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PEY PEJAKIIUJE

OOunyHO ce Kaxe a My3uKa He [TO3Haje IpaHulle, Aa Cy U My3uKa U
MY3W4YapH YBeK y MOKPETY, Y HENPEKUTHAM AOAUPHMA Ca APYTHM MY-
3WYKUM CpefiiHaMa W TpagunujaMa. Ta MUrpaTOpHa KpeTama HeMH-
HOBHO YCJIOBIbaBajy crenuguuHe TpaHcopMaluje My3udKe IMpakce,
yyje npoydaBame U npahewme MOry OUTH MOACTULAJHH 32 MY3UKOJIOTE.
TparoBu mMurpanyja MOTy ce NMpelo3HaTH y MY3HIH, HAUMHIMA H3BO-
bewa M KOMIIOHOBamwa, a MOHEKaJ ce Y HHMa CKpUBajy U HEOOMYHE
ucropuje. Onpenemyjyhu ce 1a My3udke Murpamgje Oyay Tema Tpeher 6poja
My3ukoaozuje, OUnu CMO CBECHU [ja MOXKEMO YCMEPUTHU MaXKiby CaMo
IIpeMa U3BECHUM acleKTHMa OBe HEeNperilefiHe 00IacTu HCTPAKUBAbA.

[IBa eTHOMY3UKOJIOIIIKA MPUIIOra y OBOM OpOjy CBEIOUYE O TOME KO-
JIMKO Cy ca3Hama O ceobaMa Hapofia y MPOIUIOCTH Off MPecy/iHe BasKHO-
CTH 3a JIOHOIIeHe 3aKJbydaKka y OBOj T'paHU Hayke. Tparefguja mpucui-
HUX MHUTrpanyja cTaHOBHUINTBA y 20. BEKY, yCIOBIbeHA NMOJUTHYKUM H
paTHUM 30UBamk-UMa, 4eCTOo je, MehyTuM, 3Hauuna foGpOOHT 3a KyJIType
Hapofa KOju cy UMUTpaHTe NIPUXBATIIN, O YEMY TOBOpE PajloBH MTOCBe-
henn yno3m pycke emurpanyje y nmogu3amy HABOA MY3MYKO-CIEHCKOT
n3BobamTBa y Jyrocmasmjm m3Meby fBa cBercka para. M Ha mpume-
pHUMa JieJoBama UTaaljaHCKUX My3ndapa y I'puKkoj 1 rpukux My3udapa
y MTanuju Moxe ce caryiefaTu cBa MJIOJOTBOPHOCT TaKBUX KOHTaKaTa.
O6jaBibyjeMO U MPUJIOT O YTHIAjy AYror 00paBKa y AMepHUIH Ha paj
HCTAaKHYTOT IpYKor My3udapa Jumurpuca Murtponynoca.

Meby TekcroBuma y pyGpumu Varia Tpu pajja pasMartpajy npobie-
Me Be3aHe 3a CaBpeMEHO MY3MYKO CTBapalalliTBO. 1o Cy aHAINTHYKH
pajioBu O CHHTE3MjCKO] yMeTHOCTH Brnagana PamoBanoBmha (Hammcan
MIOBOJIOM CEaMAECETOrOfUIIbILE YMETHUKOBOT XUBOTa, 00eJIeKeHe
MpOIILIe TOJMHE), O HOBOM JIey cBe acpupmucanuje AnpujaHe XeJcKu
1 O TIOjMy My3W4YKe TeKCType, ONTHOM 3a pa3yMeBame MYy3HUKe MOCIEN-
Bux neneHnja. OcTana gBa mpmiora nocBeheHa cy pemHTepIpeTannjun
COLIjaTUCTUYKOT peajnu3Ma u NMpobiieMy TEPMHUHOJOIIKUX ofpebema
MIpaBOCJIaBHUX IIPKBEHUX HaleBa.

Manmm oMaskoM obelieskaBaMo jyOomie] cemamyeceT TeT TOINHA SKIBO-
ta ap Hapexxne Mocycose, ayroropuiiismse capaguuie My3UKOIOMIKOr HH-
CTUTYTA U 3HAYajHE JIMYHOCTH Y CPIICKO] U JYTOCIIOBEHCKO] My3UKOJIOTHjH.

Ha moyeTky oBe rogmae ympuna je ap Pagmmna Iletposuh, yrien-
HU €THOMY3HMKOJIOT W TaKobe myroropmuima 4iaHuna Hamer MHcTn-
TyTa. Ham npBoOWTHY Mi1aH fja Aparoj KOJEernHAY MOCBETUMO IPHUIIOT
y 4acT HEHOI ocaMJleceTor pobeHaaHa, MOpalu CMO 3aTO HaIllyCTUTH,
IIa ce y HeKpoJsory cehaMo mbeHOr J1UKa U Hay4He JelaTHOCTH.



EDITORIAL

It is awell known that music and musicians have always been mobile,
constantly in touch with other musical environments and traditions. Resea-
rch into the numerous transformations of musical practice caused by those
migrations proves to be inspiring for musicologists. Traces of migrations
can be discovered in music, in the waysiit is played and composed, and tho-
se traces can sometimes unveil unusual stories. In choosing musical migra-
tions to be the main theme of this issue we were aware that we would only be
ableto focus on afew problems that belong to thisimmense field of research.

Two ethnomusicological articles attest to the crucial importance of
obtaining a deep acquaintance with the history of migrations in order to
draw valid conclusions in this discipline. The tragedy of forced migrations
of different populations in the 20th century, caused by political events and
wars, often unexpectedly benefited the cultures of the peoples that hosted
them. Such cases are examined in the two articles devoted to the role of the
Russian musical emigration in improving the performing standards on the
Y ugoslav opera and ballet stages between the two world wars. The fruitful-
ness of such contacts are further demonstrated in the articles on the activities
of Italian musicians in Greece and Greek musicians in Italy in the 19th cen-
tury. The last contribution in this rubric observes the effects that residencein
the United States had on the outstanding musician Dimitris Mitropoul os.

The authors of the three articles in the Varia rubric deal with contem-
porary music. One article is an anaytical presentation of the art of synthesis
as conceived and realised by Vladan Radovanovi¢. It is published in honour
of the artist's 70th birthday. The other articles deal with the term of musica
texture, essential for understanding the music of the last decades, and a
recent work by Adriana Holzsky. The remaining texts are committed to
church music topics and rethinking socialist realism.

In honour of the 75th birthday of Dr Nadezda Mosusova, a distinguis-
hed personality in Serbian and Y ugoslav musicology, and a long time mem-
ber of the Musicological Institute, we are publishing a modest hommage.

We had also planned to mark the 80th anniversary of the birth of Dr
Radmila Petrovi¢, another esteemed colleague for many years. Her death at
the beginning of this year has obliged us to pay her atribute in an obituary.
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anka Jlajuh-Muxajnosuh HcropujaT TpOriacHux rajuu...

Hanxka Jlajuh-Muxajarosuh

NCTOPUJAT TPOI'TACHUX T'AJIN
Y CBET/IY MUTPALILJA

Aucwipakii: Y Tparamy 3a pacaguliTeM MYJITHHAIMOHAJIHUX HMHCTPYMe-
HaTa BaxkaH IIyTOKa3 MOT'Y OMTU MUrpalje CTAHOBHUIITBA HA IIPOCTOPUMA
rae ce ogpebenn uHctpymeHT cpehe. Ha oBaj HaumH je youeHo fja ce Tepu-
TOpHja pacHpoCTHpama TPOIVIACHHUX Tajid Y MHANKATHBHOj MepH MOAYyRapa
ca MoApydjeM KYJITYpHHX YTHIIaja CPICKOT Hapopa. Y3mMmajyhum y o63up
pe3yiTaTe JMHIBICTHUYKHUX HCTPAXKUBAHba U MY3HUKO "OKpyXeme' Tporiac-
HEX Tajau (CpojjHe MHCTPYMEHTE U BOKalHe o0imke), ynHu ce fa Cpbuma
Ipunaja BakHa, aKO He M KIbY4YHA yJIora y HCTOPHjaTy OBOT THIA CBHpAia
ca MEIINHOM.

Kwyune peuu: TpornacHe rajue, MyJITHHAIMOHAIHYA MY3UYKM UHCTPYMEHT,
UCTOpHjaT, aKynTypauyja, murpaunyje, Jyxxau Crnosenn, Cp6u, Mabapu, XpBa-
T, ['epnax.

My314KH MHCTPYMEHTH CYy IO CBOjOj OHTOJIOIIKO] CYHUITHHH JI€0
AYXOBHE KYJIType, NPOAYKT YOBEKOBOI' YMETHUUYKOT, KpeaTuBHOT Ouha,
ajy je HeCmopHa HUXOBa MpeMETHA IMOjaBHOCT, OHM Cy "HajMaTepH-
jamHmju" meo Mmy3muke KynType. [1o3HaTo je fa ce TOKOM aKkyiaTypa-
IMOHAX MPOIECa HajAKIIe Pa3MemYjy MPEMETH, Ta ce MHCTPYMEHTH
Ipey3uMajy U3 APYTuX KyJITypa MHOTO yelthe HETo eJIEMEHTU BOKAJlHE
(ponkmopHe My3uKe. YOUeHO je fa U Meby MHCTpyMeHTHMa IOCTOje
pa3nuuuTe KaTeropuje: OHM KOju HeMajy (PUKCHpaHe BHUCWHE TOHOBA
JaKlle Ipesja3e €THUUYKE T'PAHMIE Off APYTUX, KOjU jacCHO OLpTaBajy,
"03ByuaBajy" HaAUMH My3UYKOT MUILIJbEHA ofipeheHe apymTBeHe 3ajef-
Hutne. Kopgodonu ca nmparosuMa u aepooHH, CBUpasle ca pynuiaMa
Ha 3U0BUMA IIEBU, CMATPajy ce, IO OBUM OJjINKaMa, eTHUIKH jacHUje
nepuHUCAHUM, anyu ce rpabemeM BapHWjaHTHUX OOJMKA M ofpeheHnM
MOCTYNIAMA Y W3BOHAUKO] TEXHUIW W FHUXOBH TOHCKH HU30BH MOTY
MOJIM(UKOBATH, OJfH. MPUJIATOJUTH JAPYTOM MYy3MUKOM je3uKy.” Kako
Cy CBHpaJie ca MEIIMHOM TPaJUIIMOHATTHA UHCTPYMEHTH CIIOXEHE KOH-
CTPYKIIFje, MOTJIO OM ce MPETHOCTABUTH Jja jeé CBAaKU THI Ae(UHUCAH

' Jordan Jeli¢, Akulturacija, Kultura, Beograd, 1985, 133.

Hanka Jlajuh-MuxajioBuh, ToHCKE clCcTEM CPIICKUX TPOIJIACHUX Tajau, My 3U4-
KM MHCTPYMEHT Ha pellaliijil HallMOHAJTHO — MYJTHHAILMOHAIHO, y IITaMIHM, paj
U3JI0KEH Ha CUMIIO3UjyMy nocBehenom 75. ropuHm xwusoTta u 50. ropuHu paja
npod. ap Jparocnasa [Jesuha ogpskanom y beorpany 2001. rogune.

13
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BpPCTOM IIMCKOBA, OH. OOJIMKOM CBHpaiia, OpojeM cBHpaja M pynuia Ha
BUMa ¥ [a Ka0 TakaB HOCH KOHKPETHE HAIMOHAJTHE M HCTOPUjCKE
atpubyre. Ha ocHOBY obnacTu pacnpoctupama youaBa ce, HACYIpOT
TOME, fla je MYJTHHAIMOHAHA HE caMO Hjeja 3Bydara CBHpaje IMo-
CPEJICTBOM €JIaCTUYHOT pe3epBoapa Basnyxa (Memmne), Beh u mojegu-
HU TUIOBH OBe paMmiyje MHCTpyMeHaTa. Meby nuramnma Koja ce y
TakBUM cily4yajeBUMa Hamehy jecTe nmuTame HWUXOBOI ETHHYKOT H
UCTOPHjCKOT IeTEepMHUHUCAKA. YecTo je TeUIKO YTBPAUTH pacajullTe,
HApOYHTO Kajia ce Pajy O aKyJITypPalMOHOM IPOLECy KOjU ce AelaBao
y TakO aBHOj IPOIILIOCTH fia je yCBOjeH:n (DEHOMEH MOCTAao0 Ie0 U IpY-
TUX Tpajuiuja. BaskHe cMepHHIE Yy carjiefjaBalby KYJITYpPHUX KOHTaKa-
Ta Te BPCTE CY HCTOPUjCKY MOAALM O MUTpaljaMa HapOofia U eTHUIKUX
rpyna, OgHOCHMa HHUXOBHX KYJITypa, MOceOHO y cepu (honKIopHe
my3uke. V3yuyaBajyhu Ha oBaj HAUWH MPOUIJIOCT TPOTJIACHUX Tajiu U3
UCTOYHE TpyIe, KOjy KapaKTepHIIy MUCKOBU Ca jeTHOCTPYKHM Yhap-
HUM je3U9IIMa, TOIUIO Ce 10 HOBUX U MHTEPECAHTHUX MoflaTaka.

Benuka ucropujcka 36uBama y 20. Beky, ypbaHHM3auuja cena u
nmoMepama BEJIMKHAX Maca Hapoja MMala Cy 3a mociepuny, u3meby
OCTalor, ¥ IPOMEHE IpaHMIla pacupocTupama BehuHe TpagunuoHan-
HUX HHCTpyMeHaTa. Ha OCHOBY pacmojiOKMBHX INOAaTaka MOXE ce
npernoctaBuTu Aa cy y Cpbuju TporjacHe rajae Ouie pacmpocTpa-
HEHE MIPBEHCTBEHO Y MCTOYHMM M LEHTPAITHIM obacTiMa (IIOTICKa, jy3K-
HOMOpABCKa, TUMOUKO-OpanmueBcka o6mmact u lllymaauja)’: rpaHmaHO
moAIpydje Ha KOME je PerncTpOBaH OBAKaB THII Tajil Ha jyTONCTOKY je

*  HsBopu no reorpad)cKoM KpPUTEPHjyMy, Off jy>KHUX Ka CEBEPHMM OOJacTAMAa:

Mununa Pajmmh, T'oppana Poranosmh, My3uuka m opcka tpagunyja y Bynaky,
Tnacnuk Etunozpaghckoz my3seja, 62, Beorpan, 1998, 238,239; Mumutpuje O. ['one-
mosuh, Haponna my3uka y o6iactu Tumok u 3arnasak, [nachuk Etinozpagcko?
myseja, 62, beorpan, 1998, 271; Jbybunko Mumkosuh, barwa, Kmwaxkesan, MUIT
"Hora", 1978, 101,102; Cno6onan XKuskosuh, I'ajune u3 cena Bpesosune kop
Tpcrenuka, ceMuHapcku paj, Apxus KaTeape 3a My3UKOJIOTHjy ¥ €THOMY 3UKOJIO-
rujy ®MY y Beorpapy; dparocnas desuh, Hapogha mysuxa [pazauesa, o6auuu u
passoj, Beorpag, ®PMY y Beorpany, 1986, 56; np Hparocnas [lesuh, HapogHa
mysuka Llpropeuja (y ceeitinocitiu eiinozeneitickux iipoueca), beorpan, JIT lTam-
na, papuo u ¢unm bop, Kynrypao-o6pazosuu nentap bomesan, MY Beorpap,
1990, 82; op Hparocnas Hesuh, Hapogna my3uka, Kyaituypra ucitiopuja Cepuza,
11, Je3uk, kyntypa u nuBunn3anuja, Hum, [Tpocsera Hum, Haponuu yausep3urer
Cepmur, 1992, 444-447; Ilerap K. Iletposuh, I'pyxa, Cpiicku eitinozpaghcku
36opHuk, LVIII, Beorpapn, 1948, 368-369; ITerap XK. ITerposuh, O HapogHum iiecmamna
y pygHuuxom [lomopasny, Iloce6Ha m3pama ETHOrpadckor myseja y beorpany,
5, Beorpap, 1935, 39-40. Ocium o6jaB/peHNX mofaTaka KopuirheHa je u rpaba ca
TEepEeHCKUX HCTpaxkuBamwa npodecopa u crygenara PMY y beorpany y okoauHI
Huma n MnagenoBua koja norspbyje kopulltheme TPOIJIACHUX Tajid y OBHUM
kpajeBuMa (rpaba ce Hanmaszu y ApxuBy Karezipe 3a My3HUKOJIOTHjY B €THO My3UKO-
norujy ®MY y Beorpany).
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anka Jlajuh-Muxajnosuh HcropujaT TpOriacHux rajuu...

Banname,' Ha 3amajy [Iparaueso, [OK je Ha CeBEpy OGJACT HHXOBOT
pactpoctupama npenasuia npeko Case u [lyHaBa u 3axBaTaia YUTaBy
Bojsomuay.’ Y XpBaTcKoj je OBaKBHX Tajii OWIO y MAHOHCKHM TIpEfie-
mava (mo Toxemke kotmmue), y Mabapckoj cy Hajmye cBupaHe y
TTonynassby u ITotucjy,’ a Ha ceBepy Cy PerMCTpOBaHE y CPEiH0j | jyro-
3anaaoj CrnoBaukoj.” Ha MCTOKY je apean TpOIJIACHHX Tajadl 3aXBaTao
nojepuHe obnactu Pymynyje, banat no Xymwenoape, Ontenujy u Bykosu-
ny,"’ 1 1oce3ao 10 YKpajune, yKIbyuyjyhi IpBEHCTBEHO H-eHE 3amajiHe Kpa-
jese'" (BumeTn Kapry 6p. 1 y npumory). ITocToje MHAMKANmMje /12 je oBaj THIT
MHCTpYMEHaTa ca MEIIMHOM KOpHIITheH U HEIIITO 3aMajjHuje Off Ha3HAUYEHNX
o6mactu, y Yentkoj (y Mopasckoj), > a BeposaTHo 11 y CioBeHmju.
LlenTpanuu geo oBor, reorpacku KOMIakTHOT noapyyja je Ila-
HOHCKA HU3Wja, a TpaHWYHE 006JIacTH 3aja3e y BEJINKEe IUNIAHWHCKE CHC-
TeMe KOju je OKPYXKYjy. 3a MaHOHCKO-KaplaTcKe MPOCTOpe KapakTe-
PUCTUYHO je 3HaYajHO MPOXKUMake KyJITypa Hapoja U eTHUUKHUX Ipyma
Koje Ty XuBe, ' TIa cy TpormacHe rajue camo jefjaH of GPOjHEX 3ajefi-

4 . _ _ _ —
Mupjana Bykunuesuh-3akuh, HHcilipymeHiliarHo U 60KAAHO-UHCIUDYMEHTUAN-

Ho Hacaebe 3aiiaarba y céeitiny WpaAgUUUOHAAHOZ MYSIULKOZ MULUDEHA, MATHCTAP-
cku pag, PMY y Beorpanmy 1993.

Hparocnas esuh, Hapogna mysuka [Ipazauesa, 56.

Hcropujckn m3Bopu Koju MOTBpbyjy pacmpocTpameHoCT rajan y Bojsogman
nob6pojanu cy pany: Janka Jlajuh-Muxajnosuh, Iajge y Bojsogunu, Marucrapcku
pan, Akanemuja ymetHocta y HoBom Cany, 2000, 35-39, 55-57.

" Bozidar Sirola, Sviraljke s udarnim jezickom, Zagreb, JAZU, 1937, 344.

8 Balint Sarosi, Die Volksmusikinstrumente Ungarns, Handbuch der europischen Volk-

smusikinstrumente, Serie I, Band 1, Leipzig, VEB Deutscher Verlag fiir Musik, 1967, 96.

’  Ladislav Leng, Slovenske ludové hudebné ndstroje, Bratislava, Vydavatel'stvo slo-

venskej akadémie vied, 1967.

1 Alexandru Tiberiu, Instrumentele muzicale ale poporului romin, Bucuresti, Editura

de stat pentru literaturd si artd, 1956, 81.

11 o
Koncrantun Amnekcanpposud Beptkos, ['eopruit MBanoBuu brnaropatos,

Onbp3a DnyappoBHa SI30BULKas, A7vac My3bIKaJIbHBIX HHCTPYMEHTOB HAapOJOB
CCCP, MockBa, My3sika, 1975, 50-52; Mysuunn nHCTpyMeHTH, KaTaloT N310X0e,
CeupHEK, My3eil yKkpanHChbKOH KyJIbTypH, 1972, 39.

2 Jaroslav Markl, Typologie der tschechischen Sackpfeifen, Sudia instrumentorum

musicae popularis, |, Bericht Uber die 2. Internationale Arbeitstagung der Study Group
on FMI des IFMC in Brno 1967, herausgegeben von Erich Stockmann, Stockholm, Mu-
sikhistoriska museet Stockholm, Musikhistoriska museets skrifter 3, 1969, 130.

¥ Zmaga Kumer, Ljudska glashila in godci na Sovenskem, Ljubljana, Slovenska Ma-

tica, 1983, 118,119.

14
Hukona HaHTeIII/Ih, Eranuku n €THOKYJITYPHU KOHTAKTH Y MaHOHCKO-KapnarT-

CKOM IIpoCcTOpyY, Eilinuuku u eitiHOKyAllypHU KOHIHAKIiU Y UAHOHCKO-Kapuaiu-
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HUYKUX KYJITYpHHX eleMmeHaTa. [IpmrarobaBame pa3inuauTuM My3Wd-
KUM HAMOMEMA Pe3yaTupasno je rpabewmeM [Bejy BapHjaHTU [BOjHE
CBHpaJIe: CPIICKE U XpBaTCKe UMajy S5 pynuIa Ha MEJIO[1jCKO]j CBUPAJIH,
a Mabapcke u cnoBauke 6 (IOCTOjU U OTBOP ca 3aJ[le CTPaHE CBUpAie,
T3B. majyeBa pymuia), oK Cy Ha noapyyjy Pymynuje u Ykpajune 3ac-
TymbeHe 00e BapmjanTe. Mamn 6poj pynuia oOMYHO ce y3mMma Kao
nokasaTesb Behe crapoctu cBupana, HITO O, IPUMEHEHO Ha Tajpe,
yKa3uBajo Ha Behy apXamvdHOCT CPIICKHMX M XPBaTCKHX T'ajiu Off BUXO-

15
BHUX CPEIHOEBPOICKUX "CPOHUKA " .

3a UCTOPUjCKO U €THUYKO ofpebeme reHese u audysuje Tporiac-
HUX Tajagd ofj IpUMapHEe BaKHOCTU Cy MU3BOpPU KOjU HOce M HMHQOp-
Malyjy O HAIIMOHAIIHOM TIpeuKCy, alu je TaKBUX, [0 MPABUILY, MaJIO.
Haj3nauajuuju o Te Bpcre m3Bopa je mucMo ['nuropuja Tprajuha,
MIeCHUKa, IPeBOJINoNa, mpodecopa NMpaBHUX HayKa u rajgama, Cpouna
pobenor y Moy, y Baukoj (1776. unu 1766. rogune), ynyheno 1805.
rogude u3 Pycuje cereguackoM npotu Hukonu ITonosuhy. OH Monu
lTa My ToIajby ceupa.se Koje ONMHCyje Kao TPOTJIAaCHE rajae 3aTo IITO
7X CMaTpa My3WYKUAM HAIMOHATHUM cuMOoIoM: "(...) Menu cy ceupaae
HYJXCHe 3ailo ga He 3abopasum ga cam ba4sarncke, iwio jecill iipase 4uc-
itie cpiicke n03e Kao u moju fipagjegu (...) nio (ITpema mpeTxXoIHO OMe-
HYTAM €prOJIOIIKNM KapaKTepHUCTHUKaMa jacHO je fa TOj CBHpajiaMa
nogpa3ymeBa rajae — npum. .JI.M.) Bumre u3Bopa ¢ kpaja 18. u
noyeTka 19. Beka nocpeaHo NoTBpbyjy fia cy rajae (heHOMEH KOjH je Y
TO BpeMe Beh UBpCTO yTKaH y TpaiuLMOHAIHU My3u4yKu Muibe Cpba ca
naHoHcKuX npocropa.'” [oMHEbY ce Y OKBHPY KPMTHUKHMX OCBPTa HA
HUBO HAI[MOHATHE CBECTH: "... locegao 6u (Hapog) upu pexama [lyHa-
8y, Casu, /Ipasu, Tucu u Mopuuwy, kao orno Espeu y Basuaony, u obe-
cusuiu zycae, 2ajge u ¢pyae cee ckyila ca ilecmama cgeouma o apbama,
dnaxao 6u 3a uzzybmenum Cuonom cpiickum; ... "," amu u 'y moerckom
IyXy, TIe ce Ha HACIOBHO muTame "Tko (j)e ilpasu cpiicku cuH" oaro-

ckom iipocitiopy, beorpan, CAHY, EtHorpadcku uncrutyT, [Toce6Ha usznama, 42,
1997, 9,10.

15 . .
CrnenucuyHocTu Tpagungja MaHI(ECTY]y ce U TOTpeGOM 3a Pa3NUIUTUM TOH-

CKVM TIOTCHIMjalliMa Y TIOTJIely aMOuTyca, IITO Ce pellaBa OylIemeM pymuna y
pacnopeny Koju, y3 NpUMEHY BWbYIIKACTE alulMKaType, oMoryhaBa H3Bobeme
Menofuja y o6uMy cenrTuMe ca 5 wim oKTaBe ca 6 pymnunia Ha cBupanu. [. Jlajuh-
MuxajnoBuh, TOHCKH CATEM CPIICKHMX TPOTJIACHHUX TajfH...

16 _ _ . _ . _ _ .
AHitionozuja citiapuje cpiicke ioesuje, npupenuo Muanen Jleckosan, Hosu

Capn, Matmnna cpncka, Cpricka KimkeBHOCT y 100 kmura, ku.8 — KmmkeBHn
cacrasu, 1972, 364.

17 . .
M360p pasnuuuTux BpcTa fOKyMeHaTa ca IoMeHuMa rajau sugeTu y: [, Jlajuh-

Muxajnosuh, [ajge y Bojsogunu, 35-39, 55-57.

18 Hewupentugukosanu yaconuc, ctp.102 (konuja y apxuBu ayTopa).
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anka Jlajuh-Muxajnosuh HcropujaT TpOriacHux rajuu...

Bapa ca: "Kou w»ybu cp6-a3byky,/ I'vcae cy my suoaun;/ 8oae 2ajge, Ko
mysuxy,/ Uzpa koao,/ Iesa xono:/..."" Vaxo ce cyrepuie ayTeHTHY-
HOCT, OfH. NpHIafame TajAl CPICKOM TPaAWIUOHAIHOM MY3WYKOM
WHCTPYMEHTapHjyMy, 00jeKTHBaH MPUCTYI HaJlaKe pa3MaTpame OIIH-
je 0 KyJTypHOj I03ajMIIIM, NIa je HEOMXOAHO caryieflaTd ApYLITBEHE U
KyJITypHe opffHOoce y ITaHOHCKO] HU3WjU Of BpeMeHa Kaja Cy ce OBJe
Hacelluya CIIOBEHCKa IJIeMeHa.

Munubema HaydHHKa O Tpajamy Benuke ceobe Hapopa cy pasinu-
YUTa: paHuje yBepemwe Jia je To 6miIo off S 1o 7. BeKa MOXke ce 10 HOBUM
W3BOpMMa KOPUTOBAaTH W TOBOPHUTH O mpucycTBy ClloBeHa Ha OBHUM
npoctopuma Beh m3meby 4. u 6. Beka.” Mabapu cy ce y ITasoHHjy
CIlyCTHJIM Kpo3 KapmaTcke kianne y 10. Beky. Mapma ce cmatpa aa
KyJITypa ocBajaya Hajuelrhe MMa IpeBIacT Haj KyJTypaMa OCBOjeHUX
Hapopa,” TO3HATH cy U cynpoTHH npuMepr. Yak u Mahapcku eTHOrpa-
¢u norBpbyjy aa cy CnoBenn GpojHonthy m KomnakTHomhy o6e3be-
MMM CHenyjadaH MoNoXaj W yTunaj Ha ocajave.” Hakon Kocoscke
outke (1389) cnoBeHcKa KyATypa Ha OBHM MPOCTOPHMA OCBEXKaBaHa je
Cp6uma ca bankana koju cy Oexanum TNpef TYPCKUM OCBajayMMa.
Hcropujcku cOMeHUIM MOMUEBY OCaM BEJUKHX ceoba y Mepuofy Of
14. 1o 18. Bexa.” Y jemHOM TOKYMeHTY U3 16. Beka M3pedeHa je kanda
kako cy ce "Pamu" (CpOu), pallMpuid MPEKO MOJOBHHE TaIallhe
Yrapcke, a 1eo TaHOHCKE PaBHUIIEC HA jyTY, Off €pAe/bCKUX IUIaHMHA 10
u3a JlyHaBa, Ha3uBaH je mo muMa "Paciujom".”* Cprickor XuBiba 6110
je u ceBepHHje, Ha TepuTopujaMa ['opme 3emibe, flaHammke ClioBavke,

" T(eopruje) Credpanosuh, Tko e mpaBum cpOeku cu, CepOckitl Hapoghbii

auciiy, 1846, XI, 31, 403.

" Jopau Eppespanosuh, Tparosu HajcTapujer ciioBeHCKor cioja y Banaty, y: Nie-

derluv sbornik, Dilu I, svazek 1, Praze, 1906, 275; Jo6pusoj Hukonuh, Cpou y ba-
Haiiiy y dpoutnocitiu u cagawrsocitiu, Hopu Cap, llTammapcku 3aBoj| 1 M3[1aBauKO
npeny3ehe "Ypanmja", 1941, 145-155; Cranko Tpudynosuh, Cnosenn y [lanonu-
ju, Krouncesna peu, 474—-475-476, Beorpap, 6.r., 32; np I[letap Bnaxosuh, Murpa-
IMOHM TIPOLECH M eTHWYKa cTpyKTypa BojBopune, [nacnuk Eiuinozpagpckoz my-
3eja, 41, beorpan, 1977, 114,115.

