World War II, but the advent of the communist regime meant that he came
under increasing pressure to conform to the dominant ideology, especially since he
had been persuaded to become Vice-President of the Union of Polish Composers.
The increasing complications of his personal life, too, meant that in 1954 he took the
decision to leave for Britain, after dramatically evading the Polish Secret Police in
Zirich, and he was granted political asylum.

Panufnik was for two years Principal Conductor of the City of Birmingham
Symphony Orchestra, but he thereafter decided to work exclusively on composition.
Though circumstances were very difficult for him initially, his career was eventually

18 Gerhard 1930.
19  Roberto Gerhard, notebook Cambridge University Library, Gerhard 10.136, 22, apud Tomds
2014: 43.
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highly successful, with many high-profile international commissions. He became a
British citizen in 1961, and was awarded a knighthood by Queen Elizabeth in 1991,
the year of his death. He also received, posthumously, the Order of Polonia Restituta,
from the country of his birth, which he had refused to visit again until the restoration
of democracy.

Always an original, Panufnik’s stylistic trajectory made him fundamentally unlike
any other composer, and after his move to Britain he was able to reinvent himself in
aremarkable way. As Adrian Thomas has noted, “Before he left Poland, he had given
ample evidence of the role of pattern and clarity in his music, and these features
became even more marked after 1960, as did the sometimes contradictory pulls of
intuition and intellect.” (Thomas 2005: 286)

RETROSPECTION AS CONCLUSION

How might one look at the legacies of these five composers in the light of
Routh’s pioneering discussion of their work and their subsequent reception? As
noted above, the frequency of their programming in concerts and recordings has
been highly variable, but there was a background to negative British attitudes
towards foreign musicians already earlier in the 20th century, as has been detailed,
frequently shockingly, by Erik Levi and Florian Scheding.** This also had to do with
provincialism: as Scheding has noted,

“For those Continental European émigré composers who had, in some way or
another, associated themselves with the avant-garde, musical life in Britain was a
complete shock. Despite the efforts of younger composers like William Walton and
Benjamin Britten, Elgar’s late-romantic pathos and the Celtic nationalism of Arnold
Baxsstill largely epitomised British musical style at the time the waves of Nazi refugees
became larger and rolled in more regularly in the mid- to late-1930s.” (Scheding
2014:258-259)

Tippett’s support of émigré musicians at Morley College was a highly honourable
exceptiontothe prevailingnegative attitude, but, to quote Scheding again, “Exceptions
like Morley College pale into insignificance when compared with the harshness of
the BBC’s policies regarding the migrants’ compositions, for example.” (Scheding
2014:261) Indeed: while varying between the different sections of the Corporation,
it is clear from this recent research that the BBC was appallingly protectionist in its
attitudes. It is also clear that such attitudes did not appear suddenly. Scheding gives
a glimpse of the background to this:

“The economic crisis of the 1920s and the advent of the talkie in British cinemas
had forced many instrumentalists out of their jobs. Foreign instrumentalists and

20  Levi2013 and Scheding 2014.
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singers, especially Austrians, Germans and Italians, had excellent reputations in
Britain, and fears now grew that the new arrivals, many of them well trained and with
impressive CVs, would compete on the tight job market and take the few jobs there
were for themselves. The Incorporated Society of Musicians (ISM) took up these
tears and lobbied the government to ban foreign musicians from any form of musical
employment.” (Scheding 2014: 251)

Routh’s chapter on these five composers was, then, a hugely valuable corrective
to such positions, not only because they were included in the book’s main narrative,
but because he engaged in serious analysis of their work.

Some of the exposure of these composers, or the lack of it, naturally has to do
with the question of how well they have been promoted. Panufnik, who became a
relatively “establishment” figure, was well-served both in concert and in recordings
during the commemorations of his 100th birthday, and certain works, such as
the Sinfonia Sacra (1963) and the Violin Concerto (1971) have remained fairly
constantly in repertoire, and one of the reasons for this is the fact that his work
has been reasonably consistently promoted by his publishers, Boosey & Hawkes.
Wellesz was published by a number of houses, such as Universal, Doblinger and
Heinrichshofen, Seiber by Augener, Boosey & Hawkes and Schott, Gerhard by OUP
and Boosey & Hawkes and Reizenstein by Lengnick.

What if these composers had settled in the USA rather than Britain? While this is
obviously a rhetorical question, it is the case that nothing was clear-cut on the other
side of the Atlantic either. In an article originally published in German in 1959, and
published in English translation in 1970, Ernst Krenek notes that,

“In keeping with the American tradition, the emigrant composers, as victims of
oppression, were received with open arms and given warm assurances of readiness
to help. But even without their being told so directly, they could feel that in regard to
the professional situation people would have been happier had they not been forced
to come. This the immigrant was pushed, from the outset, into a certain defensive
attitude that was hardly conducive to a far-ranging, adventurous creative spirit.”
(Krenek 1970: 113)

Krenek was, in fact, one of a number of émigré musicians who, having arrived in
Britain and experienced its parochial attitudes towards the arts, and the employment
bans in force, decided to leave it and continue on to the United States. Others
included Hanns Eisler, Erich Katz, Karol Rathaus and Ernst Toch. Schoenberg
avoided the British staging-post entirely, and went directly to America.

If we return to Francis Routh’s chapter — now almost fifty years of age — we may
appreciate not only how forward-thinking and, to use contemporary terminology,
inclusive he was for his time, but just how little things have changed. At a time when
British attitudes towards immigrants have become consolidated through political
manipulation, and at a time when such attitudes have become visible throughout
the world, it is legitimate to wonder not only whether we have learnt anything from
the past, but how we might make fruitful use of the legacy of these composers — and,
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more importantly still, their music! - in order to understand that creativity in fact
knows no boundaries, least of all those imposed by dotted lines on a map.
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BAH Myau

KAKO >XXUBETH ¥ TYB UHU: THOCTPAHH KOMIIO3UTOPU Y BEAI/IKO_]
BPI/ITAHI/I]I/I IIOCAE APYFOI‘ CBETCKOT PATA

(PE3UME)

Aobap Aeo HOBHJjUX HCTPAKHBAKA IIOKA3A0 je AA je CUTYaIiHja 32 eMUIPAHTCKE KOM-
nosurope y Beanxoj Bpuranuju, op kojux je BehrHa mo6eraa 360r HalUCTHIKOT pe-
)KHMa, TOKOM APYyror CBETCKOT paTa M KaCHHUje OHAA U3y3eTHO CAOXKeHa. Bpurancku
CTAaBOBH ITPeMa CTPAHIIMMA OAPAHHU]je Cy OHAY BPAO aMOMBAACHTHH, 1 TO C& OAPA3UAO
HHCTUTYIIMOHAAHO, KaO LITO IIOKA3yje Tapaunma moanTuka bu-Bu-Cuja, Mapa je 6uao
M M3y3eTaKa, [Ipe CBera y cAy4ajy papa Majkaa Tumera Ha xoaenry ,Mopau’, koju he
IOCTATH YTOYHINTe 3a H3berse Mysuuape. MHOIUM OA THX KOMIIO3HTOPA, ¥ YOILITeE
My3H4apa OUAK Cy HHTEPHUPAHU M OHAO UM je H3y3eTHO TEWIKO Aa Hal)y 3amocaerbe.
Y 0BOM YAQHKY Ce 6aBHM KMBOTHMA U HaCAel)eM IIeTOpHIje HHOCTPaHUX KOMITO3HUTO-
pa xoju cy pomau y Beauky Bpuranujy aa mokymiajy Aa HAaHOBO H3Trpaae CBOje XKH-
BoTe; TO cy: Opanr Pajzenmraju, Maham ITlaj6ep, Eron Beaec, Pobepro Tepxapa u
Anpxej ITanyduuk. 3abpao caMm BHUX HETOPHILY 3aTO IITO je O EMMa U3BAHPEAHO
mucao Pparcuc PayT y cBojoj opaBHO pacmpopatoj kwusu Caspemena bpuitiancka
mysuka: geagecetii ieti foguna, 1945-1970, objaBrenoj 1972. ropune. Hapepenu
KOMITO3HTOPH Cy ce MelyycobHO Beoma pasankoBaan, a PayToBa pacmpasa o mHMa
objextrBHa je y Hajsehem Moryhem cremneny.

Moja Hamepa je A2 AOLIUpaM OBe KOMIIO3UTOPE y Ay’KeM BpPeMEHCKOM IIePHOAY.
Ocaamajyhu ce Ha HOBHja HCTpaXXMBAHA HaBeAeHEe MPOOAEMATHKe, TOCTABAAM IIH-
Tame: 3amTo je PayT 0pabpao 6aur oe kommosutope? Jep 6UAO je MHOTO BHIlle KOM-
nosutopa usMelyy kojux je morao aa 6upa, a He camo oBux neT. Takobe, Moje nurame
j€ Aa AM Cy ce TOCMaTpaHH CTABOBU 3aKCTa IIPOMEHUAH.

K&YIHE PEYM: KOMIIOBHTOPU eMUrpaHTH, GpuraHcku craBoBd, ®Opancuc Payr
(Francis Routh), Bu-Bu-Cu.
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ABSTRACT

I investigate constructed social platforms for female jazz instrumentalist, with a
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fronted with multiple systems of rejection, facing double standards of the Balkan
social-ideological patterns, typical for the patriarchal tradition, reproduced and
incorporated within a micro context of the already gendered music genre. I an-
alyze the image of female jazz instrumentalist in the public cultural space where
jazz is created and consumed. This study presents autoethnographic testimonies
as a subjective point of view.
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ATICTPAKT

Y  papay  uctpaxyjeMm  ApymTBeHe — maardopMe y KojuMa ce Iie3
HMHCTPYMEHTAAUCTKHIbE HaAA3€, Ca II0CeOHIM HarAACKOM Ha 6aAKAHCKH KYATYPHHU
npocrop Jyroucroune Eppome (3emme 6uBme Jyrocaasmje). OBpe ce ies
cBupauniie cycpehy ca BUIIeCTPYKHM CHCTEMHMA MCKAYIHBabha, Cyouasajyhu ce
Ca ABOCTPYKHM CTAaHAAPAMMA 0AAKAHCKUX APYIITBEHHX MACOAOIIKHX OOpasara
THUIUYHUX 32 MATPUjaAPXaAHy TPAAMIM)Y, PEIPOAYKOBAHUX M MHKOPIIOPHUPAHMX
y MHKpO KOHTeKcT Beh poaHO oapeheHOr Mysuukor >xaHpa. AHaAH3HpaM
pelnpe3eHTalyjy 11e3 HHCTPYMEHTAAUCTKUEE ¥ jaBHOM KYATYPHOM IPOCTOpPY Y
KojeMjeIie3 cTBapaH 1 KoH3yMupaH. OBa CTyAMja je IToApIKaHa Ay TOeTHOT pad KM
CBEAOYEHHHMA U3 Cy0jeKTHBHOT CTAHOBMIITA.

KAYYHE PEYM: MysHYapKa, [le3 HHCTPYMEHTAAMCTKHIbA, POA ¥ 1edy, xeHe baaxana y
MY3HIIA.

INTRODUCTION

Although in disciplines such as cultural theory, social studies, philosophy, and art
forms, gender has been one of the topics open for academic discussion since the mid-
20th century, gender perspectives in music have been subject to analyses and inter-
pretations only since the late 1980s (Suvakovi¢ 2000: 161), with reinterpretations
of jazz history coming last. Both the aesthetics and social environment have been
dominated by male ideals of representation in jazz since its formation (Knauer 2016:
7), when most of the participants were men. Jazz is predominantly male music, so it
is essential to investigate the term gender as a social construct, emphasizing that gen-
der identity is not innate’, but acquired by learning and socializing, and that gender
roles are culturally determined — which means that what makes a person a woman
or a man (femininity and masculinity) is considered a construct of a particular time
and space of a society and culture (Bagaragin 2019: 2).

In the Balkan cultural space of Southeastern Europe (former Yugoslav coun-
tries), the presence of jazz female instrumentalists is still considered uncommon or
unusual, because men have always regarded this kind of music as a male genre (Ad-
kins Chitti 2007: 2). As in other popular music discourses, in jazz men are the default
category and the gender of performers is only referred to if they are female. Not
only in the Balkans, a woman in jazz is often a delegitimating category in social and
symbolic hierarchies (Faupel, Schmutz 2011: 3). Female jazz instrumentalists in the
Balkans participate in a complex system of rejection, facing double standards and
hitting a glass ceiling consisting of patriarchal hegemony, gendered music genre and
the semi-peripheral position of women within the wider socio-political center-pe-

2 Itis not sex as a biological category, which refers to physical differences between men and women.
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riphery (West/East) context. I propose that three different systems of preference
are at work here: (1) men over women in a Balkan patriarchal paradigm, because
of the gendered cultural rules of participation in the private-public sphere, (2) men
over women in the jazz genre, because of the notion of everlasting female as novelty
representation in male music, and (3) semi-peripheral status of southeastern Euro-
pean women over Western European and North American women instrumentalists,
because of the issues of authenticity in jazz.

This text is structured in several sections that approach the main problem of a
gender imbalanced regional jazz scene from several angles. First, I analyze the im-
age of female jazz instrumentalists in the public cultural space where jazz is created
and consumed, detecting the representation of feminine and masculine roles within
the jazz tradition in general. Second, with reference to the overview of Southeastern
European jazz history narratives, and their current position in regional literature, I
identify the oppressed status of female musicians’ identities and an urgent need for
research in gendered aspects in jazz. Finally, I share an autoethnographic testimony
from the perspective of a female jazz musician working on the regional scene that
highlights the representational cultural system in patriarchal Balkan societies.

AN OVERVIEW OF GENDER ROLES IN JAZZ

Throughout the history of jazz, women have always been less represented, less
successful, less followed and less noticed than their male counterparts. In the jazz
discourse as a space for the production of meanings, woman is labeled as “different”,
compared to the “real” one; a man, contributing to female disadvantage in the music
field (Faupel, Schmutz 2011: 1). Hall suggests that each culture gives meanings to
different positions in the system classification (Hall 1997: 259). Belonging or not
belonging to any given society is determined by the relative power of the group in that
society that designates itself as a central place (Dajer 2012: 242). Playing jazz means
playing together, and that implies a hierarchy and distribution of rank and power
within the interactive system (Annfelt 2013: 4). Annfelt emphasizes the importance
of power distribution within collaboration, knowing that jazz improvisation is based
on individuality and originality. It can be concluded that the individual strategies are
used in group identity formation, hence they are socially collaborative and political
in its root; the attitude of the individual within the social is implied and expected in
this genre of music.

A gendered division of roles in music is typical in most cultures. The gender
dimension is a heterosexual normative order of bodies (Ivekovi¢ 2006: 43), but
also a symbolic order in economic, political and social contexts that is hierarchically
constructed. In the jazz discourse, the gender division features men who play
instruments while women sing and/or dance (Annfelt 2013: 2). Sherrie Tucker
offers comprehensive and in-depth research about the status of women in jazz and
gender analyses of jazz as a genre. She believes that “music is one of the places where
people learn gender, where ideas about masculinity and femininity (intersected with
other categories, such as race, etc.) are taught, debated, consolidated, and challenged,
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as a part of social organisation” (Tucker 2002: 383). Both on the individual and
group levels, the tension between genders is always a sexual, social, political,
symbolic, imaginary narrative that is constantly translated, read, and interpreted
in new ways over and over again (Ivekovi¢ 2006: S1). It is thus possible to read
gender representation in jazz music. Even in the academic jazz studies, the notions
of hot, aggressiveness, virtuosity, authenticity, competitiveness and risk taking have
been associated with masculinity, while sweet and sorrowful, sexy, broken hearted,
tender, lyrical, emotional, sentimental and slow with femininity (Tucker 2010: 380,
Faupel, Schmutz 2011: 2, 16). The music interpreted by female musicians is often
discussed according to its gender-specific significance, which further reinforces
male dominance in the field (Faupel, Schmutz 2011: 2). Women in jazz are more
likely than their male colleagues to be legitimated through reference to emotional
authenticity, whereas jazzmen are more often described as serious, intelligent, stoic,
creative or virtuoso (Tucker 2002: 383). These gender stereotypes play a significant
role in the multiple mechanisms that contribute to female disadvantage in jazz, but
other popular music genres as well.

Judith Butler suggests that performativity is “the act that one does, the act that
one performs, in a sense, an act that's been going on before one arrived on the scene”
(Butler 2010). Performativity is a stylized repetition of acts, i. e. imitating or miming
dominant conventions of the performed act. It means that someone’s behavior
creates his or her identity. So, if a musician works in a music genre that already has a
certain level of prior performativity, and learns, practices, and reproduces that level
of performativity, it means that he or she performs this given performativity while
interpreting music within that genre. Butler also states that “performativity cannot
be understood outside of the process of iterability — a regularized and constrained
repetition of norms” (Butler 1993: 95). Different types of performativity can be
found through detailed examinations of jazz performances, with performativity
showcasing the conventions of a certain genre. There are syntactic expectations
in jazz standards, prescribed roles for different instruments and historically
determined perspectives within practice. Performers agree on the meanings
of a certain behaviour, communication, signs or gestures in culture within the
constraints of a particular musical genre and not limited to the jazz standard genre.
These performing behaviors have been repeated to such an extent that they have
become ritualized (Jovicevi¢ 2021: 257). A song written in the 1940s, for example,
carries the hallmarks of the swing era, or be-bop era, which, in the stylistic sense,
implies certain ways of musical interaction between performers and the gesture as
a communicative tool. Thus, the notion of style is not only embodied in the music
itself but also transmits conventions of a certain historical situations or groups of
musicians belonging to a genre (ibid.). Knowing that jazz was created by men, it
embodies masculine collective expression of the practice, regardless of time and
contemporaneity.

Tucker explains that jazz critics, journalists, and jazz historians have constructed
the history of jazz as a logical sequence in which one style blends into the next on
by an eccentric genius passing the “torch” to the next one, which is then dubbed the
“jazz tradition” that dominates popular and critical writings about jazz (Tucker 2002:
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375). “The dominant jazz discourse” is a continuum that governs, directs and shapes
jazz narratives. Needless to say, the main bearers of jazz styles were men, as well as
their followers, although women were present on stage from the beginning (Tucker
2002: 376). When jazz was born, in the beginning of the 1900s in the USA, there
existed the association of women entertainers (musicians, actresses, dancers) with
prostitutes, represented as a similar social group. As a young girl Iread J. L. Collier’s
History of Jazz (Kolier 1989) and learned about the famous idyllic image of New
Orleans’ red light district Storyville, where the story recalls a smoky ambient full
of brilliant and careless male musicians surrounded with exotic prostitutes. Tucker
underlines this image that constructed the presentation of “the fallen” woman,
different from “the respectable” one (Tucker 2004: 59). Women were not expected
to be involved with the men's game, reserved only for intelligent, talented and creative
men. After jazz was recognized as a male genre, male musicians potentiated the
masculine behavior, style and often chauvinist attitudes to women. Women in jazz
were presented as eye-catchers and exponents, entertainers, emotional and hysteric
singers or dancers, very rarely piano players (this presentation contracted the image
of the respectable bourgeois, well brought-up woman, tied to a private sphere and
domestic environment). Music that women play is associated with feelings, emotions
and grief, while men’s music is associated with spiritual and sacred experiences and
tied to culture, social activism and an active public sphere. Jazz is often portrayed
as an exclusive world of male musicians roughing it on the road and tours, “jazz
cats” bringing down the house with legendary jam sessions, sometimes sharing
the spotlight with a lone female vocalist (Tucker 1999: 71). Roles in the band are
divided as soloist or accompanist or a singer. The important role of a bandleader or
a soloist was reserved for a man. These norms are of course not a complete story,
but a proof of an intense struggle over social distribution of power between the
genders (Tucker 2004: 9). According to that kind of power distribution, the task
of a female vocalist is to interpret lyrics, of a female piano player to accompany, and
not to improvise; the improvisation is the activity reserved for men. Instrumental
improvisation is associated with thinking, virtuosity, and creativeness, singing with
expression of emotions. The gender dimension is a heterosexual normative order
of bodies (Ivekovi¢ 2006: 43), but also a symbolic order in economic, political and
social contexts that is hierarchically constructed.

Repeating a performative act within the practice of jazz, constitutes a social
identity of a performer. Women could either be “good girls” or “play like men”
(Downbeat magazine in ‘40s quote) (Healey 2016), “Don’t be so girly”, “Not
strong enough for the instrument”, “plays as aggressively as a man”, “feminine
voice like a nightingale”, or “sounds great, just like a jazzman” are just some of the
performativities forming female identity within a jazz music practice that I have
experienced as a female player. Jazz is a field where, for example, if female musicians
receive media attention, they often have their physical appearance, sexuality, or
personal relationships to family members or lovers discussed (Faupel, Schmutz 2011:
2). Female vocalist will be discussed as beautiful, tender, and sexual appearance or
superb emotional expression will be emphasized, while the excellence of the voice
color, unique technique or phrasing, and soulfulness is assigned to a male vocalist.
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It implies that a guitarist is a male instrumentalist, otherwise, it is always stressed
that a “female guitar player” or a “female saxophone player” (Faupel, Schmutz 2011:
10) that is “strong enough” to hold or blow into the instrument, or understands the
distinguished language of jazz.

In the beginning of the 1990s, when I started to play jazz saxophone in Serbia and
later in Hungary, the most common observations from my surroundings were about
me being a girl playing saxophone, especially jazz saxophone: “How come a girl can
play saxophone?”, “I never saw a girl playing saxophone before!”, “Isn’t saxophone
a male instrument?”, “Are your lungs strong enough to blow?”, “Men play jazz, so
are you the only one?”, “Why would a girl play jazz?”. When I was already an active
participant in the jazz scene, playing gigs with different bands, I would often receive
comments such as:” Oh, you must be a singer!” or “Are you with the musicians?,
Are you the trumpeter’s girlfriend?”, ”You play so good, I could not even hear it is not
all men in the band!” And when I finally got into a professional big band, I was on
the receiving end of these comments: “Wow, you have balls” (a quality that describes
a masculine courage and power in making music), “You play so good (play so fast),
just like a man!” or “Your solo was so lyrical, so girly”. Although these comments
emphasized the uniqueness of my gender identity, the truth is that I did feel lonely,
different and rejected. Fortunately, the status of female jazz instrumentalist has
changed since then, and the social power is now shared more equally.

SOUTHEASTERN EUROPEAN JAZZ NARRATIVE

After World War I, swing was received into the salons of Eastern and Southeastern
Europe as a symbol of urban and cosmopolitan sound coming from the United
States. While fascism was gaining strength in Germany in the 1920s, jazz became
a framework for a rebellious expression of Jewish musicians of the East side of
Europe (Blam 2011: 21). Jazz provided an illusion of freedom as a counterpoint
to communism after World War II (Dimitrijevi¢ 2009). Over the next few decades,
jazz was viewed as a corrupt genre sent by the imperialists, and it was dangerous
and challenging to create and perform, keeping jazz in the realm of illegality
(ibid.). Behind the iron curtain, after Stalin’s death, jazz became popular and loudly
advertised by the Voice of America radio shows (Jazz Hour radio show) (Krsti¢
2010: 184). Starting from the late 1950s, American musicians toured Eastern and
Southeastern Europe, and jazz festivals flourished all over the region. The seed of
jazz was sown differently in that part of Europe, not only conditioned by current
politics, but also by tradition, cultural heritage, mentality and social environment.
By the 1970s jazz had earned the status of high culture and participant art form in
Europe.

Serbian jazz historian and musician Milo$ Krsti¢ argues that jazz did not plant its
roots in the Balkans (Krsti¢ 2010). The most likely reason why jazz did not became
popular in its original version was the strong influence of Balkan traditional music.
In the 1940s Yugoslavia, Milo$ Krsti¢ and Mi$a Blam recall, jazz was played in several
clubs, at taverns, in dancing halls, and school parties. Although it was called jazz,
the repertoire that was played there was actually a compilation of popular hits,
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dancing, and traditional songs, but included a drum set (Blam 2011: 125). Blam
writes that jazz at that time was not considered as an art or an improvisatory music
genre, but the “hot” entertaining dance music for “the rich guests” (Blam 2011: 71).
Since the 1950s, as Yugoslavia was not so politically oppressive as the rest of Eastern
Europe, musicians were free to travel outside of the country and to welcome global
jazz stars. From the mid-1950s, American musicians began to tour Yugoslavia, and
the first jazz regional collaborations occurred in Bled (Slovenia) in the beginning
of the 1960s (Krsti¢ 2010: 184-187). Shortly after that, first jazz festivals, tours and
concerts promoted jazz as “elite” music.’ At the same time, this privileged freedom
of Balkan musicians, a legal permission to copy and sound like West, made jazz
less original, daring, and innovative. Mainstream styles such as swing, be-bop and
hard-bop, were considered as the original jazz in Yugoslavia and cherished by the
gatekeepers of the genre.* The big bands of Serbia, Slovenia and Croatia were the only
institutional jazz ensembles in the southeastern European region from the 1960s
until today, preserving the same values of traditional jazz. At the same time, Poland,
Czechoslovakia, and Hungary went underground with jazz during the reign of their
communist regimes.* Jazz as a politically prohibited art form, illegally born in hidden
garages and basements, tended to mirror the rebellious, provocative, authentic and
avant-garde attitude within the artist community. The East European jazz scene was
much more creative, original and free of strict parameters defining the style or genre
than Southeastern Europe. I find that the old tendency of nurturing the classical
mainstream jazz in Southeastern Europe, and provoking new forms in jazz and
improvising music in Eastern Europe from fifty years ago, are applicable and evident
today. In this context, demarcation of Eastern from Southeastern Europe refers to the
geographical and cultural line between former Yugoslavian countries as Southeast,
and North and East from there as Eastern (Hungary, Czech, Slovakia, Poland,
USSR). Even more so, the avant-garde method as an experimental and unorthodox
aesthetic in jazz music was never accepted in Yugoslavia, so it has remained almost
completely absent from today"s scene and practice.