2L 7. Jeli¢, mas. neno, 127.

?  Jopau Pajonnh, CpOuja u Yrapcka y cpeitseM BeKy, Bojeoguna, 1, Hosu Cap,

Hcropujcko gpymrso y HoBom Capy, 1939, 129.

JoBan Upnjuh, baakarcko iioayociipeo, Cabpana aena, 2, Beorpag, CAHY,
HUPO "KwnxeBHe HOBHHE", 3aBOA 3a YIIOSHNKE M HACTAaBHA CpefcTBa, 1987, 132;
M. Hukonwuh, naB. neno, 146.

24 Hywmau J. [Tonosuh, Cpbu y Banaitiy go kpaja XV eexa — ucitiopuja nacemwa u

ciuanosnuwitiea, beorpag, CAHY — EtHorpadcku uHcTutyT, IloceGHa uspama,
CCXXXII, 6, 1955, 20; J. Liujuh, HaB. gemro, 502.
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e je jomr y 15. Beky mecrior ‘Bypah bpankosuh o6mo nmocene nsmebhy
Bpatucnase u Komopana.” ¥ 15. u 16. BeKy cprcka BacTena je paTo-
Balla y cacTaBy yrapcke BOjCKe, 3a IITa cy HarpabuBaHu moceguma Ha
KOje cy HaceJbaBalll CBOje cyHapopHuke. Jesrpo KpasbeBcke miajkari-
ke dotmie, nera ofopaMOeHOr crucTeMa Koju ce mpotesao of bparu-
cnase o 3eMyHa, ynHuu cy Cpou. ITo3Hato je ga cy ce nocenu [1aBna
Bakwuha, 3anoBegnuka majkaima y 'opwoj Yrapckoj, mpoTe3anu off pe-
ke TpHaBke fO Kpajwer 3amafa CnoBauke, Xoinya Ha Mopasy, y
AY>KMHU Of] IPUOIMKHO CTOTHHY KmiioMeTapa. Y 16. u 17. Beky cprcke
ceobe y CrnoBauky cy mopcruniane 360r uaeje ®epnuaanga Xa630yp-
IIIKOT Ia Ce CTBOPH cucteM TBphaBa Ha Mopasu, koju he, y3 majkamika
yrBpbewa Ha [lyHaBy, oHemoryhutn npopgop Typaka. [lo THX KpajeBa
je mocmeno um uyeno Benuke ceobe mon Apcenmjem YapHojeBumhem
kpajem 17. Beka. I1yryjyhu no ceBepHOj YTapckoj y ipyroj HOJIOBUHH
16. Beka, Hemauku myrommcarn Credan ['epnax je 3ama3mo fma cy 3a
cpricku Hapoj y KoMopaHy oMribeHN MHCTPYMEHT Tajie, T Aa YaK u
rocropa miemy y3 mera.”® OBaj rpaj je TOKOM IoJIa MHJIEHHjyMa GHO
CPEMIITE CPICKOT Haponia y [op0j 3eMibn’ (BUIETH KapTy 6p. 2 y IpH-
JIory), ma je peannuje mpernocraBuTu ga cy CpOu, 4uju Ccy ce mperu
MOCeMIIA HajBUIIe BeK W 1O mpe ['epiaxoBOr myToBama, jOIl yBEK
YyBaJIX CBOjy ayTEHTUYHY KYJITYpYy, HETO Aa Cy NMPUXBATHUIN MY3UUYKH
HHCTPYMEHT JIPyror Hapofa, KOju UM je, IITaBHIIIe, I0CTa0 "OMIbEH" .
Y mpuior OBakKBOM pa3MHMIUbaly Uy W PE3yJTaTH HCTpaXkKuBamba
¢onknopa cprncke mmjacmope y Mabapckoj u3 mpyre momosuae 20.
BeKa, KOjH TIOKa3yjy /Ia y My3HI[i CTPaHUX yTHIAja MPAaKTHIHO HeMa.™
Ia cy rajae y mpouuioM Beky Ouiie HajBasKHUjU MHCTpyMeHT Cpba ca
MMaHOHCKUX MOAPYYja, jaCHO je HEe caMO U3 Ka3uBarha Hapoya U MUCAHUX
n3Bopa, Beh W Ha OCHOBY TparoBa WHMa CBOjCTBEHOT H3BObHauko-
(pyHKIIMOHATHOT CcTHJIA Y CBHpamky TaMOypalla W BUOJWHUCTA KOjU CY
UX HACJIE[WIN ¥ HAPOJHO] MY3HUYKO] IPAKCH.

25

Jby6usoje LlepoBuh, Cpbu y Cnosaukoj og XV mo XX Beka, y: Eitinuuku
ogrocu Cpba ca gpyzum Hapoguma u eiliHuukum 3ajegnuuama, beorpag, CAHY,
ETHorpadcku uncTUTYT, HOCeOHa M3fama, Kib. 44, 1998, 207-218.

26

Petar Matkovi¢, Putopisi Stephana Gerlacha 1573—-1578, Putovanja po Balkanskom
Poluotoku za srednjega vijeka, Zagreb, Rad JAZU, 1893, 10.
27

Jb. Leposnh, Has. femno, 210.

*  Tihomir Vvji¢i¢, Muzicke tradicije juznih Slovena u Madarskoj, Budimpesta, Predu-

zece za izdavanje udZbenika, 1978, 408.
29

HUcro, 250, 251; JIazap Tep3un, Hapoguu obuvaju npaBociaBHux Cpba y Ma-
bapckoj, y: Cenitiangpejcku 36opnuk, 1, beorpan, 1987, 371, 373, 376; Maria Kiss,
Délszlav szokdsok a Duna mentén, Budapest, Akadémiai Kiado, 1988, 119.
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anka Jlajuh-Muxajnosuh HcropujaT TpOriacHux rajuu...

CyrecTuBHO je fa cy TpOIJIacHE rajae THIMYHE 3a OHE Ipefele
maHamme PymyHmje xoju ce rpanude ca Cp6ujom u Mabapckom: ba-
HaT n Eppaess y mpommocTtr cy MONWTHYKHM NPUIAfANd YTapckoj, a
eTHuuKy BehmHy nyro cy umHuiau Cp6u, a notom Mabapu-Ceknepu.
PymyHCcKU Hapopn ce y Te KpajeBe HacebaBao Tek of 13. Beka. U y
Bnamkoj (OnTeHuju) TOMOHMMHja CBEJOYM O CIIOBEHCKOM IIEPHOJY
HCTOpHje OBUX MPOCTOPaA KOju je Tpajao mo 18. Beka, Kajia je OLILI0 A0
MACOBHOT HceJbera U pyMyHn3anuje Cp6a KOju Cy TaMO KHBEIH.>

Hcrouna rpaHina TepUTOpHUje Ha KOjOj Cy PEerMCTpOBaHe TPOIJIacHe
rajue caMo je CKUIMpaHa Ha3HAKOM Jla je TO 3amajHa BapujaHTa yKpa-
JUHCKUX gyga, IPW YeMy HaM HUCY JIOCTYIIHMA HHU TOflalld O H-HXOBOM
HCTOpHjaTy, 1A je TEeIKO W MPETHOCTaBUTH KOja BPCTa Be3e MOCTOjU
u3Meby cpnckux U ykpajuHcKux rajau. CloBeHCKa IpanocTojOMHCKa
6muckoct meby Cpbuma u Pycuma, ofH. YKpajuHuuMa nogpxkaBaHa je
KOH(ECHOHAIIHUM CpOJICTBOM, a HapyllaBaHa HCTOPH]jCKO-TIONUTHY-
KuM 36uBamuMa. Beh moyeTkoM meproyia MacOBHUX CPIICKUX ceoba ca
Bankana y 15. Beky fe0 HCEIbEHUKA je O[JIa3HO BeoMa JAalleko Off
CBOjUX OTH-UIITA, YaK J10 jykHe Pycuje, anu cy ce Haj3HauajHuje ceobe
Ha 0BO noapyyje 36use y 18. Bexy. Ha Tepuropuju fanamme Y KpajuHe
Taga cy ocHoBaHe HoBa Cep6uja u Cnaseno-Cep6uja. HuBo cBectu o
€THUYKOM M KYJITYPHOM HJEHTUTETY, Ka0 W YJIO3H Tajaul y HUXOBOM
ouyBamy, MOTBphyje momenyto nucmo ['. Tpmajuha.

IToce6HO menmkaTHY MpPOOJIEMAaTHKY, C OO3MPOM Ha 3ajeHUYKHU
jY’KHOCTIOBEHCKH KOpPEH, MpefcTaBba carijieflaBalba OfHOCa CPIICKE U
XpBaTCKe TpajWIyje, HAPOUYNTO y TOIJefy YTBpbuBama MieHTUTETa
3ajeHNYKUX KyJITYpHUX elleMeHaTa. Vcropujcka je 4imeHHIa Aa cy
Cp6u y BenukoM Opojy U Off JaBHUHA >KUBEJM Ha TEPUTOPHUjU KOja je
aIMUHHACTPATUBHOM TofiesioM of 1945. ropune m3nBojeHa kao Pemy6-
nuKka XpBaTcKa y OKBUPY Tajialike Jyrocinapmje, a motoM, 1992. ronune,
Kao caMOCTallHa XpBaTcKa Ap>kaBa. [IpBu ¥ HajymedyaTIbWBHjU OMEH
Cpba ca oBOr jeja jy>KHOCIOBEHCKE TepuTopuje morudye u3 822.
rofuHe, Kana je ¢ppymku (ppaHaykun) getomucar AjHxapy 3a6eaexxno
fa je mpen HamagoM paHauyke BOjcKe MOCABCKU KHe3 JbyneBuT
noGerao "k Cpbuma, 3a Koju HApOg KaXCy ga HUsU y BeAUKOM Jeay
Jaamauuje", Ipu 4eMy je oBaj W3BOP CTapHju Off IPBOT MUCTOPHjCKOT
nomena Xpsara yonmre (ucnpasa KHeza Tpmamupa n3 852. rop.).”! Ox
THX BpeMeHa ce KMBOT OBa iBa Hapoja OfiBHja TOKOM KOjHi MMa eTare
IpeIuInTama 1 NpoXnMama, ali 1 Hajsehe HeTpne/bHBOCTH. 3a CpI-
CKO-XPBaTCKM OJTHOC Y TOTJIENy UCTOPHUjaTa TPOTIIACHUX Tajiu OUTHA Cy
[iBAa MOMEHTa, Off KOJUX je NpBU y Behoj Mepu moBe3aH ca reHe3oM, a

30 M. Hukonuh, HaB. feno, 153, 154.

' Mune Hepemkosuh, Cpbu zpanuqapu, beorpan, Hosu ganm, 1991, V.
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mpyra ca audysmjoMm, OffH. aKyaTypanujoM. Hamme, Ha Teputopuju
XpBaTcke y (QOJIKIOPHO] NPAKCH IPUCYTHE Cy JUILIE, CBUpAJE ca Me-
ITMHOM, Off KOjUX Cy HEKe BaphjaHTe CPOJHE TPOTTACHHM rajiama.
OcHOBHa CIMYHOCT yo4yaBa Ce€ y OAHOCY IJlacoBa: M KOJ| TPOIJIACHUX
rajim W KoOJ| Aumaia menofujcku m mparehm riac kpehy ce y mBa
perucrpa ca 3ajeJHAYKIM TOHOM (cuHaoM), ¢ KIbYIHUM pa3jiuKama y
[orJiefly TOHCKOI IIOTEHIHjajla — KapaKTepUCTUIHUX HU30Ba MEJIONH]-
CKUX CBUpaJla M MHTEepBajia Ha KojuMa ce 6a3upa nparma. [o caja Huje
yTBphHeHO f1a I OBa [Ba MHCTPYMEHTA MPUIA/ajy NCTOM €BOJIYTUBHOM
JaHIy WIA Pa3NAYUTAM €THOKYITYPHUM CilOjeBUMa GaTKaHCKOT CYI-
cTpaTta. Mnak, WHANKATUBHO je fla Cy Off TP MO3HAaTa TPafiuTeIbCcKa
IeHTpa, pacajuiTa aunaina, isa (XKerap u Oruimnh) Haceba y Kojuma
je cpnckm Hapoy unHKO Behnny.” Ha oBaj myToka3 ce u reorpadcku u
XPOHOJIOIIKY HajoBe3yje cTBapamwe BojHe kpajune y 16. Bexy. Y eTHu-
YKOM IOTJIefly Haj3HauajHUja IOCIEANla BEeHOT CTBapama, a HoceOHO
u3faBama noBelbe Pepauuanma Il (Satuta Valachorum), mo kojoj ce
KPajUIIKN BOJHWIM CTaBJbajy MOJ AWPEKTHY BilacT OEYKOT fBOpa |
MOIyIITa UM ce clIoOOofaH u300p W OpraHu3alyja JIOKalHEe yIpase U
CyACTBa, OMJIO je MacoBHO HacesbaBame CpOa U pyror HeXpBaTCKOT
CTAaHOBHMIITBA Yy XpBaTcKy Kpajuny, CrnaBonujy u CpeMm. Meby onu-
cMMa KHBOTa W o0HMYaja rpaHMdapa Haiase ce W AparolueHd Nojanu o
MYy3WYKAM HWHCTPYMEHTHMa, Meby KojuMa ce HaBOjie NPOCTEe WIH
JIBOCTpYyKe cBHpane (AyAyLH) U 2ajge, KaO U HUXOB (PYHKIUOHATHH
KoHTekcT.” KOHTHHYMpaHO TPHUCYCTBO Tajal y CPICKO] TPajMIMu ca
IIpoCTOpa jaHaIIke XpBaTcKe, HajMame off ToueTka 19. Bexa,” moTsp-

32 — . .
HOJI HapOAHUM Ha3UBOM guuse IOApPa3yMeEBaj]y €€ pas3IMYUTU TUINIOBU IBOJHUX

CBHpala ca TPIIYaHUM NUCKOM: T3B. IIPHOIOPCKE MMAjy jeflHaK OpOj CHMETPUYHO
pacnopebennx pynuna 3a cBuUpame M denthe ce cBupajy 6e3 MelIHMHe, JOK ce Y
XpBatckoj u Bocun n Xepueropunu cpehy pumie ca HejeHaKuM GpojeM pynuia
(6:1, 6:2, 6:3), ITO pe3ynATHpa Pa3NUINTAM Ca3ByYHAM OJHOCHMA CBHpaja (He3a-
BHCHO Of TOTa J1a JIK Ce CBUPAjy y3 oMoh MelnHe Win 6e3 mbe). Mirjana Vukicevic,
Diple Stare Crne Gore, Etnoantropoloski problemi — monografije, knj.15, Beograd,
Odeljenje za etnologiju Filozofskog fakulteta u Beogradu, 1990, B. Sirola, nas. geao,
13-47; Cvjetko Rihtman, Diple u Bosni i Hercegovini — aerofoni instrumenti tipa
klarineta, y: Radovi ANU BiH XXXII, knj. 11 (1967), 123-142.

33
IIpema cratuctrnukuM nopanuma u3 1948. rogrHe, HAKOH APYror CBETCKOT pa-

Ta, reHonuaa Hajg CpOuMa u mocjepaTHe IJIaHCKE KOJOHU3alyje Koja je WIula Ha
mrety aemorpadeke cnmuke Cp6a y Xpsarckoj (M.HepemkoBuh, Has. geao,
XVII-XX).

* Cnupupnon JoBuh, ETHorpadcka cimuka cnaBoncke Bojue rpanuue, y: 360pHuk

Maitiuue cpiicke 3a kruxcesHocii u jeauk, k. IX—X, HoBu Can, MaTtuna cprcka,
1962, 138, 148, 150, 154.

Hanka Jlajuh-Muxajnosuh, I'ajgamka tpagunuja Cpba y XpBarckoj, pag y
LITaMIIU, YCMEHO U3JI0XKEH Ha cumno3ujyMy "CpOu y UCTOUHOj XpBaTCKOj, KyITyp-
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byje cpricky KyaTypy Kao 3ajefHMYKN MMEHHUIIAL 3a apeajl paclpoCcTH-
pama TPOTJIaCHUX Tajiu.

IIpu pa3maTpamy NOpekia CPICKUX TPOIVIACHUX Tajau IOTPeOHO
je y3eTu y 063up m MOryhHOCT HBUXOBOI IIMpema ca cesepa. HakoH
Benuke ceobe Hapoga HHUje OWIIO 3HAYAjHUjUX UUBWIHAX MUTpalyja y
OBOM TIpaBIly, 1A je jefuHU MyTOoKa3 MMOMEH Tajid Kao BOjHMYKOT MHC-
TpyMeHTa y MabapckoM m3Bopy u3 16. Beka,™ y3umajyhn y o63up fa cy
yrapcke Tpyle d4ecTo paroBaje Ha moppydjuma jykHo op Case u
IynaBa. UuHH ce, ¢ pe3epBoM 300r IOCPEJHOr Npey3uMarma NofaTKa,
OJH. HEMOTYhRHOCTH yBHIa Y M3BOPHU JJOKYMEHT, Jla CY UIaK jayd KOH-
TpaapryMeHTH: BOjHHU IIOXOX CY MaxoM OWJIM TPaH3UTHH, 3aJp>KaBamba
pelaTHBHO KpaTKa W Hajuenrthe y yTBphbemnMa, OfH. Y HEKOj BPCTH
u3onamyje. Y TakBUM OKOJHOCTHMA je BepoBaTHOha fia cy 3HavajHHje
yTULAINA Ha JOKAJHy Tpajuuujy Beoma Mana. Ilopmarak o rajmama y
BOjCLIY TIOAICTHYE W APYTY MpaBall pa3MHUIbamba O CPICKO-MabapcKuM
KOHTAKTHMa, y3eBIIN Y 003Up YMEH-CHAIY 1A Cy Y cacTaB yrapcKux TPY-
na ynasunu CIIOBEeHH ca TEpUTOpHja Koje cy noTnajane nog Mabapcky
BJIacT, Meby kojuma u Benuku Opoj CpOa, ma je Moryhe fga je yTuuaj
UIIIa0 YIIPaBO y CYIPOTHOM CMEpY.

3HavajHe ToflaTKe 0 chepaMa KyATYpHHUX yTUIIaja TIPYXKajy pe3yiaTa-
TH UCTpaKUBama JIMHTBUCTA. Y CaBpEMEHOM MabapcKOM U pyMYyHCKOM
je3UKy perucTpoBaH je BeJINKHU OpOj CIIOBEHCKHUX PEUH, a IpOydaBalkeM
je3MUKUX cypBHBaja AOLLIO CE 0 3aKI/byUKa Ja Cy TO TParoBH U3yMPIIHX
jysKHOCIOBEHCKHIX roBopa.” OcuM Tora, ofpeheHe mojase y neHTpan-
HOCJIOBAaYKNM [MjajIeKTHMa, aTUIWYHE 3a CIOBEHCKM ceBep, objarl-
HaBajy ce yTUIajeM CPIICKE €HKJaBe, A Ce U HAa3MBajy jyrocaaBU3MU-
Ma. Y3uMmajyhu oBO y 003Up, MOXeE ce pe3UMHUPATH Ja ce HEeKaJallbh
JY’KHOCTIOBEHCKH IMjaJIEKaTCKHU MPOCTOP y BEIMKOj MEPH MofyAapa ca
TEPUTOPHjOM PACIPOCTPAEHOCTH TPOTIIACHUX TajfiH.

N npema nuMeHOBamy MHCTpYMEHTa Mabapcko mojapydje mpumnaga
CIIOBEHCKOM CBETY: "myfmama" ce Ha3uBajy pa3iuduTd TUIOBU WHCTPY-
MeHaTa ca MEIIMHOM Ha BEJIMKOM IPOCTOPY KOjU ce IpOTeXe ca
ceBeporcToka EBpore o repMaHCKOr TOBOPHOT HOApYyYja M jyKHE
rparnie Mabapcke.” Hasup "rajme", KOjuM CpICKH Hapoj HMeHYje

HU ¥ JPYLITBEHW JONMPHUHOCH CPIICKEC HAIMOHANHE 3ajefHuIe”, Ofp>KaHOM jyHa
2002. roguae y Ocumjexy.

36 .
B. Sarosi, nas. geao, 96.

7 Tasne VBuh, Jesur u mwezos paseoj go gpyze iionosume 12. sexa, Hciiopuja

CpUcK0Z Hapoga, og Hajciiapujux epemera go mapuuke ouiike (1371), |, ypemHuk
Cuma hupkosuh, beorpan, Cprncka Kib1KeBHa 3aapyra,1981, 134.

Hazus gyge cpehe ce y CnoBennju, XpBartckoj, Yemkoj, [Tommckoj, Ykrpajunn,
Pycuju, Benopycuju, Jletonunju u JIutsu.
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lIBa THIa WHCTpPYMEHATa ca MEIIMHOM (JIBOTJIaCHE M TPOTJIacHE), KO-
puctu ce of byrapcke, npeko Makenonuje u I'puke, fo Anbanyje, a
Ka ceBepy — Kpo3 uutaBy CpOujy u cBe no CrnoBauke (Koja je caja
"ocTpBO"), Majla ce Ha OCHOBY IMOJJaTaKa M3 MPOILIOCTH MOXE 3aKJbY-
YUTH []a je OBaj TepMUH OMO y ynoTpebm u Ha moapydjy Mabapcke.”
IIpema mabapckum m3BOpHMa, TEPMHUHU gyge U 2ajge 3a0€NIEKEHU CY
Ha OBOj TepuTopwuju jomr y 14. Beky, mok ce mabapcka peu tomlosip
Oejesku TeK Ooff KacHor 15. Beka.

Ha ocHOBY pacnpocTpalkeHOCTH TPOTJIACHUX Tajid Kao THIA MOXKe
ce ca curypHolthy U3BECTH 3aKJ/byuak jja ce€ paju O MYJITHHAI[MOHAN-
HOM WHCTpyMeHTy. [IpeMa TOj ymmeHmIM, cTaTyc "TpaguiuOHAIHOT
(ponknopHOr MHCTpYMEHTa", KAKBUM r'a CMaTpa CBaK! Off HApofa Koju
Ha BeMy My3ulupa, Y IPBOM TPEHYTKY fieayje napagokcanto. O6jami-
HBEhe CIeN Y BUy BapujaHaTa OCHOBHOT THIAa KOHCTPYKIHje, KOjuMa
ce "mpoToTHN" MpujarobaBa pa3MMYUTUM MY3WYKUM HAAoMEMa. [Ipyru
HUBO ajianTanyje My3nIKOM OKpYXeHy MpeficTaBiba n3Bobhauka mpak-
ca, ca IOCTYNIUMa KOjU pe3ylTHPAjy KeJbEHUM TOHCKMM HOTEHIH]ja-
JIOM (BWJbYIIKACTA AIUTHKATypa, STUMUYHO 3aTBapamke PymuLa 1 CII.)
1, KOHAYHO, 32 CBAaKH HAPOJ] KAPAaKTEPUCTHUYHIM MY3UYKUM U3PA30M.

INocrojame BapujaHTHUX OONNMKAa MHCTPYMEHTA W TPEeTMaH "Tpaju-
LUOHATHOr" yKa3yje Ha TO Jia ce pafy O BeoMa cTapoj 6a3uvHoj upeju, na
Yak ¥ O 3HATHO] BPEMEHCKO] IUCTAHIM Of] Mpolieca aKyJITypalyje TOKOM
KOra je IOIIIO Ao Tpey3uMama MHCTpyMeHTa. Ha OCHOBY apXeosomKkux
MU3BOpa MOKe ce 3aKJbYInTH Aa ¢y CIOBEHN KOPHUCTHIIN JIBOjHE CBHpAJIe
CIIMYHE OHMMA KaKBe MMaMoO M KOJ| TPOIJIacHUX Iajad, Beh y Bpeme cBor
pacesbaBama 3 3ajeHuuKe MaTHIe.' Y Kojoj MM Mepu Tipumaa 3aciyra
3a MpeoOIUKOBake MHCTPYMEHATa U3 OBE TPyIle HEe MOKE Ce ca CHTYyp-
Homrthy TBpiuTH. CerMeHT KOju HEJOCTaje 3a cariiellaBarhe CBOIYIHje
ABOJHMX KJIApUHETCKUX cBUpaina Kop Jyxxaux CoBeHa je OfHOC unaia u
Tpornacuux rajau. [lomenyra I'epiaxoBa Oenenika o rajgama ko Cpo6a y
CEeBEpHO] YTapcKoj mMa TOCeOHY BPEJHOCT aKo ce TyMaud y CBETIY
YHH-EHULIE fla Cy Ha TOM NoApyyYjy, 1 kox Cp6a u koxg Mabapa, perucrpo-
BaHE CaMO TPOTJIACHE Tajie: ako 6m 6mo MOTBpheH 3aK/byUak jla je OBaj
THUN Trajin nocrojao Beh y 16. Beky, foOmmm OMCMO 3Ha4YajHE BPEMEHCKE
KOOpAMHATE 32 carieflaBambe Pa3InIuTHX [10jaBa y My3UIKOM (poJIKIIOpY.

Bumermnacan HauMH My3WIKOT MUIJBEHA HA OCHOBY KOjer Cy Ha-
CTajli MHCTPYMEHTH NOMYT AuNajia U TPOIJIACHUX Tajay, IO MUILBEHY

39 .
B. Sarosi, nas. geao, 86.

" Hcro, 86.

‘' Purdica Palosija, Ranosredovje¢ne panonske dvojne sviraljke, Etnoloski pregled,

Beograd, 1960, 2, 63-84; Josef Rezny, Dudy a dudaci, Ceske Budejovice, Mestske mu-
zeum Volyne, 1978, 8.
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MHOT'MX HaYHHMKA, HA CBOjE€BPCTAaH HAUMH je KOJUPAH Yy CIOBEHCKO]j re-
HEeTHIH. Y MPUJIOT OBAaKBOM CTaBY UJ€ U MOCTOjalke BOKATHOT €KBUBa-
JIEHTa Ca3BYYHO] CTPYKTYPH TPOTJIACHUX Tajid, T3B. IeBama "Ha 6ac".

INopynapame npocTopa Ha KOjuMa Cy 3aCTyIubeHe TpOIJIacHe Tajie u
obsactu Ha KojuMa cy Cp6u KuBenu y Opojy U Tpajamy Koje je pe3yi-
TUPAJO 3HATHUM KYJITYpHUM YTHIjUMa, O YeMy CBElOYe CTHOJIOUIKA W
JIMHTBACTUYKA MCTPasKUBama, yinyhyje Ha 3aKIbydaKk O BaKHOCTH HUXOBE
yJore y UcTopmjaTy OBOT MHCTpyMeHTa. Ha OCHOBY 110 cafja AOCTYIHHX
mojilaTaka OHa ce He MOXe IPEenU3HO YTBPAUTH, a Halpefak y papy je
YCIOBJLEH YBHIOM Y pe3ylTare INpoyvaBama [APYrHX HalWOHATHUX
MY3MYKUX Tpajiunyja, moce6HO Mabapcke m xpBarcke. MHcucTupame Ha
MIpOyYaBamky MOPEKya TPOTIIACHUX T'ajiy MPOM3IIA3H 13 BIXOBE BAXKHOCTH
3a MakpoTeMe Koje eTHOMY3HKOJI03uMa Hamehe cplicka TpaiiiioHaIHa
(ponKIIOpHA MYy3HKa, KAO IITO Cy TUIOJIOTHja ¥ CTpaTUrpaduja CTUIOBA.

Danka Laji¢-Mihajlovi¢

THE HISTORY OF THE THREE-PART
BAGPIPESIN THE LIGHT OF MIGRATIONS

(Summary)

Three-part bagpipes could be designated as multinational musical instruments,
since they are and were found in Serbia, Croatia, Hungary, Slovakia, the Ukraine
and Romania. In order to determine the movement of their circulation in the past, it
is important to investigate the influences that the different cultures had on one
another. The central area of the vast territory where they were used coincides with
the territory of Hungary when it was part of the Austrian Empire. From that fact it
can be deduced that the presence of bagpipes as a common cultural element was the
result of the influence of the Hungarian conquest. Another interpretation is based on
data concerning Serbian migrations. The area where three-part bagpipes are spread
significantly coincides with that of Serbian cultural influences. This finding is
supported by linguistic research. The instrument related to bag-pipes, the double
clarinet ("dipl€"), atraditiona instrument of the Serbs, and the singing "on the bass"
(a vocal counterpart of the harmonical structure of three-part bagpipes), mark the
musical features that are characteristic only of Serbs and Croats, and are not found
among other peoples that use three-part bagpipes. It is a delicate matter to
differentiate the roles of those two peoples because of their common origins and
centuries of close proximity on the territory that has recently gained the status of the
republic of Croatia. However, on the basis of known data it seems that the key-role
was played by Serbs. Such research is important for investigating typologies and
stylistic stratigraphies of Serbian traditional music.

UDK : 891.7 (4-12) : 788.031.4
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Kapiua 6p. 2
OcHoBHa kapTa npey3eTa u3: Mysej Bojeogune, cranuia nocraska, Bogud, Hosu Cap, 1997, 158.

25



My3sukoJorunja 3-2003 Musicology

26



Jenena JoBanoBuh O MenonujckoM Tuiy necme Yyb6po Mapo...

Jeaena Josanosuh

O MEJOJUJCKOM THUI1Y INIECME
4YYBEPO MAPO N BBETOBOJ T’EOT'PA®CKOJ
PACITIPOCTPAILEHOCTHA

Amncrpakt: Hekonmmko obpemHnx mecama u3 mcrtouHe u jyxHe CpGuje
00jeIbEeHO je 3ajeIHIIKUM MeIonnjckuM tunoM. tberose oco6une u reo-
rpadcka pacrnpocTpambeHOCT TOBOPE Y NMPIIIOT Te3H Aa je OH U3 Ipepesa
KocoBa, Meroxuje u [IpemeBcke o6mactn murpanujama npeHet y LipHo-
peyje y ucrounoj Cpbuju, 3aip>KaBIy CBOjy 00peaHy (PYHKIHUjy M OCHOBHE
My3nuke Kapakrepucruke. C gpyre crpaHe, HecMe UCTOT MEJIOAMjCKOT TH-
1a ca MPOMEHEHOM, 3a0aBHOM (DYHKIIMjOM U Y ABOTJIACHOM HM3BObeEmY 3ax-
TEBajy NOCEGHO UCIUTUBAE.

Kibyuyne peun: Murpanuje, MeJOAUjCKU TUI, OOpeiHa Tpajunyja, necMa y3
urpy, nponehe, crpux6a, cBayda, antugoHuja, Monodonuja, Lipopeyje, [Tpe-
uieBo, byjanosan, Kocoso, Meroxwuja, [TpuspeH.

[Murame Murpanyja, OGHOCHO, METAHACTA3MUKNX KPETamka Y €THO-
MY3HUKOJIOTHjU ce 0Opabyje mocMaTpameM ofipeheHor HaumHa My3WIKOT
n3paxkaBama y KpajeBUMa Koje HacTamwyjy rpyle CTAaHOBHMIITBA WCTOT
unu pasnuuuror nopekia. [locneaune MUrpanuoHuX TOKOBa Ofpaka-
Bajy ce Ha HApPOHO NEBambEe U CBUPAE TAKO IITO YCIIEe[ HBHUX A0Ja3H, C
jemHe cTpaHe, O Mellamba U NPOXUMamkha Pa3IMiuTHX HAUMHA MY3ULH-
pama; ¢ ipyre cTpaHe, ayTeHTHYHH MY3MYKH AMjaJieKTH ofpeheHmx
MaTHYHUX TIOf[pydja MOTY OCTAaTH NMPENO3HATIbWBH M y oblacTuMa y
KOje ce CTAaHOBHUINTBO ucenuno. Ha ocHOBy pesynTaTa IpoydyaBama
MY3WUKOI Hacieba craHOBHHIITBA offpeheHor nmopekia y pa3inuyuTuM
KpajeBuMa, ca U3BeCHOM CHTYpHOIIhy ce MOTY NMpaTUTH MyTEeBU KpeTa-
Ha CTOPOJHOT MM MeIIamkha Pa3HOPOAHOT CTAHOBHUIITBA.

use oBor pana je, m3meby ocranor, fa ykaxe Ha noTpeOy 3a Tpa-
rameM 3a MeJIOAHjCKUM BapHjaHTaMa y CPIICKOM IeBaukoM Hacneby, 3a
HUXOBHUM HJICHTU(UKOBAKBEM 1 00]eINbaBAlbeM, KaTAIOTH3APAEM MO
3ajeJHIUKAM MEJIOMMjCKUM THIOBEMA,” IITO, TIOPE| M3Y3€THO BayKHOT

BupeTtn o Tome perammauje: Hparocnas [lesuh, Junapcko u wioiicko iiesarse y
Cpbuju u meiianaciiasuyka kpeitiarba, Hou 3Byk 19, Beorpan 2002, 33-38, 41-44.

ITojam Menonujckor tuna (MT) y Halloj Hayny je y ynoTpeOu O BpeMeHa 1o-
jaBpuBama kwure [Iparocnasa Jdesuha, Hapogna mysuxa /Ipazauesa — obauuu u
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mociia TIpUKyIUbaka W oOjaBlbUBara (QOJKIOpHE rpabe, HUje HUIITa
Mame 3Ha4YajHO Kao 3ajaTak 3a Mjabe HapallTaje HallluX eTHOMY3HKO-
jora. ¥ oBOM OTPOMHOM IIOCJY YYME-CHU Cy Beh IpBU Kopanw, Kako y
CHCTEMAaTCKOM YCTAaHOBIbABaHy MEJOAMjCKUX THIIOBA, TAKO W Y MJCHTHU-
(pukoBamky 3aKOHUTOCTH OOJIMKOBaWa YUTABUX I'pyNa HApOJHUX Ieca-
Ma.” Kap je ped o objenmaBamy pe3ynTaTa oBUX Hamopa y 6ygyhHo-
cTH, Kao y30p he Moxkaa Mohu fla HOCIy>KK NCKYCTBO €THOMY3HMKOJIOTa
APYIHX 3eMalba, KOju cy 00jaBHIIM pe3yiTare pafa Ha MpobieMaTUIN
BE3aHO] 32 KUXOBO HAIMOHATHO My3MuKo Hacnebe.’

Lwmb oBor papa je, Takobe, fa yKaxke Ha pacnpOCTPamEHOCT Me-
JIOMIMjCKOT THIIA KOjU je YBPIITEH Mehy Melonjcke NHIUIUTE 00IacTu
Lpuopeuje (ucrouna Cpbuja), y I UHIHOHAUUJCKOM PEYHUKY Y KEbU3H
Hapogna mysukxa Llpropeuja y ceeitinocitiu eitiHO2ZeHellicKux iipoueca
npod. ap dparocnasa [Iesnha (Bugetn HoTHE npumMep 1). MHOunmT je
yTBpbeH Ha OCHOBY jIBejy oOpennHux mecama mnpoiehnor mumkiyca u3
oBOT Kpaja (BupeTn Harre nmpumepe 2 u 3). C jemHe crpaHe, MOKyIIa-
hemo, ynopebyjyhu HekonuKo 3anuca necama U3 pas3iuduTUX KpajeBa,
KOje Cy yriiaBHOM OYyBajie U3BOPHY, 0OpefHy (PyHKIHjY, Aa YKasKeMO
Ha cTeleH WuXoBe MebycoOHe cmmunoctu u pasmmuutoctn.’ C apyre
CTpaHe, yKpaTKo heMo yKka3aTu Ha IOCTOjam-e jOIIl jeflHe MOPOANIE Ba-
pHUjaHaTa KoOje MpUIafajy uCTOM THITy, alli ca U3MEHEHOM — 3a6aBHOM

passoj, beorpag 1986; y oBOM pajy ayTop ce oclama Ha UCKYCTBO U pe3yiTaTe
npoy4JaBama pycKor Hay4yHuKa M3anuja 3emMmoBcKor.

3 . _ _ .
BupeTu papose: Humutpuje O. I'onemosuh, /[6ozaacHo iiesarse HoBUje ceocke

wipaguuuje y Cpbuju, u3name ayropa, beorpan 1981, 10-13, 46, I-1V, npumepu 1—
7; Oparocnas Iesuh HapogHna mysuka [pazauesa — obauuu u paseoj; [1. Hesuh,
Hapogna mysuxa Llpuopeuja y ceettinocitiu eitinozeHellickux iipoueca, beorpan
1990; Dumutpuje O. F'onemoBuh, HapogHo iiesarve y iipouecy: og obpegre go mby-
basHe aupuke, y: EitiHomy3uxoaowku ozaegu, bubnuoreka "XX Bek", Beorpan
1997, 23-55; Cawa PapunoBuh, Makam-iipunuuii y meaoiioeitickom o6auKosary
3aitaarecKux jecerbux ilecama, My3udku tanac, rof. 8, 6p. 29, beorpapg 2001, 34-43.

Bupetn, Ha mpuMep, KamuTaIHO U31alkhe TUIOBA MabapcKuX HapOJHUX HecaMma:
Laszl6 Dobszay, Janka Szendrei, Catalogue of Hungarian Folksong Types — Arranged
According to Styles, Ingtitute for Musicology of the Hungarian Academy of Sciences,
Budapest 1992. ¥ YBopy ¥ 4eTHpH MOIVIaBJba HABEICHOT Jiejia MOKA3aHo je fia paj
Ha pa3BpCTaBamy MEJIOAM]CKIX THIIOBA Y MahapcKOj eTHOMY3UKOJIOTHjH Tpaje 6e3-
Maio jegaH Bek. [Ipu ToMme 3auBibyje CipeMHOCT IeHepanyja mpoydyaBajana fa,
NoLITYjyhu cBOje NMpeTXOAHUKE U Npey3uMajyhu Hajoobe U HajIpUMEHIbUBHjE IO
yera cy oIy, yHanpebyjy ca3Hama y HHTepecy cBOje HayKe U CBOje Halyje.

Hparocnas Hesuh, Hapogna my3suxa Llpnopeuja y ceeilisociiiu eitiHOZeHeill-
ckux ipoueca, 48, vHunuT 6poj 19.

ITojennHe HOTHe mpuMepe HeheMo faTu y neiuHY, Beh caMo OHe BUXOBe (pa-
TMEHTE KOjH IPEACTaBIbajy TUII O KOME j& ped.
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¢yskuyjoM. Pefocnen mpuinoxeHux mpuMepa HalpaB/beH je ¢ 003u-
poM Ha reorpadcke 061acTi U3 KOjUX MOTHYY.

ITpumep Op. 1 — uHHUNUT o3HavyeH OpojeM 19 y rpynu HameBa
LPHOpEUKUX MposiehHux necama:
.7
0 I\ [ | [Fe—

oJ

Kao npBu penpe3eHT oBor Tumna HaBelrheMo HameB YCKPIIHke 00-
penHe necMme y3 urpy, 4ybpo Mapo, xoju je HparocnaB [leBuh 3a0e-
JeXKNO off rpyne feBojaka u3 cena Cympakosan y LipHopeyjy (mpumep
2).” OBaj Hames je, KOMMKO je MO3HATO, YHUKATaH HA TOM IIPOCTOPY, ca
M3y3€TKOM jellHe jeamHe 3abejieskeHe BapHjaHTe Koja TakKobe mormue
u3 CyMpakoBla; OTyAa u3riefa fa ce weros "xupotT" y LlpHOpedjy
MOKe Be3aTH 3a 0Bo ceJio (mpumep 3).°

[Ipumep 6p. 2 — mecma Yybpo Mapo, ceno Cympaxkosar, LlpHo-
pedje (IPBH €0 TPOAEITHOT OOJIHKA):
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Hparocnas Hesuh, Hapogha my3uka L{propeuja..., HoTHu npumep Op. 9 u crp. 330.

*  Wcro, Horhu npumep 6p. 12 u crp. 331.
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Ilecmy Yybpo Mapo, nmpema Tpafulyji, YHUCOHO CY W3BOJMIIE O
fBe U JiBe JeBOjKe, Ham3MeHWuHO (anTH(oHO).” HheH HameB MOUMHE
y3J7a3HAM MOKPETOM Ofi OCHOBHOT TOHa 0 KBapTe, HacTaBlba Ce IO-
CTETIEHUM CITyIITAKkEM 10 OCHOBHOT TOHA (KOjH je MICTOBPEMEHO U MHU-
[UjalinCc), y3J1a3HUM HOKPETOM JIO Teple W MOCTYITHAM MOBPATKOM Ha
OCHOBHH TOH. MeTap je TpoaenaH. Kafn je ped o cTuxy, 3acTyIJbEH je
encku (HecuMeTpuyuHu) Aecerepan. OOMUK je nBomenan — AA, cacToju
ce off aHTU(OHO [OCIOBHO NTOHOBJHEHOT ONMKCAHOT Jiena. TeMIo u3Bo-
bema je yMepeH, a KapakTep CBeUYaH  y3Ap>KaH.

Hamnes oBe necMme je W3y3eTHO yIedaT/buB; y aHTU(OHOM HOHAB-
Jbawy gobuja myHy (Morsio 6u ce pehu, Maruuny) cHary u 360r CBOje
JIeTIOTe M apXandHOCTH 3acllyXyje Aa Oye YBpIITEH y HEKY Of 3BYUHHX
aHTOJIOTHWja HAIleT CEOCKOT TMeBama. Ped je o mecMu Koja ce W maHac
MOXe UyTH Ha CMOTpaMa HapOJHOT CTBapajallTBa, y U3BOobemy rpyme
crapujux xeHa u3 Cympakosna.'’

BapwnjanTa oBe necme, 3opa, Mapo, Takohe je o6penHa, Be3aHa 3a
nponehnn o6myaj pana.'' OBa BapujanTa je ClOXeHHjer 06IMKa HETO
NPETXOfHO OmycaHa: mbeHa dopMma je AAvAv. MeJofijcKu TUIl 0 KoMe
TOBOPHMMO 3aCTYIUbEH je Y OCHOBHOM OOJIMKY CaMoO Y IIPBOM JIENTy IIECME.

ITpumep 6p. 3 — necma 3opa, Mapo, ceno Cympakosar, LlpHopeu-
je (mpBu eo TpopemHOT 06MIMKa):

Joas

Parlando rubato ~————aaaan

30 - - pa, Ma - po, 30-pa, Ma- - - - - po
IIpecnymaBajyhu u3y3eTHo GoraTy TEpeHCKY rpaby U3 OKOJIUHE
ByjanoBua, y IlpemeBckoj o6mactu, rpaby Kojy cy cemamaeceThx
ropuHa 20. Beka Ha TepeHy npukynwim ap Iumutpuje ['onemosuh u ap
Ommsepa Bacuh,"” 3amasmmm cMo HEKONMKO MeTOJHja KOje 10 CBOjHM

9 . .
O HauuHy U3BObema U HaMEHHM OBE CTapHMHCKEe OOpefHe IecMe IHCcao je joIll

Cagaruje I'p6uh y cBom peny Cpiicku HapogHu obuuaju u3 cpesa 605e6a4Koz,
Cpncka Kpamescka akagemuja, Cpricku eTHorpagcku 300pHEK, Kib. 14, O6uuaju
Hapofa cpIckora, k. 1, Beorpan 1909, 51-53.

10 . .
360r CBOJ€ aTPaKTHUBHOCTH, IIECMa J€ IOCTajla OMUJbEHA U KOA MJIaJux yp63 HUX

aHcam0asa KOjH HEryjy ayTeHTHYHO CPICKO CEOCKO IeBame; BUNETH ayHo-KaceTy
neBauke rpyrne Mooba — Jeitipse ce Ha geop cabupajy, ITMM, Beorpap 1999, B/6.

" Hparocnas desuh, Hapogna mysuka Lpropeuja..., 27.

"> Jby6asnouthy konera, npocecopa qumutpuja Tonemopuha 1 Onusepe Bacuh,

KOIWje IUXOBUX TEPEHCKUX CHUMaKa U3 OBOT Kpaja, Koju ce 4yBajy y PoHoapXuBy
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ocoOrHaMa BeoMa nojcehajy Ha HaneB 0 KOMeE je ped, y TOJIUKO] MEpPHU
fla MOXKEMO CMaTpaTd fla 3ajef[HO ca UM MPHIAfajy MCTOM MEJo-
mmjckom tumy.” To cy: jenHa cilipuncbajcka (npumep 4)," Hexommko
ceagbapcrux (mpumepu 5-7)," jenna caymbapcka (npumep 8)'° u jemma
;by6aBHa necma (mpumep 9)". TlecMe 0 KojuMa je ped 3a6esekeHe ¢y y
cenxuma JleBocoje, bormanonarty, boposari u Ja6nanura.

IMopen Menonmjcke KOHTYpe HaleBa, OBUM BapHjaHTaMa Cy ca Ha-
neBoM u3 LlpHOpeuja 3ajefHUYKH TPOJIEIHUA METap, YMEPEHH TEMIIO,
LEPEMOHM]jAJTHU KapaKTep U, IeJIMMUYIHO, BPCTA CTUXA — EIICKU JIeceTe-
pan (y mpuMepy 5 OH je 3acTylibeH Y IPBOM CTHXY, 3aTUM T'a CMEYje
HECUMETPUYHU OcMepall M jeBeTepal, ga 6u ce op 7. go 12. cruxa
TIIOHOBO yCTANHO fieceTepal).”” Y3 GyjaHoBauKe 3amuce HeMa HUKAKBUX
mopiataka o anTugoHoMm n3Bohemwy. Kaj je ped o obnuky, ciipuicobaj-
CcKa TIlecMa je jeHOfielIHa, MOK CBajbapcke TecMe WMajy pas3ImanuTe
dopme: mpumep 5 je TpopdenaH, obnuka AAAv; npumep 6 je Y4eTBO-
ponenan, oonrka AAVAB, a npumep 7 aBopenaH — AAv, ca I0jaBOM
nay3e Ha MOYETKY APYrOr MeTOCTHXa. "

ITpumep 6p. 4 — ciipuxcbajcka necma Citipuxcu, Kyme, MAAGO KY-
mawunye, ceno JleBocoje, [TpemeBcka 06aacT (jeHOAESTHI OOTUK):

dakynTeTa My3uUKe YMETHOCTH, IOKJIOHEHE ¢y 3BYYHOM apXuBy MY3HKOIOIIKOT
nacruryta CAHY.

13 : . . .
Peu je o mecmaMa 4mju cy HOTHHM 3amucd 00jaB/beHH y 300pHUKY: [TuMuTpuje

T'onemoBuh, OnuBepa Bacuh, Hapogne iiecme u uzpe uz oxoaure byjanosua, ET-
Horpadeku nHetutyT CAHY, [Toce6Ha u3nama, Kib. 21, beorpan 1980, npumepu
40, 49, 49a—c, 58, 75, 90.

Hcro, mpumep 40.
Hcro, mpumepn 49, 58, 49a.
Hcro, mpumep 75.
Hcro, npumep 90.

[IpumeHa ucTor HameBa Ha CTHXOBE pa3jIMUUTE BPCTE IOjaBa je Koja je 3ama-
>KeHa U y IPYTMM HAllMM KpajeBHMa, y IlecMaMa Koje Iparte obpese n obudaje.
Buperu: Cvjetko Rihtman, Katarina Lukié¢, narodni pjevac iz BesSenova, Bilten za
proucavanje folklora u Sarajevu, NS, 34 [6.r.], 85-86; Susanne Ziegler, The Relation
Text-Melody in Ritual Folksongs of Western Macedonia, Makegouncku ¢onkmop 29—
30, XV, Ckomje 1982, 160-161; Cawa PapmnoBuh, Maxam-iipunuuii y
menotioeitickom obauxosamy..., 41; Jenena Josanouh, Cillapuncke ceagbene
iecme u obuuaju y I'oprwoj Jacemuuu — ceailioscku z2aac u wezosu obauuu,
Myszukonomku nactutytr CAHY, Beorpan 2002, 83, 96 u apyru pagoBw.

¥ Peq je o, kako 6u je gp Jumurpuje Tomemosuh Ha3Bao, "pedpernckoj maysu"

(mpema: Mumutpuje O. T'onemouh, Pegpper y HapogHom liesary og obpega go
3ab6ase, Penome — bujerbuna, Akagemuja ymjetHoct — Bamwa JIyka, Beorpan 2000,
35, 62-64).
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ITpumep 6p. 5 — csagbapcka necma: Ozpejana cjajna mecewuna, ce-
1o JleBocoje, [1pemeBcka o6acT (IIpBH /1e0 Y€ TBOPOJICITHOT OOJINKA):

Me- - -¢c- - - - - - -9Wd- - - - - - - - Ha

IIpumep 6p. 6: csagbapcka necma, kag ce kuitiu crautka: Oj, gesoj-
Ko, ybasa gesojko, ceno bormanosar, [IpemeBcka o6nact (mpBu jeo
TPOJEIHOT OOJINKA):

J: 113

Oj, pme - - - BOj-KoO, y - 6a- - -Ba Je- - -BOj - KO...

IIpumep 6p. 7: ceagbapcka necMa, Kaj ce Opuje Miagoxemwa, bpu-
U MU ce, Maagu maagoxcersa, ceno Jlesocoje, Ilpemescka o6mact (mp-
BH JICO JBOJICTHOT OOJIUKA):

J: 100
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OcuM y HaBefleHNM eJIeMEHTHMa, OBa deTupu npumepa u3 Ilpe-
IeBcke 00IacTu pa3inKyjy ce off HameBa u3 LipHopedja y MHULIUjaTHO]
¢opmynm: moK y mpBa fABa NMpUMepa HaleB 3alOYNE-€ TOHOM KOjH
MpeJicTaB/ba TOHAIHY IEHTap, HalleBH puMepa 4 1 5 3armounmy KpaT-
KUM CHJIa3HMM IIOKPETOM ca Teple 0 OCHOBHOI TOHa. Takobe, me-
JOAWjCKU BpXyHaI| y nmpuMmepuMa 4, 6 u 7 HOCETHYT je pa3iioXeHNM
TPO3BYKOM (IYpPCKHAM KBUHTAKOPHAOM).

Horau 3amucu cayxbapcke n jbybasHe mecMe (mpumepn 8 m 9)™°
“Majy, Kao W IpuMep 7, IBOfieIaH OOJUK, ca May30M Ha MOYETKY JIPy-
ror Menoctuxa. OHO IITO WX YMHA Pa3TMIATAM Off IPETXOAHO OIHCa-
HUX IpUMeEpa jecTe puTaM 7/8 u BpcTa cTuxa — CUMETpHYaH ocMepar ca
BOJIETHAM YIIeBHIM pedppenoM’ . OBa jiBa IpEMepa, y3 npuMmepe 6 u
7, HOHOCE ¥ HOBY Pa3NIMKy y WHUIMjAITHO] (DOPMYJIIN — 3aNIOYAIHY XHIIO-
TOHUKOM.

IIpumep 6p. 8 — caymbapcka necma [Jumuitipuje 8uno iuje, ceno
JaGmaunwuna, [TpemeBcka o6mact (IpBH Ieo JBOICITHOT 0OJIUKA):

)‘: 280

[l 7 I | [ | [

v o

i [ | [ [ |

Hu-wMu - - Tpu-je B - HO IH - je, qa-Ha™m, [u-Mu...

ITpumep Op. 9 — bybaBHa necma XKaau, 3ape, ga xaasumo, ceno
Jabnannua, [Tpemescka o6aacT (IpBU AeO ABOREIHOT OOIHUKA):

J\‘:ZSO

o

Ka - mu, 3a - pe, na XKa-JIm - MO, IJa-Ham, Ka - JId...

Y pameM Tparamy 3a BapHjaHTaMa y OKBHPY OBOT MEJIOJH]jCKOT
THUIA, 3ayCTaBWJIM CMO C€ Ha rpynu cBajgOeHux necama u3 [lpuspena,
Koje je 3anmcao Muoppar Bacumesnh (mpumep 10).”

HOuvutpuje I'onemosuh, OnmuBepa Bacuh, Hapogne iiecme u uzpe y oxoaunu
byjanosua, npumepu 75, 90.

IOmvurpuje O. F'onemosuh, Pegper y napogrom tiesatsy..., 34,41, 61-69, 82, 86.

?  TIpeysero u3: Muopnpar A. Bacumesuh, JyZocaosencku mysuuxu goaxaop I —

Ilecme xoje ce itesajy na Kocmeitiy, Ilpocsera, Beorpan 1950, HoTHu npumep Op.
274; supetn n npumepe 263 u 303. Bugetn m: [parocnas [Hesuh, Awuitionozuja
CPUCKUX U UPHOZOpCKUX HapogHux iecama, Kapuh donmammja, Beorpag 2001,
necma Op. Sa Ha CD-y.
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ITpumep 6p. 10 — cBagGeHa mecMa, yjyTpy Ha faH cBanbe, bBysb by-
smuja iog byma 3aciiaaa, Ilpuspen, MeTtoxuja (IPBU €O TPOJETHOT
00muKa):

J: 64

Bym-Dy - mu - ja non by - ma 3a - - cma- - - Ja..

ITecme u3 oBe rpyne cioxKeHuje cy 1o OOJIHUKY: TPOAEIHe, O0NIuKa
ABBv. HaneB o kome je y OBOM pajly peu Ipemno3HajemMo y peny A.
Menopujcka KOHTypa NpBOT fiejla 00JUKa, YMEPEHN TEMIIO, CBEYaHH
KapakTep U AieceTepadyky CTUX 3ajeJHUUYKH cy BapujaHTama u3 Ilpu3-
peHa U MpEeTXOJHO OomucaHmM necmama. Bapwujante u3 [Ipuspena pa-
3NIAKYjy C€ Off MPETXOJHO OMNHMCAHUX IO CIOXEHWjeM OONHWKYy W IO
nBojieTHOM MeTpy. MannumjanHa dopmyna npubimkaBa UX cBajjOSHIM
necMama u3 okosiuHe byjanoBua, npumepuma 4 u S.

ITocToju ocHOBaHA MpETHOCTaBKa fa c€ OBAj MEJIOAWjCKH THUIl Ha-
Ja3u W y MeBadkoj Tpamunuju Makenonuje. O ToMme, Ha KalocT, 3a
cajia HeMaMo OJIMKUX TOfIaTaKa.

OHo mTO je 3ajequnuko BehuHu OBUX mecaMa (M3y3eB OHMMA KOje
Cy TI0 TeMaTHIM Jhy0aBHE W Koje y Tpabm Kojy obpabyjemo umne 3Ha-
YajHO MamyU JIe0) jecTe IHXOBa YBPCTA IIOBE3aHOCT ca OOpenoM:
YCKPILIEKHOM HTPOM, CTPIDKOOM M Pa3iM4ATUM CErMEHTHMA CBagOeHOT
obpepa. Crora cMaTpaMoO CacBHM ONPAaBHaHOM IPETIHOCTaBKYy fAa je
OBAaj MEJIOAMjCKH THII IPEACTaBHUK MY3MYKe KOMIIOHEHTE BeOMa CTape
obOpefHe TpaKce y jysKHIM CPIICKUM o0acTiMa. ToMe y pmitor ropopu
YHCHUIIA 1A ce Ha OBaj HAIleB PEJIaTUBHO YECTO Hamiasu y Meroxuju
u IIpemeBckoj 00acTH, W TO NPUMEHEH Y PA3IHUUTHM MEIONOET-
ckuM obnunuMa. Ha ocHOBY Tora mpeTnocTaB/baMo Jla HOCTOjH KOHTH-
HYUTET Y HEroBOj XXHUBO] YHOTpeO:u Ha TOM IpocTopy. Bapmjante u3
ucroune Cp6uje cy, Kao MTO cMO BHjend, Manobpojue u cpehy ce,
KOJIMKO je /IO cafja MO3HATO, CAMO Y je[[HOM IPHOPEIKOM Celly.

Axo mobeMo off IpeTIoCTaBKe 1a CYy HajpyAUMEHTAPHUjHA JBOIEII-
HU BOKaHU oOymmm tuna AA1 y cpIrickoj meBayKoj Tpaguliiju HacTa-
JU Off HEKaJjallllheT aHTU(POHOT TMOHABJbaa Jeja A%, Moryhe je ga 'y
TOM morueny BapujanTa u3 LipHopedja, necma Yyb6po Mapo, ogpaxasa
HajBehy apxamvHOCT, a la npuMepu u3 okonuHe Byjanosia u u3 [1pus-
peHa, Kao U cyMpaKoBauKa Bapujanta 3opa, Mapo, npencraBibajy Mmiabe,

3 IIpema: Dimitrije O. Golemovié, Dvodelnost u srpskom narodnom pevanju zasno-

vana na doslovnom ponavljanju, Rad XXXVII. kongresa SUFJ, Plitvicka jezera 1990,
Zagreb 1990, 446-449.
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cnoxenuje ¢opme. Takobe, MOxXe ce MOCEOHO TOBOPUTH O BPCTH
OpHaMeHTaluje, Ta U O CTWIy n3Bobema Kao 0 GUTHUM obenexkjuMa
OBe TpH Ipylle BapujaHaTa U3 TpU pa3nnuuTa Kpaja. [lopen HaBemeHnx
CIIMYIHOCTH, OBE MeJIofuje OOjeuibyje jOII jefHa hIXoBa BasKHA Kapa-
KTEpPUCTHKA, a TO j€ IPYIHO, jeHOINIAaCHO — MOHO(OHO H3BObHeme.
TakaB HaYMH TPYIHOT NEBama OMJIUKYje CPICKY MY3MUYKY TpafuLMjy
KocoBa u MeToxuje, OTHOCHO, CTAHOBHUIIITBA KOje BOAU MOPEKIIO W3
oBux o6mactm.”*

Ha ocHOBy HaBefeHUX mofaTaka Ioka3syje ce Ja je 0Baj MeJOAHj-
cku Tun (6uo) pacnpocrpamweH y Ilpuspeny, okonuuu ByjaHoBua u y
Lpuopeujy — nakie, KpajeBuMa Koju cy Mehyco6HO moBe3aHmW HCTO-
POMHNM CTaHOBHHMINTBOM: craHOBHHIM KocoBa, Metoxwuje, [Ipemies-
cke obnactu u Bpamckor ITomopasiba ucebaBanu cy ce TOKOM AY-
roTpajHUX MeTaHAacTa3sMUKUX KpeTama IpeMa ceBepy M HacesbaBalli,
u3Meby ocranor, u cena y o6iactu LipHopeyja.

ITocraBma ce muTame fa U ce KOHCTaToBaHa MebycoOHa cpogHOCT
HamneBa ca jyra Cp6buje u u3 LipHOopedja Moxke 006jaCHUTH YUH-CHULIOM
lla OBaj MEJIOMjCKM TUI HEryje CTAHOBHUIITBO UCTOT (3ajeJHHMYKOT)
mopekJya, OAHOCHO fla Jiu je Taj HameB y LlpHOpedje Morao gocneTu
AYyrOTpajHIM MUTpanyjaMa CTAaHOBHMINTBA ca jyra Ipema ceBepy?
BepyjeMo f1a ce Ha OBO IUTamke MOXKE OATOBOPUTH IIOTBPJHO: AAaHALI-
e CTaHOBHHUIUTBO LlpHOpedja jemHMM [AeioM, YKIby4yjyhu U ceso
Cympakosal, Bofu nopekisio ca Kocosa u Meroxuje. HacemeHno je
MIOTJIABUTO HPWIIMBOM jeHE OJf HAIIMX HAjCTApHjUX METAHACTA3WIKHX
CTpyja, oHe KOjy je JoBan LlBmjuh Ha3Bao KOCOBCKO—-MEMOXUCKOM
citipyjom.” TokoM ceoba TpeMa ceBepy oBa CTpyja ce y MopaBckoj
MOJIMHY CHajasa ca 8apgapcKo—mopascKkom UM JYIHOM CIUPYjom, KOJY
cy umHMIH cTaHOBHMIM Bapgapckor cmupa.”® Ha Taj HaumH je momasu-
JI0 10 MeIlIarkha CTAHOBHUIITBA PA3IMYUTOT MOPEKIIa, KOJH Cy CEe 3aTHM
ucesbaBaju 1ajbe Ha CeBEP M HacesbaBasu obyactu y ceBepHoj Cpbuju,
npenasehu u Capy u [lyHas.