This rigid formulation and understanding of jazz in Southeastern Europe
reinforces the patriarchal, hegemonic values of the jazz tradition. The jazz standard is
the authenticinitial pointin classical jazz repertoire. A jazz standard is a song recorded
many times in different versions by many interpreters (McBride 2018), and by its
structure, it is a consistent music form, with its constructed framework, temporally
and harmonically stretchable and transformative. There are syntactic expectations,
prescribed roles within the ensemble and historically determined perspectives
within that practice. As with verbal communication, there are meanings in the
derivation that are placed in the structure or in the marking system of a music genre.

3 “Elite” is a concept that divides the audience between, on the one hand, those who enjoy jazz
music, because they learned how to listen to it and understand it, whilst belonging to the “upper middle
class”, and on the other hand, the traditional lower-class, non- bourgeois populace from the cities.

4 For example, Svetolik Jakovljevi¢ was one of the most influential jazz critics in Yugoslavia who
favored the traditional jazz esthetics as the only one. https://sites.google.com/site/svetolikjakovljevic/
S Vojislav Panti¢, in conversation with the author of this article, 13 March 2020.
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In other words, as in culture, and in a particular in a music genre, performers agree
on certain meanings in behavior, communication, signs, music content or gesturing.
So, as I previously mentioned, this music genre itself is gender performative; a game
played by following the rules conceived and performed by men, excluding women.
Balkan musicians implicitly took over the patriarchal ideology put into effect within
traditional jazz, as a familiar social system recognized from their own tradition and
social environment. They reproduce the social ideological pattern of tradition and
the canonized models of representation within the micro context of the musicians’
community (Neni¢ 2019: 9). Inflexible and limited systems with precise boundaries
and frameworks in the society itself keep the environment safe from, and closed
to progress, change, diversity or innovations. So, I believe that the values of the
patriarchal ideology are safe and tucked within Balkan mainstream jazz.

There are numerous jazz history books, chapters, research papers and feuilletons
concerning Eastern and Southeastern Europe, but as one can imagine, none of them
include female instrumentalists. Although the iron curtain and the border between
capitalist and post socialist countries vanished long ago, as a researcher and a jazz
scene participant, I can bear witness to the fact that the iron curtain is still very
much alive in the context of the female presence in jazz. There were almost none,
and there are currently only a few female active jazz instrumentalists on the scene
in Southeastern Europe (Maja Avlanovi¢, Milena Jancuri¢, Nevena Pejéi¢, Lana
Janjanin, Bruna Mati¢, Marina Milo$evi¢, Milica BoZovi¢ Jasna Jovicevi¢, Katarina
Kochetova, Irina Pavlovi¢... ). The number of active female jazz instrumentalists in
Southeastern and Eastern Europe is considerably lower than in Western Europe and
the United States.

IMAGE OF A FEMALE JAZZ INSTRUMENTALIST IN THE BALKANS

While there is a well-documented history of female gusle and “female” folk
instruments (tepsija spinning, daire) players (Neimarevi¢, Negi¢ 2011: 31-92; Nenié
2019: 51-114), there is no rich history of jazz female instrumentalists in the Balkans.
The primary cultural role of a woman is rooted in the private sphere, connected to
the capacity of reproduction-motherhood, and domestic work. Nikoli¢ states that
in Balkan in the Middle Ages, music was played exclusively by men (Nikoli¢ 2016).
Troubadour music was the exclusive right of men; its essence consisted in celebrating
a'woman as an idol, not as a collaborator in performance. Women did not even have
access to church music (ibid.). As economically weaker than men, professional
women in music were “earning their daily bread” as singers, since vocal music did
not require expensive instruments (Puri¢ Klajn 2000: 171). Women’s creativity is
associated rather with preservations of folk traditions (Blagojevi¢ 2015: 137; Devi¢
1990: 23); traditional customs, tales, dances, family values etc. This traditional
culture bounds her to the home, family and private sphere, making her responsible
for handcraft, cuisine, folk artifacts, and folksongs conservation. Blagojevi¢ accounts
that female gusle (a single corded traditional musical instrument) players and poets
are not known and recognized by men, although the entire traditional poetic genres
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(e.g. lyrical poems) can be tied almost exclusively to women’s folk art. However,
the importance to the women'’s creativity which took place inside their homes was
acknowledged only from the beginning of this century, with different meanings from
those related to tradition and enforcing national self-awareness (Blagojevi¢ 2015:
137). In the traditional instrumental music of Serbia, Neni¢ underlines, female
playing is present only on the edges of representative discourses and is declared an
“excess”, an exception that can confirm the existing rule that a musician is always
a man by nature and the strength of his sex (Neni¢ 2019: 9). I agree with Neni¢
and share her concern that, just like the folk music of the Balkan region, where
female instrumentalists as individuals are marked on the basis of their gender and
specifically placed at the intersection of the public and private sphere, this applies to
female jazz musicians as well.

While jazz histories of the West are being newly interpreted and rewritten
in order to stabilize the gender imbalance produced by patriarchal ideology, as
explained above, Balkan world persistently concludes and implies that jazz is for
only men. In the books written by legendary Yugoslav musicians, pianist Misa Krsti¢
(2010) and bassist Mi$a Blam (2011), women were only mentioned to have been
hired for “oriental and traditional dance and jazz ballet” aiming to “relax the visitors”
(Blam 2011: 71). Several women were listed as the stars of the evening; dancers
who animated the audience with jazz music. In Vek dZeza (The Century of Jazz)
(Krsti¢ 2010), in the section about the development of the regional scene from its
inception until today, Krsti¢ provides a comprehensive list of young jazz players and
bands currently active on the regional jazz scene at the end. With the exception of
a few female singers in these books, there is no mention of any female player ever
participating in the jazz scene, not even female instrumentalists who performed and
recorded with the bands mentioned in the same book as crucially important for the
regional jazz.

Compelling in this research is the fact that there are few mentions of regional
women players in the texts and books written by other female ethnomusicologists,
musicologists, and researchers active in the promotion of feminist ideology or
interested in the history of female musicianship (or in herstories).® As far as jazz
music is concerned, there are only a couple of female players and bands promoted,
as far as in Southeastern Europe as well as in the rest of World. Written in the last
decade, these texts affirm female creativity, action and advocacy, by fostering the
subject of gender imbalanced regional music scene. These distinguished authors are
crucial for problematizing the gender issue in the current scene, provoking changes
in the representation of female players.

I conclude that Southeastern European female players have been rejected on the
jazz scene for two reasons; the masculinity in the genre has been taken as the norm
while, at the same time, surrounded by Balkan traditional ideology; struggling in

6  Female researchers focusing on female music performers in Southeastern Europe are: Tatjana
Nikoli¢, Iva Neni¢, Jelena Novak, Adriana Sabo, Ivana Neimarevi¢, Olivera Vojna Nesi¢, Verica Grmusa,
Bojana Radovanovié, Ana Hofman, Marija Dumni¢ Vilotijevi¢, Ksenija Stevanovi¢ and many others.
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the double hierarchical systems of society based on patriarchy. But there is a third
standard; players are facing the role of non-authentic interpreters of jazz music that
is encoded and emboldened in the Afro-American and western world’s cultural
heritage and socio-political movement.

SEMI-PERIPHERAL STATUS OF THE BALKAN FEMALE JAZZ PLAYERS

Jazz is one of the latest music genres to develop strategies for establishing new
representation of women players' identities in jazz.

Marina Blagojevi¢ Hugson introduces the “theory of semi-peripherality”
that relies primarily on a sociological approach and the broad spectrum of multi-
disciplinarity on which gender studies are based. This theory rests on the empirical
research on gender regimes and experiences related to implementations of public
policies in countries on the semi-periphery of Europe. These studies offer conclusions
with respect to phenomena within the gender regimes in the “transitional” period in
time of the Cold War revival in the late 1980s and early 1990s (Blagojevi¢ Hugson
2015: 25). Blagojevi¢ Hugson classifies Eastern European, Central European and
South-Eastern European countries as “semi-peripheral” in relation to the “core™
center, which are Western countries, and the rest of the world, which is periphery..
She positions semi-periphery between the center and the periphery as it contains
the characteristics of both. Semi-periphery always puts the “effort to catch up with
the core, on one hand, and to resist the integration into the core, so not to lose its
cultural characteristics, on the other hand” (Blagojevi¢ 2009: 33-34). One aspect of
an authentic identity of the semi-peripheral nations with the “desire for the West”
is well mirrored in preserving the “original” traditional jazz style among players in
Yugoslavia (“American jazz wannabe”). On the other hand, I identify an inability for
new inventions in jazz expression, except fusion with one’s own folklore that reflects
the trajectory between modernisation, Westernisation and the opposite: “pragmatic
interpretation of tradition in isolation” (Blagojevi¢ 2009: 34).

Unfortunately for regional female jazz players, there is more to the notion of
semi-peripheral status. There is a complexity of how general public both in semi-
periphery and the center reads the authentic representation of American and
Western jazz women in Southeast Europe. As to numbers, I analyzed the programs
of major jazz festivals programs in the region.” The estimation shows that only 4% of
the performers are female instrumentalists. But more precisely, only a few per mille
over 1% are regional female musicians. Most of the guests are female musicians from
US, Canada or Western Europe. The authenticity in jazz has a strong connection

7  Male and female performers’ percentage was estimated from the programs of the last 15 and
20 editions of Novi Sad Jazz Festival (https://novisadjazzfestival.rs/en/) and Belgrade Jazz Festival
(http://www.bijfrs/en/). I had the access to the relevant information with the help of Vojislav Panti¢,
the long-standing program director Belgrade Jazz Festival.
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to blackness, Afro American culture, Anglo-Saxon culture, and the West. Festivals
still associate the authentic jazz repertoire with American voices as the original
and “exotic” content. The general audience expects that Afro-American singer or
Western horn player knows “the real language of jazz” (Suzuki 2013: 207) (meaning
the vocabulary, feeling, the struggle, and socio-political statement of jazz) as
opposed to local or regional musicians bringing the “local”, non-original jazz (“You
will never sound like an Afro-American, it is not in your blood!” I would often hear
asa comment to my interpretation). It demonstrates that gender issues in jazz can be
shaped by race, socio-political position, and division of such power (Suzuki 2013:
208). What is authentic identity in contemporary jazz? Though originating in the
US, isn't jazz today a word for freedom, new expression, the search for one’s “own
voice”, and identity shaping through collaboration?

NEW SCENE IN DEVELOPMENT

I am a woman in jazz living in Serbia; however, I have studied and worked as
a professional musician in Hungary, Austria, Brazil, the US and Canada. The
development of my musical career as a jazz saxophone player and composer has
gone through various stages, mainly through the struggle with stereotypes as the
acceptable norm required for success, and mostly in a marginalized status within the
context of discourses on jazz. This life role as a female jazz instrumentalist often puts
me in a position of marginality in relation to the mainstream, but it actually allows
me to see the reality from below, from the position of powerlessness and exclusion.
My position enables an an autoethnographic insight into both regional and global
jazz scenes from a different angle, with personal and feminist aspects.

In the beginning of the 2000s I was, among other bands and groups, a saxophone
player in an all-female jazz saxophone quartet® and a guest in an all-female big
band in Budapest.” These were all-female musicians’ gatherings, aimed at joining
forces to display solidarity and making a strong statement that women are present
on the men-dominated regional music scene. Such newly formed ensembles were
appreciated and provided a successful model for female musicians' affirmation in
the US and Western Europe at that time. In Hungary, these music formations were
perceived as “curious”, “extraordinary”’, sometimes “sexy’, “girly”, or sometimes
“bold and courageous”, but they were never considered “normal” or accepted as an
integral part of a gender-balanced jazz music scene. While race, class, or political
statements are read in male bands, all-female bands are regarded as entertaining
sisterhoods. For a long time after 2000, I collaborated with great colleagues in many
regions of Europe, the US and Canada, men and women. Only when I returned
to Serbia after twenty years, and accepted to collaborate as a sideman (there is no

8 Classy Four Saxophone Quartet https://novisadjazzfestival.rs/Jazz-Festival-Novi-Sad/
classyfoureng.htm
9  Swing Ladies Hungary https://youtu.be/6hGNuCgw7tk
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term in jazz for a “sidewoman”) in prestigious bands, I decided to form an all-female
regional ensemble. New Spark Jazz Orchestra — The Balkan Woman in Jazz'® was a
pilot project designed for Serbian, Montenegrin and Macedonian markets. It was an
innovative music program aimed to increase the number of female instrumentalists
and composers in the regional jazz music scene, and also to improve professional
capabilities of female musicians by strengthening their capacity and education.
From the Balkan and Southeastern European perspectives, and in the context of
the dominant patriarchal paradigm, the creation and placement of female jazz
orchestras or individual female instrumentalists in the music industry is challenging
both for the participants and for the listeners. Female jazz musicians do not match
the prevailing stereotype of women in their social context, so they often experience
social isolation and non-recognisability. My motivation was to directly influence
cultural development of the region, by promoting the visibility of female artists and
music professionals.

Due to the atmosphere prevalent in the jazz community, many women were
giving up on their professional careers as early as in high school. Some of the reasons
include the lack of the role models that could inspire them during the schooling
and apprenticeship stages of their lives. There are not many female role models,
active participants, historical figures, bands, band leaders, composers or touring jazz
female instrumentalists that could improve the statistics. For example, there is not
even one female player in all the regional big bands" (Serbia, Croatia, Slovenia),
and those orchestras basically define the institutional jazz scene. Recently, they
formed a collaboration regional project called Jumbo Big Band, which united 3
big bands, formed of S1 men on stage, playing jazz music together. There are now
a few jazz departments at the university level'> which attract new generations of
performers. Nonetheless, it is still a very low percentage of female students studying
instrumental jazz. The fact that there are three Jazz Departments in the region and no
female instrumental teachers raises questions about the importance of professional
support and the general school system. Before these departments were established
(in Belgrade, Serbia and Stip, North Macedonia), a career in jazz was regarded as an

10  Through an open call, 15 upcoming women musicians and composers from the Balkans
participated in a 15 months-long program as members of the New Spark Jazz Orchestra. The program
includes two one-week long music residencies with ensemble and big band workshops, an on-line
educational web portal, and the promotion of new jazz learning methods via symposiums led by the
Educational Team. With the new professional skills acquired, and the rehearsals with original music
materials, the Orchestra will have four regional concerts in three countries, and publish a promotional
CD/DVD of music composed by the participants. This project is supported by the European Cultural
Foundation and the Ministry of Culture and Information of the Republic of Serbia. Visit www.nsjo.org
11 http://mp.rts.rs/en/ensembles/rts-big-band/, http://bigband.rtvslo.si/orkester/, https://
glazba.hrt.hr/273113/0-orkestru-2.

12 Jazz Departments at Faculty of Music at the University of Belgrade (Serbia), Faculty of Music at
the Goce Deléev University of Stip (North Macedonia), and “Franc List” Music Academy of Budapest
(Hungary).
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unprofitable profession with an insecure income in this region. Those who chose
a jazz profession without a degree had fewer job opportunities. Hopefully, this
situation is changing, and there will be new job openings in the academia as well.

Female jazz instrumentalists are still represented and promoted as a novelty on
the scene. Although I have a long playing career as a sideman, when I am a band
leader, for the most part, I am promoted as a “woman in jazz’, singled out as different,
playing at themed festivals and programs related exclusively to women. This way
of particularizing female figures as different, excellent, but marked and isolated, is
also an extremely efficient patriarchal way of ensuring that women should be seen
primarily as exceptions to the rule (Neni¢ 2019: 9); moreover, it is not limited
to jazz, but resonates in different music genres too (traditional, pop, punk, rock).
New jazz styles such as free improvised music, experimental jazz, crossover, and
multidisciplinary projects (ecology, bio, experimental, free improvised, conceptual
etc.) have included women from the outset. There is a growing scene of female
music performance in Europe and worldwide," as well as supportive networks
promoting their work."* The mission of these initiatives is to change, intervene and
free both form and structure from previous improvisational rules within the practice
of traditional jazz discourse. The aforementioned contemporary and marginalized
music genres seem like a safe place for female creation, keeping the doors wide open
for diversity, new artistic expression and different cultural environments. Although
not popular, mainstream or well paid, new music locations can accommodate the
need for open social collaboration, welcoming transformative and diverse identities.

Although jazz is a contemporary genre, it was constructed by men in accordance
with their needs and instincts, not involving women as equal participants on the
music scene. I am convinced that it is important to critically challenge traditional
representations and modes of understanding regional jazz through research, in order
to attract new audiences, with respect to contemporaneity as one of the genre’s main
characteristic.

13 https://womencreativemusic.tumblr.com/
14 http://femalepressure.net/
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JACHA JOBUREBUR

POAHE INIEPCIIEKTUBE 11E3 UHCTPYMEHTAAUCTKUIbA
y Jyroucto4yHoj Esponu

(PE3UME)

Y oBoM ecejy ucTpaxkyjem usrpahene ApymrseHe msarGopMe 3a jie3 CBHpadHIje, ca
0CeGHUM HarAaCKOM Ha 62 AKQHCKU KyATYpHH pocTop Jyroucroure Espore (semae
6usie Jyrocaasyje). les nHCTpyMeHTaAUCTKHIbe Ce Ha OBOM NOAHeOAY cycpehy ca
BUIIECTPYKMM CHCTEMHMA MCKAYUMBAKA, CyouaBajyhul ce ca ABOCTPYKHM CTaHAAp-
AMMa 6AAKAHCKHX APYIITBEHHX HACOAOLIKMX 0Opasaria THIIMYHKX 32 IATPHjapPXaAHY
TPAaAULHjY, PEIPOAYKOBAHHX U MHKOPIOPHPAHUX ¥ MHKPO KOHTEKCT Bell pOAHO 0p-
pebenor mysuukor sxanpa.

ITe3 je mpeTeXXHO MyIIKa My3HKa, HE CAMO 3aTO IITO Cy BehrHa cBHpaya MymIKap-
114, Beh 11 3aT0 ITO Y HeroBoj eCTETHIIN U APYIITBEHOM OKPY>Kety AOMUHUPAjy MyLI-
KH HA€AAM TIPEACTaBAAba. [eHepaAHO, Tose AOMUHAHTHE [1€3 TPAAMIIUjE je MYIIKO
nose Mohi y KojeM cy jour op BeroBor GopMHpama XeHe OCTaAe O3UIHOHIPaHe
Kao ,ApyTe”. ,,AyTeHTUYHOCT I1e3 MHCTPYMEHTAAMCTKHEbA OCIIOpaBa ce y TPH CH-
crema npedepennuja: y Beh popHo oppeheHoj mep$opMaTHBHOCTH XeTeMOHHUjCKOT
CTHAQ YyHYTap TPAAULHMOHAAHOT [je3 U3Bol)erba, y HAYMHY IPEACTABS>AbA MyIIKApa-
I1a HACIIPaM XKeHa y 6AAKAHCKOj IIATPHjapXaAHO]j TAPAAUTMH, KO U TIOAyIIeprdpepHH
craTyc cBupayuna Jyroucroune Espore y oaHOCy Ha cBupauntie 3amapse Eppore u
CesepHe Amepuke.

Jeaan oa raaBHEX pO6AEM Ca KOJHM Ce 6ABHM Y PaAy je POAHO HeypaBHOTEXeHa
perrMoHaAHa Iie3 CljeHa M MapTHHAAM30BAaH CTAaTyc Iie3 cBupaunia. Cryauja je mo-
AebeHA Y PASAUUUTE OAeHKe, TAC AHAAMBUPAM CAUKY I1e3 HHCTPYMEHTAAUCTKUIbE ¥
jABHOM KyATYpHOM IpocTopy, npumehyjyhu sacTyrmesocT popHux yAora y 11es Tpa-
aurmju. Kparak nmperaep ucropuje iesa Jyroucroune EBpomne u anasusa pernosasse
CTPy4YHE AMTepaType HOCTaBbajy 1ie3 MHCTPYMEHTAANCTKHUIbe Y PEIIPECUBAH CTATYC
OTKpHBajyhy XUTHOCT 32 HCTpaXKUBabeM POAHOT acrekTa Iie3a. Kao 1ies cakcodo-
HUCTKMIbA U KOMIIO3UTOPKA, MOj CyOjeKTHBHH IIOTAeA M ayToeTHOTpapcko Oese-
XKerbe HCKYCTBA CAYIKe K0 CBEAOYAHCTBO O 3aCTYILeHOCTHU HejeAHaKo pacropehene
MohH y HameM KyATYpHOM CHCTeMY.

KAYYHE PEYM: My3nuYapKa, [le3 HHCTPYMeHTaAMCTKIIbA, POA Y 11e3y, skeHe baskana
Y My3HLIT
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YrEaHUIA BiAAHA MUAAHOBUR

Beorpap: Mysukoaomxo apymrso Cpbuje
u Mysukoaomxku uacTuTyT CAHY, 2019.
ISBN 978-86-80639-52-9

Temarcku 360pHuK Ha Mapiunama mysukoromkoi KaHoHA: KoMI03uillopcka ienepayuja
Iempa Cinojanosuha, Iewipa Kpcmiuha u Ciianucrasa Bunuukoi, BaxxaH je KOpax y
a(PI/IpMaLH/I]I/I HEAOBONSHO paBManaHI/IX, IITAaBUIIIC BQHQMaPGHHX MY3UIKUX onyca.
CseobyxBarHo caraepaBame aeaarHoctn CrojanoBuha, Kpcrumha n Bunmuxor,
HOCeGHO y CMHUCAY pasdyMeBaiba IBUXOBE YAOTE Y KOHTEKCTHMA Pas3Boja My3HUKe
YMETHOCTH Y Cp61/1j1/1 (I/I y peI'I/IOHy), peaeduHMIIe TIO3UIMje THX YMETHHKA H
YCIIOCTaB&>a HOBE AMHUje BAaAOPH30Bamba AoMaher CTBapaAallTsa.

360pHuK je HacTao Kao oajek Mel)yHaposHOr HaydHOr ckyma MysuKOAOIIKOT
apymrBa Cpbuje, oppxaHor KpajeM 2017. roauHe, IIOBOAOM oO0eAexaBamba
FOAMIIBUIIA TPOjHIIe CPIICKUX KOMIO3KuTOpa: 140 roarsa o pohema 1 60 ropnHa op
cvpr [letpa Crojanosuha (1877-1957) ullerpa Kpcruha (1877-1957), oaHocHo
145 roauna op pohema n 75 ropusa op empru Cranucaasa Busuaxor (1872-1942).
ITosuBy ypearune Ap Buvane Muaanosuh opaszsasa ce ehuna nsaarada, ma raxo y
OBOj KOAEKTHBHOj MOHOTpaduju ydemrhe y3nma ABaAeceT ABOje ayTOpa — y ABaAeceT
OPHMTUHAAHUX HCTpakuBama. Kibira je KOHIUIIpaHa TAKO AQ YHUTAOLY IOHYAH CAUKY
mupux (1 He caMO) MY3UYKUX OKBHPA; OKYILAbA PA3HOAUKE MY3MKOAOILIKE AUCKYpCe
U pasMarparma Koja ce kpelly oA IuTama peaanyje MapruHe U LeHTPa, Ka MOTAEANIMA
Ha NAPTHKyAApHe acleKkTe KpeaTuBHHMX AeaarHocTu Crojamosmha, Kpcruha u
Bunmakor. Busana Muaanosuh cyrepuie y TOM CMHUCAY Y€THPH LIeAUHE.

ITpBa LleAMHA MPETIOCTaBAbA KOHTEKCTYAAM3ALHjy CTBApaAalja M MpakcH (kao
IIeHTPAAHUX HAM MaerHaAHHx) Ha eBPOIICKOj My3Hukoj cueHu ¢ kpaja XIX u
nmoyerka XX Beka.

Ay6omup Crypuu (Lubomir Spurny; Kareapa 3a mysuxoaorujy, Macapukos
yHuBep3uteT y BpHy), 6aBu ce YOAHOIIABAMUMA HALMOHAAHOT M MOAEPHOT,
pedjy, IOCTaBbameM HALMOHAAHOT —KYATYPHOI/MY3HYKOI MOAEAQ HAcIpaM
eKCTepUTOPHjAAHOCTH MY3HYKOI MOAEPHHM3Ma; YKadyje Ha CTepeoTHIe Y
AeTePMI/IHI/IcaH)Y KYAType U CTHHUIUTETA (C dKIIEHTOM Ha YC€IIKO-HEMAYKHUM
MY3HYKUM CTIOHaMa ¥ aHTaroHusmuma). [Ipuaor Msana Myauja (Ivan Moody; CE-
SEM - Yuusepautet HoBa, AHca60H) , AOTHYHO Ce HaAOBe3yje Ha IIPeTXOAHH TeKCT.
Myan mpepouaBa HOBe MOryhHOCTH HHTepIpeTanyje KOHTPACTHOI IIOjMOBHOT
mapa — KOCMOIOAWTH3aM/HAaIJMOHAAM3aM — KOjU He MOpa HYXKHO OHBCTBOBaTH
y cyko6y, Hamporus. IloBaasehu mapaaeay ca cTBapaAamTBOM KOMIIO3UTOpa
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HauoHaAHOT ycMepewa y lllnanuju u Ilopryraanju (Mamyea ae ®ama/Manu-
el de Falla u Aappeao Keun/Alfredo Keil) u pohemem omepe y Tum peaunama,
ayTop HyAM 3aHUMAUBO Bubeme omepe Ha ypanky CranucaaBa Bunmukor. Aapa
Aypakosuh (Mysuuka akapemuja y ITyan, Ceeyuananmre Jypja Aobpuae y Ilyan)
CTIDKe IIOCPEAHO AO TPOjHIje CPIICKUX KOMIIO3UTOPA, pa3MaTpajyhu MysuuKy crieHy
ITyae, xoja je Ha mpeaasy u3 XIX y XX Bek Ouaa raaBHa paTHa AyKa AycTpoyrapcke
umnepyje. AyTopka paje ocspre Ha omyce Aadppeaa Maprunna (Alfredo Martinz)
u Byanja 3mapese (Giulio Smareglia), saoxpyxusmu nx nopehemem ¢ Mysuaxum
xusoToM Cpbuje, ca sHauajem Bunmaxor, Kpcruha u Crojanosuha y Tom moraeay.
Coma Llserkosuh (Qaxyarer ymerHoctn Yhusepsurera y Humry), mocsehyje ce
crarycy ymerHmike AngHoctu ITerpa CrojaHoBrha y MCTOPHjCKOj MepPCIEKTHBH
CPeAOeBPOIICKOT M HAIJOHAAHOT MY3HYKOT KOHTEKCTA: C jeAHe CTpaHe, yMeTHUKOBe
TeCHe IIOBe3aHOCTH Ca CTPyjabUMa eBPOIICKe MOAePHe Ha IIoueTKy X X BeKa; a C ApyTe
»OACTYIIAEheM BeroBOT eCTEeTCKOT KOCMOIIOAMTH3MA OA HOPMHU HaIJHOHAAHOT KaHOHA
KOHCTUTYHCAHOT Ha poakaopHuM ocHoBama“ (LIBerxoBuh, ctp. $3), mro My je
OAPEAMAO MAPTHHAAHY IO3UIIU]Y Y CPIICKOj MY3HUKOj HCTOPHjU. AyTOpPKa IIOABAAYH
U Pa3AOT OACYCTBA aAeKBAaTBOT Ipu3Hama. Haume, y cprickoj My3uuxoj jaBHOCTH Y
MehypaTHOM nmepuoay jom yBek Huje OCTOjaAa CIIPEMHOCT 32 HHTerpucatmbe (Tapa)
AKTyEeAHHX CTBAPAAAYKHX MOAEAA Y MATHUHY (CPIICKY) CPEAHHY.