O mnacemaBawy llpHOpeuja JoBan Lismjuh mume: "Y HMcrouHnoj
CpOuju, Ha CeBepy op PTwa, y cnuBoBuMa Llpue Peke, rmasHor Tumo-
Ka, [leka m MiiaBe mMa BpJIO MajoO CTapuHala, NOTOMaKa CpefHO-
BEKOBHOT THMOYKO—OpaHMYEBCKOT CTAHOBHUINTBA. Y KOIHMKO MX MMa,
MaxoM Cy ce Yy TypcKo Ao0a celbaKalll W3 CIMBA jef[HE y CIUB Apyre
peke mnu cy npenasuinu [lyHas u onet ce Bpahanu (...). buno je jegro

*  Bupgern o ToMe: Hparocnas esuh, Junapcko u wioiicko tiesarve y Cpouju..., 38.

JoBan LBujuh, Bbaakancko fioayociipeo u jymHocaoseHcke 3emsmpe, Beorpan
1966, 132-133; Oparocnas [Iesuh, Hapogna mysuka L{pnopeuja..., 20.

% Josau Usujuh, Hasegero geao, 133.
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noba, u3riiefa HapoyuTo Apyra nojsosuHa XVII Beka, Kaja cy oBH Kpa-
jeBH OMIIM CKOPO OIYCTENH, U JaHAIIKhE CTAHOBHUILITBO j€ Y OTPOMHO]
Behunu gocesbeHo kpajem XVII u y XVIII Beky, u gonnuje. To je Tako
3HaTaH NMpeKuy] Ouo fa HOBO CTAaHOBHUIIITBO jefiBa IIITO 3HA O CTapHjeM,
(-..). CTapo je CTaHOBHUIITBO OUJIO CPIICKO, jep je CBa CTaphja HOMEH-
KJIaTypa CpIICKa W y KpajeBnMa T7ie cafa Bimacu npeosnabyjy. ¥ roroso
omycreyle KOTJIWHE ceBepHO Ofi PTwa Hajmpe cy pomum KocosBum n
HacesbaBayu ce e cy xremu".” ame, Mapuuko CraHojeBuh y cBOM
fely HaBOAM fa ce HeKONMKo cena, Meby kojuma m Cympakosail,
HaszmBajy Kocosuuma nmn Kocosmanuma. Ilpumagaunmma KOCOBCKO—
METOXHjCKE CTpyje HEBOCMHCIEHO Ce€ CMaTpajy CTAaHOBHWIHM Cella
3Be3naH, Cympakonan u Jowa bena Peka. "Anu opakine je Koje cejo
6all I0ceIbeHO, TaHATITH-E¢ CTAHOBHUIITBO TEIKO ce ceha."” 3aHuMIBIBO
je ma geo craHoBHHKa LlpHOpedja uWHEe W TPUNARHUIM MOPABCKO—
Bapiapcke cTpyje, KOju 3axBaTajy "MOTIABHUTO jYXKHHU W jyro3amajHu

neo Lpre Peke."”

OxonmHa rpafga ByjanoBma, ofakie motude jegaH aeo rpabe o Kojoj
je oBue ped, nmpunana, npema Joany Xanu-Bacuibesuhy, [IpemeBckoj
obmactu, feny umpe IlpemeBcko—KymaHoBcke obmacti.”’ Kpajesn
MopaBa u MopaBuija, y JOJIMHU MCTOMMEHHMX peka (Koje 4YMHe cac-
TaBHu fieo [IperieBcke ob6mactu), "unHe cpequHy usmeby Bpamckor
ITomopasmma m KymaHOBCKe yfosbMHE"; THM ABEMa MamHUM reorpad-
ckuM 1nenmHamMa (m KyMaHOBCKOM yHOJBMHOM) Be3aHe cy '"mpaBa
Mopascka u Bapnapcka gomuaa".”! Cam rpaj ByjaHoBan npeficraBiba
"jeaHo o cnopefHux cpepumTa’ Bpamckor ITomopasma.” Lipnjuh je
"oBaj fleo meHTpanHe obmactu bamkaHCKOT MOyocTpBa O3HAYMO Kao
METaHACTa3W4YKO MOApYyYje, HA KOME Ce Ofl TYpCKe Haje3fie KpeTayo
CTAHOBHHINTBO ca jyra Ka ceBepy BapapcKo-MOpaBcKoM JOTHHOM. ">

7 Hcro, 178.

28 . p— —
Mapunko CranojeBuh, [lopekao citianosHuwitiea, 360pHUK IpUIIOra 3a mos-

HaBame Tumouke Kpajune, k. IV, mramnapuja M. [lecnmorosuha, 3ajeuap 1937,
58-59.

¥ HUcro, 63.

* Jopan Xanm-Bacumesuh, Jyxena Ciuapa Cpbuja, Kwura [pyra, [Ipewescka

Obaaciu, Hosa mirammapuja [Tasunosuh, beorpanm 1913, 1.
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Ucro, 3.

3 . _ -
Humurpuje 'onemosuh, Onusepa Bacuh, Hapoghe tiecme u uzpe us oxoaure

byjanosua, 9.

33 . _ —
Bupnocasa Hukonuh-Crojanuesuh, Bparscko Ilomopasmwe. Eitinosowika uciiu-

iiusarba, Cprcku erHorpadeku 36opank CAHY, k. LXXXVI, KusoT n o6muaju
HapopjHu, Kib. 36, Beorpan 1974, 173.
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Hacempa oBe of6macTtu maHac ce Hajla3e Ha MCTUM WJIM TOTOBO
HCTHM MeCTHMa Kao W y cpefmeM BeKy. Heka cy cena momepuina CBOj
MIOJIOKA] ycleq TYpPCKOT M apOaHalIKor HacwWiba, a HeKa Cy ce, 300T
JecTHX Mpojia3aka BOjHUX popmarmja, moMepmia ¢ myta. Ceobe u3 oBe
0o0acTy TeKJe cy joll off BpeMeHa pasmupuna usmeby kyha Xpe-
6emmanoBuha u [lejanoBuha, unje cy rpaHmie mocefa mpoyasuie Kpo3
0Baj Kpaj. McemaBama cy nmojauana y Bpeme Typcke BiasiaBuse. [Ipa-
Ball NceJbaBama je 6uo — mpema ceBepy. VcebeHNIKN Tajlac HOKPEHYT
Kkpajem 17. Beka, Benmka ceob6a oy BoherBom Apcennja Tpeher Yap-
HOjeBuha, NMOBYKao je ca cOOOM U BEJMKM [€O CTAHOBHMILITBA OBOT
kpaja. Kpajem 18. m y npBoj monoBuHum 19. Beka maca CpICKOT
CTAaHOBHUIITBA OBe obnacTu mpeuuia je y Bpame. Hajjaue xpeTtame
Cp6a u3 IlpemeBcke oOsactu Ha ceBep y 19. Beky mu3a3Baiu cy
Cpncko-typcku patoBu 1876. u 1877-1878. rogune. Tama ce u3 oBor
Kpaja HceJmia OCMHHA CTAaHOBHHIITBA, a ceofa je 3axBaTmila CKOPO
ueny obnact. Mcemmenunu cy ognasunu y Cp6ujy, Bpamcku u Tomnmny-
KH OKpYT. ¥3 TO, TOKOM BEKOBa je Tpajasio CTAIHO, THXO MOMeEpame
Cpba ycieq; TYpCKOT yribeTaBama, TEIIKOT (peylaiHoT cucTeMa, ycies
apbaHamkux OyHa y NMpBOj MOJMOBUHM 19. BeKa M yciep cTajiHe omac-
HocTu npey; ApGanacuma.”

M3 oBux mnoparaka BUAMMO Ja cy ce craHoBHuIM IIpemieBcke
obllacTi TOKOM BEKOBa MceJhaBajil mpema ceBepy. Xanu-Bacmibesuh
yaK HaBOAW MMEHa MecTa y BojBopuHM Koja Cy MAEHTUYHA HMEHHMA
Hacesba y [IpemnieBckoj o6macTy, TO TOBOPHU Y MPHUIIOT MPETIOCTABIN
fla cy Hace/beHa HEeKaJalllbIM XuTe/buMa jyra Cpouje.” Moxemo Ta-
KObe mpeTnocTaBUTH Jla ce JIe0 MCeJbeHnKa, IPUIOjeH KOCOBCKO-Me-
TOXMjCKO] M BaplapCcKO-MOPABCKO] CTPYjU, HACTAHHO M y HMCTOYHO]
Cp6uju, ma, usmeby ocranor, u y Ipuopeyjy. ([Ia nu je ymecHO
3amuTaTé ce Ha OBOM MECTY Jla JIi IOCTOjH UKaKBa Be3a m3Meby nmeHa
cena 3Be3faH y LIpHOpedjy, HacTamEeHOT MPUNAIHUIIIMA KOCOBCKE
CTpYyje, 1 IMeHa UCTOMMeHe IpKBe Oim3y cena buibava y ropmeM TOKy
peke Mopasuiie?)

Jla 6ucMoO Ha BaJjbaH HAYMH OOjaCHUIIU MOPEKIIO CIMYHOCTH MEJO-
muja 3 Llpropeyja, okonmae Byjanosua u [Ipu3pena, Beoma je BasKHO
lla yKaskeMo W Ha Be3y CTAaHOBHMIITBA JIBE TOMEHyTe OOJACTH Ha jyTy
CpOuje. YcemaBawa y Kpaj oko byjaHoBIa Tekia cy, npema Xaiu-
BacumeBuhy, n3 HeKOIUMKO MpaBala: ca jyra u UCTOKa, ajd M, IITO je
3a Hall paj 3aHAMJBUBO U BaXKHO, U3 "IIMPOKE 30HE" ca 3ailaga, OFHOC-
HO, ca KocoBa n1 MeToxuje. 3abenexkeHo je a cy Kpaj oko Mopase u
Mopasuiie, onakie ce y Benukoj ceobu (Kpajem 17. Beka) mcemusno

34

JoBan Xanm-BacuibeBuh, HaBeneno geno, 127, 130, 131, 132-135.
35
Wcro, 129.
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HajBUIIIE XUTEJha U KOJH je Tajja OO CKOPO OMycTeo, yOp30 HaCeIWIn
Apb6Ganacu u Cpbu "u3 KocoBckux npepena”. Xanu-Bacumepuh numie
na Cp6u y apOaHaIIKNM WM MEIIOBUTHM CEIMMa BOJE IIOPEKIIO "Hu3
sailagnujux Kpajesa" (mops. J. X.-B.) u na ux je BehnHa oBamo gomura
nocne Benmke ceo6e.’® Crora je cacBUM BepOBAaTHO fla MOCTOjH H
"My314Ka Be3a" uzMeby KOCOBCKO-METOXMjCKE Tpajulyje U Tpaguluuje
IIpemeBcke o6nacTu, oauyeHa, u3mMeby ocranor, y o6peHoj Meaoauju
cayyBaHOj y cBafOeHOM 00peny ABa Kpaja.

Ha ocHOBY mpmiioskeHHNX mogaTaka MOKEMO MPETIIOCTABUTH Jia Ha-
IeB KOjH JaHac HajasuMo y necmu 9yopo Mapo y LlpHOpeyjy BepoBaTHO
notuye u3 jyxkHujux kpajesa Cpouje — ca Kocosa u MeToxuje (a Moxxaa u
ca mpocTopa faHammke Makenonnje). Y LlpHopedjy je ynamheHa merosa
obpenHa pyHKIHja, IOK je Yy jykKHUM KpajeBuma CpOuje oHa IEIIOM JI0
faHac 3afp:KaHa, a eJIOM je IpenHaueHa y 3abaBHy. OOpeHu KapakTep
HareBa je (10 HelaBHUX TparmyHux gorabaja) 6uo cauysas n y [Ipuspeny.
Moryhe je ma je oBaj Menopujcku Tul fgocneo y LipHopedje MuUrpauuoHum
cTpyjama m3 MaTW4yHuX obsactu ca jyra CpOuje, Kao 3HayajaH, a Tpe-
SKUBEIN €JIEMEHT TaMOIIIELe CPIICKe 0OpeiHe paKce.

Kap je peu o BapujanTama koje cpehemMo y OKBUpPY OBOT' MEJIOH]-
CKOT THIa, HaneB necMe Yyopo Mapo w3 LlpHopeyja, o cB0joj cBeie-
HOCTH W je[HOCTaBHOCTH, MOKJIa TpEJiCTaBlba HHErOB HajapXawWdHUjH
obmmmk. Y IlpemieBckoj, MaTHYHO] OGJACTH, MOXKHUBEO je CBOj MaJbl
pa3Boj y morieny ¢opMe u opHameHTuke. Ilpu3peHcke BapujaHTe
HaleBa, I1a ¥ Apyra IpHOpeYKa BapujaHTa, T0Ka3yjy 3HayajaH CTHIICKH
nomak. Ta uyWmbEHUIA MOXE TOBOPHTH Y IPWIJIOT NPETHOCTAaBUH O
BEJINKO] CTApOCTH OBE MEJIOfUje W O AYTOM BPEMEHCKOM IIePHUOAY
TOKOM Kora je O6mo y XHUBOj yrmoTpeOu — XKMBOj M3BOHAUKO] IPaKCH.
TokoMm TOr BpeMeHa OBaj HameB je, Kaf je peu o [Ipuspeny, y ¢op-
MaJIHOM U M3BOHauKO — CTHJICKOM MOTruiefy "u30pylieH" moj yTuiuajemM
npedumeHnjer yKyca rpajicke cpefiiie. ¥ HCTO BpeMe, jeHOIIIacHo,
YHUCOHO I'PYITHO M3BObeme CBUX OBHX IlecamMa MOXe, ca CBOje CTpaHe,
la TOTBPAU MPETIOCTABKY O 3ajeHMYKOM IMOPEKIy HaleBa: HamMme, y
MOHO(POHOM H3BObHEHY MOXe Ce NpEHO3HATH W IPaTUTH 3ajp>KaHu
apXanmyHH CTHJI OBOT jyXHadKOT, KOCOBCKO-METOXHjCKOT OOpegHOr
HaneBa. Taj cTUI HE y AYrOM BPEMEHCKOM pa3foliby, HU Ha reorpadg-
CKMM MOJPYYjEMa I7Ie Cce AaHac MOXe MPEeNo3HaTH HHje HAMyIITeH Kao
ayTeHTHYHU HAaYNH N3BObHema CTapiuX KOCOBCKUX OOpEHNUX IecaMma.

IIpen cam kpaj pama, ykpaTKo heMo yKas3aTu Ha jOII jefaH mpasaif
UCTpaXkWBama KOjuUM OH, YMHM HaM ce, BPEleso KpeHyTH y Oyayhum
TparamnMa 3a MopofWijaMa BapmjaHaTa. Ped je o BapmjaHTama Haier
npumepa 3 u3 Lipropeyja, necme 3opa, Mapo. Hanme, oBaj Hanes je fo-

% HUcro, 130.

38



Jenena JoBanoBuh O MenonujckoM Tuiy necme Yyb6po Mapo...

>KUBEO HA[Ipafmy Koja ce CTIWICKH HafoBe3yje Ha Kpenpame MeJIofuja y
Tpapuimju necama Ha 6ac. llIto je mocebHO 3aHUMIBUBO, MOXKE CE YOUUTHU
BHCOK CTETICH CIIMYHOCTH HareBa necme 3opa, Mapo, na v leHuX Bapuja-
HaTa 3a0eJIeXennX y IpyruM Kpajesnma Cpbuje’’, ca HameBOM IIO3HaTe
necme Oj, Mopaso, moje ceao pasro (npumep 11),”* u HI30M HeHUX Bapy-
janaTa (Ha mpumep, ecMoM Josa Pyicy kpo3 cupany 306e v ApyriM).

IIpumep 6p. 11: Oj, Mopaso, moje ceao pasno (3 CpbOuje; nIpBU
[0 TPOETHOT OOINKA):

. 60

Ha ocHoBy Tora moxemo cmatpatu jfa u Oj, Mopaso npunana
UCTO] TIOPOAUILIM HaleBa — ICTOM MEJIOJIUjCKOM THITY, ajli ca MpHofa-
TuM npaTehuM riaacom, gakie, ca (popMUpPaHOM (PU3UOHOME]OM TIECME
Ha 6ac. OBe mecMe nMajy 3ab6aBHy (PYHKIH]Y W, KOJTUKO je MO3HATO, HEe
nocroju cehame Ha BUXOBY NMPUNAFHOCT 06peny y npoutocta. Ilona-
1 0 pacnpocTpambeHocTd necama Oj, Mopaso unu 3opa, Mapo oTBo-
puhe HOBa MuTamka, HA KOja 3a cajia, y OKBUpUMa OBOT T€KCTa, HEMaMO
noHybeHe ofiroBope.

Jla’buM TparameM 3a OBUM MEJIOAMjCKIM THUIIOM JOILTH GHCMO 10
YBPCTOT ca3Hamba O HKHErOBOj 3aCTYIUbEHOCTU WU HE3aCTYIJbEHOCTH Y
OpyruM KpajeBuMa. [IpukyrnibeHe BapujaHTe W3 Pa3IUINTUX OOJIaCTU
mpeficTaBbalie 6M CONMMIAHY OCHOBY 32 AajbWl paj| — AeTaJbHY aHAIN3y
CBUX eJleMeHaTa mhuxoBe MehycoOHe cnuuHocTH U paznunuuToctu. Ha
Taj HAYWH MOTao OM ce YTBPAUTH NMpaBUJIaH pPefjoCieNl BapujaHaTa yHY-
Tap OBOI MEJIOMMjCKOT THMa. Y ToMe OH Off BeJIUKe KOPUCTU OHO U
YBUJ] Yy UCTOPHjAT JOTUYHUX Teorpackux 00JIaCTh U MyTamke KpeTama
CTAHOBHUIIITBA.

37

Bupiern: Jbyobunko Musbkosuh, Mysuuka iwipaguuuja Cpouje III — Jora Ja-
cenuua, CmeniepeBcka ITananka 1986, HoTHu npumep 217.

IIpumep je npeyset u3 Kmure: [parocnas [lesuh, Axitiosozuja cpiickux u upHo-
20opcKux HapogHux ilecama, HOTHA ipumep 166.
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Jeaena Josarnosuh

ABOUT THE MELODIC TYPE OF THE SONG CUBRO MARO
AND ABOUT ITS GEOGRAPHICAL DIFFUSION

(Summary)

The paper considers a melodic type which has been recognized in three regions
in Serbia: as a melodic pattern for two spring songs in the region of Crnoregje
(Eastern Serbia); in a strizbajska, a sluzbarska and in several wedding songs in the
region of PreSevo and Bujanovac (Southern Serbia); and in the old town of Prizren
(Metohija region) where the same melodic type has been recorded as the first part of
numerous wedding songs. These groups of variants are similar in the course of the
melody, in their ritual function, monophony and ceremonial character. They differ
on the level of form, meter, ornamentation and, partly, of metric organization
(number of syllables) of the verse.

The similarity of these melodies might be explained by the metanastic streams
from the southern areas to the north. Migrations were permanent throughout the time
of Turkish occupation (from the 15" century onwards). One of the oldest streams,
which also led to the region of Crnorecje, had been formed in the regions of Kosovo
and Metohija. The inhabitants from this region migrated both to the North — to
different parts of North and East Serbia— and to the East — to the region of PreSevo
and Bujanovac. Also, the region of PreSevo, together with two smaller river valleys
(South Morava and Moravica), is considered to be a middle region between the two
big river valleys of Morava and Vardar, significant as directions of migrations
towards the North.

It may be concluded that this melodic type was brought to the North by
migrations as an important and still vital element of the old Southern Serbian ritual
tradition.

On the other hand, there is another group of variants within this melodic type,
diffused in other parts of Serbia, with the function of entertainment and in the
physiognomy of the songs na bas — of newer rural Serbian vocal style. The trace of
these variants should be investigated in the future.

UDK : 784.4 (497.11) : 398.8 (497.11-11/-12)
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Eeoipad

ER Y= TS
Tie [ITRe %‘s
KR

ITIOPEKJIO CTAHOBHHUIITBA CEBEPHE CPEUJE

1. dunapcku pocesbeHny ca crapuHuuma; 2. Ca Kocosa, Meroxuje u
npuspeHcke oonacty; 3. M3 jy>kHO-MOpaBCKUX U BapAapcKux 00IacTy;
4. TUMOUYKO-OpaHN4eBCKO CTAaHOBHUIITBO; 5. Illoncko umu Topnayko
CTaHOBHHIITBO; 6. Bramku gocerberuny; 7. CpIcKO CTAaHOBHUIITBO U3 00JIACTU
npeko Case u JlyHasa

(Kapra je npey3era u3: JoBan Upujuh, Baakancko Goayocilip8o U jyHHOCA0BEHCKe 3emmpe,
Beorpap 1966, 177.)
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Ekaterini Romanou

ITALIAN MUSICIANSIN GREECE
DURING THE NINETEENTH CENTURY

Abstract: In Greece, the monophonic chant of the Orthodox church and its
neumatic notation have been transmitted as a popular tradition up to the first
decades of the 20th century. The transformation of Greek musical tradition to a
Western type of urban culture and the introduction of harmony, staff notation and
western instruments and performance practices in the country, began in the 19"
century. Italian musicians played a central role in that process. A large number of
them lived and worked on the lonian Idlands. Those Italian musicians have left a
considerable number of transcriptions and original compositions. Quite a
different cultural background existed in Athens. Education was in most cases
connected to the church — the institution that during the four centuries of Turkish
occupation kept Greeks united and nationally conscious. The neumatic notation
was used for all music sung by the people, music of both western and eastern
origin. The assimilation of staff notation and harmony was accelerated in the last
quarter of the 19th century. At the beginning of the 20" century in Athens a
violent cultural clash was provoked by the reformers of music education, al of
them belonging to German culture. The clash ended with the displacement of the
Italian and Greek musicians from the lonian Islands working at the time in
Athens, and the defamation of their fundamental work in music education.

Key-Words: Greek music, Italian music, music education.

A discord of East and West is involved in most Eastern European Ort-
hodox peoples’ search for national identity.

Its effects can hardly be more perplexing than they appear in Greek mu-
sic, where the monophonic chant and its neumatic notation have been han-
ded down (not revived) to this day, paralel with the gradual, unobstructed
assimilation of harmony.

Greek music historians, after the turn of the 20th century, when the
country was definitely oriented towards the West, adopted the principles and
methods of Western music historiography. Involved in a search for nationa
geniuses and masterpieces, they did not give due attention to many
fascinating manifestations of the transformation of Greek musical traditions
to a Western urban culture. Italians played a central role in that trans-
formation, although remaining undistinguished in Italy. However, their past
may be traced thanks to the catalogues and other reference works produced
recently by Italian musicologists.
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The adventurous Italians coming to Greece confronted the most contra-
dictory and unconventional situations. After all, Christian Greeks lived du-
ring long periods under rulers of very different (arguably opposing) cultures.

The most enduring domination was under the Venetians (since the
thirteenth century) and the Ottoman Turks (since the fourteenth century),
who, but in a few cases succeeded the Venetians (in the seventeenth centu-
ry). Only some of the lonian Islands (located in the lonian Sea, south of the
Adriatic) — including Corfu, the largest and most densely populated — were
never dominated by the Ottoman Turks. There, the Venetians were
succeeded by the French; in 1814 the English assumed their "protection” —
as was the term —and in 1864 the lonian Islands were united with Greece,
liberated after the 1821 Revolution.

The lonian Islands developed a musical tradition that was distinguished
through the assimilation of harmony by the people, the incorporation of a
western repertory in popular tradition and a most effective public music
education. And yet, this was the only Greek area with a sovereign aristocra-
tic class.

The Serene Democracy of Venice alowed the self declared local mem-
bers of a Corpo di Nobili to adopt for themselves al the privileges they wis-
hed, in atreaty of mutual tol erance.” The Greek Nobili lived as luxuriously

' Members of the Corpo di Nobili were educated at Italian Schools founded for the

Venetian settlersin Corfu and the other cities, aswell as at Italian Universities especially
in Venice and Padua. The Venetians did not permit the foundation of Greek schools on
the idands. No Venetians lived in the villages, where there were no schools at all.
Consequently, in the cities by the end of the 18th century, the Italian language was both
the forma and the every-day language of all Greeks, but the villagers' language and
traditions were untouched by Italian influences. loannes Capodistrias, a native of Corfu,
the first governor of Greece, former minister of foreign affairs of Alexander 11 of Russia,
described in those words the Venetian governing policy in a document submitted to the
English Parliament in 1841: "The Venetian government ruled the islands through
corruption. The governors belonged in the class of nobles. [...] Giving privileges and
earth to the nobles, the Venetian government armed this class with the means to buy the
peoples’ conscience turning immorality and corruption into a well working system.
Dreading the superiority of the Greek spirit [...] it never allowed the foundation of public
schools. Only in Venice and the University of Padua [...] they were able to study.”
(Quoted in a Greek trandation in Tryfon, E. EUANGELIDES, He Paideia epi Turko-
kratias (Education during the Turkish domination), vol. I, Athens, A.P. Chalkiopoulos,
1936, pp. 192-193. The same is published in Spyridon THEOTOKES study on
education in the lonian Islands up to their union with Greece, entitled He Ekpaideusis en
Heptaneso (1453-1864) [Education in the Heptanesos (1453-1864)], Corfu, Kerkyraika
Chronika V, 1956, p.14. See aso a comparison with the social conditions of the Greeks
under the Ottomans, in Constantinos SATHAS, To en Zakyntho Archondologion kai oi
Popolaroi [The Nobility and the Populace in Zakynthos], Athens, Th. Gyftakes K.
Kamarinopoulos, 1962, pp. 3-5. Also, in Marios PIERRES, Autobiography, vol. I,
Florence, 1850, p. 19, we read: "In Corfu there was no public education [...] not one
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did the Venetians and participated in al their glittering festivities, ? a fact
that bred and sustained amorality and class antagonism that shocked many
visitors, Greeks and foreigners. The theater was part of their entertainment,
and the San Giacomo theater of Corfu (the first modern Greek theater) was
built in the 1720s Regular opera seasons are recorded from 1771 onwards.”

Thereafter, Italian visiting groups performed in Autumn and Carnival
periods, through the entire 19th century. Procuring a box in the theater was a
matter of family prestige for the Greek nobles, and machinations to that end
are documented in the city’s archives.” Among descriptions of opera perfor-
mances in San Giacomo, the earliest are given by a young Frenchman,
André-Grasset Saint Sauveur, living on Corfu and other islands from 1781
to the 6th year of "la republique francaise” (that ended on 22 September
1798). He speaks of the impressive San Giacomo hall, lit by candles reflec-
ted in a large number of mirrors,6 and of the noisy atmosphere during its
performances, much too similar to contemporary descriptions of opera halls
and performances in Italy.7 Sauveur says that the box holders played cards,

library, not one printing house, not even a bookseller [...] Grammars and dictionaries
were sold at the drugstores..."

2 On Venetian festivities in Corfu, see Alike NICEPHOROU, Demosies teletes sten
Kerkyra kata ten periodo tes Venetikes Kyriarchias. 140s-180s ai. [Public rites in Corfu
during the period of the Venetian domination. 14th-18th c.], Athens, Themelio, 1999.

% In fact, the building that was transformed into a theatre, a loggia where the noble

Venetians met, was built in 1663-1691 (!). See Laurentios VROKINES, On the con-
struction of the Loggia in the city of Corfu and its transformation to a theater 1667—
1799, Corfu, 1901, republished in L. Vrokine Erga [L. Vorkine's Wroks], val 11, Corfu,
Kerkyraika Chronika XV 11, 1973, pp.263-281.

* The earliest recorded opera performance was given by an Italian group in 1733. It

was the "drama per musica' Gerone [or Hierone] Tiranno di Sracusa. On the operas
played in San Giacomo before the 19th century, see: "Corfu" in Claudio SARTORI, |
Libretti Italiani a Sampa dalle Origini al 1800, Catalogo Analitico, Con 16 Indici,
Milano, Bertola & Locatelli, 1993; Platon MAVROMOUSTAKOS, "To Italiko Melo-
drama sto Theatro San Tziakomo tes Kerkyras (1733-1798," ["The Italian opera in the
San Giacomo theater of Corfu (1733-1798)"], Parabasis, val. 1, (Athens 1995), pp.147—
191; Gerasimos CHY TERES, He Opera sto Theatro tou Santgiacomo tes Kerkyras. Enas
makrys Katalogos [The Opera at the San Giacomo Theater of Corfu. A long catalogue],
Corfu, Demosieumata Etaireias K erkyraikon Spoudon, 1994.

5 See Demetrios KAPADOCHOS, To Theatro tes Kerkyras sta Mesa tou 6’ aiona,
[The theater of Corfu in the mid 19th century], Athens, 1991, especially pp. 119-120.

Voyage Historique, Litteraire et Pittoresque dans les Isles et Possesions ci-devant
Venetiennes du Levant, savoir : Corfou, Paxo, Bucintro, Parga, Prevesa, Vonizza, Sain-
te-Maure, Thiaqui, Cephalonie, Zante, Srophades, Cerico et Cerigotte..., vol. |1, Paris,
Tavernier, " an VIl delarepublique francaise " [22 Sept. 1799-22 Sept. 1800]), p. 203.

" See William BECKFORD, The Travel-Diaries of William Beckford of Fonthill vol. |
(written also in 1781), Cambridge, 1928, pp. 251-253; aso, Charles BURNEY’ s descrip-
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flirted, ate, and paid visits to each other’s boxes. No one seemed to care for
the performance, but yet they attentively watched certain numbers that were
unanimously accepted as highlights.8

The Venetian opera tradition, present at the earliest performances in
Corfu,9 was fast succeeded by Neapolitan,10 Naples becoming the cultural
invader of the islands, especially during the 19th century.