Y apyrom opesky (mecT papoBa), POKyC je Ha OCBETmABaly PasAMYUTUX
CerMeHTaTa aHTAXOBaka TPOjUIle KOMIIO3UTOpPA y CPepu My3UUYKOT >KHBOTA
CPeAmbOeBPOIICKHX U pernoHaAHUX eHTapa KyaType (Bey, ITpar, Ocujek, Capajeso).

ABasajepnuukapasanpusokuse cy Mapujana Kokanosrnh Mapxosuh (Akasemuja
ymetnoctu, Hosu Caa) u Bepa Meprea TudenTasep (He3aBUCHM MUCTPaXUBaY,
UH36pyK). Y NIPBOM HCTPaXXUBalby, ayTOPKe FOBOPE O PAHOM yMETHHYKOM IEPHOAY
Ilerpa Crojanosuha (1896-1904), o ropuHama NIpOBEAGHMM Ha HIKOAOBAEY Y
npecToHUIM AyCTpoyrapcke, Takohe U O IPBUM KOMIIO3UTOPCKHMM U H3BOD)auKuM
Kkopanuma. Y ApyroM, okpehy ce COIMOKYATYPHHM M MOAMTHUYKHM ACITEKTHMA
penermyje Crojanosrhesux onepera y Bedy (pedje o npemujepama onepera Aesojka
Ha mancapgu, 1917, u Bojeoga og Pajxwinamia, 1921); unrasan A06uja 3aHAMMUBA
Ca3HaMba O BPEAHOBAlbY YMETHHYKHX AOMETa ,AOLISAKA, H3BEACHHX HA OCHOBY
opjexa u3 aycrpujcke mramire. CrojaHoBuheBuM akTuBHOCTHMA ¥ Beuy 6aBu ce u
Co¢wuja Josanosuh (Kareapa 3a mysuxoaorujy, Macapuxos yuusepsuret, BpHo).
AyTopka OTKpHBa MaAO IIO3HATe Tauke ykpimTamy myTeBa Ilerpa Crojanosuha c
ABOjJUIIOM YelIKHUX BUOAMHUCTA, DpanTHmekoM OHAXIIEKOM (Frantiéek Ondfiéek)
u Janom Ky6eanxom (Jan Kubelik). Becna ITeno (Mysuxoaomxu uncruryr CAHY,
Beorpaa), ycpeapebyje ce Ha pnpurentcku anraxman Ilerpa Kpcruha y Lipxsu
Csetor Case y Beuy, pajyhu yBup y pap IeBauKOr APYIITBA Te MHCTUTYLHje, aAH
U y mpobaeMe IpaKTHYHe IIPHPOAE KOje Cy MAAAOT YMETHHKA IIOCAe HeITyHe ABe
ropuse (2/14. jaryap 1900 - 18. aeniembap 1901 ), npuHyAnAe Ha OCTaBKy Ha MECTO
xoposohe. Cynuana Bammh (Iraz6ena mxoaa @pame Kyxawa, Ocmjex), mume o
sonpurocuma Crojanosuha, Kpcruha u Busnukor peneproapy XpsaTckor HapoAHOT
xasaaumra y Ochjexy op ocHuBama Tor Tearpa (1907) Ao moyeTka Apyror cBeTcKor
para. A Aana Illexosuh ITahyka (Mysuuka akapemuja Yuusepsutera y Capajesy),
FOBOPH O FOCTOBAMMA CPIICKMX YMETHHKA Ha KOHIlepTHHM Hoaujymuma Capajesa
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— Ha npuMepuma Cranucaasa Bunnukor u ITerpa Crojanosuha, koju cepode o
0ecrpeKOPHOM YKAQIIAY ,y CAUKY KOHIIEPTHUX IPHMAMKA, mpuAarohasajyhu ce ce
BUXOBOj TPeHYTHO] IpupoAr 1 Moryhuoctuma“ (Illexosunh ITahyxa, 151).

Tpehu cermenT 360pHuKa yryhyje Ha MapTHKyAApHE KOMIIO3UTOPCKE OITyCe: TPU
npuaora cy mocsehena Crojanosuhesom, a jepan KpcruheBom crBapasamrsy.

Tomac Ajraep (Thomas Aigner; Bu6anoreka rpasa Beua), ncrpaxyje pykoruce
kommosurmja Ilerpa Crojanosuha apxusupane y Bubamorerm rpasa Beua,
KOHKPETHO ABA HEITO3HATA HACAOBA, KOjU AO CaAQ HUCY OUAH Y IOIHCY YMETHUKOBHX
Aeaa (AjrHepoB TeKcT je ¢ HemadKor npeseaa Tarjana Mapkosuh). Onepa Qropubera
HacTajasa je TokoM 1911-1912, moa yTuiajeM aycTpujcKo-HeMadkux ysopa (u
IPEAAOXKAK je, IITABHIIIe, HICTOMMEHA BUTEIIKA APAMa, IIPBOOMTHO HAPOAHH KOMaa,/
Volksstiick us Tupoacko-6aBapcke obaactu), Aok je Tpuiras (Bubamorexa rpapa
Beua moceayje HepaTHpaHH DPYKONHMC) A€AO ,HOBe OpujeHTanuje’, kako Ajraep
AeduHUIIIe KOMIIO3UTOPOBO OKpeTame jyrocaoBeHckoj Temaruiu. CrojaHoBuhena
cumponmjcka moema Casa Takohe Iocepyje O3HaKe jyrocAOBeHCTBA. AeTanHy
aHaAu3y Te maprturype HaunHuae cy Canpa Aoauk u Topaana Ipyjuh (Axapemuja
ymjeTHOCTH y Bamoj Ayun, Kateapa 3a Mysuaxy Teopujy), moasaagehu peTky npryy
YMETHHKOBOM OIIYCY, ,jacHy IIPHMjeHy acoLHjaruja Ha My3HIke ¢poakaop” (AoAnk u
Tpyjuh, 186). Pap Cphana Tenapuha (®akyateT My3udke yMeTHOCTH YHUBep3HTETa
yMetHOCTH y Beorpaay), jo je jeAHa aHaAUTHHYKa CTyAMja O cTBapasamTsy Ilerpa
Crojanosuha. Pazmarpamem Apyioi kouyepitia 3a euoiuny u opxeciiap Temapuh
npobaeMaTusyje ¢peHOMEH ycaraamaBama CPIICKe My3HKe Ca CTUACKMM KaHOHHMMa
eBPOICKOT MO3HOr poMaHTH3Ma. Urop Pasera (Bubamorexa Qakyarera mysmuxe
YMETHOCTH YHHBep3HTeTa yMeTHOCTH y Beorpaay) mopean ABa IapTHTypHa BHAQ
ucte Mysuuke samucau. Conamiuna 3a 060y u xapdy u Apyia coHamia 3a 8UOAUHY
u KAasup, om. 9S. pempeseHTyjy ¢peHOMeH Ipepape y KOMIIOSHTOPOBOM OIIYCY.
PapeTa KOHCTaTyje AQ, MAKO HajBepOBATHHje MHHUIMPAH U3BOHAUYKMM IOTpebama,
IpUMep HAaBeAGHA ABa AeAd IIOKasyje ,asanmTubuaHocT rpabe 3a ncroBpemeny
‘ancoayTusauujy’ mysuuke samucau” (Papera, 208), sakmydyjyhu aa apyra mo
BpeMeHy HacTaHka, Conailia, jecTe BepHHjH M BEPOAOCTOjHUjU OOAMK HMPBOOHUTHE
upeje.

Yerspra IeauHa 360pHuKa (ImecT papoBa) nocBeheHa yMETHHYKOM AeAOBaiby
Kpcruha n Bunnukor, ,ykasyje Ha pasauduTe akTHBHOCTH (...), KOjUMa Cy ce OBH
ayTOpH MO3UITMOHUPAAH K0 KiydyHEe AUYHOCTH CPIICKE My3HYKe KYAType HHXOBOT
Bpemena“ (Muaanosuh, 12).

Ucrpaxusawe Harame Mapjanosuh (Mysuxosomku wuncruryr CAHY,
Beorpaa) aonocu HoBe yBuAe y Auttiypiujy Cs. Josara 3Aaitioycitiol 3a MEULOBUITL XOp
u Asediecme y wacii Ce. Casu ITerpa Kpcruha, HauumeHe y 00MMHOM KOHTEKCTYaAHOM
OKBHUPY Y KOjU Cy YKAY4YeHa pasMaTpama PYCKO-CPIICKHMX Be3a Ha IIOAY IJPKBEHOT
nojama, KpcruheBu mpodecronasnn koHtakté y Deuy M yMeTHHKOB yIAUB Y
KYATYPHHU/My3HYKH JXUBOT CPIICKe Amjacmope y Amepunu. Ypeanura Brumvana
Munanosuh (Mysuxosomxu uncruryr CAHY, Beorpaa), sonpunehe 36opuuky
u concrseHuM npusoroM. Haume, ona rosopu o sesosamwy Kpcruha v Busnuxor y
YApYyKelby CPIICKUX My3Udapa, Yiju Cy OCHUBa4H 1 Bopehu 1aanoBH (MCTOBpeMeHO,
AoOHMjaMO MOBe3aHa CasHaba M O APYTHM HBUXOBHUM YAOTaMa y MY3HYKO] KYATYPH
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Beorpaaa Ha nouerxy XX croaeha), Te 0 HCTOpHjcKOM 3Hadajy Te OpraHu3aLuje Koja,
MAKO KPaTKOT BeKa, IPeACTaB/s>a HHUIIMjAAHH TTOKYIIAj OKYILsbakha IpodecnoHaAHUX
mysudapa y Cpbuju. Vsana Becuh (Mysukosomxu uncruryr CAHY, Beorpaa)
u Aparan Topoposuh (Apxus Jyrocaasuje, Beorpas), 6ase ce BumecTpyxkum
anraxosamweM Ilerpa Kpcruha Ha maany eMaHIuUIanuje jyrocAOBEHCKHX My3nudapa
M MY3HYKOT XHBOTA y Mel)ypaTHOM meproay; Takoh)e yMeTHHKOBMM HaIopuMa Ha
NAaHy yHampelema aMaTepcKOr My3HIMPaa, CTPYYHOT 00jeAnbaBaba My3HIapa 1
YMETHHKA, 3aKOHOAABHOT CTPYKTYPHCakha IIOAPYYja MPOAYKIIHje My3HKe U KyAType.
Topaana Kpajaunh (mpodecop Mysuuxke mkoae ,Crankosuh® y Beorpaay, y nensuju)
OCBeTMAABA jeAQH OA HajeKCIIOHMPaHHUjuX aclieKara aoeAaTHocTu CTanncaaBa bunidkor
— IIAOAQH AYTOTOAMIIESM Pajp y OOAACTH BOjHE My3HKe — H3BOlJauke aKTHBHOCTH
U AocTUrHYha TOT yMeTHHKA HApOYHMTO Y CMUCAY OOAMKOBAHWA M KOHTHHYHUPAHOT
o6orahusama cprcke Mysuuke crieHe. Pay Maje Bacunesuh (®naozodcku daxyarer,
Yuusepsurer y Beorpaay), A0 je IIETOTOANIIEET NCTPAXUBaha U3Y3€THO Gorare
apxuBcke rpabe u mepuosnke Besane 3a Beanku par. AyTopka usaBaja CraHmcaasa
bunnukor, Bopaehy wmysmuky ¢urypy Kpasesune Cpbuje, ymeTHuHKOBe BOjHe
My3HM4Ke aKTUBHOCTH (M3BOhauKe, OpraHM3alMOHE, AUIIAOMATCKE, XyMaHUTapHe),
peaAusoBaHe y cMepy O4yBaka HaI[HOHAAHOT UAEHTHTETA U KYATYPHE AMIIAOMATHje.
IToraea Ha peAoBambe BUHMYKOT y KOHTEKCTY PasBoja U MOAU3aHka HUBOA MY3UYKOT
xuBota Cpbuje 3aokpyxeH je ucrpakusamem Mapujane Ayjosuh (camocranu
ncTpaxusay, Beorpap). Pap pasmarpa ansamuaay anraxkmat Cranncaasa Bunmaxor
y Onepu Hapoanor nosopumra y Beorpaay (ieH je OCHHBaY u IpBH AMPEKTOD;
AVPUTEHT, KOMIIO3UTOP, IPEBOAHAALL OIIEPCKUX AUGPeTa), aAU U Pa3Aore 360T KOjUX
j&, YIIPKOC NOCTUTHYTHM YCIIeCHMa, CMeHheH C ITOAOXKAja AUPeKTOpa U AMPHMIeHTa
Onmepe.

AyAVTHBHY AOAATAK KOjH Ha H3BAHPEAAH HAUMH YIIOTITYEbyje OBY ITy OAMKAIIHjy jecTe
KOMITaKT-AHCK ca coHarama Ilerpa Crojanosuha (MCTOBpeMeHO M CerMeHT TpojexTa
Peadupmayuja 3abopasmwene cpiicke mysuxe Mysuxosomkor apymrsa Cp6uje). Tpu
COHaTe OAAOpaHe 3a OBaj MY3HMUYKU aAOyM IpHIpeMieHe Cy U MHTepIIpeTHpaHe Ha
OCHOBY PYKONMCHUX HOTHHX M3Bopa. HacTajaae cy y pacnoHy op Tpu AelieHuje,
IITO CAYHIAOIly OTKPHMBA PAa3HOBPCHOCT MY3HMYKHMX HA€ja Pas3BHjaHHX Y AeAMMA
HaMemeHNM T'YAQUKUM HHCTpyMeHTUMa (M KAQBHDY), MaAd Adjy YBUA U y U3BecHe
koHcTanTe CrojanoBuheBor oIryca 0OAMYeHe Y CTHACKOj AOCAEAHOCTH, IPUBPKEHOCTH
TPAAUIIOHAAMCTHUYKO]j CTBAPAAAYKOj AWHHUjH, IIO3HOPOMAHTHUYAPCKOM H3pasy.
Apyia conaitia 3a suosuny u kaasup, om. 18 (1913), casHajeMo U3 TeKCTa pOrpaMcKe
KIbIDKHLE, HUje PaHWje MpeACTaByeHa jaBHOCTH (3a pasauky op Ilpse cowailie 3a
BUOAUHY U KAABUP KOJY je ayTOp CBOjeBpeMeHO U3BOAMO C PeHOMUPAHHIM IIHjaHHCTOM
ITayaom Bajuraprenom/Paul Weingarten). Kommosunmja npunasa Crojanosuhesum
PaHHM ACAKIMA, )y KOjIMA je MEAOAHjCKO 60TaTCTBO YeCTO MOIPUMAAO CEHTHMAHTAAHY
upty“ (B. Musanosuh). Conaitia y ciiapom ciuay om. 5SS (1937), oxusmasa
AABHamIbY, 6apokHy ¢opMy cBuTe (3ampaBo, CHTyMpaHa je Ha TPaHHLH ABAjy
My3MYKUX OGAMKA — CBUTE M COHATe), Tj. CBEAOYM O HEOKAACHHAPCKMM YIAMBHMA
y HOMde IO3HOPOMAHTUYAPCKOT 3BydHOT aMbujenTta. Conailia 3a 8U0AY U KAABUP OIL
108 (1949), orxpusa nosesanoct Ilerpa Crojanosrha ¢ poakaopom poaHor Taa (y
UHAAHOM POHAY IIOCe3Ke M 32 IIA€CHMM 06paciieM, 32 eAeMEeHTHMA KOAQ).
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Tpu conare ITerpa Crojanosuha cHuMMAeHe Cy y cBedaHoj caau Xpumhascke
aABEHTHCTHYKe IpkBe ¥ Deorpaay, Ha koHIepTy oppskaHoM 15. perem6pa 2018.
KonnepTHu samuc usBecHO ob6esbelyyje mMpHPOAHOCT, HEMOCPEAHOCT TyMadera,
3BYYHH 3aIIAC je YHCT, C NAKAUBO OAMEPEHHM OAHOCHMA MHCTPyMeHaTa (CHMMaK
1 mocrnpopykumja 3opana Mapunkosuha). Yaemhe cy yseanm yraepHm cprcku
YMeTHHUIY, 9Hje je KpeaTHBHO aHTa)KOBakhe Y 3Ha4ajHOj MepU yCMePEHO Ha TPOMOLIHjy
Aomahe, 11 yormite caBpeMeHe yMeTHHUKe My3uke. Yrpabyjyhu camocBojue ruckase y
nnTeprperanuje Crojanosnhesux conara, Munana ITonosuh Marepuu (Buoanna),
/oy6omup Muaanosuh (sroaa), Cphan Cperenosuh (Bnosomueso) u Heaa Xopman
(xAaBHp), N3BAHPEAHO KOMYHHUIMPAjy Ca CAYIIAOLIEM.

Uspame mocepyje ABOje3NMHO KOHLHMMHPaHY, onceskHy mparehy xmwkuiy (Ha
CPIICKOM M €HIAECKOM j€3HKY), Ca IOAPOGHO Pe3eHTOBAaHMM NOAALMa. MUHYLIHO3HO
popmyancan Tekct Brunane Muaanosrh Ha padpUHHPAH HAYMH OCBETAHABA IIPOCTOPE
Crojanosuhese nmoeruxe ycpeacpehyjyhu ce mocrymso Ha Aeaa Koja ce HaAase Ha
OBOM HOCA4y 3ByKa — AParorieHOM AOTIPHHOCY OXKHBAABAlby HAIJMOHAAHOT HacAeha
YMETHHYKEe My3HKe.

Mapuja Bupuh
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Hcropujar eTHOMY3HKOAOWIKMX IpOydYaBama BAalike Mysuke y CpOuju Ayr je
BUIIlEe OA IIEe3AECeT TOAMHA, AAH YIIPKOC HEMAAOM BPEMEHCKOM MHTEepPBAaAy HUCY CBH
CerMeHTH BAAIIKe My3UKe MCIUTAHH Y HOTIYHOCTH, 3 HU CUCTeMaTHyHo. PesyaTaTn
HCTPaXUBaIba Cy Hajuemhe IMPEACTABAEHU Y BHAY MAIBUX ITOjEAMHAYHHIX HAYIHHX
CTYAHja, AOK je ¥ OKBHPY Behrx MOHOTPadCKHX H3AAEbA BAAIIKA My3HKa FOTOBO YBeK
Oraa mocMarpaHa y crpesu ca cprckom. Hajsehu sompusoc Ha 0BOM mosy A0 capa
cy aaau Ap Aparocaas Aesuh u Ap Aumurpuje ToaemoBuh, HekapalImby peAOBHH
npodecopuunmedonu Kareppe 3a erHomysukosorujy Pakyarera My3udke yMETHOCTH
y Beorpaay. ToxoM mocAepBHX ABapeceT rOAMHA MHTEPeCcOBame 3a IpOoydaBame
[JEAOKYIIHE KyAType BAAIIKe eTHHYKe MAamKHe II0Ce0HO Ce HHTEe3HBHPAAO, IITO
je mopcrakHyTO M oA Hanmonaanor caBera Baaxa u pasHMX BAQIIKUX HEBAAAUHUX
OpraHHu3alLldja U YAPYKema. Y capaamu ¢ biMa, Ap Aumurpuje Toaemosuh je Bpmro
M HOBA ETHOMY3HKOAOIIKA HMCTPRKMBAbha BAAIIKOT HeMarepujaAHOT HacAeba, a
OA BEAMKOT 3HaJaja je M HBeroBo jaBHO mpepaBame oppxaHo 201S. y Ilerposiy Ha
Maasy, kapa je U3AOXKHO pe3yATaTe CBOT AYyTOTOAUIIEET TEPEHCKOT paja Ha OBOM
oMY.

YApy>Kembe 3a O9yBatbe HACHTHUTET], je3HKa, KyAType u Tpapuriuje Baaxa ,Tepruna®
u3 Heroruna npernosnaao je suauaj foaemoBrheBor AOIpHHOCA [IPOyYaBatsy BAAIIKE
Mysuke u 2019. 06jaBrAO WeroBy ksury Baacu: wipaguyuonarna napogua mysuxa.
Mugzika Vlahilor djin lumje, xojy je ¢uHaHCHjcKu mOMOrA0 MUHHCTapCTBO yIpase
U AOKaaHe camoympase Pemybamke Cpbuje. Kmura je mpahema ayano u Buaeo
MaTepHujaAOM CHMMAEHHM Ha ABa AUCKA, KOjH je ayTOP CaKyIlsao Ha TePeHy IpPeKo
geTpaeceT ropuHa. OBO H3AAIbE [IPEACTABSA [IPBY ITYOAUKOBAHY €THOMY3UKOAOIIKY
MOHOTPadCKy CTYAH]Y Y IOTIYHOCTH IIOCBeheHy BAAIIKOM My3HIKOM HacAelyy, kojoMm
cy obyxsaheHa 06a Baamka entutera (Yarypjancku u Llapascku, 3a Koju je mpsu myT
Y €THOMY3HKOAOLIKOj AUTEpaTypH yHoTpebmer u Hasus Kitmmjemu — Pasuudapn),
Kao M CBa TPH BUAA My3MYKOT U3paxkaBama Baaxa, y pasAM4MTHM reOKYATYPHHUM
LIEAMHAMA CEBEPOUCTOYHE Cp6nj e. Kmura je AoeAoM 1 BUA cy6AnMaque AOCAAAITHUX
IpOyYaBama BAAIIKE MY3UKE OA PAa3AMYUTHX MCTPaXKMBada, yuMe je PpopMHpaHa
obyxBaTHHja M KOMIIAETHMja CAMKA My3HYKOr uBoTa Baaxa. Ilopep yBopHOr m
3aKAYYHOT, KEbMIA CAAPXKH TPU Mambha M jeAHO BEAUKO LIEHTPAAHO IOTAABoe: Je3uk,
Tpaguyuonasna napogra Howra, Tpaguyuonaine napogue uipe u Tpaguyuonaina
Hapogna mysuka. Taxobe, y okBUpY H3Aama HaAade Ce pe3MMeH Ha BAAIIKOM M
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€HIAECKOM je3HKY, 2 OHO IITO Tpeba moceOHo rcrahu jecte Aa TEKCT OOHAYje BAALIKOM
MY3HMYKOM TePMHHOAOTHjOM.

Y yBOAHOM AeAy KibHre ayTop ce ocBphe Ha HCTOPHjCKe IOAATKE KOjH Ce THUY
nopekaa Baaxa Cpbuje, Te Ha APYIITBEHOIIOAMTHYKE IIPUAUKE KOje Cy AOBEAE AO T3B.
Baamkor nutama (7). Hamepa ayTopa Huje Aa peln To Ayroropumse nuTame, Beh A
00jeXTHBHO H3HeCe NCTOPHjCKe YNIbeHHIIe Koje Ce, Kako caM pumMehyje, BpAO uecTo
M3BAAYE M3 KOHTEKCTA U IIOTPELIHO MHTEPIPETUPajy, HajIpe 360r opHOCA H3Mehy
Pymynuje u Cpbuje, kao 1 360T , pyMyHCKHX IIpeTeH3Hja” Ha BAAIIKO CTAHOBHHIITBO.
Taxkole, ykasyje 1 Ha Hy>KHOCT CarAeAaBarba CBUX 3Ha4eHha KOja HOCH eTHOHUM , Baacu’,
aau ce ocBphe 1 Ha Apyre Ha3HBe KOjUMA je MMEHOBAHA TA 3ajeAHMUIIA Y AUTEPATyPH,
melyy kojuma je Hajuemthe ynorpe6susan Tepmun , Pymynn“ (kao jeaunu ,3saHnasu
y Hayu nodetkoM XX Beka). OBO je 0A BEAUKOT 3Ha4aja y KOHTEKCTY CarAeAaBamba
Ipoljeca eTHHYKe HACHTHHKAIMje U KaTeropHu3aliyje, Te ToBOpPa O MOPEKAY jeAHOT
Hapoaa OKO Kojera, Kapa cy Baacu y nuTamy, jomn yBek Huje IOCTUIHYT KOHCEH3YC y
HAyYHUM KPYTOBHMA.

Hakon mro je 3aBpmreHo ¢ kpahuM OCBPTOM Ha HHTame ,KO Cy‘, ayTop ce
AetamHuje okpehe mutamy ,mra cy“ Baacu (12). Y ToM mpasiy ce oTBapa Mama
TeMaTCKa IJeAUHa Je3uk, TAe ayTOp yKa3yje Ha HEAOBOAHY AMHIBUCTHYKY IIPOYIEHOCT
BAQIIKOT roBopa. kmak, Ha 0CHOBY AOCaAQIIEBHX UCTPAKUBAKA OH YIIO3HAje YUTAoLe
C OCHOBHMM OCOOMHAMa BAQIIKOT je3uKa ¥ ymyhyje Ha IOCTOjame ABa AMjaAeKTa:
KPajHHCKO-TUMOYKOT 1 GPaHHIeBCKO-XOMOMDCKOT.