The Greek Cavaliere Nicolaos Manzaros (1795-1872), whose teaching
shaped entire generations of Greek musicians, took his first music lessons
from Stefano Moretti, maestro al cembalo of a Neapolitan group that per-
formed in San Giacomo in 1790,ll and from Stefano Pogiaco, who appeared
as composer of a danse intermezzo performed in San Giacomo in the follo-
wing year, 12 and whose ballo eroico L’arrivo d' Ulisse alla isola de' Feaci
produced in 1819 is mentioned in certain Greek sources as the first Greek
work performed in San Giacomo,™ Pogiaco having been, by then, natu-
ralized as a Greek.

Nicolaos Manzaros was an enlightened aristocrat who devoted his
talents and energy to building a popular music education in Corfu. With a
few other members of the Corpo di Nobili he founded in 1840 Corfu’'s
Philharmonic Society, where the magjority of the pupils and members of its
wind band were boys from the lowest classes, some completely illiterate and
of the utmost poverty.14 The educational program of the Philharmonic

tion of San Carlo in Naples, in Music, Men and Manners in France and Italy 1770,
London, Eulenburg, 1969, p.192.

"Laplus grande liberté regnoit dans le théatre; on y jouoit, on y mangeoit. Tant6t une
partie des loges ressembloit a autant de cabinets de restaurateur ; tantot a des cabinets de
jeux ; on juge qu’ on ne pouvoit jouir du spectacle ; aussi personne ne s en occupoit guere
qu’ au moment o, dans une piéce, un morceau de musique avoit fait le plus d'impres-
sion." SAUVEUR, ibid., pp. 208-209.

®  Works by Baltassare Galuppi but mainly works on Goldoni’s libretti.

Y Ten operas by Giuseppe Gazzaniga and Giovanni Bertati are reported from 1774 to

1789. See the works referred to in fn.4 and especially Platon MAVROMOUSTAKOS,

ibid., fn. 101, p. 167.

" The opera by Canesi, on alibretto by Bertati Gli Amanti alla Prova.

See Platon MAVROMOUSTAKQOS, ibid., p. 182.

See: Thomas PAPADOPOULQOS, Ionike Bibliographia [lonian Bibliography], vol |
[1508-1850], Athens, 1998, item 1402; Laurentios VROKINES, ibid, p. 266; Spyros
MOTSENIGOS, Neohellenike Musike, Athens, 1958, p. 187.

14

12

13

A press announcement inviting boys to join the society, stating that they would be
instructed reading and writing if needed at the Philharmonic Society, is quoted in Mot-
senigos, 151. The band's first public performance on 11 August 1841 was given from
behind the philharmonic’s windows, because some of the boys were in rags and barefoot,
and the ensemble’s uniforms were not ready in time. See: Laurentios VROKINES, "Ai
Litaneiai tou Hagiou Spyridonos,” ["The Litanies of Saint Spyridon"], inibid., 301.
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Society’s Music School™® was conceived by Manzaros on the model of
Neapolitan conservatorios, having himself perfected his musical training at
the Conservatorio San Pietro aMajella of Naples.

Imbued with national feeling, he was wholly committed to his home-
land's music education. He taught talented youngsters free of charge, and,
aside from a number of erudite contrapuntal and dramatic works, he compo-
sed music for the people, in the popular traditional forms of both church and

. . . . 16 :
secular music, among which A recchia, is the most common.™ A conside-
rable number of his songs he wrote in collaboration with the poet Dionysios
Solomos, one of the greatest Greek poets and one of the first to use in poetry
the people’s Ianguage.17 The Neapolitan conservatorios' semi-practical met-
hods, contemptuoudly referred to by Fetis,18 as well as the repertory perfor-
med in Italy’s South (where symphonic and chamber music were excluded)
suited Manzaros aims. He adopted them, conscious of what they repre-
sented in relation to Western music,19 considering them ideal for a widely
spread music education in Corfu, where improvised harmony was — and still
is—apopular tradition, both in secular and church music, and where socia
conditions called for an open air musical life, if the people were to
participate.

' Music was taught previously at the lonian Academy, the first Greek university,

founded in 1823. Because of its founder count Fr. Guilfford's cultural policy, only
church music was taught at the lonian Academy, by loannes Areistides, a chanter from
Hepeiros who studied music in Naples. His lessons degraded very soon, because "the
problem was that they did not permit any one with a good voice and talent to attend this
lesson, but they obliged all the church chanters to takeit. [...] the lesson had not the |least
success' See, Georgios TYPALDOS-IACOVATOS, Historia tes lonias Academias (A
History of the lonian Academy) edited by Spyros |. Asdrachas, Athens, Hermes, 1982, p.
47. Concerning the lonian Academy, see also: Helene ANGELOMATE-TSOUGARA-
KE, He lonios Academia, To Chroniko tes Hidryses tou protou Hellenikou Panepiste-
miou [The lonian Academy. The chronicle of the establishment of the first Greek
university.], Athens, O Mikros Romios, 1997. More specifically on the music lessons by
loannes Aristeides, see Katy ROMANOU, "Ena archeio ‘Kretikes Musikes sten
Philharmonike Etaireia Kerkyras," ("An archive of ‘Cretan music’ in the Philharmonic
Society of Corfu") Musicologia, (12-13, 2000), pp. 175-188.

® Arecchiaisaterm used also in central Italy for certain two-part songs.

" Also educated in Italy. Manzaros' and Solomos' better known creation is the Hymn

to Liberty (1830), a long work relating critical fights and other events of the Greek libe-
ration struggle; its first stanzas became the Greek national anthem in 1865.

8 "Fenaroli (Fedele)," Biographie Universelle des Musiciens et Bibliographie Générale

dela Musique, (Paris, 1875).

Evidence of Manzaros broad knowledge can be found in some of his writings, such
as the Rapporto relativo al dono di alcune Opere di Monsigny e Grétry , Corfu, Tipo-
grafia Scheria, 1851, as well as descriptions of his library. See for example: Spyros DE
VIAZES, "Manzaros', Panathenaia, (15-3 July 1905), pp. 129-136.

47



My3sukoJorunja 3-2003 Musicology

Among the Philharmonic Society’s wind band’'s conductors and tutors,
many were orchestra musicians of the Italian visiting opera groups, who
chose to stay on the island. Niccola Olivieri, the first flute and piccolo
player of an opera group that performed repeatedly in San Giacomo from
1841, became the band’ s director in 1843. Giovanni Ragazzi oli,” Francesco
Sirri, Ricardo Boniccioli,21 Ugo Avanzolini,22 Felice Cocorulo,23 Brutto Gian-
nini ** and Ernesto Sasoli” held that post up to the end of the century, alter-
nating with Greek musicians, students of the Philharmonic Society and most
often of the Conservatorio San Pietro a Majellatoo.26

The wind band's conductors have left a considerable number of trans-
criptions and original compositions, some of which, commemorating events
or figures of recent Greek history, became great hits. This was the case with
Boniccioli’s Marco Bozzari a poema dramatico, dedicated to the Philhar-
monic Society, which had itsfirst performancein 1883.7

In 1893 Boniccioli was invited to Athens by the Friends of Music
Association, in order to create an orchestra. At that time, many other Italians
and Greeks from the lonian Islands had already settled in that city. A
considerably different music tradition existed there; a culture developed in
Constantinople, the base of the Patriarch,”® the center of the Orthodox Faith,
the symbol that had kept the nation united for four centuries.”

% | 1845. This and the followi ng dates are given in file 576/A of " Spyros Motsenigos

Archive", kept in the National Library of Athens.
2L July 1861.

December 1882.

April 1885.

June 1886.

April 1890.

It is remarkable, that, in contrast to the band's tutors and conductors, most teachers at the
Philharmonic’s music school were Greeks. Typically, the classes of wind instruments as well
as harmony, counterpoint etc. taught by Greeks were attended by many students, while string
instrument classes were much less popular. Giovanni Pdlotta, leader of the second vidlinsin
an opera group that performed in San Giacommo in 1834, was the first teacher of the violin
and the viola in 1841. But those classes were soon left without students and it was only in
1884 that measures were taken to activate them again, inviting the Itaian Ernesto Centola.
See, Spyridon PAPAGEORGIOU, Ta kata ten Philharmoniken Etaireian apo tes systaseos tes
mechri semeron 1840-1890 [On the Philharmonic Society’ s events, fromits foundation upo to
thisday], Athens, Anestes Congtantinides, 1890, p. 9.

" 9/21 February.

The political leader of the enslaved Greeks, responsible for their submission to the
ruler, tax paying etc.

*  Steven RUNCIMAN's The Great Church in Captivity, Cambridge, Cambridge Uni-
versity Press, 1968, is an excellent study of the role played by the Patriarchate of Cons-

22
23
24
25

26

28

48



Ekaterini Romanou Italian musicians in Greece...

Education in those eras was in most cases connected to the church.®
Music education consisted in the study of church music and the neumatic
(Byzantine) notation, which under the influence of the Enlightenment, was,
in 1814, simplified and transformed into an easily apprehended system,
known as the "New Method">". The neumatic notation was used for all mu-
sic sung by the people, alarge part of which consisted of church melodies,
adapted to secular texts or not, sung at dinners, at work, as well as in the
church. The rest were Greek fol ksongs and urban popular songs of Greek,
Turkish, Armenian, Bulgarian, Rumanian, Serbian, Albanian, Russian, or
Western origin.

What can be seen in Example 1 is not a rarity. It comes from an
anthology of music, published in two volumes in Constantinople in 1872
and 1873, containing close to 200 songs on melodies of every possible
origin. Our example is the scene for two sopranos "Mira, 0 Norma', in the
second act of Bellini’s Norma. Example 2 contains a transcription of exam-
ple 1, written kindly for this paper by Marcos Dragoumis. The divergences
from Bdlini’ sorigina music imply that the melody was written down by ear.

In the last third of the 19th century Greek refugees who had become
rich in Russia and the West, settled in Athens.® People of awestern culture,
they had both the money and the political connections to contribute to the
westernization of the city. They founded a large number of ingtitutions for
the education and performance of western music, inviting many Greek and
Italian musicians from the lonian I1slands as their staff.

But Ignazzio and Raffaele Parisini — father and son — were pioneers.
Ignazzio34 arrived in Athens in 1838, after serving as orchestra director in

tantinople in keeping Greek national consciousness alive from the fall of Constantinople
(1453) until the outbreak of the War of Independence (1821).

*In eras under the influence of Constanti nople, the church was up to the end of the

nineteenth century as paramount as it had been in the Middle Ages in Western Europe.

% On the influence of the Enlightenment on the 1814 Reform of music notation, see

Katy ROMANQOU, "He Metarhythmise tou 1814" ["The 1814 Reform"] Musicologia, (1,
1985), pp. 7-22.

¥ 0on the subject of the secular functioning of church music — up to the twentieth

century —in the Greek areas under the influence of Constantinople, see Katy ROMA-
NOU, Historia tes Entechnes Neohellenikes Musikes [History of Neohellenic Art Music],
Athens Cultura, 2000, pp. 23-38.

¥ "When the kingdom of Greece was established in 1828, the Greeks inhabiting the
Ottoman Empire or dispersed in the West and Russia, much more numerous and much
wealthier than the Greeks of the kingdom, formed the most important part of Hellenism."
says the historian Nikos SVORONOS in Episkopesis tes Neohellenikes Historias
[Compendium of the Neohellenic History], Athens Themelio: 1976, 91.

Ignazzio was born in Bologna around 1800. He appears as first violin and orchestra
director in opera productions at the Teatro della Comune di Bologna in 1824-1827, and
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Bologna's Teatro della Comune, Florence's Teatro in via della Pergola and
as music director at I’ Opera Italien of Paris. Athens at that time, a four year
old capital, was a village around the Acropolis.‘q'5 Parisini must have felt like
introducing Bellini to the Goliards. It is no wonder that nothing is heard of
him after hisarrival.

His son Raffagle arrived a little later, in 1845, but the capital had
undergone a period of rapid growth and Raffaele’ s activities were effective
and regarded as a milestone of the progress of musical life in that city and,
consequently, in Greece.™

His name appears from 1841, in the programmes of Corfu's San
Giacommo.” He served as first violin and director of the San Giacommo
orchestra until 1844. He had taken his first music lessons in Bologna with
his father, but then became a student of Manzaros in Corfu. In Athens, he
aimed at amusic culture similar to that of the lonian Islands.

He began giving private lessons, and was soon able to form the first
ever polyphonic chorus of Athens, numbering 40 members. A little later he
formed a small orchestra which participated in the performances of Italian
visiting opera groups. Both those ensembles were incorporated in 1871 into
the Philharmonic Society Euterpe, founded that year by Athenians of a

then in the Imp. e R. Teatro in via della Pergola in 1831. (See Francesco MELISI,
Catalogo dei Libretti per Musica dell’ Ottocento (1800-1860), Lucca, Libreria Musicale
Italiana, 1990, p. 346). In 1834-1838 he was musical director of L' Opera Italien in Paris
and next, he accepted an invitation from Athens to teach music (See Frangois-Joseph
FETIS, "Parisini (Ignace)," Biographie Universelle des Musiciens et Bibliographie
Générale de la Musique, Paris, 1875.), possibly at Arsakion, a girl’s high school, while
his only opera, La Scimia Riconoscente, was performed that year in Fossano. In Stieger’s
Opernlexikon, this opera appears as his opus 2. For the rest in this lexicon, Ignazzio is
obviously confused with Raffaele, whose birth and death years are given instead (1810
1875). See Franz STIEGER, "Parisini Ignacio”, Opernlexikon, teil 1I, Komponisten,
Tutzing, Hans Schneider, 1978.

A few instrumental compositions, al in manuscript, are listed in Federico PARISINI,
Catalogo Della Biblioteca del Liceo Musicale di Bologna Compilato da Gaetano
Gaspari, Volume |, Bologna, Libreria Romagnoli dall’ Acqua, 1890, p. 18. They are: 1.
Concertone in Sib magg. a piu strumenti con accompagnamento d’ orchestra (1812). 2.
Sinfoniain Do min. per orchestra. 3. Tema con Variazoni obbligate a piu strumenti, con
accompagnamento d’ orchestra, (1812). 4. Concerto in Re magg. a violino obbligato, con
orchestra

% Athens was proclaimed the capital of Greece on 15 December 1834, because of its

ancient history and monuments. No city existed on the site. Previous short lived capitals
were Nauplion and Aegina.

* This was the opinion of Theodoros SYNADINOS, the first admirer of the West to
write a history of Greek music. See his Historia tes Neohellenikes Musikes 18241919,
Athens, Typos, 1919, pp. 76-77, 211-212.

¥ In the collection of libretti donated by Nakes Pierres to the "Anagnostike Etaireid’

["Reading Society"] of Corfu.
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Western culture. He also managed to introduce music as an obligatory
course at the Athens National Technical University and taught the violoncel-
lo and the double bass at the Conservatory of Athens, also founded in 1871.

For his students, he wrote in Greek a small treatise on music theory
entitted Grammar of Music, which is the first to be written in the Greek
language.

But what made Parisini a legendary figure to his contemporary Athe-
nians, were his compoasitions, and above al his melodrama Arcadi, certainly
the most popular piece during the 1870s in Athens, producing great
excitement each time it was performed. Reports describe the emation of the
audience, its absolute silence during the performance (which was most
unusual) and the tumultuous applause at the end. The work relates the heroic
holocaust of the monastery Arcadi, during an unsuccessful revolutionin 1866 in
Crete, when close to a thousand fighters were killed in an attempt to liberate the
idand from the Turks, as well as the adventurous voyages of the ship "Arcadi”
that trangported volunteer fighters and ammunition to the igand™.

The piece was written for one male soloist and chorus, with an instru-
mental ensemble. Most stirring was the last movement, the fifth, where a
sublime responsorial prayer of a solo trombone and the chorus is suddenly
interrupted by a percussive machine gun followed by aflood of wild sounds
as the enemy enters the monastery. At that moment, the brave Father
superior sets fire to the gunpowder and blows up the monastery with a
tremendous explosion of sound. Also moving and patriotically inspiring was
the second movement, entitled "March of the volunteers. Italy and Greece
are two sisters." The title refers to Italian volunteers fighting for the libe-
ration of Crete, but also compares Italy’s unification, recently achieved, with
that of Greece, for which the Cretans were struggling at the time.

In a sense, Parisini al'so compares the two sisters' enemies, the Austrians
and the Turks. Indeed, this parallelism seemed quite natural to the Greeks of
the lonian Islands, who were never under Ottoman rule, who provided
shelter to over 150 Italian fighters during the 19th century,39 and who had
always rejected German speaking people and their culture.

¥ The holocaust of the monastery Arcadi in Crete, where close to one thousand men

women and children were killed in November of 1866, was an event that stirred the
Greeks, who volunteered in the fight for the liberation of the island. Crete was liberated
in 1897. When Parisini’s work was performed the island was still under the Turks. The
events related in Parisini’swork are al true but in inverted order, since the ship "Arcadi”
that transported to the island volunteers and ammunition from Greece, was bought in
1867 and named "Arcadi", to honor the monastery’ s holocaust. The ship redized 22 voyages
in 1867, and was aso heroically defended when caught by the Turks the same year.

¥ About 150 Italians found refuge in Corfu alone. Among them were Manin, Pepe,

Tommaseo and Rigaldi, Zabeccari, Mariani, Nardi and others.
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Dimitris Andronis, who became the director of Corfu’'s Philharmonic
Society in 1890 and dared to bring changes to the idland’s musical life,
introducing a more serious and more German repertory, had a very bad
ending. He was forced to leave his post in the same year and was seen
thereafter sitting for hours on a bench all by himself, speaking to no one,
looking far out to sea, in a deep melancholy.

But in Athens things were quite different: in around 1900 a number of
reformers of music education appeared, all of German culture, and Wagne-
rians. Raffaele Parisini had died (1875) and the many other Italians and
Greeks from the lonian Islands who continued his work were disdained and
rapidly completely marginalized. Further Westerners undertook to lead
Greek music to further ... progress!

This paper was presented at the 17" IMS Congress in Leuven in August 2002.
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Example 2
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Transcription of Example 1 (written kindly by Marcos Dragoumis).

Exaitiepunu Pomany

HNTAJIIMJAHCKU MY3NYAPHU Y I'PUKOJ ¥ 19. BEKY

(Pe3unme)

Y I'puKkoj Cy ce jegHOTIAcHO IOojame M HEroBa HEYyMCKa HOTanuja Ipe-
HOCHJIM Kao HapofHa Tpajulyja cBe 1o NpBux aeneHuja 20. Bexa. Y 19. Beky je
moyeo npeobpakaj rpuke My3udke Tpajulyje IpeMa MofesTy 3anajgHe ypbane
KyJnType. YBeleHH Cy XapMOHH]a, 3amajiHa HOTalyja 1 3alajHil HHCTPYMEHTH,
3ajemHO ca ofroBapajyhoM m3Bobaukom mpakcoMm. Y TOM mpeobpaxajy LeH-
TpaJIHy yJIOTY Cy UMAaJIil UTAJMjaHCKH My3mdapu. Beauku 6poj muX je XKHUBeo
Ha JoHCKMM ocTpBuMa, O KOjux Heka (kao m Hajpehe meby mwuma, Kpo)
HUKaja HUCy Omia moj oromanckoM Biamrhy. Ha Kpdy je Hacrama my3muka
KyJITypa Koja je 6uiia BpJIo clIWYHa OHOj y TajammbeM Hamyiby, ca peoBHAM
OTIEPCKUM ce30HaMa 1 PUIIXapMOHH]jCKUM APYIITBOM KOje je OUIo MOojeIoBa-
HO mpeMa HamyJbckoM Konszepsaropujymy. Meby mupurenTumMa u yuntebuma
RyBauyKor opkecrpa PuIXxapMOHHjCKOT APYIITBA, MHOTH Cy OUIIN OPKECTApCKU
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My3W9apy UTalWjaHCKUX TOCTYjyhUX ONEpPCKHX Tpyna KOjH Cy OMIYUWIN Aa
ocTany Ha ocTpBy. Tako cy Hukona Onusujepn, hoBanu Pararmmonu, ®@panuecko
Cupn, Pukapno Bonmdonu m mpyru, pagiiim Ha TOM MECTy HaM3MEHHYHO ca
IpYKUM My3udapuMa. T WTanujaHcKy My3WdapH Cy OCTaBWIM 3HaTaH Opoj
TPaHCKPHIIAja ¥ OPUTMHATHAX KOMIIO3MIIMja, Off KOjUX Cy HeKe Koje cy obe-
JexaBajle 3HauyajHe forabaje u3 HOBHUje TPUKE UCTOpPHj€ ITOCTAle BPJIO IOMy-
naphe. To je 6uo, Ha mpumep, ciydaj ca bornnvyonujeBoM "IpaMcKoM moeMom"
Mapko Bouapu. Boundonu je 6uo jegan of My3udyapa (M MTaIHjaHCKUX U
IPUYKKX) KOju cy ce mpecenunu y AtuHy nocne 1860-ux ropuna, Texkehu mo-
3anagmbaBamby My3UUKOT KUBOTA Y IPECTOHUIM. Y ATHHH je KyJITypHA KinMa
Ouia cacBUM Apyraudja Hero Ha JoHckum octpeuma. OOpa3oBame je y Hajsehem
6pojy cnydajeBa Omio Be3aHO 3a LIpKBY, HHCTHTYIH]y KOja je TOKOM YETUPH
BeKa TypcKe OKymHanuje yjeaumaBana I'pke m ofpkaBaja UM HAIOHAJHY
ceect. CBa My3mKa, OMJIO MCTOYHOT WJIM 3alafHOr NOpeKJa, OeliexkxeHa je
HEYMCKOM HOTanjoM. Y TOCIEH0] YeTBpTHHE 19. BeKa 3amajiHa HOTAIja u
XapMoHHja cy yop3aHo npuxsataHe. Mmwanno n Pacgaene [Tapusunu — oran u
CHH — OWNM cy IMHOHUpHU OBe TpaHcopmanuje. Mmwamnmo je crurao y ATHHY
1838. ronuHe, Kaja je maHallkba METpOIoJa OMila caMoO Celo OKO AKpOIoJsba,
aJii ’HEeroBU Hamopu cy 6unu y3anygau. Pagaerne je gomao 1845. roqune, kaga
ce mpectoHnna Beh y6p3aHO pa3BHjaja W HETOB paj je OCTAaBHO 3HAYajHOT
Tpara Ha My3W4KHM XMBOT OBOT rpaja u neie I'puke. OH je mpepmaBao xap-
MOHHMjY ¥ OCHOBAO HEKOJNKO WHCTHUTYIHja, Mehy KojuMa mIKoie, OpKecTap u
MemoBuTH Xop. Hammcao je mpBm TpakTaT O XapMOHHjU Ha TPUYKOM je3UKYy.
IMapusunu je moctao JjereHpapHa ¢urypa 300r ycmexa CBOjUX Jiefia, W3HA[
cBera menoapame Apkagu, Aella Koje je HajaxHyTO XEPOjCKUM CTpPafameM
MaHactapa ApKaju TOKOM Heycrene peBonyuuje Ha Kputy 1866. ropune.
IMapw3uHu gOBOAY Yy Be3y yjemumbeme Mranmje, Koje je Mallo roguHa paHuje
ocTBapeHo, ca 6opoom Kpura na ce yjenunm ca I'pukom. [TapusuHu Ha HEKn
HauuH nopenn Henpujatesbe ['puke u Uranuje — Typke u Aycrpujanue. To je
eTI0BaJI0 HEOOMYHO Hapopy Koju je matuo nop TypuuMa u riaefgao Ha 3anagHy
EBpony xao Ha m3Bop mpocBehemwa. Wranmjanuma u I'pruma ca JoHcKEX
ocTpBa, MebyTum, To ce umHUIO mpupopHMM. OHM HHUCY MMalM MCKYCTBa ca
TYpCKMM BJIACTHMa, AaBalll Cy YTOUMINTE HMTAIMjaHCKUM OOpuuMa M yBeK
onbanuBaIl aycTpo-HEMadKy KyaTypy. OBa HOIUTHYIKA ITO3alHA ObjalImhaBa
3aIlTO je JIOIUIO 0 OIITPOr cykoba Ha IyaHy KyiaType modeTkoM 20. Beka y
ATuUHH, KaJla ce TI0jaBuo U3BecTaH O6poj peopMaTopa My3MIKOT 0Opa3oBama,
NIpUMaJHAKA HeMadKe KyJIType U, OCUM Tora, BarHepujanana. Cykoo6 je pes3yn-
THPAO MaprUHAIM3ALMjOM MTAMjaHCKUX Y TPUKUX My3nudapa MOpeKIoM ca JoH-
CKHX OCTpPBa 1 BUXOBOT (DYHTAMEHTAJHOT pajia Ha My3WIKOM 00pa30Bamy.

UDK : 78.071.2 (=50) (495) "18" : 781.41 (091)
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Christina Vergadou-Mavroudaki

GREEK COMPOSERS OF THE IONIAN ISLANDSIN
ITALIAN MUSICAL LIFE DURING THE 19" CENTURY

Summary During the 19" century most of the lonian islands played a leading
role in the Greek musica life. The vicinity of the islands with Italy combined
with the Venetian domination were two facts that helped the creation of strong
links between the lonian islands’ and the Italian cultures.

The phenomenon of the visits of Greek composers to Italy during the 19" century
in order to study at the principa conservatories of the country is one of the most
interesting aspects of the history of lonian music. The relations of individual
composers with Italian composers, professors and music institutions are consi-
dered together with relevant aspects of Greek and Italian musical ties.

The travelling of Greek composersto Italy for educative purposes is regarded not
only as a historic phenomenon but also as amajor step in their career. References
are made regarding their contacts with distinguished Italian composers and
intellectuals.

Furthermore, the success of Greek composers in Italy is an undoubtful fact. A
considerable part of Greek composers’ musical works was performed and publi-
shed in Italy. Facts indicating the success and the effect of Greek composers
work on the Italian musical life are given with references to primary music and
literary sources.

Key-Words: Greek music, lonian islands, Italian music

Very little is known about the history of the lonian islands' music,
especially, beyond the Greek borders. Few musicologists have been so far
occupied with the research of this period of the Greek music history
athough there has been arisen great interest in this field during the last
years. The lack of relevant bibliography combined with the difficulty of con-
fining and approaching primary sources are the main reasons of reaching to
this point. It should also be mentioned the great amount of lost or destroyed,
by various causes, historical documents of this period which is a fact that
deepens the problem.

All sources revea the growth of a flourishing musical — and not just —
culture in the geographical area of the lonian islands which reached at its
peak during the 19" century. The running of music institutions — most of
them philharmonic societies following the patterns of Italian music educa
tion — operatic theatres, music editions, and the large number of composers
who came from the lonian Islands, a rather narrow territory of Greece, are
evidence of the lonian musical culture’s blossom.
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The geographical vicinity of the lonian Islands to Italy was an impor-
tant reason for the development of strong relations between them. Besides,
people of the lonian Islands had lived together with Italians for many
centuries since the lonian Islands were under Venetian domination. Con-
sequently, not only were they very well-acquainted with the the culture of
the neighbouring country but also there were strong economic, commercial
and social relations developed between them. In addition, numerous Italian
musicians lived and teached music in Corfu and the other lonian Islands.

Spyros Motsenigos, a musician and music historian from Corfu, who
wrote one of the first histories on neohellenic music, offer adequate infor-
mation relative to musicians from the lonian Islands who studied in Italy. In
most cases, a child used to acquire his first music learnings in the lonian
Islands and afterwards visit Italy, sometimesin avery young age, in order to
carry on with hismusic studies.

It seems that Greek composers from the lonian Islands studied prin-
cipally at the Conservatorio San Pietro a Mgella di Napoli though many of
them also studied at the Conservatorio Giuseppe Verdi di Milano. We do not
know whether there was a specific reason why this happened or whether it
became a habit. Certainly, these two conservatories were among the leading
music institutions of Italy during the 19" century1 and continue to be up to
now. Perhaps the fact that Nikolaos Chalichiopoulos Manzaros, one of the
first and most celebrated Greek composers from Corfu who is also the
composer of the Greek national anthem, studied at the Conservatorio San
Pietro a Majella di Napoli was determinative. Possibly the fact that many
Greek composers of the lonian Islands took their first music lessons from
Nikolaos Manzaros influenced some of their next choices. It also has to be
mentioned that numerous Italian musicians lived in the lonian Islands and
worked there as music teachers and music performers.

Dionysios Rodotheatos, to mention one from the great range of Greek
composers, took music lessons in Corfu from Manzaros’. According to
Motsenigos, Rodotheatos also studied for seven years at the Conservatorio
di Musica San Pietro a Majella di Napoli and — after staying at Corfu for
some time — he travelled back to Italy in order to continue his studies at the
Conservatorio di Musica Giuseppe Verdi di Milano. There is not any re-
ference to the names of Rodotheatos's teachers in Italy but, considering an

According to Mariangela Dona "The founding of the Milan Conservatory initiated
the founding of a series of conservatories all over Italy [...] The conservatory soon
became the most important music school in Italy, attracting such pupils as Puccini and
Catalani to study with professors of the stature of Ponchielli (1880-86)." (DONA’,
Mariangela, Milan, 4. 19 century in The New Grove Dictionary of music and musicians,
London, Macmilan, 1980, v. 12, p. 297)

> MOTSENIGOS, Spyros, Neohellenike mousike: symbole eis thn istorian tes, Athens,
1958, p. 232.
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information saying that Cavalliere Alberto Mazzucato encouraged him to
stage one of his first operasS, we can assume that Alberto Mazzucato, who
served as amusic director at the Conservatorio di Musica Giuseppe Verdi di
Milan04, was one of his teachers. Unfortunately, because of the fact that
there has not been yet any research carried out from our part in order to
collect documents related to Greek composers from Italian music archives
our facts derive primarily from Greek archives and bibliographic sources.