Tpaguyuonaina HApogHA HOWIHbA, KAO APYTO IOTAABAE KEIBUTE, IIPYXKa YBHA ¥
HaumHe obAauewma Baaxa. ITopea Aeckpumzje OAGBHHX IIpeAMeTa MyIIKapara H
XKeHa, ayTop IPaBU U AUCTHUHKIIMjY y obAadery Baaxa YHrypjana u Ilapana, mro
je maycTpoBaHo ¢oTorpadujamMa y mpusory kmwure. Takobe, ymopehyje Baamxy
HOILIIbY ca CPIICKOM U yKasyje Ha meHe (cTapo)6aAKaHCKe U CAOBEHCKe eAeMeHTe U
PacIpOCTPabeHOCT TaKBUX TUIIOBA HOWIBY BaH rpanuia (cesepoucroune) Cpbuje.

Tpehe noraasme, Tpaguyuonaste napogue uipe, AOHOCH MOAATKE O UIPAYKOM
nacaehy Baaxa. Byayhu aa y doxycy ayroposor ncrpaxusama (Hukasa) Huje (610)
maec Beh Mysuka, oH MaxoM pedepupa Ha pe3yATaTe IIPETXOAHUX HUCTPAKHMBAYA
naecHor Hacaeha oBe eTHHUKe Mam1He, Te, KAO 1 OHH, YIOTPeO/»raBA TEPMUH ,Urpa’.
Tako Hac ayTop YKpaTKO YIIO3Haje C MAECHHMM perepToapoM, HaBopehum Hasuse
II0jeAMHAYHUX TIA€COBA/HMrapa, AU U ,UIPAYKUX THIOBA', OMHCYjyhu ¢popmanujy,
HauMHe I0BE3UBAbA M CTHACKe 0CObeHOCTH MAecatba. OmicaHe Cy U IIPUAKKE Y KOjIMa
Cy ce II0jeAHe HTpe U3BOAHAE, OpOj 1 oA u3Boh)ada, KAO U PeKBH3UTH KOjH Cy OHAH
00aBe3HH A0 UTpe, HAPOUHUTO Y OKBHPY 00peAHO-06muajHOT penepToapa. Hako ce
caM HHje 6aBHO IIPOOAEMATHKOM IIAECA, AYTOP Ha KPajy IIOrAaBs>A HIIAK YKasyje Ha
HY>KHOCT, aAH ¥ HeMOr'yhHOCT AMdepeHIuparma MAeCHOT PellepToapa YHI'yPjaHCKOT
H IJapaHCKOT BAAIIKOT eHTUTeTa, TpuMehyjyhu Aa cy pasanke npucyTtHe u y okBupy
CBAKOT OA UX.

ITocaepme, IeHTPAaAHO IIOTAABAE KibUTe jecTe TpaguyuoHaina HApogHa my3uKad.
Kopumhenu mysuuku Matepujaa je y Hajsehoj Mepu npHKyIs€H METOAOM TEPEHCKOT
PaAa, PeaAM3OBAHOI YTAABHOM y OKBHpPY PasAHMYMTHX IIpOjeKaTa peHOMHPAHHX
MHCTHUTYIIH)ja, Kao mTo ¢y ETHOrpadcku mysej y beorpaay u ErHorpadcku uHCTHTY T
CAHY. Ilpuxymnsame je BpIIeHO y BpeMEHCKOM MHTEpPBAAy AyTOM IPeKO YeTpAeceT
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ropuHa, saxsamyjyhu demy ce moxe mparutu oppebenn (Anc)koHTHHyHTET
My3uuKkux mpakcu. OBa TeMATCKa LIEAVHA je TOAeHEHA HA ABA CETMEHTa HACAOBA>EHA
Tpaguyuoraino HapogHo fiesarse n TpaguyuonaiHo HapogHo ceuparse. Y OKBUPY IIPBOT
OA BHIX Ay TOP IIPEACTABAA PA3AUYHUTE BUAOBE BOKAAHOT M BOKAAHOMHCTPYMEHTAAHOT
M3paXkaBama, He pasABajajyhu MX, a Kao PasAoOr 3a TO HABOAM HHXOBY CAMYHOCT.
Kao xputepujym 3a KaacudHKalHjy y3eTa je 5XaHPOBCKA IIPHIIAAHOCT, I1a Ce TOBOPH
HajIIpe 0 06peAHO-06MYajHUM [IeCMaMa TOAMIIISET ¥ SKUBOTHOT LIUKAYCa, 2 IOTOM U O
necMama orurre HaMeHe. F1ako je ayTop aKkijeHaT CTaBUO Ha AHAAM3Y My3HIKOT TEKCTA,
y3 [OjeArIHe BOKaAHE XAHPOBe AaTa je 1 Kpaha AeCKpHIIIMja KOHTEKCTa u3Boherba,
LITO AONPHUHOCH pasyMeBamy HUXOBe QyHKIHje. MeAomoeTcke KapaKTepUCTHKe
IecaMa CHHTETHCAHE Cy y OKBHPY IOCEOHOI MCTOMMEHOr IIOTIOTAABAbA. Y
IIOTIIOTAABAY HACAOBASEHOM Tpaguiytionaino HapogHo ceuparse GOKyC je ycMepeH Ha
HHCTPYMEHTaAHY [IPAKCY, & KAACUPUKAIIMjA HHCTPYMEHATA je U3BPIIeHA CTAHAAPAHO,
AdKAe TpeMa HauuHy AoOHMjama 3ByKa. IIpeAcTaBbeHe Cy OpPraHOAONIKE M
OpraHopOHCKe 0COOUHE I0jeANHAYHIX HHCTPYMEHATA, Te BIXOBE PA3AUKE Y OAHOCY
Ha apyre (cpricke) BapujanTe y Cp6uju 1 pernoHy, Kao 1 KapakTepUCTHKe CBUPKe Ha
muMa. OBO MOTIIOIAABAE je 320KPYKEHO MOAALMMA O IPYIUCAlbY HHCTPyMeHaTa y
Mare HapOAHE aHCaMOAe, XOMOTEeHOT U XeTepOIeHOT CACTaBa.

LTeAOKyIIHa €THOMY3HUKOAOIIKA €KCIIAMKALH]a j€ MAYCTPOBaHa C IEAECEeT HOTHHUX
3aIIMCa BOKAAHUX, BOKAAHOMHCTPYMEHTAAHUX U MHCTPYMEHTAAHUX puMepa, Meby
KOjHMa ce HaAase KaKO 3alIMCH HACTAAM Ha OCHOBY CHHMMAKa Koje je Ha4MHHO ayTop
AMYHO, TaKO M OHHU 3a6€AeXKeHH OA APYTHX €THOMY3HMKOAOTQ, YHME je YIOTIyHeHa
CAMKA BAQUIKOT MY3HYKOI KMBOTA. Ilopep MHGOPMATHBHMX HAPATUBA, BEAMKA
BPEAHOCT OBOI U3AAHA A€XKH y IEHOM ayAUO U AYAUO-BH3YEAHOM IIPUAOTY,
IPEACTABASEHOM Ha ABa AMCKA. ITpBu cappku 43 3BydHa 3aIMCa OACBHPAHHX H
OTIIeBAaHUX IPUMEPA, y OKBUPY KOjUX ce MOI'y Hahi M CerMeHTH pasroBopa BoheHux ¢
Ka3MBaYMMa Ha TepeHy. APyTH IPEACTaBAA HHOBALIK)Y KaAd je Y IIUTaly 00jaBsUBatbe
TepeHCKe eTHOMy3HKoAomKe rpabe, 6yayhu Aa ce Ha beMmy HaAasu 18 Bupeo npumepa
AEMOHCTpaljHje My3UdKe, AAU U IIAeCHe Ipakce Baaxa.

Uspame Baacu: tpaguyuonaina napogna mysuxa. Muzika Viahilor djin lumje,
IIPy>Xa AParolieH yBHA y GOIaTcTBO AO CaAd PEIUCTPOBAHMX BAQIIKUX My3HYKUX
’KAHPOBA M PACBETAHABA KAPAKTEPHCTUKE BAALIKOT My3HUKOT je3HKa. 360T Tora Kisura
Ap Aumurpuja Toaemosuha mpeacTaBsa BaXKHY M He3a00MAA3HY IIOAA3HY OCHOBY
3a 6yayha McTpakiBama BAALIKe, aAU U CPIICKe My3uKe y ceBepouctouroj Cpbujy,
6yayhu Aa Te ABe 3ajeAHMIIe BEKOBHMA XKHUBE 3ajEAHO HA IOMEHYTOM [POCTOPY, 1A 1
KyATypHO HacAehe oppaxkasa ysajamte yruriaje. OBoM MOHOTrpadujoM Cy OTBOpeHa
MHOTa IUTama, Mely KojuMa je moceGHO BaXHO M OHO UHjH CE OATOBOP AATEHTHO
IPOBAQYM KPO3 TEKCT: AeUHHCAE YHI'YPjaHCKOT U [JAPAHCKOT My3HYKOT AUjAAEKTa
(1 BUXOBUX BapujaHaTa).

HamnmcaHa npucTynavyHuM je3HKOM, KEbUIA je, OCUM CTPYYHO] jaBHOCTH, HAMEHeHa
U LIIpeM KPYT'y AyOuTesra BAAIIKE KYATYpe.

Maja Pagusojesuh
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Zbornik radova The tunes of Diplomatic Notes. Music Music and Diplomacy in South-
east Europe (18th—20th century) rezultat je predanog rada uredni¢kog tima kojeg
potpisuju dr. Ivana Vesi¢, dr. Vesna Peno i dr. Bostjan Udovi¢. Zajednic¢ka saradnja
Muzikolo$kog instituta Srpske akademije nauka i umetnosti te Fakulteta drustvenih
nauka Univerziteta u Ljubljani u koncu je urodila paznje vrijednom publikacijom
koja na ukupno 261. stranici teksta, upotpunjenog fotografijama, tabelama i sadrza-
jnim prilozima, detaljno razraduje problematiku odnosa izmedu umjetnosti, muz-
ike, kulture i drustveno-politickih prilika centralnog i jugoisto¢nog dijela evropske
regije. Sudedi prema rije¢ima urednika nastanak Zbornika inspiriran je medunarod-
nom konferencijom odrzanom u Beogradu tokom maja mjeseca 2019. godine, u
okviru koje se javnost upoznala s rezultatima istrazivanja respektabilnih muzikolo-
ga u ¢ijem fokusu je bilo medusobno prozimanje i ispreplitanje utjecaja na relaciji
muzike i diplomatije. Takoder, razlog vise za priredivanje i nastanak publikacije bila
je potreba za istrazivanjem nedovoljno zastupljenje teme u muzikoloskim diskur-
sima Centralne i Jugoisto¢ne Evrope. Nedostatak sistematskih i temeljito vodenih
istraZivanja u ovome pravcu predstavljao je valjan podsticaj za realizaciju projekta
koji bi na jednom mjestu prezentirao radove ¢ija nau¢na akribija moze biti temelj za
dalja istrazivanja, promisljanja i kontekstualizacije na pomenutom polju. Potrebno
je napomenuti i da je Zbornik svjetlost dana ugledao tokom 2020. godine, kao i da je
bio dijelom nau¢nog projekta Identities of Serbian Music Within the Local and Global
Framework: Traditions, Changes, Challenges, podrzanog od Ministarstva prosvjete,
nauke i tehnoloskog razvoja Republike Srbije.

Pored Uvoda, Zbornik sadrzi petnaest tekstova, ¢iju su jasnu metodolosku struk-
turu i originalnu sadrzinu potvrdili recenzenti dr. Milan Ristovié, dr. Lana Pa¢uka
i dr. Aleksandar Vasié. Publicirani tekstovi opremljeni su napomenama, neophod-
nom listom referenci, te pomno odabranim ilustracijama koje na adekvatan nacin
prate logiku pisanja svakog pojedinog autora. S druge strane, uvid u izvore i refer-
ence navodi na zaklju¢ak da su isti prvenstveno usmjereni ka arhivskim zbirkama, te
literaturi relevantnoj za oblast istrazivanja, $to kompletnoj publikaciji daje ozbiljan
nau¢ni dignitet. Zbornik je objavljen na engleskom jeziku, $to ¢e uveliko doprinijeti
njegovoj medunarodnoj vidljivosti, ali i nau¢noj iskoristivosti u $irim evropskim i
svjetskim kontekstima akademske zajednice zainteresiranim za drustveno-politicka
i kulturna pitanja trusnog dijela evropskog tla kojim se ova publikacija bavi. Pre-
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glednosti izdanja doprinosi njegova struktuirarnost u tri kompaktne cjeline koje se
sadrzajno oslanjaju jedna na drugu. Tako postavljena struktura omogucava da se
tekstovi is¢itavaju i prate na logi¢an i konceptualiziran na¢in, $to kompletnoj fizion-
omiji publikacije daje cjelovitost i ¢vrst metodoloski okvir. Valja napomenuti i to
da su cjeline (Diplomacy Behind the Scenes: Musicians’ Contact With the Diplomatic
Sphere; Reflections of Foreign Policies in National Music Spheres; Music as a Means of
Cultural Diplomacy) nastale kao rezultat temeljite klasifikacije tekstova s obzirom na
sadrzajnu problematiku kojom se bave.

Prvi dio Zbornika (Diplomacy Behind the Scenes: Musicians’ Contact With the Dip-
lomatic Sphere) donosi tri teksta, koja iz vizure razli¢itih vremenskih okvira govore
o umjetnicima ¢ije su diplomatske karijere, kao i muzi¢ko djelovanje pomogli ost-
varivanju i ja¢anju konekcija s razvijenim evropskim zemljama. Tako Ivana Tomi¢
Feri¢ (The European Character of Dubrovnik and the Dalmatian Littoral at the End
of the Enlightenment Period: Music and Diplomatic Ties of Luka and Miho Sorkocevic,
Julije Bajamonti and Ruder Boskovi¢) nastoji odgovoriti na pitanje koliko kulturna/
muzic¢ka sadasnjost duguje proslosti te na koji nacin, i u kojoj mjeri, ona obiljezava
univerzalno kulturno i duhovno opredjeljenje. Odgovor na postavljeno pitanje prez-
entira se kroz pracenje zivota i kreativnog rada istaknutih hrvatskih enciklopedista,
diplomata i muzi¢ara koji su djelovali u Dubrovniku (Sorkocevi¢, Boskovi¢), ali i
Splitu tokom 18. stoljec¢a (Bajamonti). Autorica teksta ustanovljuje da su pobrojani
umjetnici svojim djelovanjem izvréili presudan utjecaj na etabliranje hrvatskih in-
telektualaca — pri ¢emu je istaknutu ulogu odigrao njihov diplomatki dijalog. Potom
slijedi tekst kojeg potpisuju Vesna Peno i Goran Vasin (The Birth of the Serbian Na-
tional Music Project Under the Influence of Diplomacy), u kome je moguée slijediti dva
narativa. Prvi narativ donosi uvid u diplomatske depese koje su razmijenjivali cari-
gradski patrijarh i srpski mitropolit Josif Rajaci¢, dok drugi govori o ulozi Mihaila
Fjodorovi¢a Rajevskog (Muxana ®époposuy Paesckuit), utjecajnog ruskog diplo-
mate u Betu, u stvaranju panslavisticke kulturne politike i nacionalnih muzi¢kih ten-
dencija. Jasan slijed izno$enja podataka daje na znanje da su Rajaci¢ i Raevski igrali
vazne, ako ne i presudne uloge u sveukupnoj drustvenoj matrici zahvaljujuéi kojoj je
poznati srpski kompozitor Kornelije Stankovi¢ stupio na muzi¢ku scenu 19. stoljeca.
Prvu cjelinu zaokruzuje tekst Ratomira Miliki¢a (Petar Bingulac, Musicologist and
Music Critic in the Diplomatic Service), u kome se iznose saznanja o diplomatskoj kar-
ijeri Petra Bingulca — srpskog muzikologa $irokog opceg obrazovanja, ali i zavidne
diplomatske karijere ostvarene prije Drugog svjetskog rata. Ratomir Milki¢ iznosi
podatke o zanimljivim momentima Bingul¢eve karijere vezane za rad Ministarstva
spoljnih poslova Kraljevine Srba, Hrvata i Slovenaca, i to u vrijeme kada je odbranio
svoju doktorsku tezu u Parizu.

Drugi dio (Reflections of Foreign Policies in National Music Spheres) obuhvatio je
$est radova u okviru kojih se istrazuju ujtecaji inostrane politike na razvoj umjet-
ni¢kog, kulturnog i muzickog zivota jugoisto¢nog i centralnog dijela evropske regi-
je tokom 20. stolje¢a. Rad Ranke Gasi¢ (Musical Life in Belgrade as an Instrument
of Global Political Polarization on the Eve of WWII) prati muzicki zivot Beograda
neposredno pred pocetak Drugog svjetskog rata, uvidajudi da je isti nerijetko bio
politi¢ki inspiriran kulturama Njemacke i Velike Britanije. Nadalje, Srdan Atanaso-
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vski (Allies in Music: French Influences and Role Models in the Cvijeta Zuzori¢ Associa-
tion of Friends of Arts) detaljno analizira utjecaje francuske kulture na rad i aktivnosti
Drustva prijatelja umjetnosti ,Cvijeta Zuzori¢”, dok rad Ivane Vesi¢ (The Echoes of
Diplomatic Disputes. The Macedonian Question in the Work of Serbian and Yugoslav
Music Scholars) pojasnjava kako je tzv. Makedonsko pitanje zadiralo u interkultur-
alne odnose muzicara Jugoslavije i Bugarske te na koji na¢in su slozene diplomatske
prilike oblikovale percepciju o tradicionalnoj muzici obje zemlje. S druge strane,
Stefanka Georgieva (Before and After the “Treaty of Eternal Friendship.” Musical and
Cultural Contacts Between Bulgaria and Yugoslavia In the 1930s /an Attempt at Ty-
pology/) opisuje slozene i kontradiktornostima protkane politicke relacije izmedu
Bugarske i Jugoslavije tokom 1930-ih godina 20. stoljeca, pri ¢emu je naglasak stavl-
jen na njihovu tipologiju koju autorica prati kroz tri razvojne faze. Florinela Popa
(Music During the Cold War: A Romanian Story) i Lenka Ktupkova (“Ideologically
Progressive Art” Meets Western Avant-Garde) u svojim istrazivanjima paznju skre¢u
na diplomatska desavanja Centralne Evrope, koja su oko 1948. godine u Rumuniji i
Cehoslovackoj obiljezila umjetnictko, kao i muzi¢ko djelovanje.

Posljednji dio Zbornika (Music as a Means of Cultural Diplomacy), ima za cilj
prezentirati drustveno-politicke tokove u socijalistickoj Jugoslaviji, i to pocev od
1940-ih pa do 1980-ih godina prosloga stolje¢a. Teme prezentirane u ovom odjeljku
daju uvid u do sada manje znane detalje o bogatoj kulturnoj proslosti Jugoslavije, u
kojoj je muzika nerijetko bila orude slozene diplomatije. Pracenje tekstova poput
onoga Aleksandre Kolakovié¢ (Music and Cultural Diplomacy: Presentation of the “New
Yugoslavia” in France After 1945), omogucava da se saznaju podaci o diplomatskim
odnosima s Francuskom nakon Drugog svjetskog rata, kada je znacajna politicka
figura bio diplomata Marko Risti¢ — prvi jugoslovenski ambasador u Parizu nakon
zavrietka rata. S druge strane, Biljana Milanovi¢ (Sounding the Turn to the West:
Music and Diplomacy of Yugoslavia After the Split With the USSR and the Countries
of the “People’s Democracy” (1949-1952)) temeljito proucava politicka desavanja u
Jugoslaviji krajem 1940-ih, kao i njihove posljedice na muzicki Zivot — narocito u
smislu ostvarivanja konekcija s tzv. Zapadnim blokom. Novu perspektivu gledanja
na znacaj medunarodnih turneja profesionalnih tradicionalnih plesnih ansambala
daje Ivan Hofman (“Folklore Diplomacy” — the Role of Musical Folklore in Yugoslavia's
Foreign Policy 1949-1971), ukazujuéi na ¢injenicu da su isti imali zna¢ajnog upliva u
ostvarivanju politi¢kih ciljeva Jugoslavije u medunarodnim okvirima. Na pomenutu
tematiku nadovezuje se i Julijana Papazova (Yugoslav Music Diplomacy in the 1960s
and 1970s — the Cases of Esma RedZepova and the Band Magnifico), u &ijoj studiji saz-
najemo o turnejama bendova, ali i izvodaca tradicionalne muzike, ¢ije je djelovan-
je ostalo utkano u drustveno-kulturni prostor s kraja 20. stolje¢a. Na samom kraju
nalazi se tekst Maje Vasiljevi¢ (Cultural Cooperation Between the Non-Aligned Yugo-
slavia and the Neutral Finland From the 1960s to the 1980) koji sistemati¢no opisuje
institucionalne odnose na nivou kulture izmedu socijalisticke Jugoslavije i Finske u
periodu od 1960. do 1980. godine.

Zbornik The tunes of Diplomatic Notes: Music Music and Diplomacy in Southeast
Europe (18th-20th century) predstavlja vrijedno muzikolosko djelo, koje zahval-
jujudi jasnoj i sistemati¢noj strukturi omogucava uvid u vrlo slozene diplomatske
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odnose na prostoru Centralne i Jugoisto¢ne Evrope. S druge strane, publikacija u
potpunosti ispunjava svoju svrhu te tako pred akademsku, ali i $iru javnost iznosi
¢injenice o utjecaju diplomatije na tokove umjetnickog, kulturnog i napose muzick-
og Zivota. Stoga se moze konstatirati da publikacija, obzirom na kvantitet i vjerodos-
tojnost arhivskih izvora koje konsultuje i uspje$no kontekstualizira, ¢ini pionirski
poduhvat u regionalnim muzikoloskim istrazivanjima, ali i vrijedno svjedocanstvo
o minulim vremenima u okviru kojih je muzi¢ka umjetnost bila nezaobilazan dio
politicke, drustvene i kulturne svakodnevnice.

Lana Paéuka



HBAHA MEAUR
ITAPAAEAHE NCTOPHU]JE:
CABPEMEHA CPIICKA YMETHHYKA MY3UKA YV AUJACIIOPU

brorraa: Mysukoaomku HHCTAUTYT CAHY, 2020.
ISBN 978-86-80639-44-4

Hajuosujy xmury ap Isame Meauh, Ilapasesne ucitiopuje: caspemena cpiicka
YMETUHUMKA MY3UKa Y gujaciiopu, TIPOYMTAAA CaM Y EAEKTPOHCKOM ¢$opMmary, a ¢
BEAVKHM 3aHUMatbeM. [IHTepecoBatbe je OMAO F MY3HKOAOIIKE U AFYHE IIPHPOAE, U TO
u3 BuIIe pasaora. [ cama npumapam rpynu cBpureHux cryaeHara Qaxyarera Mysudke
yMeTHOCTH y Beorpapy koju >kuBe y HHOCTPAHCTBY; Y KHH3U CY IPEACTABAEHU U
KOMIIO3UTOPH KOje AUYHO IIO3HajeM; Hajaap, ped je 0 BEAUKOM Opojy KOMIIOZHTOpa
Maabe u HajMaal)e renepanuje Koju €y, Kao U ayTOpKa OBe KOMIIAEKCHE KIbHTe, OUAU
TeK y OCHOBHOj My3U4KOj IKoAH (a HekH Cy Tek 6uau pol)eHn) Kapa cam OTHIIAQ U3
Beorpaaa (1988).

Kmura uMa 317 crpaHuia, MTaMmaHa je Ha CPICKOM je3uKy (cmarpam Aa je
IPBEHCTBEHO HaMmemeHa uuTaouuma y Cpbuju) M caummasajy je: IPeAroBop,
3aTHM YBOAHO pasMaTparbe O Pe3yATaTHMa OBOI MCTPaKHBAIbA, 3a KOJUM CAEAE ABA
IIOTAABA&A: IIPBO, Y KOjEM CY ABE CTYAH]€, K APYTO, KOje CAAPIKH HHTEPBjye C ABaAeceT
KOMII0BUTOPa (0A TOra AeCeT UCLIPIHUjUX HHTEPBjya). CAeAe AGKCHKOH KOMIIO3UTOPA
u 6ubanorpaduja. Kesura je mocseherna Hammem eMuHeHTHOM My3HKOAOTY Ap MeanTun
Mpuann, HayyHOj caBeTHHIM Mysukosomkor uacTuTyTa CAHY, y nmensuju.

YBoaehu Hac, y IpeAroBOpy KibHre, y CAOXEHOCT Impobaema Bpahama
KOMIIO3UTOpa-eMHUIPaHaTa Ha CTPaHHULle UCTOpHje CpIcke Mysuke, IBana Meauh
M3AKE CBOjy ,XMOPUAHY“ MeTopoAOTH]y (KoM6HMHOBame My3udKe HcTOpUOTpaduje
C eTHOrpad)CKOM METOAOM, CAMYHO eTHOMY3HMKOAOIIKOM MPHUCTYIy) U obpasaaske
KpHUTepHjyMe KOjUX Ce APXKaAd y 0AAOHPY KOMIIO3UTOPA HMPEACTABAEHUX Y KEbH3H.
Kpurepujymu cy 6HAH A2 Cy KOMIIOBHTOPH OApacAr uau pohenu y Cpbuju u pa cy
OapeM AeAMMUYHO 0O6Pa30BaHH y MATULIA.

C TiM y Be3u — AQ AM 611 1 KOMITO3HTOP Kao wTo je Hip. Quann Mujaner, pohen u
IIKOAOBaH A0 dakyarera y Beorpaay, kao i Heku 0p Maahux KOMIIO3UTOpa HaBeAEHHX
y KEbH3H, TPeOaAo A2 GyAe YBPIITEH y OBY IpyIry?