The Italian libraries online catalogue is a very important source of
information for Greek music history of the 19" century. Many Italian
libraries hold musical and theoritical works of Greek composers of this
period — amongst them some manuscripts — while we cannot trace in their
catalogues but few Greek musical works of the 20" century. This fact can be
regarded as a strong indication of the relations been developed between
Italian and Greek composers of the 19" century and of the acceptance the
latter met in Italy. Some of the holdings are music scores, librettos of operas
presented in Italian theatres, and theoretical works, usually on harmony or
counterpoint which, in some cases, are not located in any archive in Greece.

The studies of young Greek composersin Italian conservatories opened
up new prospects both for their musical thought and their careers in the
musical stages of Italy and other European countries. During their studies
they met with significant celebrities of European music and literature and
became acquainted with all the new art movements of that era. Not only did
they have the opportunity to experience new musical ideas in their works
but, in many cases, they themselves took part in the formation of these new
ideas. A typical example of this assumption is Spyros Samaras, a Greek
composer from Corfu whose work met with great success both in Greece
and Italy. Samaras accomplished to combine in his works — many of them
are operas — the elements of ‘verismo’, Leit-motiv with Greek melodies and
music modes. Samaras's unpublished correspondence proves his friendship
with famous Italian composers, like Puccini and Mascagni, and the fact that
they felt great respect about his work”.

Most of Greek composers of the lonian Ilands had the good fortune of
seeing their melodramas produced in famous operatic theatres of Italy, like

® MOTSENIGOS, Spyros, Neohellenike mousike: symbole eis thn istorian tes, Athens,

1958, p. 232.

* "Dal 1839 insegno’ canto, dal 1851 compos., dal 1852 storia ed estetica mus. e dal
1857 anche strument. al Cons. di Milano del quale fu direttore dal 1872 fino alla morte."
(Dizionario enciclopedico universale della musica e dei musicisti, Torino, UTET, 1994,
Le Biografie, volume quarto, Mazzucato, p.746).

George Leotsakos in his commentary for the recording of Samaras's Rhea (an opera
in 3 acts) presents the facsimiles of two congratulatory letters (the one is Puccini’s and
the other is Mascagni’s) to Spyros Samaras.
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Teatro Carcano of Milan or even Il Teatro adla Scala di Milano. Pavlos
Karrer, or, Karreris —to mention one — is amongst the most celebrated Greek
composers, born in Zante in 1829. Two of his numerous melodramas, Dante
e Bice in 1852 and La rediviva in 1855, had their first representations at the
Teatro Carcano of Milan. Besides, significative of the successful career
which Spyros Samaras — mentioned above — created in Italy is the fact that
six of his operas were represented at the Teatro alla Scala of Milan.

Published music scores of the 19" century prove also to be important
documents for the music history of the lonian Islands. In genera terms,
Greek composers works were published by some of the most prominent
publishers of that era. For example, most of Spyros Samaras' s operas were
published by Edoardo Sonzogno, while Ricordi, Lucca and Canti seem to
keep many Greek works in their libraries. Music compositions of Greek
composers published in Trieste possibly reveal some relevance with the
strong economic and commercia relations which, undoubtedly, had been
developed between the famous Italian city and the lonian Islands, not to
mention the flourish of the Greek community of Trieste.

Vauable information on Greek music is offered by the 19" century’s
extant librettos published in Italy. Considering the lack of primary sources
mentioned (e.g., composers manuscripts, music scores, etc.), al these
booklets accompanying the opera performances make a crucial contribution
to musicological research. Names of librettists, performers, places and dates
of first representations together with the synopses of the operas make up an
astonishing picture of the history of opera of this era. Except from the
librettos held both in Italian and Greek archives, there should be mentioned
the compiled catalogues of some libretto collections in Italy, like the
Catalogo dei libretti per musica dell’ Ottocento (1800-1860) of the library
of the Conservatorio San Pietro a Majella di Napoli, edited by Francesco
Melisie, and the Libretti per musica manoscritti e a stampa del fondo Sha-
piro nella collezione Giorgio Fanan, by Laura Ciancio’. Both of them inclu-
de some Greek operas.

The strong relations of Greek composers of the lonian Islands with the
Italian musical life of the 19™ century certainly affected them in many ways.
Though their music works have the identity of Greek music there can be
traced many references to Italian music. The fact that they lived and worked
for a long period of their life in Italy forced them to adopt specific com-
positional techniques and musical ideas.

®  Biblioteca del Conservatorio di San Pietro a Majella di Napoli : catalogo dei libretti

per musica dell'Ottocento (1800-1860), a cura di Francesco Mélisi, Lucca, Libreria mu-
sicaeitaliana, 1990.

" LauraCIANCIO, Libretti per musica manoscritti e a stampa del Fondo Shapiro nella

collezione Giorgio Fanan" catalogo e indici, Lucca, Libreriamusicale italiana, 1992.
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The composers of the lonian Islands wrote music on the music genres
employed by the Italian composers of the 19™ century. Therefore, many of
them composed sinfonias for piano or orchestra, romanzas, mazurkas, pol-
kas and other small music pieces, arias, vocal music with piano accompani-
ment, melodramas. In the composers' lists of works operas and piano pieces
hold a special place, to be followed by vocal and choral music.

Being acquainted with the Italian language, because of the Venetian
domination of the lonian Islands, the lonian composers quite often used
Italian poetry for their vocal music. Besides, many Greek poets who came
from the lonian Islands used the Italian language in their poetry. It was
inevitable for lonian composers to use Italian poetry and librettos since they
made careers in the neighbouring country and they addressed themselves to
the Italian audience. It would be very difficult for a young Greek composer
to have one of his operas produced in an Italian theatre if the libretto wasin
the Greek language. In addition some Greek composers had the chance of
working with famous Italian librettists, like Luigi Illica who wrote the
libretto for Samaras’'s opera La Martire. There is no proof whether this stand
of Greek composers was a matter of pure choice or not.

Although the Italian influence is obvious in lonian composers' music,
they compose Greek and not Italian music. Their music idiom bears a Greek
character traced in their melodies, which in some cases are Greek folk songs, or,
remind us of folk music, as well as in the use of Greek music modes. They
sometimes use the characteristic music metres of Greek folk dances or set
Greek poetry to music. Many lonian composers use characters or stories of
the Greek history and mythology in their operas, like Karrer's Marcos
Botsaris, Kyra Frossini, Marathon-Salamis, and others, possibly indicating
some intention for the creation of a Greek national opera. Especialy, Karrer
is believed to have attempted the creation of Greek national opera as he tried
to use stories from the history of the Greek Revolution and Greek librettos
for some of his operas.

Most lonian composers used to return to their motherland after finishing
their studies in Italy but did not interrupt their relations with the Italian musica
life. However, there is no doubt that Corfu and most of the lonian Iands had a
remarkable musical life. Many Greek and foreign operas were represented at the
famous Corfian thegtre Teatro San Giacomo every year. ltdian music com-
panies visited Corfu often while it seems that the idand’s audience was very
demanding; publications of that time mention that if a new artist was applaused
by the audience of Corfu he would not encounter any problem at the famous
theatres abroad. The extant librettos of these performances are similar to the
Italian ones and most of them are kept in private libraries’.

8 One of these private libraries is held in the Corfu Reading Society (Anagnostike

Etairia Kerkyras) and belonged to Pierris.
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Eventualy, it seems that the Italian music educational system has af-
fected the formation of music education in the lonian Islands. Philharmonic
societies, which were the main music institutions of the 19™ century, were
established one by one in many islands and their music teachers were not
only Greek but also foreign musicians. Many pupils of the Philharmonic
societies were trained to serve as musicians in the islands’ music bands. The
bands held a substantial part in the lonian Islands' musical life as they gave
many concerts and usually participated in the churches’ litanies.

Undoubtedly, the study of the musical ties between Greece and Italy
during the 19™ century is both demanding and tempting. Exchanges must
have been effected to both parts and are subject to research.

A fascinating game of travelling music without rivals...

This paper was presented at the 17" IMS Congress in Leuven in August 2002.

Kpuciuuna Bepzagy-Maspygaxu

I'PUYKHU KOMITO31UTOPU HA JOHCKUM
OCTPBUMA Y UTATIMJAHCKOM MY3NYKOM
KNBOTY TOKOM 19. BEKA

(Pesume)

Tokom 19. Beka JoHcKa ocTpBa cy urpana Bofichy ynory y rpukoM My3nd-
KOM XHBOTY. tbuxoBa 6nm3uHa y ogHocy Ha MTanujy, 3ajeHO ca BUIIIEBEKOB-
HOM foMuHanujoM Benennje (Heka of BUX HHUCY HHKaja OWiIa HOJ TYPCKOM
Biamthy), HOMOIJIE Cy f1a ce CTBOpe jake Be3e m3Meby aBejy Kynrypa. My3mukn
mpolBaT OBe 00JACTH JOCTUTAO je CBOj BpxyHal y 19. Beky. Meby My3uukum
MHCTUTYIMjaMa NCTAaKHYTO MECTO 3ay3mMala cy (bUIXapMOHHjCKA APYIITBA,
orepcka MO30pHIITa, My3WUKe u3fjaBauke Kyhe.

denomeH OopaBKa rpuKuX Komnosutopa y Mtanuju pagu cTyauja Ha ria-
BHUM KOH3€pBaTOpHjuMa y 3eMJbH IPEACTaBba jeflaH O HajUHTEePECAHTHUjUX
acrekaTa HCTOpHje joHCKe My3uKe. BehnHa rpukux Kkommnosuropa ca JOHCKUX
OCTpBa CTyAHpaja je yrIaBHOM Ha KoH3epBaTopujuMa y Hamymsy u Munany,
Taga Bogehnm mHCTHTYIHjaMa Te Bpcre y Utanuju. BepoBaTHO ¢y MHOTH ciie-
aunu npuMep Hukomaoca Xanuxumomnynoca Man3sapoca, jeJHOT Off MPBHUX U
HajYyBEHHjUX I'PUYKHUX KommosuTopa ca Kpda, ayropa rpuke XumHe, KOju je
crynupao y Hanysmy. ITo3natu komnosurop Huonucuoc Popgorearoc je 6o
Man3zapocoB yueHuk Ha Kpdy mpe Hero mro je oTumao pa cryampa y
Hanysy, a 3atum u y Munany.

Y MHOTMM HTalujaHCKUM OMONHMOTeKaMma 4yBajy ce BPJIO BasKHU W3BOPH
3a mpoydyaBame I'puke My3uuke ucropuje 19. Beka. To cy my3uuka u Teopuj-
CKa Jies1a, Kao ¥ onepcKa JuopeTa.
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Hekn xoMmosuTopu ca JOHCKHX OCTpBa yCIEelNN €y fla CTeKHY adbupMarmjy y
Hranuju. Tako je Cnupoc CaMapac UMao ycrexa ca CBOjUM JIeJINMa, YTIIaBHOM
orepama, y KojuMa je KOMOWHOBAO eJIeMeHTe BepHW3Ma W JIajTMOTHBHUKE ca
ynotrpe6oM rpukux HapopHuX Menoauja. buo je cnasan u I1aBnoc Kapep, un-
jUX je mecT omepa m3BefeHo y MuiaHckoj Ckanu. Jlesa TpYKUX KOMIIO3UTOPa
mraMnana cy y Tpcry m fpyruM rpagoBuMa. JOHCKa ocTpBa cy mMaia Ryry
TpaguLyjy NoOpUX TProBauyKuX offHoca ca TpcToM, y KOMe je >KUBella U rpuka
3ajeHUIA.

C 0631poM Ha TO J1a OOMIHO HENOCTajy U3BOPH KaKBH Cy PYKOIHCH JIeTa,
AParoIeHo je ITO Cy cadyBaHa IITaMIaHa ollepcKa JIUOpeTa, 3alpaBo ONIINAp-
HHje MPOrpaMcKe KILIKUIE ca HI30M BasKHUX IOflaTaKa.

YKIbY4MBIIN C€ Y My3UUKH XUBOT MTanuje, OBU KOMIIO3UTOPH Cy IUCATN
OHE XXaHPOBE KOjU Cy KapaKTEPUCTUYHHU 3a TO BpeMe: TPOCTaBadHa fena 3a
KJIaBUp WU opkecTtap (Sinfoniae), poMaHce, Ma3ypke, IOJIKE, apyje, BOKAJIHY
MY3HKY C KJIaBUPCKOM IPaTHOM, MeJopaMe. Pa3yMibUBO je HITO Cy jOHCKH
KOMITO3UTOPH KOPHUCTHJIM WTANMjaHCKYy MOE€3Wjy W JuOpeTa, MOITO Cy ce
obpahanu uranujanckoj nyonunu. Heku rpuku KOMOo3uTopu cy uManu cpehy
[a pajie ca YyBEHHUM HTalldjaHCKUM JHOpeTucTIMa, Kao mTo je Jlynbu Nnnka,
KOju je aytop nudpeta 3a Camapuny onepy La Martire.

Mako je uranujancku yTulaj OUUriefiad Koji jOHCKMX KOMIIO3UTOpPa, OHU
Cy CTBapajd TPUKy, a He UTAJNjaHCKy MYy3HKYy. IbUXOB My3WuYKH MIMOM HOCH
rpUKe OpTe Y MEJIOANIH, jep CY TO YECTO WM ayTeHTHYHE TpUKe HapOfHe mec-
Me, nnn nojcehajy Ha WUX, WK cy 6a3upaHe Ha TpUKUM MopycuMma. Hekapa ce
yo4aBajy M KapaKTepUCTHKE METPUKE I'PUKUX HAPOJHHUX Urapa. MHOTH KOM-
MIO3UTOPH Cy Ce WHCIHUPHCANX JIMKOBAMA W TpHYama W3 TpYKe HCTOpHje U
muronoruje (Kapepose onepe Marcos Botsaris, Kyra Frossini, Marathon-Sala-
mis, ¥ Apyre), ITO FOBOPH O MOTYHHOCTH Ha ce pasMHIIBAIO O CTBapamy
IpuKe Hal[IOHAJIHE Olepe.

Behuna joncknx koMno3uropa Bpahana ce y JOMOBHHY HOCIIE 3aBPIICHAX
cryauja y Mtanuju, He mpexkufajyhu Bese ca UTaIUjaHCKUM MY3UYKUM KUBO-
ToM. Ha camom Kp¢y 1 HekuM ipyruM JOHCKAM OCTpBHMA IIOCTOjao je peda-
TUBHO AMHAMWUYaH MY3MUYKH KMBOT. MHOre Irpuke U cTpaHe onepe n3Bobhene
Cy Y YyBeHOM Kp(hCcKOM mo30pHumTy San Giacomo, y KoMe Cy UTajijaHCKe MY-
3WYKe TPYIE YeCTO FOCTOBAJIE.

Mys3uuku 06pa30BHHU CHCTEM Ha JOHCKMM OCTpBHMA je TaKobe Tpreo uTa-
JMjaHCKY yTHnaj. PmixapMoHHMjcKa APYIITBA, IJIaBHE My3WMYKe WHCTHTYIH]E,
OCHMBAJIa Cy ce Ha MHOTMM OCTPBHMA, a Mebhy BUXOBUM HacCTaBHUIUMA MY3H-
ke 6uno je u I'pka u crpanana. CepiieHn bany cy oOMYHO CBUpANIH y OpKec-
TPUMa Ha OCTPBUMA, 2 YIECTBOBAJIN Cy ¥ Y [PKBEHUM CBEYaHOCTHMA.

UDK : 78.071.1 (=774) (450) "18" : 78.035/.036 (495.4)

63



My3sukoJorunja 3-2003 Musicology

64



Méelita Milin The Russian Musical Emigration in Yugosavia...

Melita Milin

THE RUSSIAN MUSICAL EMIGRATION
IN YUGOSLAVIA AFTER 1917

Abstract: Around forty thousand Russian emigrants settled in Yugosavia
running away from the terror of the 1917 Revolution. A high percentage of them
were writers, artists, musicians and ballet dancers. Their greatest contribution to
Yugoslav musical culture consists in the important acceleration they brought to
the development of the domestic scene. Especially valuable were the activities of
opera singers and directors, ballet dancers and choreographers, scenery designers,
conductors of church choirs and music pedagogues.

Key-Words: Russian emigration, Y ugoslav music, Serbian music, Russian music,
Russian ballet.

The topic of the Russian emigration was more or less a prohibited the-
me in USSR and the East-European countries during the communist rule.
Since the beginning of the 1990’ s a noticeable increase of interest for resear-
ching the role of the Russian musical and other emigration in Yugoslaviain
the period between the two world wars has been observed. Two congresses have
been organized, their proceedings published, as well as many books and articles.
Researches have been undertaken not only by historians of culture, arts and
music, but dso by individuals— amateurs, usually of Russian descent.

The terror and bloodshed of the Russian October revolution and the
civil war that followed (1917-20) brought a considerable number of Russian
emigrants into Yugoslavia, as well asto many other countries of Europe and
America. Driven by fear and despair around 2 million Russians chose the
uncertain emigrant fate hoping that their exile would not last long. Some
40000 of them" stayed in Yugoslavia, while a certain number of them stayed
in the country only for a short time, on their way to Central and Western
Europe. There were some Russian emigrants who arrived even before 1918,
after South Russia had been evacuated. The biggest group, so-called "Cri-
mea emigration" arrived |ater.”

Cf. Miodrag Sibinovi¢, Ruska emigracija u srpskoj kulturi XX veka — znacaj, okviri i
perspektive proucavanja, in. Ruska emigracija u srpskoj kulturi XX veka, ed. by M.
Sibinovi¢, I vol., Beograd, 1994, p. 5. and Miroslav Jovanovi¢, Doseljavanje ruskih izbe-
glicau Kraljevinu SHS 1919-1924, Beograd, 1996, 163-186.

Veroslava Petrovi¢, Ruski operski pevaci i beogradska muzicka kritika i publika, in:
Ruska emigracija u srpskoj kulturi XX veka (op. cit.), Il vol., p. 172
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The mgjority of the Russians that decided to stay in Yugoslavia were
educated people3 who were painfully lacking in Serbia after the terrible
World War | in which 60% of the male population found death. As soon as
the war was over (1918), a new state was founded, that united south Slav
peoples: The Kingdom of the Serbs, Croats and Slovenes (later Y ugoslavia).
Compassion for the tragic fate of the Russian people for whom Serbs had
aways felt affection and closeness, was the main reason why most of the
Russian emigrants found their new homes in the kingdom of the South
Slavs. Rare instances of tension between the local population and the emi-
grants can be explained by socia circumstances : those were hard postwar
times and the young state was confronted with the task of harmonising
different, often conflicting interests of the nations that constituted it. * Serbs
were aware that in the past foreigners had been more than once invited to
help building cultural institutions and this time they especially appreciated
that those foreigners were Russi ans.” The languages were related, the ortho-
dox religion influencing close relations particularly with the Serbs (Croats
and Slovenes being catholics), so that the majority of those Russians settled in
the eastern — Serbian — part of the country. Aleksandar |, king of Yugodavia,
was a great protector of Russian emigrants6 and was strongly opposed to
creating diplomatic relations with the Soviet Union (Yugodavia decided to
exchange diplomats with the USSR aslate asin 1940, six years after his degth).

Russian musical emigration arrived in Yugoslavia a the time of the
founding of the Yugoslav state. It was the time for the different constituting
nations belonging to different traditions to get adapted to each others. The
Russians fitted very well into the new multicultural surroundings and it
could be assumed that they felt less foreigners therevthan in France or
Czechoslovakia — the two other countries that were very hospitable to them.
France was certainly a more engaging ambience for musicians than could be
Yugoslavia but the latter country should not be underestimated as can be
proved by numerous performing artists who were based in Y ugodavia but
were often invited on tours abroad.

Migrations played an important role in Serbian history. Between the
15" century when the Serbs lost their state in the wars against the Turks, and

According to the 1922 polls, 75% of Russian emigrants had high school or university
diplomas (M. Sibinovi¢, op. cit., p. 6).

N M.Sibinovi¢, op. cit, pp. 8-9. See also: Sanja Topi¢, Delovanje pozorisnih umetnika

ruske emigracije u Narodnom pozoristu u Beogradu 1918-1941, Beograd, 1992, p. 176
(m.a thesis kept at the Faculty of Dramatic Artsin Belgrade), p.41.

Quoted according to: Mirka Pavlovi¢, Institucionalizovanje Opere (i Baleta) u Na-
rodnom pozoridtu u Beogradu i ruski umetnici, in : Ruska emigracija u srpskoj Kulturi
XX veka(op. cit.), Il val., p. 161.

®  Zinada Gipius, "Letter on Yugoslavid', publ. in the Russian emigrants’ newspaper in

Warsaw: see. M. Sibinovi¢, op. cit., pp.14-15.
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the 19" century, when their new state was founded, the majority of Serbs
lived in the frame of the Turkish empire. The Serbian population that
inhabited the neighbouring Austrian Empire, more precisely its Hungarian
part, grew constantly in number mostly because they had to flee bruta
treatment of the Turk oppressors. Among several waves of those emigra-
tions most notable were the so-called "Great migration” (1690) and the
migration of 1740, both led by the patriarchs. For the cultura history of the
Serb people those events proved to be of an enormous importance for the
process of maodernization/westernization in which they were engaged and
which they transmitted little by little to fellow-Serbs that had stayed in the
Turkish empire and also later to Serbs that founded an independent state
south of the Danube (autonomy in 1830, independence in 1878). An instan-
ce of it was the assimilation by the Serb population in Austria of the dome-
stic models of musical life and organisation, like choral societies associated
to the church (the first such Serbian choral society was founded in Pancevo
in 1838). That model was soon adopted by the young bourgeoisie in Serbia
(The Belgrade Singing Society, 1853). The role of Czech musicians who
were often Kapelmeister (conductors and composers) and music teachers in
such societies for the building of Serbian musical culture of the Western
type cannot be underestimated. Czech musicians came to work in Serbiain
the second half of the 19" century partly because they couldn’t find ajob in
Austria-Hungary, partly driven by the spirit of Slav solidarity. The role of
those Czechs could be compared — toute proportion gardée — with the role of
Flemish composers who settled in Italy during the 16" century. The Czechs
that came to Serbia were certainly not internationally renowned, but their
solid musicianship was exactly what the Serbian musical culture needed at
that early stage of its development when the European standards had to be
reached quickly. Composers like Smetana or Dvoidk would not have been
able to do as much as those modest musicians because the gap between their
aspirations and the needs of the environment would have been too deep.

Several decades later, in the 1920's, musicians from another Slav country
gave one more vital impetus to the development of Serbian music. Yugosla-
via became then a part of the "Russia outside its borders' (zagranichnaya
Rus) and its 8 million inhabitants, its Church and Army (rests of the so-
called White Guard), political, professional and artistic associations. In addi-
tion to that, Russian emigrantsin Y ugoslavia had a separate educationa sys-
tem.” All that testifies not only to their strong wish and need to cultivate

" see Dr Ostoja Djuri¢, Ruska literarna Srbija, 1920-1941, Gornji Milanovac i

Beograd, 1990 (especially chapter I); Ljubodrag Dimi¢, Rusko Skolstvo u Kraljevini Ju-
goslaviji in: Ruska muzicka emigracija XX veka (op. cit.) I, 38-50; Branislav Gligo-
rijevi¢, Ruska pravoslavna crkva u Jugoslaviji izmedju dva rata, ibid, 52-59; UgljeSa
Rajcevi¢, Ruski umetnici emigranti ¢lanovi i izlagaci staleskih udruzenja u Srbiji izmedju
dvarata, ibid, 98-106.

67



My3sukoJorunja 3-2003 Musicology

their national traditions and ideas, but a so to the hope they never abandoned
that the bolsheviks' regime would be soon over and that they would be able
to return to their homeland.?

As is well known, the beginning of the 20" century was a magnificent
period of Russian art and music. Some authors even call the period 1903-15
"the most glittering period of Russian music. Though short-lived, it might
still be termed a Third Russian Musical Renaissance, equal to the second
which developed under the aegis of M. Balakirev, and the first in the times
of the Novgorod and Moscow masters of the early seventeenth century."9

Many European metropoles had the opportunity to see and enjoy those
masterpieces even before World War | and that fact made it easier to
Russian emigrant artists to be accepted in Western countries, especialy in
France. The fate of |. Stravinski and S. Diaghilev’s "Ballets Russes' are fine
cases of evidence.

Russian writers, artists and musicians that settled in Yugodavia — like
their compatriots in other countries —wished to "show that here also, outside
the borders of our Russian homeland, art still exists and that the source of
inspiration has not dried out, but on the contrary, has become stronger due to
sufferings and bitter tears.” 10

Russian musicians enriched musical life both in cities like Belgrade and
Novi Sad and in the province where so-called Russian concerts were orga-
nised with piano playing, singing, balalaika orchestras, male choirs and folk
dancing. The performers were soloists and ordinary members of ex-tsarist
Russian operas and theatres, conservatories, ballet schools, even restaurants
with gypsy musi et

Only three names of composers belonging to the Russian emigration in
Yugoslavia can be cited: VIadimir Nelidov, author of incidental music and a
lost opera on a historico-legendary theme from the Serbian Middle Ages,
The Death of the Mother of the Jugoviéilz; Oleg Grebenshchikov, composer

See for example: M. Jovanovi¢, op. cit., 295-312.

®  AlfredJ. Swan, Russian Music and its sources in chant and folk-song, London, 1973,

155; See also: Nadezda. Mosusova, Russian Emigration — Tradition and Avantgarde, in:
Russische Avantgarde. Musikavantgarde im Osten Europas, Dokumentation-K ongressbe-
richt, Heidelberg, 1992, p.175.

10 Magazine Meduza, Beograd, 1923, No.1 — quoted from : Aleksandar Arsenjev, Ruska
inteligencija u Vojvodini, in : Ruska emigracija u srpskoj kulturi XX veka (op. cit.), |
vol., p. 80. The author designates the text from which this fragment is taken as "a kind of
amanifest of Russian artists’.

1A Arsenjev, op. cit., p. 81.

12 . , . . . s .. ,
A. Arsenjev, "Pokazacemo da i ovde, daleko iza granica Otadzbine, Zivi mo¢

stvaranja...", Ruski umetnici u Kraljevini Jugoslaviji, Zbornik Matice srpske za scenske
umetnosti i muziku, 15, 1994, p.197. Slobodan Turlakov states that V. Nelidov was the
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of incidental music (also a ballet dancer) and Yuri Arbatski, composer,
organist and musicologist who was a choir master in Leskovac, a small town
in south Serbia, and after 1935 organist at the Belgrade roman-catholic
cathedral church. Arbatsky composed several symphonies among other mu-
sic and collected around 4000 folk melodies, mostly Albanian and
Macedonian, but all of his phono recordings were destroyed in the
bombardments of Belgrade during World War n.- Unfortunately, we don't
have any document on those composers. The absence of more composers
among Russian emigrants in Y ugoslavia can be explained easily: First of al
they were not so numerous in the whole Russian emigrant body; second, it
was natural that those few who left Russia would choose a country with
much richer possibilities for their careers (cases of Stravinski, Prokofiev,
Rachmaninov...).

On the other hand, performing artists among whom there were first-rate
individuals (especialy among ballet dancers and choreographers), came in
considerable number. They appeared on the Belgrade stage first time in the
season 1920-21. According to the statistics, in the next season the Belgrade
Opera aready had 12 Russian solo opera singers out of 29, 3 repetiteurs —
al Russians, 3 Russian ballet dancers out of 6, 20 members of the Opera
choir out of 41, and several among the 30our of 41 foreigneres who played
in the orchestra. To sum up, foreigners (most of whom were Russians) were
more numerous than Serbs.

We shall examine now the presence and role of Russian emigrants in
different branches of musical performing arts: opera singing, opera direc-
tion, conducting, ballet dancing, choreography, ballet training, opera and
ballet scenery and costumes, church singing.

first artist among Russian emigrants who was engaged in the Belgrade National Theatre
(as repetiteur). See: S. Turlakov, Ruski umetnici u Beogradskoj operi, Teatron, 84/85/86,
1994, p.125. Nelidov was born in St. Peterburg in 1887 and died in Paris in 1978. He
stayed in Belgrade from 1920-29. On the occasion of the centenary of his birth an article
about him was published in Russkaya misl, Paris, no. 3678, 19 June 1987. We owe A.

Arsenjev gratefulness for drawing our attention to the latter article.

3 All the facts about those three composers are taken from: A. Arsenjev, "Pokaza-

éemo...", p. 206.

14 Quoted according to: M. Pavlovi¢, op. cit., 158. Cf. S. Topié, op. cit., p. 131, who

states that "In 1922 the Opera had 126 members, the third of which were certainly artists
belonging to the Russian emigration.” S. Turlakov asserts that the Russians made at least
a third of the Opera choir throughout that period (op. cit., p.12). Predrag Milosevi¢ beli-
eves that Russians made sometimes even a half of the Opera choir (Rusi u Beogradskoj
Operi, in: Beograd u se¢anjima 1919-1920, Beograd, 1980, p.139).
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Opera singing

The Opera department of the Belgrade National Theatre, that had a very
short history behind it15, would not have achieved its great successes in the
1920's and 1930's without the valuable contribution of Russian opera sin-
gers, directors and scenographers. The Serbian National Theatre in Novi Sad
obtained its own Opera department in 1920 thanks to the successful concerts
given by Russian opera singers from Moscow, St. Peterburg, Kiev and
Odessa who carried the whole repertoire afterwards.™® A rel atively small
number of Russian singers settled in Zagreb and Ljubljana, athough Petar
Konjovi¢, the director of the Croatian National Theatre privileged the Rus-
sian operarepertoi re.’

The first appearances of Russian singers on the Belgrade stage took
place in June 1920: Evgeni Mariashets in the role of Prince Gremin in Evge-
ni Onegin and Ada Poliakova as Tatiana in Evgeni Onegin and Mimi in La
Bohéme. Among other singers should be mentioned also : Xenia Rogovska
(later married Hristi¢), Sophia Drausalj, Elisaveta—Lisa Popova-Karakash,
Georgi Yurenev, Pavel Holodkov, Vasili Shumski, and others.