Kaxo je ayTopka HaBeAa, OBO je TeK TOYETHA CTYAH]ja, Te Ce AOIIyHe, HACTaBIH HAU
HOBe KOMIIAEKCHU]je CTyAHje 1/ HAM MOHOTrpaduje MOry odekusary y OyayhHocTn.

BeoMa je MMITO3aHTHA, B YHEKOAHKO obOecxpabpyjyha Amcra KOMIIO3UTOpKU U
koMmosuTopa koje VBana Meauh HaBoau y yBoAHOM moraassy Mysuka ,usiybmenux”
lenepayuja: cplicku KOMAOIUTHOPY Y gujaciiopu; IMa X IPEKO Me3AeceT, yKaydyjyhu
U 3aBHAQH OpOj OHMX KOjH Cy Ce OAaBHAM IIeAArOLIKMM PaAOM y HamuM Bopehum
My3HYKUM HHCTHTynujama. ITopaxasajyha je ummenuna aa je BeAuku 6poj THX
KOMIIO3uTOpa, mako Maahe u wak Hajmaabe remepanmje, cracaae c kpaja XX u
nogerkoM XXI Beka, 6uo Beh adupMicaH y MaTHIM U AQ je CBOjUM H3MeINTarbeM
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AEAMMIYHO MAPTHHAAM3O0BAH Y 10j. CX0AHO TOMe je 1, cMarpa Ap Meauh, mocrojasa
norpeba BHUXOBOT MaKap HAKHAAHOT MY3HUKOAOLIKOT ,IIOBPATKa” y CPIICKY My3HKY.
C apyre crpane, BehuHa koMmosuTopa us Aujacrope ce Beh acuMiIA0BaAa y cBojuM
HOBUM CpEAMHAMa, A je THM BaXKHHUje OAPXKaTH HUXOB ABOJHH CTaTyC KOjUM
CpIICKa My3HKa MOXe caMo Aa Oyae Ha Ao6uTKy. MHTepecaHTHO je U ,Aa je cpricka
KOMIIO3UTOPCKA AMjaCIIOpa MPETEXKHO >KEHCKA', IITO ayTOPKa HABOAH KAO AT
BPEAAH Ad/oeT U3YYaBamba.

ITocAe H3AOKEHHX METOAOAOLIKMX OOpasAOXKeHma M TyMadema My3HuKe
Aujacriope, Fana Meauh cymupa 0cHOBHe pe3yATaTe CBOT AyTOTOAUILIIET TeMeAHOT
U HCLPIIHOT HCTpa)kuBama Koje je Tpajaso op 2013. po 2019. ropune. Ilopep
HCTOPHjCKO-IOAMTUYKOT OKBHPA U COIIMOEKOHOMCKOT KOHTEKCTa y KOjuMa Cy ce
OABHjaAe OBe MUTpaliHje, 3aHMMAHB TIpecek IPeACTaBoa U AOLUpamke KOMIO3UTOpa
U3 AMjacIope, KOjU Cy Ce HACTaHMAM IIPeTeXHO y 3eMmama 3amapHe Espome u
Ha aMepHuKoM KoHTHHeHTy. Ilparehm cTBapasauky reHesy THX KOMIIO3HTODA,
MBana Mepuh cymupa 1 Heke 3HadajHe COIIMOAOIIKE MOMEHTE Be3aHe 3a MIOAOXKA]
KOMIIO3UTOpa yMeTHHYKe My3HKe Y HOBOj CPEANHM: HOBE OKBHPe HHXOBOT ACAOBaK:A
U TIAACHPaka BUXOBUX KOMIIO3HUIINja, KA0 M Pa3AOTe OAAACKA Y MHOCTPAHCTBO.

Youenu cy u oppehenn mapasoxcu: xommosunuje Byka Kyaenosuha, xoju je
FOTOBO IIOAA CBOT CTBAPAAAYKOr BeKa IPOBEO y AMepHIH, BHIe Cy H3BoheHe y
Cp6wuju Hero y merosoj noTowoj noctoj6unu (, Amepuuxa iipusa” Byxa Kysenosuha,
31-41), aox je Micupopa XKebenan, koja je 11e0 CBOj KOMIIOZUTOPCKH OITyC OCTBAPUAA
y Cpbuju, Ouaa jeaHa OA MHTEpPHALMOHAAHO HAjIPU3HATHjUX U Haju3BoleHHjux
CPIICKUX KOMIO3UTOPKH U KOMIIO3UTOPA Y KHOCTPAHCTBY.

ITapapoOKC IpeACTaBAa U TO IITO Cy MHOTM KOMIIO3UTOPH, WIKOAyjyhu ce ,Ha
TeKOBUHaMa MOAEPHUCTHYKHUX, ‘KOCMOIIOAUTCKUX TeHAeHImja” (23), TokoM cTyamja
TEXHMAM Ka CaBpeMeHMjeM HAuMHy M3pa3a, AMIIEHOT IIPUMeca HAIIMOHAAHOL, Ad Ou
Ce, jeAHOM Ce HAIIABUIM § MHOCTPAHOM MHAEY, OKPEHYAH CPIICKOj U OAAKAHCKO]
My3HIU Kao u3BopuMa uHcrupanuje. Mehy muma, Bana Meauh uspBaja JoBany
Bankosuh xao jeAnHy KOMITOBUTOPKY KOja Ce ,eKCITAULIUTHO OCAAbaAd Ha BAAKAHCKO
$oaxaopHO Hacaehe jom pe npecemema y nHOCTpaHcTBO (24).

MHuTepecanTHa cy u nopehema yaore u IAacMaHa yMeTHHYKe Mysuke usMmely
3eMie MaTHIle M AUjacIiope, Tj. HOBe ITOCTOjOKHe Koja je 3a BehuHy MHTepBjyHCaHHX
KOMIIO3UTOpA U O1Aa OKOCHHIIA 3a opasaszak. C THM y BesH, 3aHUMSHB je TAPAAOKC
(mpema Ilumy Camcony /Jim Samson/) Aa je 32 KOMIIO3MTOpE CTapHje reHepanuje
(xao mro cy unp. Beph Aurern / Gydrgy Ligeti/ uJanuc Kcenaxuc /Iannis Xenakis/ ),
01O UMIIepaTUB A HAITyCTe CBOje MOCTOjOMHe KaKO OU M3AIIAM U3 AHOHMMHOCTH H
CTYNIHAM Ha HHTEPHAIIMOHAAHY MY3HUKY CIIeHY, a AA ¥ AAHAIIIkeM BpeMeHy TO Huje
HEOIIXOAHO.

ITurame ,IloBparak y AOMOBMHY... MAM HIIAK He?” Ha Kpajy OBOI IIOTAABAcQ,
Pa3sMaTpaHo je Kpo3 IPU3MY COLUjaAHMX, IOAMTHYKHMX U KYATYPOAONIKUX YCAOBa,
OAHOCA eBPOIICKMX U CBETCKMX KYATYPHUX M YMETHMYKHUX LIeHTapa IpeMa KYATypu
ylepuepHux” 3eMama y Koje ce cBpcraBa u Cpouja. Aa je ,HajTexxe OUTH IPOPOK
y cBojoj kyhu” nokasyje npumep Ane Coxoaosuh umju je ,60rar u pasHOBpcaH
OIIyC ‘OTKpUBeH TeK KaAd je KOMIIO3UTOPKA CTEKAA CAABY Y CBOjOj HOBOj AOMOBHHH

(Kanapm)“ (28).
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Y noraasay Cpiicku xKomilosuttiopu y gujactiopu: ciliyguje cAy4aja, Haaase ce ABa
TEeKCTa 4YHje je AeAOBe ayTOpKa paHHje 00jaBHAQ, a KOJU Cy OBAE AOIYHEHH HAM
IpeBeAeHH HA CPIICKH jesuk: ,Amepuuka ipusa” Byka Kysemosuha u ,Barkancka
Poakiiponuxa” benga Apxau: cpiicka eiliHO My3uka Upeocmuuibena 3a Opuiancko
wiprcuwitie (OPUTMHAAHO HAa EHIAECKOM je3nky). Mako o6jeKTHBHO caraepaHa
peueruja  KyaenosuheBor crBapasamrTBa IIpepOYaBa HEroBy yMETHHUKY
IpHUCYTHOCT Ha 6eorpaackoj (cprickoj) mysuaxoj cuen, Misana Meanh youasa jeary
OMTHY KOMIIOHEHTY CPOAHY MHOTMM KOMIIO3UTOPHMA Y AHjacIIOpH, a TO je rybuTak
KOHTeKCTa Koju 0be30elyyje peAeBaHTHOCT, IITO ce II0CEOHO OAHOCH Ha KOMITO3HTOpE
cpeambe rerepanyje (41).

He Mory a aa He ymopeauM ABe TparmuHe cyabune: Byka Kyaenosuha, xoju je
IpeMHHYO ball KaAa je HaMepaBao Aa ce Tpajao Bpatu y Cpoujy U BepOBATHO MOCIIENIH
usBoheme cBojux Aeaa y marury, u Hcupope XKebeman, unje ce crBapaaiTso
KPeTaAO Ka 3eHUTY IOIyAApPHOCTH Ha MelyHapOAHOj CIleHM Yy TPEHyTKy IbeHe
IIpepaHe CMPTH.

Omncexua crysuja ,Baiskancka ¢orkitiponuka” benga Apxau 3ampaBo je
pasMaTpame O jOII YBeK BeOMa aKTYeAHUM TeMaMa Kao IITO Cy OAHOCH etliHoMY3uKe
u world music, 6aakancke Mysuke u yrunaja OpujeHTa, HAPOAHE U quUAsi HAPOAHE
mysuke. Tepmunn eTHo 1 world music i opHOC H3Melyy BHX HAPOUHTO je U3paXKeH ¥
MOCACABUX HEKOAMKO AerleHuja y CjeaumeHnM AMepHdKuM ApiKaBaMa, TA€ Ce OBaj
MTOCAEAY TEPMHH ITMPOKO IPUMEbyje Ha pa3AMYHTE BPCTE My3HIKHX )XKaHPOBa KOjU
He IIPHUIIaAQjy YMETHHYKOj MY3UIIU KAACHYHE 3allapHe IIPOBeHH]jeHluje.

IleHTpaAHM M HAjONCEXHHUjU A€O KIbUTe IIPeACTaBsa  IIOTAAB&E  TIOA
HasusoM Komitosuitiopu y iipeom auyy (61-206). Yeyhyjem ce aa kaeM aAa je To
HajUHTepEeCAaHTHUjU U Hajy30yAsHUBHjU Aeo oBe Kibure. [Bana Meauh je obaBuaa
OTICeXKHE PasTOBOPE Ca AECET KOMIIO3UTOPA, AOK j€ AOAATHHUX AeCET HHTEPBjya AATO y
popmu kpahe KoHBep3aruje, ayTOOHOrPadCKUX KPOKH)ja, OATOBOPA HA YIIUTHHUKE. Y
BHMa Ay TOPKa IIPEACTaB»a KOMIIO3UTOPE M3 AMjaCIIOpe M IbUXOBE KOMITO3HIIUje KPO3
HEYCHAEH AWjAAOIIKH TOK, BEIITO YCMEPEHUM MUTambUMa AOYapaBa HHXOBE AUYHE,
XXMBOTHE IIpHYe, HHTUMY CTBAPAAAIITBA, CTBAPAAAUKy IoeTuky. C HekuMa op BHX
VBana Meauh octsapyje 6ansax opHoC nomyT oHor ¢ JopanoMm Bankosuh (Csuparse
xao Gexciueo y aeiwu ceeirt) n Mumom Llsujosuh (,Irag” 3a nosum casnaruma
xao ilokpetiax). CBOjUM YIIUTHUKOM y QOPMH AHMjaAOra, ayTopKa HAac yBOAU Y
IIPHYY, TAKO AA YHTAAAL] UMa YTHCAK A M CaM IPUCYCTBYj€ BUXOBOM Pas3roBOpY.
M3spBojrsa OMX aHAAMTHYKH IPHUCTYI KOMIIO3MIMjaMa y pasroBopy ¢ Haramom
Borojesuh, Amepuka je gpyiu ceeiti, moToM buorpadcky mpudy axapemuka Msaxa
Jesruha, ,Oguceja” carob6ogHot ymeilinuka, 3aTHM ecej O AHFAXKOBAHOCTH YMETHHKA Y
CaBpeMeHOM CBeTy Koju aooHocu Hosa kaacuka 3a crobogy u cilac iiranettie: pasiogop ca
Muanowem Pauuxosuhem, Kao 1 OIICeXKaH pasroBop ¢ AaekcaHApoM AaMmaHoBHheM,
Csaxa wimiuya najoose tiesa Ha ceojoj ipanu. VHTepecanTHe Cy mosuiuje Tpujy
KOMITO3UTOPKH KOje Cy Y CBOjUM HOBUM IocTojomHama — Hemaukoj, XoaaHaujy,
opHocHO Beankoj Bpuranuju — opopmuse uspohauke rpyre y Iusy Ipe3eHTOBabA
cBoje Mysuke: KomiloHosare kao cmucao basnera mysuxom: pasiosop ca Cremarom
Hewwuh; One Woman Band: pasiosop ca Jachom Beauuxosuh; Csuparse kao bexcitiso
y Aediwiu ceeiti: pasiosop ca Josanom Bayxosuh. Y1 oBpae ce Hamehe jeano mopebheme:
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n y Cp6uju mocroje 3HavajHe yMETHHYKE ANYHOCTH U M3BODauKa TeAa — H3ABOjHAQ
6ux nujaructkumy Haay Koayunmjy, ancam6a ,I'papuanmre” n Beorpapcku Tpro —
CIIeIIMjaAU30BaHU He CAMO 32 CaBpeMeHy CPIICKY YMETHHUKY My3HKY, Beh 11 3a MysuKy
KOMITO3HTOPA U3 AMjacIIope, Te 6u ce 6yayhe maacuparme KOMIIO3UIHja H3 AHjacIiope
MOTAO CarA€AATH U Y TOj CBETAOCTH.

Aecet kpahux Anjasora — OArOBOpPH Ha YIIUTHHK ,y IIPBOM AHITY “ — IPEACTABAA)Y
BUBeTe 0 KoMmosuropuma: op Muanne Iapanocuh u ViBana Eae3osuha, ycremsux
y CAA, A0 OHHUX KOjH Ce IIPETeXHO OaBe OPraHU3ALHOHUM AEAATHOCTUMA, KA0 IITO
cy Teopopa Cremanunh u Maja Quannosuh Qpanrer.

Oxpabpyjyhe 3Byun aa je Behmna maahux kommosuropa y HMHOCTpaHCTBO
OTHIIIAQ MITAK U3 JKehe 33 HOBUHAMA Y MY3HUIIHY, d He HCKAYUHBO 300T TIOAMTHYKE HAH
eKOHOMCKe cHTyanuje (Maaa Cy U OHe MMaAe 3Ha4ajHy yAOTY y BUXOBOj OAAYLH O
0AAACKY), Kao 1 Aa je BehuHa BHX ycIieaa Aa ce OCTBapH Y CBOjOj My3HUKO-KPEaTUBHO]
yaosu. A obecxpabpyjyhe je aa Behuna 3a capa Hema Kemy Aa ce BpaTH, yTAQBHOM
300r HerocTojama MOryhHOCTH pelaBamba eKOHOMCKOT CTaTyca.

3a 6yayha MysukoAoIKa mpoydaBama, Kao U 3a capalme 1 Oyayhe opranusarope
My3HYKUX Aorab)aja, AparorieHy pusHHIly mpeAcTaBaa orncesxxHu Aexcukon. C mpexo
Ie3AeceT KOMIIO3UTOPA, MPEACTABAEHUX IO a30ydHOM peay, Aexcukon 3aysuma
sHauajan peo kwure (207-312). Y3 cBakor kommosuTopa (ocuM y3 ABa), Haaase
ce ¢ororpaduja, kparka 6uorpaduja U IMpHKA3 AOCAAAIIBET OITyca ca M36opom
3HAYAjHUjUX KOMIIO3HIIMj. Y3 TO, OHAQjH U3BOPH 1 AMYHU BeOCajTOBK KOMIIO3UTOPA
(yKxoAMKoO IOCTOje) BaxkaH Cy M3BOP M YITyTHHIE 32 Adba UCTPAKUBatba. AyTOpKU
je Kao y30p BepOBAaTHO IIOCAY)XXHAA aHTOAOTHjcKa Kmura Muzicki stvaraoci u Sr-
biji (Prosveta, Beograd 1969) npodecopa Baacrummpa Ilepmunha, jeane oa
Haj3HAYajHUjUX AUYHOCTH CPIICKE M jyTOCAOBEHCKE MY3UKOAOTHje ApyTe IIOAOBUHE
XX Bexa.

bubanorpaduja 0p roToBO CTOTHHY jeAuHMIa ymyhyje sauHTepecoBaHOr
YHTAOI}A Ha IIHPU KPYT TeMa U3 OBe 0OAACTH U IIPY>KA YBUA Y TeHe3y HACTAHKA KIbUTe
Kpo3 panuje TekcToBe VBane Meauh.

M jeaHa HeoOmyHa omacka 3a Kpaj. AOK caM IIPerAeAaAd AKMCTY KOMIIO3HTOpPA
3acTymweHux y Aekcuxony, Ha Apyrom mporpamy Papmo-teaeBusuje Cpbuje y
Beorpapy, koju cam mpaTHaa 0HAQjH y BammHrrony, Tekao je pasrosop Axe hupure
¢ Apcenujem JoBanosuhew, HajcrapujuM xomnosutopoM u3 Aexcuxona. OBo Me je
HABEeAO A2 TOMHCAMM: Ad AU Feorpadcke yAa,»eHOCTH MaTHUIle M AMjacliope Y AaHalllibe
BpeMe 3alCTa IPeACTaBoajy mpenpeke?

,Moj kpaj je Moj nouerak” (Tmjom ae Mamo/Guillaume de Machaut/). Taxo
je 1 OBa KEbHra jeAHO ,,0TBOPEHO AEAO” KOje IMPEACTaBba He CAMO XPOHMKY jeAHOT
BpeMeHa, Beh M H3230B IIPOYYABAOIMMA CPIICKE My3HKe, YMETHOCTHU 1 KYATYpe Aa ce
HAAOBEXY Ha OBO 3HAYajHO, BPEAHO U MHCIIMPATUBHO HCTPaKUBakbe.

Carsa I'pyjuh-Baajuuh



NoOI ISTORII ALE MUZICILOR ROMANESTI
2 VOLS:
I. DE LA VECHI MANUSCRISE LA PRIODA MODERNA A MUZICII ROMANESTT;
II. IDEOLOGI, INSTITUTII $I DIRECTII COMPONISTICE IN MUZICA
ROMANEASCA DIN SECOLELE XX-XXI.

EDSs. VALENTINA SANDU-DEDIU AND NICOLAE GHEORGHITA.

Bucharest: Editura Muzicala, 2020, 372 + 444 pp.
ISBN 978-973-42-1155-5 (Vol. I) and 978-973-42-1156-2 (Vol. II)

These are the first two volumes of three constituting a remarkable survey of the
history of Romanian music. It is remarkable because of its historical breadth and
because it brings together chapters by some of the finest Romanian musicologists
working today. The third volume, still in production, will deal with the work of some
sixty Romanian composers born after 1870 and up to 1970.

The first volume begins with a chapter by Costin Moisil, entitled “Instead of a
history of early Romanian music”. It is, in effect, a history of musicology dedicated to
that subject, but viewed through a wide-angle lens that takes in both the Romanian
psaltic tradition and more Western genres, whether folk music or art music, with the
aim (successfully achieved) of making the reader ponder and question what have
been the dominant narratives in Romanian musicology until now. Nicolae Gheo-
rghita’s chapter deals with lay musical practices in the domestic courts of the lords
and boyars of Wallachia and Moldova in the “Phanariot period” (1711-1821), trac-
ing connections between Constantinople and Romania, and analysing music, texts
and instruments within the rich context of the Ottoman world, a subject that the au-
thor has been working on in detail in a series of articles and books published during
the course of the last decade or so.

A counterbalance to this, demonstrating further the remarkable extent of Roma-
nian connections with both East and West, is provided by Vlad Viidean’s discussion
of the pre-modern period in professional music making in Transylvania between the
16th and 18th centuries; the first phrase of his title, “Between cosmopolitanism and
localism’, says it all. The fertile crosscurrents of Transylvanian, German, Hungarian
and other cultures remind us that “global Europe” was a reality long before the 20th
century. Costin Moisil returns with a survey of music in the Romanian Principalities
during the long 18th century, discussing the influence of other European traditions
within the Romanian educational context and the increasingly urgent question of
what a national music might be, and covering all categories from folk and military
bands to Orthodox church music. This theme is continued, in different ways, by
Valentina Sandu-Dediu in her chapter on the beginnings of “Romanian composers,
between nationalism and the obsession with synchronizing with the West”, a theme
transversal to the Balkan countries but also reflected in the Mediterranean world,
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where, for natural geographical reasons, the West was in fact the North. This ten-
dency not only brings us to the ubiquitous figure of Liszt, but confronts us with the
work of a concert composer such as Constantin Dimitrescu (1847-1928) and of a
liturgical composer such as Gavriil Musicescu (1847-1903), two symbolic aspects,
so to speak, of the cultural fascination exerted on Romania by various aspects of
French, German and Slavic cultures and the importance of this in the complicated
negotiations and struggles for a united Romania, entangled as they were with the
events of the First World War.

The literary aspect of the background to this complex scenario is discussed by
Haiganus Preda-Schimek in her chapter on the absorption of other cultures in the
Bucharest of the 19th century — she discusses the ethnic questions that form the
background of this, and methodically examines domestic music-making, dances,
theatre, cafés and more, as well as dealing with the role of the “elite” in the establish-
ment of such tastes. Florinela Popa complements this with a discussion of nationalist
propaganda in the Romanian musical press at the end of the 19th century, examining
the dilemma of what “national characteristics” might actually be, and their manifes-
tations and manipulations in folk, concert and church music. Nicolae Gheorghiti
then discusses in some detail the importance of military music in Romania and Mol-
dova and its complicated relationship with the socio-political climate of the peri-
od, and finally Vlad Viidean provides a fascinating and provocative reassessment
of Enescu and his importance, both real and symbolic, in the context of Romanian
musical history: “It is therefore obvious that Enescu could not conceive otherwise
the fundamental joints of music except through the prism of the specific categories
of the purest romantic idealism, which he lived with all sincerity, freeing them from
any ostentation or morbidity, establishing through his music a reciprocity, incessant,
seemingly implausible, between tumult and splendour, in fact between the affective
mobile and the contemplative horizon” (p. 344).

Volume 2 covers a very wide range of material. Valentina Sandu-Dediu opens
with a chapter discussing musical ideologies in 20th-century Romania, effectively
picking up from the final chapter in the previous volume, and covering, for example,
Bart6k as an avatar of Romanian spirituality, the impact of socialism and the ques-
tion of nationalism and the avant-garde. This is followed by an essential chapter cov-
ering the institutions created and involved in the construction of modern musical
life, by Antigona Radulescu and Alice Tacu, who discuss not only university educa-
tion but concert organizations, associations, radio and festivals. Mihail Cosma then
discusses the rich tradition of opera in Romania in the 20th century, including not
only Bucharest but Cluj, Iasi and Timisoara, and this is usefully complemented by
Irina Boga’s discussion of operetta in Bucharest, certainly an area of research almost
completely unknown outside Romania.

Fascinating indeed is the subsequent chapter by Speranta Ridulescu on the tra-
jectoris of oral traditions in the long 20th century. While Bartok naturally appears
in his role as an ethnomusicologist, what is truly remarkable here is the extent of the
fieldwork and research that has been carried out by so many throughout this period.
Her conclusion is simultaneously pessimistic and optimistic: ... the new urban mu-
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sic remained alive, while that from the dawn of the twentieth century barely survive
and this will find its meaning and fulfillment in the next century, the one in which
we now live” (p. 216). Costin Moisil then discusses the construction of a national
church music, moving from the period of Hieromonk Macarie and the romanianiza-
tion of Greek-texted chant to the very visible presence of church music in Romania
today.

Again, a repertoire certainly unfamiliar to most outside Romania is presented
by Nicolae Gheorghiti in his chapter on 20th-century military music. It is full of
detail and demonstrates the fundamental role this extensive body of music — and
its performers — had in the affirmation of a Romanian national identity and the im-
plementation of musical education. The following two chapters, by Alex Vasiliu and
Andrei Tudor respectively, deal with Romanian jazz and light music, again, covering
not only the composers and performers of these repertoires, but taking great care to
place them in the context of institutions and musical promoters. The final, substan-
tial chapter by Dan Dediu, deals with the huge range of techniques and aesthetics
adopted by Romanian composers during the course of the 20th century, ending with
a very useful summary in table form.

These two volumes provide, then, a hugely valuable and comprehensive overview
of Romanian music, which will be usefully complemented with the publication of
the third. An ideal future step would, of course, be an English translation of the text:
Romanian music remains far too little-known outside the country’s borders, and the
vast amount of information given here not only underlines its richness but, to this
reader, suggests the potential of a much wider listenership and scholarly interest.

Ivan Moody






AUCKOTPAO®UJA CPIICKE YMETHUYKE MY3UKE Y 2020. TOAMHU

Y Cpb6uju je Terxo nponahy 3BaHUYHE IPOrpaM KOju O MAQHCKH, IPOPECHOHAAHO
U CHCTEMATCKH IOAPXKaBao 00jaBAUBaIbe AeAd AOMAahMX KOMITOBHTOpa yMeTHHUKe
My3HKe Ha TPajHHM HocaunMa 3ByKa. Koauxko je ayTopy oBHx pepoBa IO3HAToO, a y
TPeHyTKY KaAd MX ITHIIe, TO He PAAM HU PeCOPHO MUHUCTAPCTBO, a HU IIpoaykiiuja
rpaMoOHCKHUX [IAOYA, OrPAHAK Hallle HAIIMOHaAHe Meanjcke kyhe Pasro TeaeBusnja
Cpbuje, nako je y 3aKOHCKOj obaBe3u Aa rpahjaHumMa mpysku M caspiaje BHCOKe
YMETHIYKE BpEAHOCTH, 2 [IOTOTOBO OHe KOju oTudy u3 pooMahe cpepute. [Tpoayximja
rpamo¢onckux maoda PTC-a auje axxypupaaa cBoj xaTasor op 201S, a ciucak HOBUX
uspama op pebpyapa 2020. roauHe, Ima ce He MOXe Ca3HATU Ad AM je ToKoM 2020.
06jaBrAa HjeAQH KOMITAKT AUCK C ACAMMA CPIICKHX KOMITO3HUTOPA YMETHITYKE MY3HKe.