There are no records of any conflict between domestic singers in the
Belgrade National Theatre and the Russians whose professional skills were
such that it was only natural that they should be given aimost all the main
roles in the opera productions. Russian singers were ready to teach their less
experienced hosts how to solve great amount of problems arising in the
course of opera production preparattiona18 The results were soon evident, as
witnessed the great Yugoslav singer Bahrija Nuri-Hadzi¢ who sang on
several important European opera stages: it was her opinion that whereas
operas performed in Belgrade at the beginning of the 1920’'s had not yet
been at the level of the Vienna Opera, several years later differences were
almost non-existent.”

There were, however, some polemics in newspapers concerning the
performing qualities of the Russian singers and the difficulties the Russians
had in learning to sing in Serbian”. Wishing to shed some light on those

> comic operas and operettas had been performed since the 1880’s. The singers had

not professional training and were just actors gifted with musicality. The first staged
Serbian opera was performed in that theatre: Stanislav Bini¢ki’s Na uranku (1903).

A Arsenjev, op. cit., p. 81. In the article are given the names of those Russian

soloists.

17 Ly . o . . s .
N. Mosusova, Ruska umetnicka emigracija i muzicko pozoriste u Jugoslaviji izmedju

dva svetska rata, Ruska emigracija u srpskoj kulturi XX veka (op. cit.), 11, p.141.
8 p_ Milogevi¢,op. cit, p.144, 145.

See: M. Pavlovi¢, op. cit., p. 162.

See: P. Milosevi¢, op. cit., p. 136.

19

20
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discussions, Theophan Pavlovski, opera singer and director, wrote an article
from which we shall quote some fragments: "The management of the Opera
knows that we (i.e. the Russians) are the most suitable building material, at
the same time experienced and cheap (...) and that the moment of self-
defense (for Serbian singers) has not been reached yet."21 Pavlovski was
certainly right: Russian singers were accepted basically as a temporary
solution, to provide a firm ground for creating a strong domestic body of
singers in the future. At the same time, most of the Russians aso viewed
their own position as a provisional one, hoping either to return to Russia or
to move to some Western capital.

Asto the quality of the Russian singers, judging by numerous accounts,
it can be assumed that the magjority of them belonged to a high class. Their
reputation was repeatedly confirmed by their periodical tours abroad. Many
of them left Yugoslavia at the end of the 1920's in order to try their chances
abroad, like Yurenev who became member of the Russian Operain Paris’
but they returned from time to time as guest soloists. Some important
singers decided to stay, among whom were Pavel Holodkov, "the pillar of
the Opera’, and the young Olga Oldekop,23 so that, although the number of
Russians was constantly decreasing, opera performances without any Rus-
sian opera artist were rare during the whole period between the two world
wars” It is interesti ng that whereas the number of Russian singers decrea-
sed during the 1930's (either their careers were over or they left Yugo-
slavia), the number of Russian ballet dancers increased in the same period,
due to the %1rowi ng in age of a second generations in the ballet emigrant
community. °

Russian singers were sometimes reproached for giving priority to
singing over acting, that being put into account on their "ltalian-styl€" idea
of the opera and that must have been true. It was also true that the Russians
brought to Yugoslavia their Italian school of singing, different from the
Germar;SSchool introduced by domestic singers that had been educated
abroad.

2 Teofan Pavlovski, Pitanja o razviéu opere u Beogradu, Gluma, no. 7, 1922, p.10.

22 . L s .
See: N. Mosusova, Operska i baletska "putujuca pozorista” izmedju dva svetska rata

i Beogradska opera, in: Putujuce pozorisne druzine u Srba do 1914. godine, collection of
papers, Beograd, 1993, 160. See also: S. Topié¢, op. cit., p. 176.

#? SeerN. Mosusova, Ruska umetnicka emigracija..., op. Cit., p. 145.

s Topié, p. 132. Commenting on such a situation, the composer Miloje Milojevié, an

important figure in Belgrade musical life of the times, wrote that "Thanks to the
Russians, we have our opera and at the same time we don’t have it." (Rusi i "opersko
pitanje" u nas, Politika, no.4712, p.3).

%N Mosusova, Ruska umetnicka emigracija..., pp. 145, 148.

* \bid, p. 144.
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Among important events of the period between the two world wars in
Y ugoslavia should be counted the world premieres of the opera Vanka the
Keykeeper (1933) by Nikolai Cherepnin in Belgrade. The composer lived as
emigrant in Paris in close relations with Ana Pavlova and taught at the
Russian Conservatory. During his stay in Belgrade he aso conducted a
ballet of his own, The Secret of the Pyramid. The ballet had had its Belgrade
premiere a year before. In Ljubljana he was present at the representation of
his ballet The Enchanted Bird (the choreography was by Peter Golovi n).27

Cherepnin’s son Aleksandar, composer and pianist, joined his father
and gave concerts of his own music in Belgrade and Zagreb.28 In Ljubljana
he was present at the Yugoslav premiere of his opera OI-Ol ® that was
performed in the same evening with his father’s ballet The Enchanted Bird.

Opera (Stage) Direction

In the first seasons after World War | opera performances were staged
by Serbian and Russian opera singers, as there were no specialy trained
opera stage-directors. Evgeni Mariashets prepared several operas for the
Belgrade National Theatre, but the first Russian opera in Belgrade — Evgeni
Onegin — was staged by Michail Zatskoi (first performance on May 8,
1920). Zatskoi stayed only for a short time in Belgrade, but another Russian
left a more durable inprint: Theophan Pavlovski who stayed in Belgrade
from 1921-1928, and afterwards signed a contract with the Lithuanian State
Opera in Kaunas. After he had finished his studies at the Moscow Con-
servatory and at the Law faculty, he was engaged by the Imperial Theatre
and private theatres in Moscow for 14 years. When he arrived in Belgrade,
he first sang the main roles in Rigoletto and Onegin but then decided to
work exclusively as stage director. During his seven years in the Belgrade
National Theatre he staged some 30 operas30 Some other Russians also tried
their hands at opera stageing, among others: Margarita Froman (dancer and
choreographer from Zagreb, member of the Belgrade Nationa Theatre from
1928-31), Michail Karakash and Aleksandar Uluchanov (both singers). An
important contribution to the development of the Belgrade Opera was given
by Yuri Rakitin, who was primarily a spoken-drama stage-director, active in
Belgrade from 1920-41 and 1945-47, afterwards in Novi Sad (1947-52). In

7 g Osterc, Muzika u zemlji. Ljubljana, Zvuk 1933, November,1, 23-25.

Al. Cherepnin got affirmative critiques from Emil Hajek, a distinguished piano peda
gogue of Czech origin. Hajek wrote an appreciative critique of his concert in Belgrade
(Zvuk, Nov.1, 1933, 18), and Marko Tajcevi¢ wrote another critique of his concert in
Zagreb (same journal, pp.18-23)..

# s Osterc, Zvuk 1933, Nov.1, 23-25.
The facts about Th. Pavlovski were gathered by Sanja Topié. See op. cit, p. 172.
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Russia he was known as a gifted actor, pupil of Stanislavski and very much
appreciated by him, also active as stage director in imperial theatres in St.
Peterburg.31

Although there were articles in the Belgrade press where views were
exposed that Russians were too traditionally orientated, their ideas stereo-
typed, that the repertory was at least 30 years lagging behind the European?’z,
the reception of Russian artists was very positive in general. Some of those
attacks were aimed in fact at Stevan Hristi¢, the director of the Opera, so
they were a part of intrigues that are not rare in the operamilieu. Today it is
taken as a firm fact that Russian emigrants that staged operas gave vital
impetus to opera performances in Belgrade because they came from Russia
with a rich and multifarious experience. They were reproached by Serbian
historians that they lacked a special opera-staging training, but it is a fact
that there were no such educational institutions at the time.

Conducting

When the Belgrade Opera engaged the Russian emigrant llia Slatin as
conductor, Stevan Hristi¢ who had been the sole conductor and director of
the Opera was happy to be able to share his duties with him. The orchestra
itself improved its quality of playing by employing a number of Russians,
but also other foreigners (Czechs, Austrians, Germans)33. It is dso worth
mentioning that Slatin who played the piano and his brothers Vladimir (viol)
and Aleksandar (violoncello) founded the Russian Trio, later also the quartet
Zorko-Satin, engaging thusin rich concert activities.

Ballet dancing

The "invasion of Russian emigrants', as was put by Milan Grol34, the
director of the National Theatre in Belgrade — whose merit it was that the
emigrants were invited to that theatre — had an especially beneficial effect on
the domestic art of ballet, that was at its beginnings in Serbia after World
War |. It was paradoxical that modern dance — the so-called plastic ballet —
had been introduced in Serbia prior to classical ballet. It was propagated
since the 1910’s by Magdalena-Maga Magazinovi¢, who had previously
followed the courses of Emile Jaques-Dalcroze and Mary Wigman in
Germany. Among the Russian emigrants Klavdia Isachenko was the only

The facts about Y. Rakitin were taken from the work of S. Topi¢, op. cit, p. 117.
M. Pavlovi¢, op. cit., p.162.

See: S. Topic, op. cit, p.181.

Milan Grol, 1z pozorista predratne Srbije, Beograd, 1952, 258.
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one who was an adherent of " plastic ballet ". After having spent five years
in Belgrade as dancer and pedagogue (1918-23) she left, probably because
she was aware that in Belgrade there was much more interest in classic than
in plastic balet.® It is worth mentioning that together with Yelena Polia-
kova she choreographed an experimental ballet-grotesque — Le balais du
valet (1923), on the music by Miloje Milojevic.

The first Russian name we encounter on the programmes of the
National Theatre in Belgrade in the season 1919/20 was that of Maria
Bologovska. Ballet numbers were first danced in opera performances, later
in ballet divertissements. Already in 1920 ballet courses in the National The-
atre were organised with Russian ballet dancers as teachers. Those efforts
bore fruit very soon: In 1922 there already existed a nucleus of a ballet
ensemble with one ballet stage director and 6 ballet dancers.® The most
important figures in this early stage of the development of Serbian ballet
was Yelena Poliakova who had been a distinguished ballet dancer in the
Mariinski Theatre in St. Peterburg. Before settling in Belgrade in 1922 she
had spent some time in Ljubljana as first dancer and choreographer of the
National Theatre and teacher of choreography, mime and plastic ballet at the
Conszervatory.37 In Belgrade she taught ballet at the School of Acting and
Ballet. Another important personality was Aleksandar Fortunato,who came
from Lvov via Bucharest, and staged and choreographed the first evening-
long ballet in Belgrade: Coppelia (June 11, 1924). Fortunato was the first
director of the Belgrade Ballet and itsfirst dancer from 1923-26.

Another important personality among the Russian emigrants was Nina
Kirsanova, first dancer (1923-26), stage director (1931-34) and pedagogue.
She was engaged by the Opera Colon in Buenos Aires (1927), then by Ana
Pavlova (1926-31). Afterwards she became dancer and choreographer in the
Opera of Monte Carlo (1935-37) and in the National Theatre in Kaunas
(1937-38). She returned to Yugoslavia, her "second fatherland" at the first
announcements of World War 11.% The activities of Anatoli Zhukovski,
dancer and choreographer, a so deserve mentioning. He was a danceur noble
of the Belgrade Ballet and choreographer who continued Fortunato’'s re-
search of folk dancing traditionsin the Balkans.

The excellent Russian ballet school showed its outstanding results very
soon. The ballet ensemble and the soloists of the Belgrade National Theatre
were able to perform great ballets from the international and domestic

* A certain rivalry between M. Magazinovi¢ and K. Isacenko was the cause of a

conflict described in: Maga Magazinovié, Moj Zivot (ed. by Jelena Santi¢), Beograd,
2000, 374-379.

¥ See: S. Topic, op. cit., p. 186.

¥ See:S. Topié, op. cit, p. 206.

¥ See:S. Topié, op. cit., p. 206.
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repertoires. Until the breakout of World War 1l in Yugoslavia (April 1941),
43 ballets from the international repertoire were staged and 5 ballets by
domestic composers. Especially valuable were the efforts of the Russians to
stage Diaghilev’s ballets in Belgrade (Poliakova, Froman)39 as well as the
staging of the ballet Man and Fate on the music of Chaikovski's V
Symphony (1934) only one year after the Monte Carlo premiere of
Massine's ballet Les Présages that inspired it 0 Among important eventsin
the history of Yugoslav ballet should be mentioned the staging of Chai-
kovski’'s Seeping Beauty (1927) by Fiodor Vasiliev who came from Paris,
and the staging of three short ballets (Tamara, The Ballerina and Bandits,
Bolero, 1939) by Boris Romanov who had danced in Diaghilev’s troop, then
was director of The Russian Romantic Ballet in Berlin and danced for some
timein AnaPavlova's troop.41

The Croatian National Theatre in Zagreb also benefited a lot from the
Russian emigration. Margarita Froman was the star of that Theatre from
1921 on, active as first dancer, choreographer, ballet and opera stage direc-
tor and pedagogue. She was educated at the Ballet Department of the
Imperial theatrical school, then became member of the corps de ballet of the
Bolshoi Theatre (before 1913 and 1917-19) and in 1913 she was engaged by
Diaghilev for his "Ballets Russes' company. For a certain time she danced
also in AnaPavlova stroup. Two of her brothers, Maksimilian and Vaentin,
were dancers too, while the third brother, Pavel, was a scenographer and
their sister Olga was a pianist. Margarita Froman arrived in Zagreb with her
own troup that simply continued to work under the roof of the Croatian
National Theatre.

Among the most important Russian contributions to the Y ugoslav ballet
stage should be counted their efforts to produce folk ballets, that is to create
choreographies that would include elements found in traditional folk dances.
In order to achieve that, they either relied on their previous knowledge and
intuition, like Margarita Froman (in Kre$imir Baranovi¢’s Gingerbread
Heart, Zagreb, 1924; also in dance numbers in Petar Konjovi¢’s operas The
Prince of Zeta and KoStana, Belgrade, 1929 and 1931 resp. ) or they under-
took serious research in villages, like Aleksandar Fortunato (Kosovo and
South Serbia, 1924) and Anatoli Zhukovski (South Serbia and especially the
region of Ohrid, for several years). * Fortunato inspired Stevan Hristi¢ to
create The Legend of Ohrid (1933, 1947), the first Serbian evening-length

® N Mosusova, op. cit., p. 146.

Ibid, 148.

N. Mosusova, Operska i baletska "putujuca pozorista" izmedju dva svetska rata..., p.
160.
22

40

41

See: N. Mosusova, Are Folkloric Ballets an Anachronism Today? in: Dance as
Intangible Heritage, ed. by Alkis Raffis, Corfu, 2002, 111.
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ballet.® The choreographer was Nina Kirsanova who was generously helped
by Anatoli Zhukovski.

Russian emigrants continued their rich activities after World War 11.
Maria Oleninais considered to be the founder of the ballet company in Novi
Sad in 1949.

Scenery and costume design

In the first seasons after WW | an outstanding Serbian painter, Jovan
Bijeli¢, was the sole scenery and costume designer in the National Theatre
in Belgrade. His responsibilities were reduced with the arrival of two
Russian emigrants, the married couple Leonid and Rimena-Rima Brailovski
who stayed in Belgrade 3 years (1921-24). Leonid Brailovski, who had
worked in Russian imperial theatres, was one of the pleyade of great
Russian scene and costume designers whose fame had begun before the war:
Bakst, Benois...*. He and his wife worked in al three departments of the
National Theatre: Drama, Opera and Ballet. Their work did not receive
unanimous praise, the critics sometimes reacting negatively to "a somewhat
bana disposition for parade and colourful ness'® or to "overcrowded stag&d'.46
Among other Russian artists some other deserve to be mentioned: Anani
Verbitski, pupil of Roerich, Bilibin and Sudeikin in St. Peterburg, Vladimir
Zagorodnyuk who had studied in Odessa and Paris, Vladimir Zhedrinski and
Pavel Froman (1921-23 in Zagreb, then 1924-29 in Bel grade).47

In recent times opinions can be heard that it was a pity that only expo-
nents of the "World of Art" linked to Diaghilev’s "Ballets Russes' came to
Yugoslavia and no Russian avantgarde artists.”® But it should be born in
mind that from the historical point of view the Brailovski couple and the
other Russian artists in Yugoslavia, who no doubt belonged to a high
international class, advanced domestic theatrical performances in a fascina-
ting way. It is aso questionable whether the Serbian and Y ugoslav audience

®N. Mosusova, zvori inspiracije "Ohridske legende" Stevana Hristi¢a, Muzikolo3ki

zbornik XXV, Ljubljana, 1989.

“ Olga Milanovi¢, Beogradska scenografija i kostimografija 1868-1941, Beograd,

1983, p. 195.
* " bid, p. 201.

Quoted from an article by Stanislav Vinaver. See: O. Milanovi¢, op.cit, p. 205. See
more about Russian scenery design on Yugoslav stages in: N. Mosusova, Srpska muzicka
scena (125 godina Narodnog pozorista), in: Srpska muzi¢ka scena, Beograd 1995, 16—
17, and the article Delo Brailovskih i srpska meduratna scena u ogledalu kritike,
published in the present volume.

13

” See more in: O. Milanovié, op. cit., 207 ff

® Cf.N. Mosusova, Ruska umetnicka emigracija..., p. 144.
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would have welcomed scenery and costume designs as could have been
imagined by avantgarde artists.

Music pedagogues, concert managers

We shall probably never know the exact number of Russian pedagogues
in the fields of opera singing and stage-direction, ballet dancing and choreo-
graphy, scenery and costume design, playing piano and other instruments.
Y ugoslav music culture owes them a great deal because all those professions
had been very modestly represented at the time the Russian emigrants arri-
ved, not only in the province, but also in bigger towns.*

A Russian emigrant, Evgeni Zhukov, had the merit of creating the first
Yugoslav concert agency, "Yugokoncert". Thanks to his persona acqu-
aintances among Russian emigrant artists throughout the world, Belgrade
and other cities had the chance to see on their stages great artists of the
times. Fedor Shaliapin (1935), Arthur Rubinstein, Alfred Corteau, Nikolai
Orlov, Serghei Prokofiev.” It should be added that other Russian emigrants,
especialy those active in the field of ballet, also helped organizing guest
performances, exclusively of internationally renowned Russian artists like
Ana Pavlova (1927), Tamara Karsavina (1928) , Clotilde and Aleksandar
Sacharov (1930, 1937, 1940).

Church music

The Russian church in Yugoslavia had a high rank: there was a
Metropolitan diocese in the old little town Sremski Karlovci near Novi Sad.
Some theologists of world renown taught at the Theological school in the
southern town of Bitolj (Ivan/Johannes von Gardner, Jovan Maksimov10'51).
The number of Russian emigrants engaged as choir masters in churches and
choral societies in Yugoslavia is not known, but it is assumed that there
were alot of them. Novi Sad offered hospitality to some 2500 Russians and
such alarge community was given a chapel in the Bishop's palace. Already
in 1922 a male choir called "Russian singing society Vasili Grigorin and
Kuzma Peregruda” was founded and existed until the late 1950's. Two more
choirs were later founded in the same ci ty.52 All those choral societies were

* " See: N. Mosusova, ibid, p. 140.

% See more about Zhukov in: A. Arsenjev, "Pokazacéemo...", p. 207.

5L see: Milog M. VE§i n, Sveti Jovan Maksimovié, svetilo sa istoka — apostol zapada, in:
Spomenica Episkopu Sumadijskom Savi, ed. Danica Petrovi¢, Beograd, 2002, pp. 55-68.

% Bogdan Djakovié, text in the booklet accompanying the CD Russian Church Music

in Novi Sad, Novi Sad, 1996.
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enthusiastically received by the citizens of Novi Sad. The Russian choir at
the Royal Court in Belgrade also deserves to be mentioned.

On the average those choir masters did not possess professional musical
education, but they managed to be up to their tasks. Many of them were
intellectuals of different professions, members of Kozak units or students of
military schools.” The names of those amateur musicians should not be for-
gotten, for instance that of Serghei Muratov, the conductor of the Kozak
Choir in the Military School (of the "White Guard") in Sremski Karlovci,
who aso conducted the choir of the elite Gymnasium in the same town.”
Pavel Figurovski, who had been lieutenant of the Russian Imperial army,
was one of the most distinguished choir conductor in Novi Sad.> Russian
emigrants liked singing in church choirs, not only in Russian ones, but also
in Serbian orthodox churches.

*k*k

The greatest contribution of the Russian musical emigration to Y ugo-
slav musical culture consists in the important acceleration they brought to
the development of the domestic musical scene. Russians came in the most
appropriate moment, when their knowledge and experience could be readily
and easily assimilated. Had they come several decades earlier, the level of
the Serbian musical development would not have been able to absorb what
they could offer. Two cultures and two traditions that had common roots
met and the fruits were rich and abundant because both parts — the more
developed newcomers and the residents — were ready and happy to work
together. Thanks for the great part to the Russians, Y ugoslavia got its place
on the musical map of Europe of the times.

Russian emigrants brought concepts of opera and ballet performances that
were dominant in Europe and Russia. It was important that they were interested
to introduce new ideas, not just stick to the old and established. Their
professionalism was the best example they could offer to their young domestic
colleagues and it enabled the achievement of high performing standards that
inspired domestic composers to write elaborate opera and ballet scores.

The rise of professionalism on Yugoslav stages in which the Russian
emigrants played an outstanding role, inspired domestic composers to create
some important operas and ballets, such as the ballets The Legend of Ohrid

2 A Arsenjev, "Pokazacemo...", p. 197.

* Theinformations was kindly given to the author by Prof. Dejan Medakovic.

*® Boris Arsenjev, himself a distinguished choir conductor in Novi Sad, wrote down a

list of Russian choir conductors in Belgrade, Zemun and Novi Sad. Arsenjev’s manu-
scripts are kept in the Institute of Musicology in Belgrade.
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(Stevan Hristi¢), The Gingerbread Heart and Imbrek with the Nose (KreSi-
mir Baranovi¢), and the operas Twilight (Stevan Hristi¢), Prince of Zeta and
Kostana (Petar Konjovi¢). In that way, Russian artists indirectly contributed
also to the work of Yugoslav composers.

It is painful that after World War 1I, when Y ugoslavia became a com-
munist country, Russian emigrants and among them some artists and
musicians who still owned Russian pre-communist citizenship, had to leave
their "second homeland" and start a new life elsewhere (like Zagorodnyuk
who went to Australia, Poliakova to Chile, Zhukovski to the USA, Zhedrin-
ski first to Marocco, then France).56 The contribution of them all — of those
who stayed for along or short time in Yugoslavia and those who went fur-
ther becoming emigrants for the second time in their lives — is not forgotten.

This paper was presented at the 17th IMS Congress in Leuven in August 2002.

Meauitia Muaun

PYCKA MY3NYKA EMUTPALINIJA Y JYTOCIIABUIN
ITIOCIJIE 1917. TOOVHE

(Pesume)

Y 6excTBY o Tepopa OKTOOGapcke peBoylyje Beauku 6poj Pyca ce ymy-
o y EBpomny ca miy3njom fja hie BUXOBO OACYCTBO W3 JOMOBHHE OWUTH caMo
npuBpeMeHo. Y Jyrocnasuju, y KOjoj Cy OUNM CpAavyHO AOYEKAHU, 3a[pXKajo
HX Ce OKO YeTpAieceT XIIbajla, YIJIABHOM y ICTOYHOM fielly 3eMibe. Meby muma
je 6mo 3HaTaH Opoj mucana, caukapa, My3gdapa U 0aleTCKUX YMETHHKA KOjU
cy OMTHO O0OTaTWIIM YMETHUYKY KUBOT 3eMJbe. Pycka My3uuka emurpanmja je
3HATHO yOp3ana pa3Boj My3MiKe — MOCeOHO MY3MUKO-CIEHCKE — YMETHOCTH Y
CpOuju u Jyrocnasuju.

ok je kommnosuropa 6uno mano (Bmagumup Henunos, Oner I'peGen-
uuKkoB, Jypuj ApGaTcku), penpoOfyKTHBHM YMETHHIY, NMOCEOHO OalieTCKu
WUTpavyyl W ONEPCKU NeBavyM, OWIIM Cy NMPHUCYTHH Yy 3Ha4YajHOM Opojy: 1922. ro-
AuHe, Ha puMep, Pycu cy unHunu jegHy Tpehuny off yKymHOr 6poja OmepcKux
comicra u xopa 6eorpaackor Hapomsaor moszopumra. [la HHje OMIO PyCKUX
neBava (Apa IlosmakoBa, Kcennja Poroscka, Cocuja Hpaycam, JInza ITomo-
Ba, Bacunuj llymcku, I'eopruj Jypewes, [TaBen XoJ0AKOB u Apyru), He OU
OMIIM OCTBApEHNU BENMKH ycrecu Oeorpasicke Onepe n3Meby ABa cBeTcKa para.
Kao onepcku peaurensu ucrakiu cy ce Teodan ITaBnoscku u Jypuj Pakurtus,
a Kao onepcku gupureHT Unuja Cnatus.

% Among the rare individuals who decided to return to Russia (USSR) were Elisaveta-

Lisa Popova (in 1948) and the brothers Oleg and Igor Grebenshchikov.
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3axBaspyjyhu Pycuma, Beh 1922. roguse je O0mio oOpMIbEHO je3rpo
Ganerckor ancambia y 6eorpajckoM HapogHoM mo3opuiTy — mect urpada u
jeman pemutess. Hajpehm mrpaum meby mmma Ommm cy Jemena IlosbakoBa
(paHuje ycnemHa y merporpagckoM MapujuHckoM Teatpy) , Huna Kupcanosa
n Anatonuj KykoBcku. [Jo m3bujama JIpyror cBeTckor para aHcamOi je
yCIeo Aa MOCTaBM Ha CIEHy 4YeTpieceT TpH Oanera W3 MHTEPHANMOHAIHOT
peneproapa u net gomahux. Anexcaagap ®oprynaro, Anaronuj 2KykoBcku u
Huna Kupcanosa y beorpany, a Mapraputa ®poman y 3arpeOy, umanu cy
3amaXkeHe ycnexe y crunusanuju (6aneTnsanyju) HapopHux urapa (Juuuitiap-
cko cpue Kpemmvupa Bapanosuha, Oxpugcka aezenga CreBana Xpuctuha n
npyru). Kao onepcku u 6anercku cueHorpadu ucrakiu cy ce Jleonny n Puma
Bpaunoscku.

CBOjOM HCTaKHYTOM YJIOTOM Y y3AM3amy M3BOHauKor HUBOA Ha jyrocio-
BEHCKHM CIleHaMa, PYCKH YMETHHI Cy WHANPEKTHO YTHIATH HA HACTaHaK He-
KOJIMKO 3HayYajHUX GalleTCKUX M ONEPCKUX OCTBapemwa, Kao 1mTo cy Oxpugcka
aezenga (Xpuctuh), JTuuuitiapcko cpue u Umbpex 3 nocom (Bapanosuh), Cy-
imion (Xpucruh), Knes og 3eitie u Kowitiana (Kowosuh).

Benukor tpara cy Pycm ocraBmim m Ha MOApYydjy My3WdKe Nefjarormje u
LPKBEHOT XOPCKOT INeBama (Kao AUPUTCHTH).

UDK : 78.071.2 (=82:497.1) "1917-"
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Hagexcga Mocycosa

AEJIO BPANIOBCKHUX 1 CPIICKA
MEBYPATHA CHEHA Y OI'TEJAJNTY KPUTUKE

Aiiciapaxui: [Ieno pycKor eMHTPaHTCKOT ciukapckor napa Jleonunna (1867-
1937) u Pume (1877-1959) BpaunnoBcku GHIIO je TOKOM HBHXOBOT OOpaBKa y
Jyrocnasuju (1921-1924) Be3ano 3a cueny Hapogro?z tiozopuwiitia y Beorpapy.
IIpe Tora je ymerHmuku OpayHM Hap crekao peHome y Pycuju, Jleonup
Bpaunoscku u Ha cnumkapckoM M Ha creHorpadckom Iutany. Ha cprckoj
cuenn cy bpamnoscku nocrasunu 18 mpepcrasa, of dera 7 gpama, 9 omepa
u fBa Garnera, MoiepHu3yjyhn y HajBeho] Mepn MO30pUIIHA IEKOp W KOC-
tuM. Mcraknu cy ce kKao ekcnioHeHTH upeja Ceeita ymeiinociuu (Mupa uc-
Kyccitiea), ca TIOTJIEAMA Ha CIIEHY Kao Ha MPOJyXXeTaK My3UKaJlHe CIUKe,
ca CBMM €CTETCKMM BpeJHOCTHMA Koje OHa Tpeba jja nocenyje. Clmkapcku pyc-
KM eKCIIpecHOHM3aM ca Kuunna bpaunosckux umao je y bBeorpany opo 6pa-
Bame IPAMCKHUX KpUTHYapa, HAPOUYNUTO Y MPUKa3UBakby CPICKE UCTOPUjCKe
IPOLUIOCTH, JIOK je KOJ MY3WYKMX NpHKa3uBaya M3a3UBAO HEJOYMHUIYy U
onbujame. bopba ca BpamnosckuMa 3aBplinia ce OJIacCkOM YMETHHYKOT
mapa y CBeT, U IIOpefi Tora ITo je ynpasa Hapogro?Z io3opuwiitia Xrena aa
ux 3aapxu, Oynyhu na je Ouna HUXOBUM PajJoM Yy CBaKOM IOTJIEly BPIIO
3a/I0BOJbHA, KA0 U caMa Io30pulliHa nyomnuka. [Tobexunu cy oHr My3ndapu
KOjH HUCY pa3yMenu My3uKy 60ja Jleonuga u Pume Bpaunoscku.

Kwyune peuu: Pycka emurpanyja, cueHorpaguja, kocrumorpaguja, Ceeiti
ymeitinociuu, Pycku 6aseit, Ceprej Jjaruses, Jleonuy u Puma Bpaunoscku.