YmecTo MuHHCTapCTBa KyAType 1 HHPOPMIICAbA, 00jaBoHBatbe A€Ad CPIICKHUX
ayTopa KAACHYHHUX >XaHpoBa TpapunuoHasno momaxe COKOJ, xoju Ha ocHOBY
KOHKypca pacropelyje cpeacrBa pasuum pomahuM MHCTHUTYyIMjaMa OA KOjUX ce
CaMo HeKe IIPEeBACXOAHO OaBe H3AaBarbeM Hocada 3ByKa. IIpurpemMana ¢ pasAnduTiM
OyleTHMa M OCTBapeHa C PA3AMYHTHM IPOPECHOHAAHMM AOMETHMA, Ta H3AAMA
Ce IIOHEKAA PA3AMKYjy Y OAHOCY Ha mocTojehu cTaHAApA, aAM Cy CBakako BHIIe
HEro AparoreHa 3a Hally MCTOPHjy yMeTHHMYKe My3HKe K0joj Beh Ayro XpoHHYHO
HepoCTajy (6MAO KaKBU) CHUMIM KOjuMa 6 Ce MMPOj MyOAULM MPEAOYHAO TA CY
M KaKO CTBApAAM HAlIM 3HA4YajHH KoMrosuTopu. Heku npusaTHH M3paBauu Koju ce
[PUXBATajy OBHX HEKOMEPLUjAAHUX IIOCAOBA, 3aXBasyjyhu KOAMKO eHTy3ujasmy,
TOAHKO M AOHAIIMjaMa M APYTOj $UHAHCHjCKOj moTmopy, Beh cy mocraau pesoBHHU y
0BOj obaacTy, a Mehy BuMa ce U3ABajajy ,Mascom’, ,Metropolis Music Company*
u ,Vertical Jazz%, Aok je ,Mysuka kaacuxa“ cBaxako HajsHauajHHje AoMahe H3AaBaUKO
nMe Koje Beh roapnHaMa 06jaBayje Kako IIOIyAApHE, TAKO U TEMATCKH HHTPUTAHTHE,
peTKe U IIpeMHUjepHe CHIMKe CPIICKe YMeTHHYKe My3HKe.

3axBanyjyhu momohn COKOJ-a mpuauky Aa OyAy HM3AaBauM COICTBEHHX
CHMMAaKa MMajy X MHOTY My3HYKH YMETHHIM U aHCAMOAT, 2 Ha TOM IOy HajBHILE je
yPaAHo aHcaM6A 3a HOBY My3HKY ,Ipapnanmrre’. OAGOp 3a 3aIITHTY CPIICKE MY3HIKe
bamrune CAHY rakohe Beh ropmmama objaBayje cHEMKe AeAa KOMIIOBHTOPA,
yaaHoBa CAHY, yraaBHOM y capapmbH ¢ IPUBATHUM M3AABAYMMa KOjH HOCE TeXHHYKU
A€o0 TIOCAQ.

Ty cy u unocTpaHe u3paBauke kyhe koje Cy 3aMHTepecoBaHe 3a Hallle MY3HIKO
CTBApAAQIITBO, M TO C HEIIOIPEIINBUM YKYCOM 332 OHO Haj0OMde M HAjKBAAUTETHIjE,
a paneko mipeamadn Hemauku ,,CPO“ (,Classic Produktion Osnabriick®), ca pecerak
KOMITaKT-AMCKOBa CPIICKe MY3HKe, OA cTHAH3anuje poakaopa (Sparks in the Dark, B.
Bepu u B. Byman, 1994) cpeamosekosue 6amtune (Roots of the Balkans, ancam6a
,Penecanc’, 2001), npexo Cresana Xpucruha (csure us Oxpugcke scienge, 1998),
Jocumna Caasenckor (Baikanogonuja, 1998), Mapxa Tajuesuha (Cegam baxarnckux
uiapa, 1999) u Bacuanja Moxpamiia (KOMHAeTHa KaMepHa AeAQ, 2014), A0 Munaana
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Muxajaosuha (aeaa 3a opkectap u kamepHu opkectap, 2018) u Ucupope XKebeman
(Korou Ceeimioi Mapxa, 2007. 1 kamepHa peaa, 2011).

MHoro mupe, 1 OBIM IPHKa30oM HeoOyxBaheHo jecTe mose MysHIKOr H3BODaIITBA
Y 3eMAU M MHOCTPAHCTBY Ha KOMe Ce, YTAABHOM ITy TeM CTAaHAAPAHOT perepToapa, Mory
9yTH MHTEPIIPETaTHBHY AOMETH HAIIIMX YMETHHKA CBUX reHepanmja. Kypuosurer je
Aa je nspaBauku rurant ,Decca® Tokom 2018-2019. 06jaBro, MPBU ITyT Ha KOMITAKT-
AUCKOBMMA, YHTaB HU3 CHUMakKa beorpapcke omepe 13 HeHOT 3AaTHOT IepHOAQ, U3
IeAeCeTHX U IIe3AeCeTHX I'OAMHA ITPOIIAOT BeKa, HauMe omepcka peaa Jajkosckor
(T1. Y. Yaitxosckuit: Esienuje Oteiun u ITukosa gama), Bopoanna (A. IT. Bopoaus:
Knes Hiop), Tamnxe (M. W. Taunka: Hsan Cycarwun), Pumckor-Kopcakosa (H. A.
Pumckuit-Kopcakos: Cheiypouka) u Mycoprckor (M. I1. Mycoprekuit: Bopuc
Togynos u Xosanwmuna). Tux ceaam omepa, y nssohemnma Beorpaacke omnepe us
195S. ropune, objaBrAa je y jaHyapy HpOIIAe TOAMHE HeMadka AMCKorpadcka Kyha
yHanssler Classic®) Ha ykymHO ABapeceT ABa AMCKA.

Kaaa je ped 0 3eMaama y okpykerby, He Moxe ce usbehu mopeheme ¢ xpBarckim
uspaBaueM ,Croatia Records” xoju oppskaBa HEKOAMKO TEeMAaTCKHMX IIPOTPaMCKHX
AunMja. Panrupana cy u u3pama Koja ce TEelKO MOT'y Ha3BaTH YMETHIYKOM MY3HKOM
(3anummuBo je A2 je u IITTI PTC 06jaBro cAM¥aH KOMIAKT-AUCK HCTE ayTOpKe
nosHare xao Jela Cello), nomyaapue Hymepe kaacuue mysuxe (Ana Pykuep/Ruc-
ner), Beauku penpopyktusau ymernunu (Hesen Beaamapuh, oumana Moanap-
Tanajuh, Vaa Tamyaun), HajnosHaTHja Aeaa U3 Mysuuke Gamrtune (omepere Ve
Tujapaosuha), aAu 1 MOceGHU MPOjeKTH, PENPHHTH MAM Tpemujepe, nocBeheHn
Beamkanuma nnpomaoctu (Msan 3aju, Bpyno Bjeauncku, Msan Ayxauuh). Hepocrajy,
Ka0 U CBYAA Y OKpy>kery ocuM y CAOBEHHjH — AeAa caBpeMeHUX AoMahux ayTopa.

*kk

Toxom 2020. ropAvHe CTpaHK H3AABAYHU CY Ce OOPaTHAU Ay TOPUMA CPIICKe My3HKe
ABa IyTa. YraepHa HeMmauka kKyha ,CPO“ o6jaBuaa je, Ha HHBOY CBOjHX BHCOKHX
CTaHAAPAQ, M3a0paHy KAABHPCKY My3HKy Bacuanja Mokparslia, I03BaBIIN HjaHUCTY
Baaaumupa Tauropumha y cryano Hemauxor papuja y Bapen-Baseny aa ocrBapu
CHUMKe y HajoosuM Moryhum ycaoBuma. A ¢pannycku mspasad ,Inde'SENS”
IPEACTABHO je LJeAOKYIIHA AeAQ 3 KAABHP akapeMuka VBana JepTuha Ha ABoCTpyKOM
KOMIIAKT-AUCKY KOju €y y caau Omepe 1 TeaTpa ,MapseHHjaHyM " ¥ 3eMyHY CHUMUAN
nujanuctu Aparasa Temapuh, Baaaumup Muaomesuh u Baaanmup Iauropuh.

Hasepenu anck nujanucre Baapumupa Iauropuha Apyru je KOMIAKT-AMCK KOjU
je kyha ,,CPO“ nocsetuaa Bacuanjy Moxpamiy (HakoH KamepHe My3uke o6jaBmene
2016). Opabpana cy peaa Koje Hajbome TPEACTABAR]Y ayTOPOBY MOETHKY, HauMe
ITMKAYCH KOjHU Ce CacToje 0A KapaKTepHHX, jearpOBUTUX MUHHMjaTypa. M3pame oTBapa
Menyein (1944 ), a HactaBmajy Opaimeniuu (1955-56), Hipe (1950-57), opabpane
Eiuge (1951-52), Hninume (1973), Ipeaygujymu (1975), a 3aBpImaBa ra BpXyHCKO
OCTBapeme CPIICKe My3HKe 3a KAAQBUP LieAoT Ipomaor Beka — noema Ogjeyu (1973).
Baapumup Tauropuh je msBaHpepaH Tymau Te MysHKe KOja Op HHTepIIpeTaTropa
3axTeBa M BEXEMEHTHOCT M acKe3y, M HIpame H MEAHTAIHjy, ¥ BHUPTYO3HUTET H
AHAAUTHYHOCT.
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Opannycku uspasad ,Inde’SENS® nocae xommaeTHux Aeaa 3a gpaayTy (Bencan
Ayxa /Vincent Lucas/ u opxectap ,Cranucaas Bunmuxu®, 2017), objasuo je
M LJeAOKYIIHA KAABUPCKAa Aeaa akapemuka Vsama Jeptuha (Beorpap, 1947), ma
ABOCTPYKOM KOMIIAKT-pAMCKy. CHuMaHa TokoM ampuaa 2019. Ha criesn Omepe u
Tearpa ,MapseHujanyM”, JesrrheBa AeAa Ipyxajy yBHA Yy ayTOPOB CTHACKHU ITyT
AYT TIPEKO UeTHPH AelleHHje, CarAeAdH M3 BH3ype KAABHPCKOT 3ByKa. AKAAEMCKH
HEOKAACHYaH, KOAMKO Pa3HOBPCTAaH TOAMKO U TPAAHIIOHAAAH Y CBOM YTACAAY Ha
KOMITO3UTOpe IpBe IoAoBHiHe XX BeKa, Taj HU3 KOMITO3MITHja CAYIIA Ce Kao PasUTPaH,
eKCIIepTCKH HAIHCAH AHjaAOT ayTOpa C HerOBHM Y30pHMA M OKYIIaBame I'DaHHIA
COIICTBeHe My3HKaAHOCTH. Tpoje M3BPCHUX ITHjaHICTa AAAY CY HEMEPASUB AOTIPUHOC
KBAaAUTeTY M3Aaa; TO Cy: Aparana Temapuh, Baapumup Muaomesuh u Baapnmup
Txuropuh. OacBupasn cy xommnosunmje: Beune susuje, Ceuitia uiapa, Conara 3a
KAaBup, AitimocPepe, Ileiti geujux toptupeinia, Aeitirou komagu, Tpu tioxpeina, Ileciu
ipesuga v Toxkary CepOuxoH.

>k

Kapa je peu o pomahmm m3paBaunMa M M3AQBGHMA, YIAAMUBO HEAOCTaje
OpKecTapcKa U BOKaAHa Mysuka. Toxom 2020. TuM xaHpoBHMa je 6uaa nmocBehena
MMHMMaAHA NIaXiba (YTAQBHOM y KOHIIEPTARHTHUM HAM KaMepPHHM KoMOMHaLmjaMa),
C MaAOM YKYIIHOM MHHYTaxoM. Hajsuie 1 HajpasHOBpCHHje je 3acTyIpeHa My3HKa
3a KAQBH, a IOTOM H coAncTHYKa (QaayTa, BAOAOHYEAO) U KaMepHa Mysuka. Kaaa
je ped 0 KOMIIO3UTOPCKUM TeHepallijaMa, MMa Cpa3MepHO Mame OCTBapera OHUX
ayTopa Koju Beh mpumapajy Aasoj HCTOpPH)jH, AOK je HajBulile Aeaa Kommosutopa XX
Beka, MCTOPUjCKUX BeAMKaHa (akapeMudapu u Heokaacudaps). [Toxsaay sacayxyje
TO INTO Cy amoOCTPOQHPaHM OIYCH M IpeMujepHa H3Bohema AeAd CaBpeMEeHHX
CTBapaAalia, ToYeBIU 0 Hajcrapuje renepanuje (P. Makcumosuh, A. Aecmuh),
IIPeKo HajyTAeAHUjUX MMeHa HUXOBHX reHepanujckux Hacaepnnka (C. Xodpman, M.
Muxajaosuh, . Crepanosuh, 3. Epuh) , A0 HelrTo Maahux Koaera, kKao u OUBIIMX
CTyAEHATa, capd KOMIIO3MTOpA y CBOjoj 3peaoj dpasu (M. Casuh, A. Aammwanosuh,
M. Crojapunosuh-Muanh, A. Joparnosuh, H. Borojesuh, A. Bpe6asos, C. Casuh,
T. Musomesuh, Y. [Tonosuh, B. [Tonosuh, U. Bpksauuh...), ma u onux Hajmaahux,
pobenux mocae 1980. ropune (A. Kazumuh, T. Crenanuuh, A. Aguh, M. Uauh).

MoxpaHajsehu oomahu MysuuknnzpaBauku mopyxsary2020. rOANHUIPEACTAB SR
ABOCTpyKO ,MerpomoancoBo” uspame Passion & Devotion. OHO HOCH CHHUMAaK
cerMeHTa COAMCTHYKOT HAcTyIa kojuM je 2018. roauHe Ham UCTaKHYTH PAAYTHCTA,
npo¢. /oybuma Joanosuh, sarBopro 6eorpapcku ¢pectuas LYHT, opcBupao
MapaTOHCKH KOHIIEpPT U IIPeMHjepHO U3BeO AeBeT OCTBapera CaBPeMeHMX CPIICKUX
xommosuTopa. Maeja je 6uaa aa ce ayTopu MHCIMpuITy uyBeHOM TeAeMaHOBOM
(Georg Philipp Telemann) 36upxom 0a ABaHaecT gpaHTa3Hja 32 GAAYTY COAO, OHAKO
KaKO UX ITOBEAE KPEaTUBHOCT, Te AQ jOIII jeAHOM IIOTBpAe JoBaHOBUNEBY UBPCTY Be3y
ca caBpeMeHHM poMahuM permeproapoM Koja Tpaje aeuenumjama. Caapikaj pApyror
KOMIIAKT-AMCKA YMHe CHHMMIIM KOHIIEPTAaHTHHX A€Ad CPIICKHMX ayTopa mocBehemnux
TOM HallleM YMeTHHUKY KOjH X je IIpeMHjePHO U OACBHPao. Aakae, ITPBU AMCK Ha OBOM
ABOCTPYKOM H3AAHY jeCTe MacTepOBaH CHUMAK jeAMHCTBEHOT KOHIlepTa CBe CaMUX
npeMujepa 3a coAo $pAAyTy, a U3 [epa HAIIMX KOMIIO3UTOPa CBHUX reHepanuja (Vsama
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Cre¢anosuh, Canto; Muaan Muxajaosuh, My Melodies; 3opan Epuh, ITocseinia
ipupogu; Jyrocaas Boumwak, Qanitiasuja 3a ¢aayry coao; Tarjana Muaomesuh,
Carousel; Muaana Crojapunosuh-Muauh, Obaauuh na epxy Awioca; CseraaHa
Casuh, Qaniniasuja in Re; Apamxo Anuh, Study No. S, Bpauka ITonosuh, The Beam;
y3 ABa OCTBaperba HaIMX 6apAOBa M3 MPOLIAOT BeKa, akapeMuka Aymaxa Paauha,
Hmiiposusayuja, u Enpuka Jocuda, Baiaga), a ApyTH IpHKasyje FOTOBO CBY CPIICKY
MY3HKY KOja je, TOKOM TPH IIOCACAIE AeTieHHMje, HallMcaHa 3a $AAyTy M OpKecTap
HAM I'ypQde, a Kojy je /oy6uima JoBanoBrh mpemujepHO OACBHPA0 i CHUMHUO: TIpesug
3a fpeiogHe jegroi ¢ayna Pajka Maxcumosuha, Concerto sereno, om. 110, Aejana
Aecniha, Heobuune cyene na Xomeposom ipo6y y Cmupnu... Vsane Credanosuh,
Obepon-konyepin 3opana Epuha u bybuwuna $rayimia anitiuka 3opana Xpucruha.

AeBeTn 1 AeCeTH KOMITAKT AMCK U3 CepHje KOjy, Beh roArHaMa, Kao TpajHH IIPojeKar,
objaBwyje Opbop 3a 3amTuTy cprcke Mysmuke 6amrrne CAHY, caapke cHEMKe
COAMCTHYKE U KaMepHe My3MKe HAlIMX MCTAKHYTHX KOMIIO3UTOpA IIPOUIAOT BeKa —
Ilerpa Crojanosuha, Muxosuaa Aorapa, Aparyruna Tocrymxor, Pyaoada Bpyunja
u Anexcanpapa O6paposuha. Totoso cBu cuumim Kamepre mysuke ileiti cpiickux
Komito3uitiopa Georpasckor uspaBada ,Mascom®, OcTBapeHH Cy Ha KOHIIePTHMA KOjH
cy 6uan peo tor npojexTa. OpabpaHa AeAa M3BEAH CY, KAKO COAMCTHYKE, TAKO H Y
PABAMYUTHM KaMePHMM KOMOMHAIMjaMa, BHOAMHUCTKHIbe Mupjana Hemkosuh u
Jeaena Aumutpujesuh, Buorornueancra Hemamwa Crankosuh, nujanuctu Baapumup
Inuropuh, Haraauja Maapenosuh n Huxoaa Crojkosuh, xapductkuma Topana
Rypryc, paayructkume Muna IlerkoBuh n Comwa Anrynuh, oboucra Boprcaas
YnqoBauky, kaapuneructa Aaexcanpap Tacuh, arorucra Msan Joruh, xopHucra
Munan Poxcanauh, akopaeonncra Aaexcanpap Credanosuh, nepkycuonucra Msan
Mapjanosuh, kao u conpas Arnera Mawuh.

Ha npBom komMnakT-Aucky je mysuka Ilerpa Crojanosuha (1877-1957): Conara
3a 060y 1 xapy (IIpeMujepHO U3BeACHA U CHUMbDEHA) U ABE MUHHjaType 32 BAOAMHY
u kaaup (ITecma 6es peuu u Pomarnca). Muxosua Aorap (1902-1998) sacrynmen
je yraaBHOM C MEHHjaTypama 3a ABa nHCTpyMeHTa (Preludio e capriccietto 3a gaayTy
1 KAaBup, Baayep 3a 060y u xaasup, Con tristezza 3a BAOAOHYEAO U KAABUP), HAH 32
daayry (Iaciwiopara) nau xaasup (Ase ipoiniecke, Tanio, 3raiina pubuya). Jepuna
Aorapoa 06MMHHja KOMIIO3UIIHja KOja Ce HAIIAQ HAa OBOM H3AAIY jeCTe BUPTYO3HA
Sonata quasi uno scherzo 3a kaaBup.

APyrH KOMIIAKT-AMICK OBOT H3pama caapxu Kaasupcku thipuo Aparytusa
Tocrymxor (1923-1998), npeaeno peao u3 1950. ropnHe, IOHOBO CHUMAEHO TIOCAE
MHOTO TOAMHA, Kao U merose Age uipe 3a kaasup. Crua Pypoada Bpyumja (1917-
2002) npeacTaBaajy Tpu komnosutmje: Mehumypcke uipe 3a KAADHHET U XapMOHHKY,
I'ycaapcka 3a Buoamny cono u Beauxu fociiogun AyHas, MUHMKAHTaTa 3a TAAC U
KaMepHHU aHCaMOA. AVCK 3aBpIIIaBajy TPH OCTBAPEHHA 13 KAMepHOT cBeTa AAKCAaHAPA
O6paposuha (1927-2001): Ipocitiocpgaunu gyeitiu 3a ABe BuoauHe, Mesomeq mysu,
3a rAAC M KAMEPHHU aHCaMOA, 1 Ausepiliumenitio 3a AyBaUKY KBUHTET, AOOPO [TO3HATA I
IIeEbeHa AGAA U3 Ay TOPOBOT 3PEAOT IIEPHOAR.

Ancam6A 3a HOBY Mysuky ,I'papmamimre” 06jaBHO je CBOj IIECTH KOMIIAKT-
AUCK TIOA HAacCAOBOM Apuilimujd, Kao AeO AYTOTOAUIIEET IpPOjeKTa HMOPY4HBaIba,
npeMujepHOr M3BOhema U CHUMamba HOBHX AeAd CaBPeMeHHX CPICKuX aytopa (4,
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2012; Studio Live, 2014; ReConstruction, 2015; Plugged in, 2016; Oisegaro ITjepoa,
2017). Oa yKyHHO cepaM KOMIIO3HLHja 32 KAABUP COAO Ha AUCKy Apummuja, Boba
aHcam6aa, mujanuctkimba Hepa Xodman-CpeTenosuh MoACTaKAa je HACTAHAK HBHUX
gernpu. To cy: Apuitimuja Murane Crojapunosuh-Muauh, Qpaimenitiu moruitiee
sa mup Cseraane Maxcumosuh, Xuwvagy gesedticiio... gesegeceini ipsa (19..91)
VBana Bpxaaunha u From Rayleigh to Mie Bpanxe ITonosuh. Ty cy u Aeaa koja je
NMjaHUCTKUBA Beh CBUpaAa, HAM HX je 0AaOpaAa Aa YIOTIIYHH CBOjy YMETHHUKY
caaraaunty: Auroriel Ane Kasumuh, Random Tarjane Musomesuh u Sadness/Unti-
tled Mapxa Huxopujesuha. Hepa Xodpman-Cperenosuh je ymernuna dopmupana u
caspeAa Ha CaBpeMeHOj MY3HIH, C HAjIIMPUM MOT'YhHM M3PaKajHHM M TEXHIUKHM
AHWjaria3soHOM KOjH Heryje, Haporpalyje U Kaaubpupa y HellpecTaHOj KOMYHUKAIHjH
C KOMIIO3UTOPHMA ¥ BMXOBUM ITOETHKAMA.

IMujanuctkuma Hapa Koayunuja, mocsehena caBpemenoj cerckoj u pomahoj
My3HIH, 32 u3paBada ,Vertical Jazz” je seh 2017. ocTBaprAa KaNUTaAHO TPOCTPYKO
uspame Y3gax — usgax: mMaia antioroiuja mysuxe 3a kaasup 1914-2014. Tpu ropune
KacHHje HACTaBUAAQ je CBOjy MUCHjY IpojeKToM O cBeiliA0CiliL, 0 HEXCHOCIIU, AOCAEAHO
Ha TPary CBOje jeAMHCTBeHe IIOeTHKe parmaHe jeaHocTaBHOCTH. OBO H3pambe, Ha
KOMe OCUM KAABHpPa YMeTHHI]A CBUPA U KAABUP-UI'PAdKy U YIIPaBsba eAeKTPOHHKOM,
CaAPXKM MacTepOBaH CHHMMAK HeHOr KoHlepTa y Cxymmruru rpapa Beorpapa
u3 periem6pa 2019. r. Tako je 0bjepubeH IMpojeKaT capasme C BHEeHUM OMHAEHHM
CPIICKHM KOMITO3UTOPHMA U3 3eMioe U HHOCTPAHCTBA: OA MOPYIIOHMHE HOBUX A€AQ AO
IbIXOBOT IIpeMUjepHOT U3Bolerba, CBUpama Ha MAAOj TypHeju 1o rpapoBuma Cpouje
U 006jaBsHBama HA KOMIIAKT-AKCKY. MUHHjaType IpO3UpHe 3BYYHOCTH, €AeTHYHO-
HOCTAaATHYHe, Aedje UAM MEAUTATHUBHE jeAHOCTAaBHOCTH, KOMIIOHOBAaAM Cy AymlaH
Boraanosuh (/bywarwe u Yeiiasanxa), Vpena Ionosuh (O seurom iwaracy xoju
HuKaga nuje ygapuo o ipamay, 6poga u sunujy xopusonitia u Cehaws su ce), AxeKcaHaap
Aammanosuh (Anastasima), Visan Eaesosuh (Jegan u iio 3a KAQBHp M KAQBUp-
urpauxy), Muma Casuh (O cseitiaocitiu, o Hexcrocitiu, 0 mpaxy: ganganio 3a Aywana,
3a KAQBHP ¥ BUPTyeAHy TpaKy), 3opan Xpuctuh (Muitiuma) u Teopopa Crenmanunh
(Hpege/m, KAasujaiiiype: yHyuipaurb0Ccii, 3a KAABUP 1 TpaKy).

Jacmuna JamkoBuh je wusrpapmaa kapujepy mocBeheHHM, AyrOTOAHIIEBUM
IpOHAAQKeeM, H3BohemeM 1 CHUMAmbeM KAABHPCKHX U BOKAAHHX aAeAaa Aomahux
ayropa XIX u panor XX Beka. Ao capa je 00jaBrAa A€BeT KOMIIAKT-AMCKOBa, K TO
3a mspaBade ,Mysuka xaacuka’, Koao cprckux cecrapa, YApykeme KOMIIO3HTOPA
Cpbuje u ,Metropolis® Jacmuza JankoBuh je NMUjaHHCTUYKO] YMETHOCTH IIPHIIAQ
U TeOPHUjCKO-UCTOPHjCKHU; OHA je CTeKAa AOKTOpar Ha OeorpapackoM ®raosomxom
dakyaTeTy, AcepTanujoM Pycka tiujanucitiuuka wikora: uciiopuja u tapaguyuja.

Osora myTa BeHa TeMa OHAM Cy KOMIIO3UTOPH jeBP€jCKOT ITOPeKAl, HEIIOCPEAHO
HAH TIIOCPeAHO Be3aHH 3a My3uuku xuBoT Kuexxesune Cpouje y XIX Bexy. Fben pnck
Hocu Hasus Cpiicko-xebpejcko mysuuxo iiucmo. TaaBHa AMYHOCT mpojexra je Jocudp
[laesunrep (1794-1870), npsu kaneanuk u neparor , KmaskeBcko-cepbeke 6anpe’,
opxecTpa kHeza Muaoma Ob6penosuha. 113 merose 3a0CTaBIITHHE NHjAHUCTKHEbA
je 0Aabpasa HEKOAMKO KAQBMPCKUX MUHHjaTypa (Mapmese ,Tuxu® ,Bpsu” u ,Ypa“
H [I0AKY ,JyAujana”), Hymepe u3 Meaoppame Muaom O6uauh u necme us Tparepuje
CmpT cprickora kmwasza Muxanaa. Op 0CTaAMX ayTOpPa, Y OBOM HM3AAMY 3aCTYILSEHU
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cy Erea 3uaxapr (Ethel Uhlhorn Zillhardt: ,Cpricka xumna caase’, 1917) u Urnay
®yxe, 1j. Barpocaas Aucuncku (,Masypka y a-moay*, ,Llap Ayman“ u danrasuja
,Ilovacuuna Josanku Crojkosuh Ha Teme Aucunckor, us nepa A. Aecrimha). Ocum
Jacmune Jankosuh, Ha OBUM CTYAMjCKMM CHUMIMMA HauumeHuM usmely 2008. u
2014. yuectByjy u compan Aaeaa ITanTeanh, merjoconpan Mapuesa Ppanuecko
(Marcella Francesco) u 6ac [opan Kprera.

Hemamwa Crankosull, Hall MO3HATH BHOAOHYEAHCTa OeCIpeKOpHe yMeTHHYKe
6rorpaduje, TOKOM OCACABHX ACLICHH]ja je M3TPAAMO YIIAASHBY HHTEPIIPETATOPCKY
PU3NOHOMHU)Y KOja Ce, KOAUKO Ha CTAHAAPAHH perepToap, CBe BHIIE U HU3PasUTHje
OCAamba Ha AeAa caBpeMeHHX AoMahux kommosuTopa. Fberos kommakr-puck Tpaiosu
(mspaBau ,Metropolis“) Hocu noapnacaos Hoea cpiicka mysuka 3a 6uor0H4eA0 U
CaApXH OcaM ocTBapema koja je CraHkoBuh MOpydHo 0A HAIIMX KOMIIO3HTOpA
Pa3AMYUTHX TIeHepalyja M CTHACKMX ycMepera. Y HHTeIpeTaljdjaMa II0jeAMHUX
AeAa capahuBao je ¢ mujaHucTkumBoM Majom Muxuh, Buoansucrkumom TujanoM
Mumromesuh u  BrorondeanctkumoMm CaHppom Beaunh. Hose xommosunuje
Hanucaau cy: Aparana Josanosuh (Memory 1, 32 BuoaoHueA0 cono), rop Auapuh
(Parhelion, 3a BuoaoH4ea0 cono), Awa BHophesuh (Scappare, etupa 3a BuoroOHIEAO
coa0), Muauna Yanh (Cacsum obuuna ceutiia, 3a BuoAoH4eA0 U Kaasup), Harama
Borojesuh (ITjenuje, 3a Buoanty u Buosonueao), Mpena Ionosuh (IToesuja jegroi
MAe4HOLYOUHACTIOT jyilipa, 33 BUOAUHY U BHOAOHYeA0) 1 MBana Credanosuh (Masa
OUIKpOBEtba, 32 ABA BAOAOHYEAR).

Hosocagcke romiiosustiopke No. 1: (Pe)xonexyuja, TpBH je KOMIAKT-AUCK y
cepuju nspama Capesa pemuHucTHYKUX Oprannsanyja ,(Pe)konexuyuja“ y Hosom
Caay. Ilpupeanaa ra je Halla yraepHa IUjaHUCTKUBA, Ipod. Bpanka ITapauh, koja
ce TopMHaMa 0aBH caBpeMeHOM CBeTckoM M Aomahom Mysuxom. Mspame orBapa
HOHAj00sa KOMITO3HIMjA Y OBOj ceAekimju, Muguio xogosu 3a kaaBUp AAeKcaHApe
Bpe6aros (cBupa Muxajao 3yprosuh), a caepe Muili o Gfiuyu 3a 6GapuTOH,
HapaTopa, 6ucepuuly u eaexrponuxy Asekcanape Crenanosuh (M. Hukoanh, M.
Hosaxosuh, M. Ayauh), Csuiiia 3a xaasup Aopotee Bejuosuh (cupa Jeaena Bacun-
Kexuh), Jattia @iiiuya, 3a kaapuHeT 1 kaasup Jacmuse Mutpymuh (Baca Byukosuh
u Harama ITenesuh), Thousand Miles 3a KaMepHHU cacTaB (arcam6ba ,NewArtFo-
rum®) u Hoxilypro 3a ryaauku opkectap Vsane Bejuosuh (opkecrap ,Camerata
academica®).

*kk

Toauna 2020. 6uaa je BeoMa Telka 3a yMeTHHYKY My3uky y Cpbuju. CrieHcko
U KOHIIEPTHO H3BODAIITBO je, CHAOM IPHAMKA, IIOTIIYHO 3aMPAO, a HEIITO OA
HpOAyKILHje ce, Oe3 3HAYAJHUjUX edeKaTa, IPECEeANAO HA MHTEPHET-KOMYHHKAIIH]Y.
Tako cy MOXAQ IOCTaAM BUAMSHBHjH H3AABAUKH IIOAYXBATH KOjH CY, 3axBasyjyhu
CaMOj TeXHOAOTH)H ¥ IIPAKCH MEAUja, IPHIIPEMaHH Y padA0bmy mpe enupeMuje. 3aTo
UX je, yOCTaAOM, U 61a0 TokoM 2020. ropuHe.
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M xao mTo je Temko OGMTH AyOOK Ha IAMTKOM MECTY, 2 AAKO TPOLIMTH CKYIIH
TAaAEHAT Ha jeTHHE CaApIKaje, TAKO je M IPEABHASHBA CYAOMHA CPIICKe YMETHUUKe
My3HKe Ha TPajHUM HOCAYHMa 3BYKa Y APYTOj TOAUHH ,BEAIKe elHAeMHje”,

A HemTo HMaK Tpeba Aa 3areBa U3 THIIKHE. ..

3opuya Ilpematie






IN MEMORIAM






Hcupora JKEBESAH
(BEOTPAA, 27. CENTEMBAP 1967 — BEOTPAA, 29. CENTEMBAP 2020)*

ABaaecer peseror cemrembpa 2020. ropune npemunyaa je Mcupopa XKebeman,
KOMIIO3UTOP, peAoBHH 4aaH CpIicke akapeMuje HayKa M YMETHOCTH, PEAOBHH
npodecop PaxyareTa MysuuKke yMeTHOCTH y beorpaay.

Hcupopa JKebesan je pohena 27. cenrembpa 1967. roaure y Beorpaay, rae je
sappmuaa [1IkoAy 32 OCHOBHO My3uuko obpasoBame ,AaBopun Jerxo“ (1980) u
Cpeamwy Mysuuky mkoay ,Jocun Caasencku® (1984). PepoBHe cTyaHje je ynucasa
Ha OQakyarery Myswuke ymeTHOCTH y Beorpapy, y Oacexy 3a KoMmosuuujy u
opkecrpanjy, y kaacu mpodecopa Baacrumupa Tpajkosuha. Aumaomupasa je
1992. 1 opMax 3amodeAa IMOCAEAMIIAOMCKE CTYAUje KOMIIO3UIIMj€; MarkuCTpHpaa
je 2002. Ha ucTtoM daxyaTeTy, y ucTOj Kaacu. Ileparomky xapujepy 3amodeaa je
OAMAX IIO AMIIAOMHEpatsy — ropute 1993, uzabpaHa je 3a acHCTeHTa-IIPUNPABHUKA
Ha Karepapu 3a xommosuuujy u opkecrpauujy. Y 3Bame AOLeHTa H3abpaHa je
2002. 1 Tapa je OCHOBaAA COIICTBEHY KAACy KOMIIO3UIUje U opKecTpanuje. [opune
2008. ynanpelena je y 3Bame BaHpepHOr mpodecopa, a 2012. je mocrasa peAOBHH
npodecop.

3a pomucHor yaaHa CpIicke akapeMuje Hayka M yMeTHOCTH, Y Opaenrersy AMKOBHE
U My3HdKe YMETHOCTH, H3abpaHa je 2. HoBembpa 2006. PepoBHHU yraH AKapeMuje
nocraaa je 1. HoBembpa 2012. rosune. Jepana je Hajmaabux usanosa CAHY vy
HCTOPHjU T€ HHCTUTYLIH]E.

H3y3eTHO NAOAQH KOMIIO3UTOP, BEAMKOT TAACHTA, HHTEH3UBHOT CTBAPAAAYKOT
Ha0oja, Mcupopa JKeGemaH je ocraBuaa OrpoMaH, >KAaHPOBCKH pasHOBPCTaH
OIlyC U MHOIITBO IPEMHUjepPHHUX U PENPHU3HUX H3BOhema y 3eMdU U CBETY, Kao
HEOTKAOBUBO CBEAOYAHCTBO KBAAHTETa CBOje MysuKe.' JoIl OA caMMX ITOYeTaKa,
HHTEPIPEeTATOPH BeHNX KOMIIO3HIHja OUAU Cy BPXYHCKH My3HUdapu MelyyHapopHOT

* TlpuauxoM uspape u npupeliBarma OBOT TEKCTA, Ay TOPKA HEKPOAOTA ¥ TAQBHHU F OATOBOPHH YPEAHHK
wacormca My3ukoA0iuja HAMIIAK Cy Ha IIPEAYCPeTASUBE KOACTHHHMIIE M KoAere. Bubanorpadcxy rpaby o
HUcupopu JKebenan koja ce uyBa y Bubanorpapcrom opesersy Bubanorexe CAHY, ayropku je sybasHo
npunpemusa rocrobha Mapuna Hunnh us Bubanorexe CAHY. ¥V apxuscky rpabyy xoja ce Harasu Ha
DakyATeTy My3HUKe YMETHOCTH, Ay TOPKH je yBuA oMoryhuaa rocroha Aaexcanppa Yrapkosuh, mpaBHu
pedepenr Omure cayxbe OMY. Ha Moaby ypeaHnKa, IpoBepy U AOITYHY GHOAHOTpadCKIX MOAATAKA
3a mojeprHe uAaHKe u3 ,Beuepmux nosoctn” u ,Iloantnke” cipemuo cy o6e3bepnan rocrioha Eaena
Crojanosuh, med HouHCKe 1 poTOorpadcke pooxymenTanmje y kommanuju ,bop6a’, ypearnna sacommca
»Bop6a’, u rociopaus Topan Kuexesnh, ypearnx y Cayx6u HOBHHCKe AOKyMeHTanuje y ,IToAnturm®.
CBHMa BbHMa ayTOPKa M yPEAHHK H3paXKaBajy HajCPAAYHH)y 3aXBaAHOCT.

1 ..y meHowM ce noceay Beh Tapa (2008) Harasuo UMIpecuBaH '6arax’ KOMIOSUTOPCKHX A€AQ, H3BO-
hema u npusHama, kako y CpOuju Tako ¥ y HHOCTPAHCTBY — HheHy Cy My3uKy Beh Tapa, mupom cBera,
M3BOAMAM PEHOMMPAHH COAMCTH M aHCAMOAHM, M TO IOYEB OA COAMCTHYKE, KAMEPHE M OPKecTapcKe
My3HKe I1a CBe AO CLIEHCKHX IIOCTABKU AeAd ONEePCKOr jKaHpa...; u3 usBemraja Komucuje sa nsbop
Hcupope JKebenan y 3Bame pepoBHOr npodecopa Ha Paxyarery Mysumuke ymerHoctu y Beorpaay,
2012. ropune (Apxus ®MY).
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peHoMea. Eben yraea u momyAapHOCT Cy MMIIO3aHTHH Y CBETCKHM Pa3MepaMa, a lbeH
OIIyC je jOII Ha CaMMM ITOYeIfMa II0KA3HBAO OHe TeHACHIIMje Koje Cy Ouae i ocTase
HcupopuHo ,Bjepyjy ", TOKOM HENPEeKUHYTOT, )XUBOTHOT, CTBapaAaykor 3aHoca. Ha
CTyAHMjaMa je OHAQ jeAaH OA OCHMBAYA M YAAHMIIA IPyIIe MAaAKX kommosuTopa Cepam
BEAMYAHCTBEHMX, KOja je Ha MHOBaTUBAH 1 HEKOHBEHIIMOHAAAH HAYHH IIPe3eHTOBAAA
cBOjy Mysuky.” Beh Tapa je ckpeHyAa Maximy jaBHOCTH CBOJjUM OCOGEeHHM
KOMIIO3UTOPCKUM CTHAOM. IbeH Mysuuku rosop je yTeMeseH Ha HPUHIUITY
yOp3aHOT M HATAOT KOHTPACTHUpama MY3HYKHX ,CACTOjaKa"; CHAXKAH AMHAMH3aM
My3HYKOT TOKa 0be3beheH je GoraroM MeTPOPUTMHUYKOM KOMIIOHEHTHOM, TOTOBO
Pa3y3AQHOM M IPETEXHO MEUIOBUTOM PUTMHMKOM KPAaTKHX ,AaXOBa’, KOjU KA0 Ad
ycananhy“ IpOTOK My3HKe; TAKO MCIIPEKHAAH, AAIIMAAPAH PUTMHYKH TOK, IIOHEKAA
C HarAuM, HeOYeKHMBAHIM 3aCTAHI[MA, KOMOMHOBAH je Ca CAUYHO KOHIJHIIMPAHOM,
PeYMTaTUBHO CKPOjeHOM MEAOAMKOM KOja, Y BOKAAHUM ACOHMIIAMA, KaO Ad IIPKOCH
OpUPOAHMM (AEKCHjaMa TOBOPA; MAU IIaK, HACYNPOT IPETXOAHOM, OAJEAHOM H
H3HEHAAQ, My3UYKU TOK ,IIPENAABH" M3PA3HTO IIEBHA MEAOAMKA IIMPOKUX AYKOBA
u 6aarnx samaxa. ITAacTHKy CBOjUX MeAOAMja, OHAO AQ je Ped O BOKAAHOM HAHU O
HHCTpyMeHTaAHOM cTHAY, Micupopa JKebemaH je OpIKHO HETOBAAQ, HEPETKO H Y AYXY
MOITYAAPHUX MY3MYKHUX 5KaHPOBA. MeAOAHjCKO-PUTMUYKA OKOCHHI]A HheHe My3UKe
CHA)XHO je HapAaXHyTa POAKAOPOM HAIIMX reorpadpCKHx IpOCTOpa, OHAO Al je ped
O CeBepHavK0-BOjBONAHCKO] AU PYAMMEHTAPHOj, CHPOBHjOj jyrOMCTOYHOj HOTH.
ToTroBO HeMHHOBHA, HACYIIHA MHCIIUPalKja P OAKAOPOM HMaAa je ABOCTPYKO A€jCTBO
Ha McupopuH My3HYKH M3pas: ayTEeHTUYHU HAPOAHHM MEAOC M PUTMHKA AAHAIIHber
A00a, AMCKDETHO CTHAM30BAHH M IPETOYEHH Y OPHMIHMHAAAH, IIPENO3HATSUB
obpasail, c jeAHe CTpaHe, X apxau30BaHU POAKAOD KOjU Ce MOMana ,Hu3 AyOuHe',
036unaH, momMaro MpadaH, kKao kop Crpasunckor (Mrops ®@. CrpaBuHCKuMIT) HAH
/Moy6une Mapuh, ¢ opyre. Coje mMysuuxo Tkame Mcupopa JKebenan je 3aorprasa
MAQIITOM MAIITOBHUTE, ,Bpujyhe’, CTAAHO IIpOMeHAHBE OpKECTpalidje — TH U TaKBU
apaHXXMaHH YIOTIYHaBaAK Cy AUHAMK3aM MY3UYKOT TOKA.

Huje aaxo uspBojutH HajsHadajuHHja Aeaa Mcmpope JKebemwan, Oyayhu aa
Cy TOTOBO CBAa OCTBAapHWAa ycrexe Ha MeljyHapopHoj u aomahoj cuenu. Peu je o
HeBepOBATHO BEAMKOM OpOjy KOMIIO3HIIHja, PeMUjePHUX U PEIPUSHHUX U3BOherba,
HapylOKMHA HHOCTPaHUX POHAAIMjA, peCTHBAA], AHCAMOAA], COAKCTA, IITO TOBOPH
O eBHAEHTHOM CaAejCTBY KBAaHTUTATHUBHOT U KBaAMTaTUBHOT craryca Mcupopune
MyS3HKe.

Beh meHa cTypeHTCKA OCTBapewa moOylyjy makimy MysHdKe jaBHOCTH 1 U3BOAE
ce y JyrocaaBuju u MHOCTPAHCTBY. Y mepuoay A0 2006. ropuHe, KOMIIO3HIIHja
Ceauwitie (1988) 3a TpuHaecT ryaada, HeHO je HajusBoleHHje ACAO — AOXKHBEAO
je mpeko Tpupecer usohema.’ Ta Mysuxa je kopumheHa 1 3a 3BaHHYHU BHAEO-

2 3ampaBo: BeauuanciliseHux cegam, Kako Cy OHU BUIIE BOACAU AQ HX 30BY.

3 TIlpemujepro cy je usBeanm Beorpapckm rypauxkum opkecrap ,Ayman CKOBpaH® M AHpHIEHT
Ansexcanpap ITaBaosuh, na Tpubunu Mysuuxor crsapasamrsa Jyrocaasuje y Omarmju, HoBemOpa
1988. M apyra HicuaopuHa AeAa, jOII AOK je O¥Aa CTYAGHTKHIbA, H3BoheHa Cy Ha omaTujckoj Tpubunm:
Conara 3a Buoauty xaasup (1987), Caasa 3a 42 sxencka Bokaaa (1988) u Pep it up, 3a conpas, Kaasup,
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CIIOT TIOBOAOM IIOHOBHOT oTBapama Hapoanor myseja y Beorpaay, jyma 2018.
Yysenu 6arercku ymernux Ceprej [loaymun (Cepreit B. [Toaynun) ocmucauo je
Kopeorpadujy 1 caM U3BeO CBOj IIAEC, @ CIIOT je eMUTOBAH U ITyTeM TeAeBH3MjCKUX
U MHTepHeT Mepmja. M3 mepuoaa ao 2006. motuay u Pykosettiu 3a >KeHCKH TAAC
u cumonujcku opkecrap (2001); oHe AOKMBAABAjy Ha AeceTHHe H3Bobema
mupom EBporne, y opuruHaAHoj Bep3uju, aAM U IIpeapamxupaHe 3a Aya M Mame
xamepHe aHcambae. CanHO je u ¢ komnosunujama Ha Aynasy Ilajka (conpas u
xamepHu aHcam6a, 1991), Pep it up (uctu cacras, 1989) u Capabanga (conpas,
daayTa u kaasup, 2001 ). Cercka npemujepa kommnosuruje Koru Csetioi Mapxa:
HAYMHHAIIMja 33 OpKeCTap, OAMrpasa ce Ha Benenmjanckom 6ujeHasy 2004. y
Teatro piccolo Arsenale, y usBohemy opxecrpa Sinfonica del Friuli Venezia Giulia
u Hemaukor Aupurenta Kpucroga INonena (Christoph Poppen). Ta xomnosuuuja
je AOKHBeAa je OAU3Y AeceT perpH3a, IIOCACAHU YT Y OKBHPY LIUKAYCa KOHIlepaTa
Cum¢onujckor oprecrpa bu-bu-Cuja (BBC Symphony Orchestra), ca aupurentom
Majkaom Cuaom (Michael Seal), y Aonaony, 15. jamyapa 2020.* To je 6mao
IIPBH ITYT AQ Taj OPKeCTap, jeAaH OA HajyTACAHUjUX y CBETY, U3BOAU KOMIIO3HLIU)Y
jeAHOT CPIICKOT CTBapaola. Y OBOM IepHoAy Hacrajy u Cxompawika uipa, Kojy cy
IpeMujepHO U3BeAn YaaHOBH opKecTpa Academy of St. Martin in the Fields, mop
AupurenTckuM Bohcrsom Mcupope XKebenan, y Aonpony 200S. ropune, u Ayx us
iiuKee ca CBETCKOM Ipemujepom Takohe y Aonpony (2006), y ussohemy ancambaa
London Brass.

ITocebro Mecro y omycy Mcupope JKebenan mpumapa omepu y jeAHOM YUHY
3opa A. Hamra KOMIIOSHTOpKAa je THM AeAOM IIPMBYKAA Iaxiy MehyHapopne
jaBHOCTH ¥ OHO je OTBOPHAO HOBY IIEPCIIEKTHBY y HeHOM CTBapasamTsy. To je,
nocae ApYyror CBeTCKOT parTa, IIpBa CPIICKAa OIlepa KOja je CBeTCKy IpeMujepy
nMana y uHoctpancTy (Amcrepaam, 15. jyna 2003).5 Hacraaa je xao Hapyy6usa
®onpaumje ,Ilenesuc’ (Genesis Foundation) us AoHAOHa, a mpukaszaHa y
npopykimju Xoaanackor onepckor cryamja (Opera Studio Nederland) u Beuxe
xamepHe omnepe (Wiener Kammeroper), y pexuju cep Aejsuaa [Tayurauja (David
Pountney) u Hukoae Pa6 (Nicola Raab), ca coaucruma us Xoaanauje u Ecronnje,
y3 yusemhe Hosor ancambaa (Nieuw Ensemble) us Amcreppama, ca AupureHTOM
Bundpuaom Mauesckum (Winfried Maczewski). Penpusupana je 6ausy Aapecer
nyTta y Xoaanauju, Aycrpuju u Cpbuju, a u3BepeHa je 1 Ha OTBapamy jyOHAapHe,
nepecere cesoHe Beuke kamepHe omepe, 25. okTobpa 2003. ropune, ¥ MOTOM

yAapanke, ABe BUOAHHE, BHOAY, BLOAOHYeA0 U KoHTpabac (1989); yn. Erika Krpan (ur.), Medunarodna
glazbena Tribina: 40 godina, Opatija — Pula, Hrvatsko drustvo skladatelja — Cantus d. 0. 0., Zagreb 2003,
str. 281.

4 OBpe HaBOAMMO IOAATKe O M3BohemMMa Te KoMrosuuuje: opkectap Sinfonica del Friuli Venezia
Giulia, ca anpurenrom Kpucrodpom Ionenom (Christoph Poppen), Hemauxa (2004); notom Ha ABa
KoHLepTa y uctoM Aany (1. X 2009) — Cumdonujcku opkectap us Iete6opra, aupurent Iljep-Anape
Banaap (Pierre-André Valade, ®panrtycka); uctu ussobhaun u 11. u 13. Maja 2011. y Tere6opry, caumuo
IIIBepcku paamno; Georpaacka npemujepa: 7. X 2006, 3aayx6una Vanje Musocassesuha Koaapia, y
oxsupy 38. BEMYC-a — Beorpaacka ¢puaxapmonuja, supurent Aopujar Buacon (Dorian Wilson).

S Toa. 193S. Kowiniana, onepa ITerpa Komosuha, mocrassena je y Ipary.
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II0CTaAd A€O CTAAHOT perepToapa Te kyhe.6

Oa 2007. Mcupopa JKebeman nuie jom Tpu onepe jeAHounHke: Mapariionyu
(Eine Marathon Familie), no mapyy6unn ®onpanmje ,Ilenesuc’ ms AonpoHa
n Qecrusara y Bperenny (Bregenzer Festspiele, Ayctpuja), Ha kojeM je y
MehyyHapoaHOj mpoaykuuju IpemujepHO u3BepeHa oxrobpa 2008;” 3atum Cumon
usabpanux (Simon der Erwalte) m3 2009, no napynbuum Pypckor Mysudxor
nosopumrta (Muziektheater im Revier) us Teasenxupxena (Hemauka)®; Hajsap,
Ase irase u gesojka, unju je Hapyunaar utaanjancka Accademia Musicale Chigiana
u3 Cujene. IIpemujepHo je ussepena y Teatro dei Rozzi (Cujena, 12. jyaa 2012), y
pexwuju Pana Aprypa Bpayna (Ran Arthur Braun), a y raaBHuM yAorama HacTynMAK
cy Anera Uauh, ITjorp ITpoxepa (Piotr Prochera, IToncka), Ajsan Aapsoy (Ivan
Ludlow, Beauxa Bputannja) u Ajae Acomu (Aile Asszonyi, Ecronnja). Y ussobhemy
Cy y4ecTBOBaAM M apamcku ymeTHHK Hukoaa Bypuuko, ,)Kebenan opkecrap” u
aupurent [Ipemua ITerposuh.” Komnonosana Ha aubpero Bopucaasa Ynuosauxor,
My3HKa [IPaTU AYXOBHUTY W IPOTECKHY HPHYy O syOaBHOM TPOYTAY, a II€Bame H
M3BPCHA AUKIHja TAQBHHX IIPOTAaroHucTa (CTpaHana!) Ha YNCTOM CPIICKOM je3HKY,
noce6HO pompuHOCe mapmy mpeacraBe! HoBuja mocraBka oBe omepe uspohena je
Ha [Taauhy, y Byasu, Xepuer HoBom u Ha Bpuonuma, 2016. ropuse.

Ilera, neaoBeuepmwa omepa y Tpu uuHa, Haxog Cumon 3a coaucre, Xop, Aedju
XOp, MHCTPYMEHTAAHM KBUHTET U CUMOHMjCKHI OpKecTap, HopyibuHa je Pypckor
MysH4KoT nmosopuimTa u3 leasenkupxeHa, rae je 29. maja 201S. opp>xaHa cBeTcka
npeMmujepa, Aa 61 TOKOM Maja M jyHa Te TopuHe OMae M3BeAeHe jOII YeTHPHU
npeacrase.’” Ha mpemujepu je oaymeBveHa ITyOAMKA I1€THAECTOMUHYTHHM
OBalfjaMa MO3APABASAAA AYTOPKY U IPOTAroHucTe. !

6  Ha mpepcrasu op 2S. oxrobpa 2003. Opkectpom Beuxe kamepHe omepe Aupurosao je Aaxnje
Xojem-Kasana (Daniel Hoyem-Cavazza).

7  Omepa je xommoHOBaHa Ipema Apamu U Quamy Mapaitionyu iipue Howachu xpyi Aymana
Kosauesuha (pexuja Crob6opan Iujan); ayropu aubpera cy Ucupopa XKebeman, Muauna JKebesan
u Bopucaas Ynuosauku. Buao je ocam nssohema tora peaa — y Bperenuy, Beuy, Beorpaay. Cuumnena
je sa Aycrpujcky Teaesusujy (ORF), a napTurypy je uspasa uraaujancka usaasauxa kyha ,Ricordi

8  Awubpero je manmcao Bopucaas Yuuosauky, mo moruBuma pomana Msabpanux Tomaca Mana
(Thomas Mann) u cprcke Hapoate necme Haxog Cumeon. U 0Bo je 6uaa mehynapoata npoaykumja, ©
npemujepom oA 24. jysa 2009. y Eceny (Hemauxa). ITpeacTasa je MMaAa cepaM perpHsa 1 CHUMAEHA je
3a Hemauky paauo-reaesusujy (WDR). U oBy maprutypy je usaao ,Ricordi®

9 O T0j mpeacraBu BupeTH TeKCT Bopucaasa Yuuosaukor, ,Mysuuka excrasa y Cujenu. [Ipemujepa
onepe Age irase u gesojka Mcupope XKebeman. Anesnux’, IToautiuxa, 21. VII 2012, roa. CIX, 6p.
35453; ,Kyarypa — ymeTHOCT — Hayka', roa. LVI, 6p. 15, crp. 1-2.

10  Osa omepa je AeAMMHMYHO HHCIIMPHCaHA jeAHOUnHKOM Cumon usabpanuxk, Ha subpero Bopucaasa
YH40BauKOT, @ Y IJEAOCTH je Ha CPIICKOM je3HKy. Y IIpeMujepHOM H3BOl)erby yueCTBOBAAM Cy COAMCTH H
xop Pypckor mysuukor nosopumra, Aedju xop Xopcke akapemuje u3 AoprmyHaa u Hosa puaxapmonuja
Becrdaauje (Neue Philharmonie Westfalen), noa ynpasom ¢punckor supurenta Baarepuja Payxaramuja
(Valtteri Rauhalammi); peautes je 6uo Muxua Aujkema (Michiel Dijkema, Xoaanauja).

11  Buperu mpuka3 mpeacTaBe op Mysukoaora Mp Aymana Muxaaexa, ,Premijera fantasti¢ne opere
Nahod Simon Isidore Zebeljan‘, na cajry Yapyxema xommosuropa Cpb6uje: https://composers.
rs/2p=5048.
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V3 oBor mepuopa M3ABajajy Ce AeAa KOja Cy CTeKAa BeAHKy MelyHapoany
pelyTanyjy u nmasa Muoro ussohema: Ilosomxa xeapieinn (2009) ca cBeTckoM
npemujepom y nosopumrty ,[ya6enkujan“ y Kentep6epujy (Gulbenkian Theatre,
University of Kent, Canterbury, Beauxa Bputanuja), y ussobemy ryaauxor ksaprera
,Bpoacku” (Brodsky Quartet), u ITecma iiyitinuxa y #ohu ca CBeTCKOM IpeMUjepoM
y AoHAOHY, y TyMadery mpocaaBseHor opkectpa Academy of Saint Martin in the
Fields (2003).12

Y nmepuopy 2013-2019. moBe McmpopuHe KOMIO3HILUje Cy IIPETEXHO
HapylOKHe CBETCKH IO3HATHX HHTEPIPETaTOpa U MHOCTPAHHUX MHCTHTYLHja: Kag
je Boi ciisapao Ay6posHuk, COAO IecMa 32 MELJOCOIIPAH U I'yAQukH KBapTeT (2013),
Hapyuuaay je 6uo City of London Festival, a npemujepro ussoheme je 6uao Ha
oTBapamy ¢ecruBasa, ¢ Menoconpanom Aope Auxcenbepr (Loré Lixenberg) u
KsapTeToMm ,Bpoacku’, KOHIIEPT je Y>KHBO IIPEHOCHO TeAeBH3MjCKH KaHaa Bu-Bu-
Cu 3; 3yjiue ciupyne (2013) meramopdosa 3a cUMPOHHjCKH OpPKecTap, Ha TeMe
Momuaprose (W. A. Mozart) onepe Yapobra $pyra, napynbuna Qectusara y
bBperenny, Ha 4ujem oTBapamy Cy je nmpemujepHO u3Beau Beuxu cumponmyapu u
aupurent IToa Aanmjea (Paul Daniel), xonuepr je yuso npenocuaa AycTpujcka
paauo-teaesusuja (ORF); Kaun-4opba 3a MHCTpyMEHTaAHM OKTET, HapyHOUHa je
Qonpanuje bepanncke puaxapmonuje, a mpemujepHo jy je usseo Oxrer bepanncke
¢uaxapmonuje y cBojoj Kamepnoj caan, okrobpa 2013.

Y mocaeamux et ropuna Mcupopa JKebesan HacTyma Ha OpOjHUM KOHIIEPTHMA
U MaHU}eCTaIMjaMa, YTAABHOM y HHOCTpaHCTBY. Toxom 2016. Ha 9ak TpHAecCeT TpH
koHnepra y Xoaasauju, Aycrpuju, Mrasuju, @panryckoj, Hopsemxoj, Aycrpasnju,
Hpany, Xpsarckoj, Lipuoj Topu u Cpbuju u3BepeHO je ABapeceT IeT HEHHX
KOMIIO3MIIMja, C YKYIIHUM OpojeM oa me3peceT usBohema. Tapa je u mpemujepHo
usBepeHa Komnosuruja Hose Aague tiecme 0e3 peuu, Bep3uja 3a 3a 060y / eHrAecku
por / 060y Aamope u rypauku opkecrap.'® CAH4HO je 61A0 1y 2017. FOAMHI: MHOXe
ce ussohema mupom csera (eBporcke seMme, pernos, Kanapsa, CAA). Hosa peaa
u3 te ropune cy Tpu uygHe .y6asu, KOHLEPT 32 BUOAUHY U KaMEPHH OPKeCTap,
HapyyouHa xoaaHpcke Qompanmje ,Eayapa Ban Bajuym, a 3a Mebynapoanu
decruBaa xamepue mysuke (,Stift Festival“)14, te Ilcaam 78 (Salmo 78), 3a
MEIIOBUTH XOP, KOMIIOHOBaH 32 XoaanAcku kamepru xop (Nederlands kamerkoor),
Koju ra je mop ympasom Ilerepa Amjkcrpe (Peter Dijkstra) mpemujepro usseo

12 TlpemujepHo ussobeme ce opurparo y Harmonaanoj raaepuju (National Gallery), na orsapamy
usnox6e The Passion video-art Buaa Bajoae (Bill Viola, CAA), jeator o Boaehux BiAeo-apT yMeTHUKA
AQHAIIBHIIE,

13 Csercka npemujepa OpHTHHAAHe Bep3Hje 3a COIIPAH M I'yAauKH OpKecTap oApxaHa y Beorpaay
1. anpraa 2006; usBohaun cy 6uam: Beorpaacku ryaauxu opxecrap ,Ayman Cxospan’, compas Ajae
Acomu (Ecronnja) u aupurent Ucupopa XKebeman. Hosy Bepsujy ussean cy Beneyujancku coauciniu (1
Solisti Veneti) u supurent Kaayano Illumone (Claudio Scimone), mapra 2016. y ITapoBu.

14  Konuepr Tpu uygHe sybasu mpemujepHo je usBepeH 24. asrycra 2017. y Beaukoj upksu y
xoaanpckoM rpasy Encxeaey (Grote kerk, Enschede); nnrepnperaropu cy 61an 6puTaHCKo-XOAAHACKH
Buoannucra Aanujea Poyaanp (Daniel Rowland) u dectuBascku opxecrap, mop ympasom Aasuaa
Koena (David Cohen).
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y Mysumukom uenrpy ,Opepenbypr” y Yrpexry (Muziekcentrum Vredenburg,
Utrecht), 2. centem6pa 2017.15

Y ¢ebpyapy ucre ropuse, y mmanckoM rpapy Canrjaro ae Kommocreaa,
OAHMTPaAa ce TIpeMHjepa KOHIlepTa 3a KAapuHeT u opkectap Ppyra u pramuniocu,
y wusBobewy mmanckor kaapuserucre JKoama Empuxa /oyne (Joan Enric
Lluna), Kpasescke duaxapmonuje us laannumje (Real Filharmonia de Galicia)
u 6puranckor aupurenta Iloaa Aanwmjeaa (Paul Daniel). Bpojua mpemujepna
U penpusHa u3Bohema HacTaBmajy ce u 'y 2018. ropunn. Ha 31 xonyepry y 11
eBpornckux seMana (Xonanauja, Bearnja, Aycrpuja, IlIBeacka, Aarcka, Opaniycka,
IBajuapcka, Illnanuja, [Toscka, Xpsarcka u Cpbuja) 6uao je ykymHo 79 ussoberma
26 McpopuHUX KOMIIO3HUIIH]jA.

Toaune 2018. HacTaaa je u npeMujepy AoXuBeAa koMmnosunuja Muitiumuo iucmo
u3 Jygejcke iiyctiiutoe, Kao Hapy6ouna MehynapoaHor ¢pecTiBasa KaMepHe My3HKe U3
Xoaanpuje (,,Stift Festival“). zsobauu cy 6uaun Mcupopunu seh crapu capapguunm
U BeAUKH IOIITOBAOIM BheHe My3HKe, YAaHOBU u3BpcHor Ksaprera , Bpoacku”.

Jeany op mocaeamux xommosunuja, Iajgawku euitipas 3a KAApUHET, BHOAUHY U
KAaBHp, Hapy6uHy Hemaukor caseta 3a mysuxy (Deutscher Musikrat), mpemujepto
je usBeo Ancamba ,Buao6a“ (Ensemble Biloba), y Hemauxom rpaay 3aaurutepy, 27.
okTo6pa 2019. Y TOj roAMHM AOTOAMAA CY ce MEHOrOOpojHa n3Bohema Mcuaopuanx
A€Aa Ha KOHLIePTHMA y 0CaM 3eMasa, Kao U ay TOPCKU KOHIIepT KaMepHe Mysuke (24.
jyaa) y oxsupy Mehynapoator ¢pectusasa kamepre mysuke ,Toaena“ y Barencuju
(Godella International Chamber Music Festival, Valencia).'® Ha mporpamy Tor
decTuBasa mysuka Mcupope JKebenaH je 3aysrmasa IIeHTPAAHO MECTO; HA HeHOM
AyTOPCKOM KOHIIEPTY U3BEACHO je AeCeT HEeHHMX KOMIIO3MIHja, a u3Bobhaum cy,
usmely ocraanx, 6uan Ksaprer ,Bpoacku’, uaanosu Bepanncke ¢puaxapmoHuje u
Opxecrpa Omnepe u3 Baaercuje.'” Tom mpuankom Mcupopa JKebesan je oppxana
IpepaBame O CBOjOj MYS3HIH, jEAHO OA OpOJHUX KOje je y IOCAeA’BUM FOAMHAMA
KapHjepe UMaAa y HHOCTPAHCTBY.

Buaa je meby HajucTakHYTHjUM CPIICKMM KOMITO3UTOPHMA MY3HKE 32 II030PHIITE
U ¢uaM, KOMIOHYjyhu Mysuky 3a OAM3y YeTpAaeceT MO3OPUIIHUX IIPEACTaBa Y
CBUM 3HauajHujuM Tearpuma y Cpbuju, Hopsemxkoj, Xpsarckoj u Ilpuoj Topu.'®

1S W Icaim 78 je HacTao kao Hapynbuna Ponpanyje ,Eayapa Ban Bajuym”.

16 ~ Mmmpecusan je 6uaanc 2019. ropune: 33 ussohemwa 24 xomnosunuje Mcupope XKebensan y
Beaukoj Bpuranuju, llnanuju, Hemaukoj, Mitaauju, Axxupy u 3eMmaMa pertoHa.

17  Tapa cy usBepere caepche xommosunmje: Yygo y Ilapiany, Tpu xosja yseinia, Dark velvet, ITecme
aytnuxa y nohu, Ioromxa xeapineis, Kaun wop6a, Bypa, Capabanga, Cyse cy O. K. u Aega.

18  Kommaxr-pucK ¢ opabpanom mozopumnom mysukom H. JKebeman objaBuaa je 2013. 6eorpaacka
auckorpadeka xyha ,Mascom Records*: Isidora Zebeljan: iluminacije. Muzika za pozoriste (MCR CD
217). Ionuc npeacrasa Beorpaackor ppaMckor nozopuimra, Atesea 212 1 JyrocAOBEHCKOT APAMCKOT
nosopuiura, ¢ Mysuxom Hcupope JKebenan, Buseru y caesehum my6ankanujama: Feliks Pasi¢ (prir.),
Beogradsko dramsko pozoriste: BDP, 60: 1947-2007, Beogradsko dramsko pozoriste, Beograd 2007,
str. 296, 297, 299, 300, 302, 305; Premladi za pedesete: S0 godina Pozorista Atelje 212, po ideji
Ljubomira-Mucija Dragkic¢a priredili: Svetozar Cvetkovi¢, Gordana Gonci¢, Jasna Novakov i Jelena
Mijovi¢, Pozoridte Atelje 212, Beograd 2006, str. 606, 614, 616, 619, 648, 655; Atelje 212 od 2006.
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AoburHuna je 6pojHuxX mpusHama y Toj obaactu. Tpum myTa joj je AopemeHa
»CTepujuHa Harpapa’, a deTHpH IIyTa Harpapa ,Yustat” BujeHasa mosopuuHor
AHM33ajHa 32 Haj60sy O30 PHUIIHY MY3HUKY.

Papraa je Ha HEKOAMKO PMAMCKUX MapTUTypa, a 2011. je poo6maa Harpaay 3a
Hajoosy opuruHasHy Mysuky Ha QuamckoM ¢ectuBasy y Comorty, 3a My3HKy
y ¢uamy Muaoma PapuBojeBuha, Kaxo cy me yxpasu Hemyu. Harpasa cprcke
cexnuje MebhynapoaHor yapyxema puamckux kpurugapa (FIPRESCI), popemena
joj je 2012. ropune. AobuUTHHULA je M APYrHX, GPOjHMX, 3HAYQjHUX Harpapa. Jom
Ha CTyAHjaMa IIpHMHAQ je Harpaae u3 $oHAOBa ,Bacuamje Moxpaman” u ,Jocun
CaaBencku'. 3a HajOOse peMujepHO U3BeAeHO aea0 Y 2003. ropaunw, 3a onepy 3opa
A., Yapyxeme komnosuTopa Cpbuje AoaeAHAO joj je Harpaay ,CreBan Mokpamary”.
A TlapaaMeHT MeAUTEPaHCKUX 3eMasa AOAEAMO jOj je ABe Harpaae 3a BpXyHCKa
Aocrurayha y ymersHoctu. Bepanncku yaconuc Der Freitag yBpcrro je Mcupopy
Kebeman Mehy aeceT HajlepCHeKTHBHUjUX jaBHUX AMYHOCTH Y cBeTy y 2009.
roauu. 3a yaana Ceetcke akapemuje ymernoctu u Hayke (WAAC, CAA) usabpana
je 2012. roaune. Mcupopute mapTUType eKCKAY3MBHO M3Adje HUTaAujaHCKa Kyha
,Puxopan” (Ricordi), eHa Mysuka OTHCHyTa je Ha IIPeKO TPHAECET H3Aamba HOCada
3Byka y CpOuju 1 eBponckuM 3eMmama. '’

Kao mpaBu peHecaHCHM yMETHHK, PaAO je M YeCTO M3BOAMAA CBOjy MY3HKY M
MY3HKY CaBpeMeHUX, IPEeTeXHO CPIICKUX KOMIIO3UTOPA, K0 MUjaHUCTa U AMPHTEHT,
Hactymajyhu ca ,JKebeman opkecTpoM', aA U APyTUM PEHOMHPAHHM HHOCTPAHHM
aHcambanma. Mysuka je 6uaa >XMBOTHa ,TedHocT” meHor 6Ouha. Ha murame
»OTKyA OaBbere My3HKOM?‘, OATOBApAaAa je Ad HUje OHA IPOHAIIAA MY3HKY, KaKO
61 ce oyexnBaAo, Beh 0OpHYTO, My3HKa je MPOHANIAQ HY. AKTUBHA y APYIITBEHUM
30MBaBKMMa U KAO NOCAEHHMK Ha CTAAHOM ,3aAaTKy” y 6opbu 3a A06pO cpricke
My3HKe ¥ YMETHOCTH M KyAType YOIIlITe, ITI0ceOHO ce mocBehuBaAa pasy y OKBUPY
Cpricke axapeMuje HayKa M YMETHOCTH KPO3 Pa3AMUUTE ASAATHOCTH IIOBOAOM
obeaexaBama jybraeja, 170. rOAHIIIbHIIE Te YCTAHOBE, OPTAHU30BABEM MY3HYKUX
Bedepu y laaepuju CAHY ¢ momyaapHMM AMYHOCTHMA HO30pHIIHE M KIbIDKEBHE
yMeTHOCTH 1 Ap. Op BEAMKOT 3Hauaja je HheH aHTaXXMaH Kao jeAHOT OA OCHMBAYa U
Y HOCAEABHX HEKOAMKO roAMHA mpepcepruiie OAOOpa 3a 3aIITUTY CPIICKe My3HUKe
6amrune CAHY, ¢ xojuM je 6puHyAa O 320CTaBIITHHAMA CPIICKUX KOMIIO3UTOPA,

do 2016. godine, prir. Branimir Brstina, Maga Mihailovi¢, Gordana Gonci¢, Jelena Mijovi¢ i Marija
Jevti¢, Pozoriste Atelje 212 — JP ,Sluzbeni glasnik®, Beograd 2016, str. 31, 37, 71; Gor¢in Stojanovi¢
(ur.), Jugoslovensko dramsko pozoriste — 60 godina: lica/slike/secanja, Jugoslovensko dramsko pozoriste,
Beograd 2008, str. 265-267; Marina Milivojevi¢-Madarev i Goréin Stojanovié¢ (prir.), Jugoslovensko
dramsko pozoriSte u XXI veku: 2001-2011, Jugoslovensko dramsko pozoriste, Beograd 2011, str.
31. IToaatke o ceykynHoM papy M. JKebenan Ha IO30pUIIHOj B PHAMCKOj My3HLH BHACTH HA CajTy
www.isidorazebeljan.info. TaaBau 1 oAroBOpHH ypeaHHK Yacomuca My3ukoAoiuja CpAQIHO 3axBasyje
rocriohu Jeaenn Kopauesnh, nupopMaLmoHOM CTpyUrbaKy JyroCAOBEHCKOT APAMCKOT IIO30PHIITA, 32
IIOAATKe M3 HaBeAeHUX upama JAII-a.

19  Hbeny mysuxy o6jasuau cy: ,CPO“ (Classic Produktion Osnrabriick), ,Deutsche Grammophon®,
»Oboe Classics (UK), ,Mascom Records“ (Cp6buja), ,Oboe Classics* (UK), B92, Vapyxeme
kommnosuTopa Cp6uje u Ap.



206

MY3UKOAOTHJA / MUSICOLOGY 30-2021

AUTHTAAM3AIMjH GOHAQ MAPTUTYPA, O AKTHBHpAKy CaBpeMeHe 0ase MOAATaKa, O
MY3HYKOM H3AABALITBY, OCMUIIAABAAA U PEAAM30BAAA KOHI[epTe IIOBOAOM jyOraeja
KOMIIO3UTOPA, TPEAAHO ce TpyAehu oko MeAHjcKe IIpOMOIIHje CPIICKe MY3HKE, Y 9Hjy
BPEAHOCT U 3Ha4aj je AyOOKO U HCTPajHO BepoBaAa.

ToToBO 6e36pojHe perieHsHje, KPUTHUKE, IPUKA3K U HHTEPB)jYH Y HajyTACAHUjUM
CBeTCKHM YaCONMCHMa M IyOAMKaljaMa cBepode O aMmautysu Mcempopume
YMETHOCTH, O IOIyAAPHOCTH ¥ MMIIPECUBHUM Pe3yATaTHMa KOje je Hau3IAeA AAKO
IIOCTHM33Aa, A M3a KOjHX je CTajaA0 MHOTO CaMOIIperaAallTBa M oApHIama. Hama,
KOA€raMa M IpHjaTesHMa KOjH CMO jeé BOA@AM, CBE OKO e jé AGAOBAAO CaBpIIEHO
IPUPOAHO U AAKO, BUPTYO3HO; IIPOM3BOAMAQ je Taj YTHCAK M YMHHMAO HaM Ce AQ U
mu 10 MokeMo. C aakohoMm ce 6aBuaa u meparorujom. OpHerosaaa je y cBOjoOj
yBeK OpOjHOj KAACH KOMIIO3UTOpE KOjH JKalby yCIleXe Ha CBETCKMM My3HUYKUM
IIO30PHUIIAMA, 0CBajajy IPeCcTIKHe Harpaae, a 0 CBOjoj Ipodecopku cBepode Kao o
U3BPCHOM IIEAATOTY, AAU M BOAUYY KPO3 KUBOT y LieAuHH. IIpucHo 1 npujaTescku je
HOAPIKaBaAa CrleliudpHuHe HHAUBHAYAAHOCTH CBAKOT CTYAEHTA, OAAro, aAH OAAYIHO
HX ycMepaBajyhu Ha ITyTy CTHIjarba CAMOCTAAHOCTH M TPAraka 3a OpUrUHAAHOIIY.

Ha xpajy — oner meHa My3HKa: KOMyHHUKAaTHBHA HA CBUM HHUBOMMA, IIO3UTUBHO
IPOBOKaTHBHA, OHA M3a3UBa EKCTaTHYHO OAyLIeBAeHhe M HHTepIpeTaTopa H
my6bauke, ocehame Koje, IPUPOAHO, M CaMa ayTOpPKa Iaju — PaAOBambe TOKOM
CTBapama, PajOBake y TPeHyI[MMa MHTepIIpeTaluje, pasOBame Kao MOCAeAHUIla
MYBHYKOT AOXKHBAaja.>’ Y ompomTajHOM roBopy Ha caxpanu Mcupope JKebevan
Ha HoBoM rpobmsy y Beorpaay, akasemux Muaas Aojanuna, cexperap Openerba
AukoBHe U Mysmuke yMeTHocTn CAHY, mpumerno je aa je Mcupopa cBe umHMAA
Ca eMOLMjOM M Y KAaPaKTepHCTHYHOM TeMITy Ca ePyINTHBHOM XXYCTPHHOM, Kao Ad
Hekyp Xypu.”' Moxaa je Mcupopa 3Hasa aa joj je Bpeme omeheno. Ho, ycreaa je aa
HAAMYAPH TO Bpeme!

Hexa MM Ha caMOM Kpajy OBOT TeKCTa OyAe AO3BOMEHA OIACKa MHCIMPHCAHA
jeAHHM XOAMBYACKMM (QUAMOM, Y KOjeM ABa TAaBHA jyHaka Ha Bpxy Keomcose
IUpaMHUAE Pa3roBapajy O CMUCAY XHBOTA, 0 BepoBamy crapux Erunhana pa 6orosu
AylIaMa IpeMHMHYAUX IIPH IIPEAACKy Ha He6O ITOCTaBAAjy CaMO ABA TIHTAA, U AQ je
HOTBPAAH OATOBOP ,IIPOIYCHHIA" 3a HEKU eTUIIATCKH Paj: ,Ad AM CH HAlllao PaAOCT
Y CBOM 3KMBOTY? Aa AU je TBOj )KHBOT AOHEO PAAOCT ApPyTHMaZl“

HcupopuHu oAroBopu curypHo 6u 6uam: ,AA!“ u ,AA!"

Munana Cinojagurnosuh-Muauh

20 ,To ujecre OHO LITO je MeHe y My3HIIH OAyBeK ycxuhaBaAo. Y My3HIIH Ce OAyBEK PaAyjeM CTBapHMa
KOje Cy HeobUuHe, IyHe H3HeHal)erba Koje MOXKe HEKH Iy T Ad OYA€ AYXOBHTO, CMEIIHO, AAK He HPOHHYHO,
Beh pa u3asmBa papocT mommyT oHe Aedje”; BupeTn: Mapuna Mupkosuh, ,Mcupopa XKebeman: pasocr
je xap ce cBupa — my6as. Kommosurop HMcupopa JKebeman youn Bevepammer HACTYIA CA CBETCKH
caaBHuMa Bpoacku kBapretom®, Beueproe nosoctiu, Beorpaa, 21. IX 2011, roa. LVIII, crp. 15.

21 Y. Muaan Aojanuria, ,EMoTnBHA M XyCTpa, yBeK je 6upaaa myT nportus crpyje. Ompomraj op
Ucupope Kebeman (1967-2020), Hoauinuxa, Beorpaa, 6. X 2020, rop. CXVII, 6p. 38389, crp. 13.
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