Cuenorpaduja u koctumorpaduja (Koje KpaTKO 30BEMO OIpe-
MOM) TIpOJIa3Uiie Cy y MO30PUIITHMA Pa3HUX 3eMalba mupoM EBpome
Kpo3 cnenuduyHe asze paspoja. [locne rpukux U peHecaHCHUX M030-
pHIlTa, y KOjIMa je clieHa ca KOCTUMOM OHila YMETHOCT KOJIMKO TiyMa
WM Urpa, uspobana ce y 19. Beky o3opuiliHa onpema y UHAYCTpH]V, ¥
"6e3pymrHn 3aHaT". Kao u gpyre yMeTHOCTH KOje Y pa3iuIuTHM NEepPH-
ofiIMa JI0CIeBajy y IeKaleHIujy, y jJomry pyTuHy. Y 20. BeKy mo30puII-
Ha ompeMa ce Bpaha u3 "3aHaTCKOr pOICTBa" y YMETHOCT. Y METHOCT
cama 3a cebe Ha IPBH IOTJIEN], ajli MOHAjJIIpe YMETHOCT paBHOIIpaBHA
ca menoM kome cayxu. OBa je eBoaynuja Hacrana y Pycwju, u to y
MY3WYKOM mo3opumty. [Toyeso ce BOEUTH padyHa O OJHOCY My3Wd-
KOT, TIEBAYKOT, NTPAYKOT ¥ BU3YEIHOT y HUXOBOM IIEJIOKYITHOM JIEJIO-
Bamwy. [lekop y onepu u, HOrOTOBY, y OalleTy MOYeo e OCMUIIbABATH
IpemMa My3HUIM, 1 Kao TakaB ce y IpHKa3uBamwy Jiejla Ha CIeHH MOpao
y3eTu y 003Up 3ajelHO ca MYy3WMYKOM aHAJIU30M olepe Wiu Ganera u
bIXOBOM PE3KUjOM UJITH KopeorpadujoM.
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BusyenmHa KOMIIOHEHTa MYy3WIKO-CIIEHCKOT JIela MOopasia ce JTOBECTH
y CKJIaj] ca My3HKOM, jep, Ha IPBOM MECTY, KOMIIO3UTOPY HUje CBEjeTHO
Kako he My onepa unu 6anet 6utu npeacraBbeu. Kommno3utop nMa u
CBOjy BU3Hjy ciieHe cTBapajyhu My3uky. OH je yjelHO U IPBH pPeauTesb
CBOTa MY3WYKO-CIICHCKOT Qiesia. BUTHO je 3a KOMIO3WTOpe OWIIO TO
IITO Cy Ce HOBW CIEHOTpady MOYeNn MPUKIAKmATH MY3UIH Kako Om
OCTBapuju CBOj€ JINKOBHE HUJieje Mpema JaToj My3UUyKOj aTMocdepu.
Tpebano je pa3bujaTé ycTajbeHe U3BObauke KOHBEHIUje KOje ce Haj-
BHIIIe MHOXKe y onepu 19. Beka u y kjacuyHOM OajeTry. Morio 6u ce
pacmpaBbaTé O YHH(OPMHOCTH E€BPOICKUX TMOCTaBKU HUTAalMjaHCKE,
(ppanmycke miam Hemauke omepe. CxBaTame CIHEHCKOT XMUBOTA PyCKe
ornepe Takobe je IpeTuiIo Ja NONPUMH OKAMEHCHH BH.

Pycmja je ¢ mouerka 20. Beka mmana aBe Bopuehe omepcke u Oa-
nercke kyhe, Mapujuncku iweaitiap y Cankt IletepOypry u Bowuwioj
ileaiiap y MockBH, Kao 1 A0Tajja MO OKPIJbEM IBOpA. YMaJo fia ce
JOTOM 71a ce OHe Ha pa3Meby BeKOBa MpEIyCTe W ajbe BeeIemHIM
KJIMIIIENMa Ha MOJbY ONpeMarha ONePCKHUX M 0aNIeTCKUX MpejicTaBa, Ka-
ma uM je mpumep Mockoscke iipusaitire pycke oilepe CaBe MaMOHTOBaA
a0 TMOJACTPeKa 3a aHra’kOBamke NCTAKHYTHX CIIMKapa HOBHUX IIpaBara.

Ha npenomy BekoBa akagemu3sam jeHor bouaposa (Boaeher npe-
CTOHHYKOT ONIEPCKOT cleHorpada, akageMrKa Mej3askHOT CIMKapCTBa)
mo6mjao je TakMmane y MiabuMm yriefgHuM clIuKapuMa Ha TPUBAaTHUM
CIleHaMa, Kao mTo je O0mria oHa CaBe MaMOHTOBa, 3aTUM Yy "Ap>KaB-
HuUM", "IApCKUM" MTO30pUIITIMA, KaJja Cy PyCKyY IIO30pHULY "OKynupain"
MPBO "MepeBUKHULKI", YIIPOIThEeHO PeUYeHo "peanucTa”, ClaBeHO(puIn
IO OIpefielberhy, KOji CY Y CBOjUM PefloBIMa MMaiu u3Meby ocranux
Pjenuna, IIumkuna u Bukropa Cumoa (cuenorpada Xygoacec-
[fieeHOZ fieaitipa). Y TOM CMHCIY BeoMa je Omo 3amaxkeH yjueo Opahe
Bacwenos y papy onepe CaBe MaMOHTOBa, Kao ¥ lUXOB KaCHUJU paj
y Bomuwom u Mapujunckom iteaitipy. YOp30, Hallopeao ca mHUMa,
PafniIy cy Ha pyCKUM eMUHEHTHUM OuHama npunaguaunu Ceeitia ymeiti-
Hoctiu (Mup uckyccitiea), yCIOBHO PEYEHO "UMIPECUOHUCTH", Maia
Cy BHIIIE HarWWbaIM IpepadaeauTuMa, "3anafmani”, ca poMaHTU4yap-
CKOM IIpUBp>XKEHOILIThY pyCKO]j MPOIUIOCTH, Ha 4Yedy ca AJEKCaHApPOM
Benyaowm, ugeonorom Ceeitia ymeitinocitiu. Meby wuma je 6uo n Hu-
kounaj Pepux, ca Anekcannpom I'onoBuHuM Koju je nebutoBao 1898. y
Bboswuwowm ieaitipy, tie je m Koncrantua Koposua 1900. 3anmoueo pan,
MPOLIMPUBIIHN I'a U Ha Maau itieaitiap, onpeMajyhu npe Tora npejcrase
kKo MaMoHTOBA.

Taxo cy 3a jpaMcKy u OTIepcKy cueny y Pycuju, 3a omepcky cueHy
y CBETY IIPBHU NyT, paguin "mradesnaajcku” cIuKapy, KOju Cy YUMHHUIN
fla MO30pHHIA Oyfe W OrJefallo CaBpeMEHMX CIMKapCKUX IpaBala y
Pycuju. Tume ce mpepmadmso y ompeMamy OINEPCKUX IpejicTaBa y
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ofHOCy Ha 3amagHy EBpomy u 3akopadmio HOTIYHO y HOBO Ho0a
kpajeM 19. n noyeTkoMm 20. Beka, pe Hero mTo he ce pycka JUKOBHA
aBanrappa ox 1910. magarse mokasatu Munxeny, Pumy minn [lapusy.
Ha geny ce namao u Ceprej [jarumes, koju je 19. maja 1908. moBeo
pycke ymerHuke y Ilapu3 na npukaxke ®pannysuma u cery bHopuca
T'ogynosa. Y onepu Mycoprckor Huje 3Be3a 6uo camo Pjomop llasma-
IIUH Y HACIIOBHO] yJjio3W, Beh u, mopen ocranor, cnukapcko ymehe y
cueHorpacduju U koctumorpacuju Anekcaunpa ['onmomna m MBana
BumnGusa.'

IIpen mo3opuIlHy KpUTUKY, Ha 3amnafy MpBEHCTBEHO, MOipa3yMe-
Bajyhm Ty Ha IPBOM MeCTy My3WYKO MO30PHILITE y Y>KEM U y HajIINpeM
CMHPCITy pe4H, IOCTAaBUIIH CY Ce HOBU MPOOIeMH Kajia je m3BOheHO feo
MOYeJNo fja ce carjefjaBa Ha CaBpeMEH, CHHTETHYaH HAa4WH, IITO je GUIIo
UCKYCTBO "MajHMHreHoBama", Makca Pajuxapra (Reinhardt), 3aTum
"XyHOXECTBEHHKA", PYCKUX E€KCIEPUMEHTAIHUX M MNOTOM 3BAaHUYHUX
onepckux cuena u — Pyckoz Baneiuia Cepreja [Jjarumesa. [Tocnenmn
je OKynmo eMHWHEHTHEe pyCKe CIMKape IO YIiiefy Ha AMPEeKTOpe MpH-
BaTHUX EKCIIEpUMEHTAJHUX omnepa y Pycuju c kpaja 19. Bexka, pagu
onpeMama CIeHEe CarjlaCHO MY3WILH, PeKHjd, Kopeorpaduju, jeqHOM
pedjy y IyXy YMETHUUKOT Aena. Texmio ce "IMMKOBHO] pexuju”, "ncu-
XOJIOIIIKOM JIeKopy", ma cueHorpadmja mpecraje ma Oyme 'ymaljbeHa
pobaka JUKOBHE YMETHOCTH".

Konuko je 3a KoMmmo3uTope TO OWUJIO BasKHO, HEKa MOCIYXKHU 3a
npumep Opura Hukomaja Pumckor-KopcakoBa 3a NOCTaBKY H-eTOBe
onepe Crwe2ypouka, Koja ce mpunpemana y mapuckoj Oiepu komux (y
cer bopuca y Beaukoj otiepu) ca npemujepom 20. maja 1908. Pum-
ckun-Kopcakos je npemunyo 1ocie mecell iana. Beh 6omecan koMmosu-
TOp HHje pa3MHIIJbA0 O TOME KakKo he ®paHIy3u neBaTH WIN CBUPATU
HBETOBO JIEJ0, KOJUKO Ta je MHTepecoBaJo Kako he OWTH wW3BEefeHU
creHa u KkoctuMu 1o Hanptuma Hukomnaja Pepuxa. Aytop Crezypouie
OHO je HaBUKHYT fla Y BU3YEIU3alMji HBETOBUX ONEpa YUECTBY]Y BPCHI
cnuKapu, My3nuku obgapenu. be3 o63upa Ha To mITO cy Crezypouky
IpeMUjepHO MocTaBUIN Y Mapujunckom itieaiupy 29. janyapa 1882.
Bouapos u lllumkos, faTyMOM Kajia je IPBU MyT Ha ONEPCKOj CIEHH
ypabeH gekop nmpema My3uim cMaTpa ce 8. okTobap 1885, kaja je 6umna
npeMujepa ucror aena y onepu CaBe MamoHTOBa, ca onpeMoM Buk-
Topa Bacwenosa, Mcaka Jlesutana u Koncrantuna Koposuna, Taga
MO3HATUX "HENPUMEHEHUX" CIMKapa.

' Ha onpemamy onepe Lopuc I'ogynos n xacHuje Xosanuuurne Mopnecta Mycop-
rckor u [Tapu3y paayo je unTaB TUM PyCKHX ClIUKapa.
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Y3 mux croju aeno Mwuxamna BpyGeiba, Koju ce of "BUPTyO3HE
etHorpacuje Buktopa mmu AnonmHapuja Bacmenopa"” y3Heo 10 BUCOKO
MIOETU30BAHOI TeaTapcKor KOCTHMa, HApOYUTO y omnepama-0ajkaMa
Pumckor-Kopcakosa (1900. onpemao 3a MamonroBa Lapa Caaitiana).
Ia je Muxaun Bpy6ess moxuBeo, n mera 6u [ljarmbeB aHTaskoBao 3a
cBOjy Tpymy Ballets Russes, kao mTo je anraxkoBao u fapyre Bopche
clnuKape okymbeHe oko Ceeilla ymeitiHocitiu, 1a OU ca HOBUM PYCKUM
TeaTpoM craproBao y Ilapu3y. 3a mpecronuny ®Ppanuycke, "Pycke
ce30He" OmIle cy MOTIYHO HOBO, Y30yAJbMBO N3HEHabewe, ca JOTIIE He-
BrbeHNM OaJIeTCKUM PENepTOapOM, H3Y3ETHO ONpeMIbeHUM. ['o0BUH,
Pepux, benya, JIaB baker, y okBupumMa 3ammucnu [ljarmbesa, nIpeacTa-
BUJIM Cy TpeApaTHOj PpaHIycKoj, a IPEKO He U LEJIOM CBETY cjaj pyc-
KOT CIIMKapCTBa M pycKe My3mWdke crueHe. Meby nrpaunma OKyIubeHIM
oko Ceeitia ymaitiHociuu, Koju cy mnpepnsopunu [ljaruibeB n benya,
peanu3oBana ce Beh uaeja o HOBoOM OaneTy, uMju he NpBU U IJIaBHU
eKcroHeHT outu Muxaun ®okuH.

IIpe IlpBor cBeTckor paTa (ppaHIlyCKU KPUTUIAPH, XPOHUYAPU OBUX
MIPBOpPA3pEeHNX YMETHHUKUX U KYJITYpHUX forabaja Ouim cy HOHETH
onymeBbemeM. Y Boaehoj 3emibn cmukapersa 19. m 20. Beka ciaukapu
7 UCTOpUYAPH YMETHOCTH OWJIM Cy TOpakeH! cieHorpadmjoM Koja je
OmJIa yMETHUYKO JIETI0 BUCOKOT paHra, My3udyapy cy Oy omaMmyheHn
(kacHHje W CKaHAANW30BaHU) CTBapajladyKuM HOBHHAMA, aBaHTapioM
miapor Mropa CrpaBuHckor. CBu JbyAu (ppaHIycKe KYJIType CXBaTH-
7 Cy Wfieje HOBUX PYCKHUX yMeTHHKa. MebyTum, y moctojOouHm Oanera,
dpannyckoj, ckopo fa Hije 6110 HUKOT KO OM CTPYYHO OLIEHUO OacHO-
CIIOBHO "TaHIEeBaldHO" yMehe pyckux urpaua, a joir Mame Kopeorpad-
cKa gocturayha HOBUX MajcTopa pyckor 6anera. Tpebamno je mpu Tom
CBe KOMIIOHEHTE carjeflaTi Kao LeJuHy, Kao IITO je Ha CUEeHH U OMII0
3aMUIIJBEHO U PEaTn30BaHO.

Y cIMYHOj CUTYyalMju, CUTYPHO U 3HaTHO TEXO], HAIIUIM Cy ce CpII-
CKM MY3WYKHM KpPUTHYapH Kafa je TpeOano BPEeTHOBATH pe3ylTaTte uieja
Ceseitia ymeitinociiu 'y pafoBuMa Pyca, muUxoBa peguTelbcka, KOpeo-
rpagcka n cueHorpadcka ocTBapema Ha Takopeh# TeK HemTo Mofiep-
HUje 3aCHOBAHO] ONEpPCcKOoj U 6ajneTckoj cueHu nocne IIpBor cBeTckor
pata. Y cymrrunu Ceeiti ymeitinociuu 6uo je Heno3Hat y CpOuju npe paTa
U MaJio MO3HaT y nocnepatHoj Jyrocnasuju. beros ayx nao ce npe Be-
JWKOT paTa HACIYTHTH y paay Ajekcaunpa AupupejeBa u Bmagumupa

Maprapura [aBeiioBa, Owuepku ucitiopuu ieailipanbHO-geKoOpauUoOHHOZO
uckycciisa, Mocksa, 1974, 90.
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Bamyseka, Kafa je ynpasa Hapogro?Z iio3opuwitia ycnena ja aHraxyje
OBa JIBa pycKa yMeTHHKaA 3a Kpahe Bpeme Ha CpIICKOj [paMCcKOj U omnep-
cKoj cuenu. Tama ce u mouesno Buile maxme oOpahatu pexuju u cre-
HOTpadwju, IITO Ce HACTABWIIO U KacCHHje, Y HOBO] AP>KaBH.

My3uuke KpUTHKE, IITO 3Ha4M ONEepcKe U OaneTcKe, YyIIaBHOM Cy
o6jaBbuBanK fgoajeH Muioje Munojesuh y IHoauitiuuu n Cpiickom
KHoUMCe8HOM 2aacHuKy, ucto tako Ilerap Kpcruh, Takobe y My3suu-
KOM 2aacHUKY, KOjH je caM ocHOBao, CraHucinaB Bunasep y Bpemeny n
vyaconucy Mucao, KOjU je CIIOBHO 3a HOCHOLA MOJICPHUX HUJieja Y jyro-
cnoBeHcKoj cpepunu. Kacuuje je vy Mucau mucao Ilerap Bbunrymar,.
Mowmunno Munomesuh je y [oauitiuyu faBao npersee MO30pUIITHAX
ce3oHa. Heky moOpy npenopyky Tpe6anio Ou jja mpefcTaB/ba YNHCHU-
11a fla Cy OHHM MpETEeKHO Oumnu ppaHnycku banu, ynyhenu y caBpemeHa
KyJTypHa 30MBama, Kao IITO Cy TO OWIM NMO30pUIIHU YIPaBHHULHU Y
Beorpany, Koju cy nmucanm mpukase 3a CBaky ce30Hy y [ oguuurbaxy
Hapogho? iiozopuwiiua.

Munan [Ipepnh u Munan ['pon cy mocegoBanu u ipyra 3Hama U
[apoBe OCHM OpPraHM3aTOPCKUX M KIGIDKEBHUX, OUITN Y TOKY TO30PHIII-
HUX CBETCKUX 30MBama M, Kao TaKBH, XUTHO Kelenu Aa peure y Cpouju
npobneM pexuje, cueHorpaduje u Kocrumorpaduje. Op 18 npepacrasa,
15 npamckux (o vera aBe gomahe) u Tpu onepcke (Tpybagyp, djamu-
se u Bepitiep) pyckor nya AnpupejeB — Bamysek, Tpebano je KpeHyTu
nambe. [1ox je y mpenpaTtaoj Cp6uju qonpuHOC Pyca mo30puiimHoM KuBOTY
6mo m3y3eTak, y MOCIEpaTHO] CHTyalWju MPOY3pOKOBAHO] OKTOOap-
CKMM IIPEBPATOM, PycKO ydeurhe y CpPICKO] MO30PUIIHO] KYJITYpH je
IocTasno cKopo MacoBHa nojasa. [ToBop mga ce Pycuma MOKJIOHU TakBO
MOBEPEE Of] CTpaHe MO30pHILIHE YIpaBe OUJIO je U BHIIECTPYKO roc-
TOBame "XyfoXKecTBeHuKa" y beorpany, nocne Benukor parta. Ca mrMma
PYCKU PEeIUTEIBH U ClieHOTpau YrHe HOBYU MPOJOp Ha 6€0TpajicKy CIEHY,
ca mbUMa U3pUYUTO U CTUN "XygoxecTBeHuka" u Ceeitia ymeitiHOCIU.

skskk

I'pyny cimkapa Koju cy cyBepeHO JipKaju ciieHoTrpadujy u KOCTH-
Morpadujy y HapogHoMm nosopuity y npBoj u JOHEKNIE y APYroj mno-
paTHOj ielieHrju TPEeABOAUO je TipBe deTupu rofgue (1921-1924) akagemux
JIeonup Bpauoscku ca cynpyroM. Y CKOpoO ce BbHUMa NPUKIbYYHO Kao
3BaHWYHU peauTelb bBeorpaacke omepe deodan (Teodan) ITaBnos-
cku. Jleonun u Puma Bpaunoscku 3arexnu cy y HapogHom iio3opu-
winiy cBor xosery Josana bujenuha, on penuresba, neBaua EBrenuja
Mapujamma n Jypuja PakuTnna, Koju ce Kao IpeBacXOAHO APAMCKH
penutelb ioueo y beorpany 6aBuTH onepckoM pexkujoM (TIpe mera je
Beh pamuo y [lpamu kpahe Bpeme Asnekcangap Beperruarun), Tako fa
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ce OpayHM Map YKJIONMWO y pycKu amOmjeHT mo3opuimHOr Beorpapa,
3ajeHO ca MeBadylMa, UrpadynMa U Komno3uTopoM Bmagumupom He-
JUJOBUM, KOJU j€ pafiio Kao oIepcku KopeneTuTop. Ha npsu norien
cBe je 6uno 6e3 mpobiaeMa. Mebytum, Ceeiti ymeitinocitiu, y KOHICH-
TpaTy Koju cy ca Bpamnosckuma unamim AHannje BepOuiku, Biagn-
mup 3aroponmyk, Hukoma McajeB n Bragumup 2KeapuHckn, TOYETHK,
cnukap - uzBobad, kacuuje I1aBne ®poman, Haunasuo je y beorpagy
Ha OTIIOp, HE TOJIMKO y APaMU, KOJIMKO y OIEpH U OajeTy.

Hamomumemo f1a cy Mup uckycciisa y Pycuju, v KacHuje BaH e,
YMHUINM YMETHHUIU Hajpa3luduTUjuX Npoduia, KOjuMa je 3ajeHUIKO
OMJIO TO HITO Cy c€ OINPOCTUIM Off IIa0JIOHAa M MOIJIU CE €BEHTYaJIHO
MOJIBECTH TIOJI jefiaH " OmIuTepycku cTui" (TepMuH npuxBabeH 3a pycky
MY3HKY Y PYCKOj MY3UKOJIOTHjH), KOjH je OMO HEOJBOjUB Of IpUKa-
3WBama PYCKUX omepa mwin Oanera, Takobe W PYCKHX HCTOPHjCKUX
npaMa, 6’0 y ApsKaBHUM ITO30PUINTAMA OMIIO ¥ IPUBATHAM (KaKBO je
ouno Ymeitinuuxo tiozopuwitie Ctanucnanckor). To je 6GHO HOBATOP-
CKU JINKOBHU j€3UK, Y YMjUM je OKBHpUMa (CIMKapCKOT "PYCKOT CTH-
7a") CBaKM yMETHHK MPOroBapao CBOjOM HWHAWBHAYAIHOM IAaJIETOM,
koju je Beorpag Tek mmao pma ymosHa. IlyHy ciamky paja pycKux
nocneHuka cueHe y CpoOuju pana je ap Oara MunanoBuh, caBeTHHK
[TozopumHor myseja Cpbuje, y cBOM KanUTalHOM Jienly beozpagcka
cuenozpagpuja u xocimiumozpagpuja 1868-1941,> xoje je 3acana jemuna
KIbITa OBaKBE BPCTE Ha HAIIIMM IIPOCTOPUMA.

LlenTpanna ¢urypa 6eorpajcke cueHorpaduje HEHOCPERHO MOCe
IIpBor cBerckor pata, Jleonug Muxannosny bpannoscku (Xapkos, 4.
jyHa/23. maja 1867 — Puwm, 7. jyna 1937), akBapenucra, mO30pHIIHYA CITH-
Kap M apXUTeKTa, 3aBPIINO je peajKy y XapKoBy, Oocie yera KOMILIe-
THpa CTyAHje apXuUTeKkType Ha Axagemuju ymeitinocitiu 'y Cankr Ile-
TepOypry, fa OM IOcCle pa3HUX CTYAEHTCKUX Mefajba-O[JINKOBamba
no6uo 1894. 3Bame ciiuKapa NpBOT CTENeHa 1 ABOTOAMIILY CTUIEHAN]Y
3a mHOcTpaHCTBO. bopaBmo je y Erunty, mpoydaBao BH3aHTHjCKY
apxuTekTypy y I'pukoj m Mtanuju, apxuTeKTypy ABOpana (ppaHIyCKuX
KpasbeBa, nocetno Hemauky, Aycrpujy nu EHrnecky, ca npodgecopoM
Hukonajem KongakoBuM (II03HATHM MCTOpHYApPEM YMETHOCTH, BU3aH-
TOJIOTOM, PYCKMM akajieMukoMm — npuM. HM) nmyroBao no llmanuju.
Yuano je jomr kox bammanuja y Pumy n y KunmjeHoBoj akagemmuju y
[Mapu3y. AkBapesin Ha apXUTEKTOHCKE TEMe KOje je Cllao Kao M3BEeIl-
Taje O pafly y HHOCTPAHCTBY YyBaJll Cy CE Y My3€]y HBErOoBe MaTHYHE
JMUKOBHe akanemuje (Axagemus xygoxcecitis), y Mncitiuinyiiy zpaban-
CKUX umicervepa Uy Pyckom mysejy. JINKOBHA akajeMuja Ha KOjoj je

Ca npearoBopom nip ITaBna Bacuha, y uznamy My3eja mo30puIiIHe yMETHOCTH
n YHuBep3ureTa ymeTHocTH, Beorpan, 1983.
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CTyfnupao npubpana je 1 KacHHje BEeroBe pajioBe, PTeKe U aKBapese
pyCKuX LpKaBa, KOju ce Takohe Hamnaze y BusaHitiujckom my3sejy npu
Cop6onn y Ilapm3y. YuecTBOBa0O Ha MHOTOOpPOJHHM H3IOXKOama y
Pycuju, meby muma n Ha m3n0k6m Mupa uckycciisa y Mocksn 1911.
roguHe. CueHorpadujoM u KocTuMorpadujoM moyeo je ga ce 6aBu
1909. roquHe (Kao YeTpieceTOrogullkhaK, Kaja ra je CIeHH MPUBYKAo
Brnagumup TemakoBcKH, JUPEKTOP HAPCKUX mo3opuilTta y Pycuju, Ko-
ju je 6uo Takopehn MCKIbYYHMBO 3aciy>KaH 32 MOMEHYTO aHTaXKOBamwe,
O HOCHO "TpeBobeme" mMo3HAaTUX cimMKapa y cieHorpade), panehun
yriaBHOM y Manom itieaitipy y MockBu. 3Bame akajeMuka (Koje je 3a
noceOHEe YMETHHUKE 3aclyre HoAebHUBalla AKagemus Xygoicecitie) apXu-
TekType crekao je 1916. ropune. ITocTraBmao je pycke u paHiycke
KJIAaCUYHE JipaMe, a 3a OIEPCKO MO30pHUIITE UIMaMO caMo MOfiaTaK fa je
3a Bowuwoj itieaiiap onpemno MomapTtoBy (Mozart) omepy /lor Bo-
sanu. Bberopa cynpyra Puma, pobena llImur (Iepnt, kacuuje Tapry,
Ecronuja, 26/14. anpuna 1877 - Pum, 28. centemOpa 1959), y Beorpany
KocTtuMmorpad, O6mna je Takobe ciauKap W CBECTpaHH NPUMEH-CHU
ymetHuk. ¢ W36ernu cy 1917. u3 Mockse Ha Kpmm, 1918. y Typcky,
3aTuM cy ce Hauui 1921. y Beorpany.

Y Hapogrom iio3opuwiny je Jleonun Bpamnoscku op 1921. po
1924. nocrasuo 18 mpepcraBa, of yera 7 apama: Pocranose (Rostand)
Pomanitiuune gywe, Monujeposor (Moliére) Yobpaxceroz 6oaecnuxka,
on lllexcrmupa (Shakespeare) Puuapga lll, Maeiiauxoz iupzosua n
Kpawa Jlupa, on cpnckux Komana HymmheBor Haxoga m BojuheBy
Ypouwesy iwenugby. Ha my3mukoj cieHn To cy Omine Odpenbaxone
(Offenbach) Xogmarose iipuue, 3atum I'ynoos (Gounod) @ayciu, Cme-
tanuHa [lpogana nesecitia, Kapmen Kopka buzea (Bizet), XKenugba
Muanaowesa Iletpa Kowosuha, Esezenuje Omwezun n Ilukosa gama
Yajkosckor, Manon Macuea (Massenet) u Llapcka Hesecitia PuMckor-
Kopcakosa. Op ucror ayropa ompemuo je 6anet llexepasaga, mpe

OcuM He3acny>KeHO CKpPOMHE je[UHUIE Y COBj€TCKO] MO30PHUIIHO] SHIUKIIO Ie-
muju (Teaitipasvras snuukaoiegus, MockBa, 1961, kojy uutupa u Onra Musa-
HOBUh y CBOjoj Kibu3H, 196), uMa 0 BpansoBckuMa ONIIMPHUjE Y CHIUKIONESHjU
Xygoxnuxu pyccxozo sapybexcos 1917-1939, 6uozpaguueckuii crosaps (ayropu
JTeiikuny, Maxpos, CeBeproxun), Cankt-ITetepoypr, 1999, 171, 172, Kao u y Kibu-
3u Hesckuil apxus, ucitiopuko-kpaesegueckuti coopruk, Cankr-Ilerep6ypr, 2001
(ca ycmomeHnama u3 Pycuje Jypuja PakuTtuna, Ha ctp. 138-156), ogakie u motudy
ropwu HaBoAu U3 6uorpaduja bpannosckux. 3a KbUre ce 3axBabyjeM HHI. Aje-
Kcejy ApcemeBy, je[IHOM Off capajiHika ouorpadckor peuynuka u npupebusauy Pa-
kutrHOBOT Tekcra. O Jleonuny bpaunosckoM Hamnase ce Nofaly U 'y O30PUIIHUM
crymujama T. K. lllax-A3u3oBe, Maaeiii itieaitip, u A. 5. AnpTinymiepa, Aaexcan-
gpunckui itieaitip, Pycckast XynoxecTBeHHast KynpTypa KoHna XIX — Hauama XX
Beka (1908-1917), ku. TpeTss (3penuuHeie UCKyccTBa, My3sika), Mocksa, 1977,
77,101, xoje oBAE KOPUCTUMO.
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tora Hlueaxynuuxa (Pckana) YajroBckor, BepoBaTHO U Cuaghuge
(o Huje 6mio Ha3HaueHo). JleoHny je HaupTe 3a KoctuMme y Haxogy,
Hlexepasagu, Kapmen u kpasy Jlupy pagyo 3ajefHo ca cynpyroM. OHa
je camocTalHoO u3pajuiia Koctume y onepama Manon, Iluxosa gama n
Llapcka nesecitia (y capagmu ca Bmaguvupom XKenpunckum).” Jlako ce
MOXKe€e 3aKJbYYUTH Jia j€ BEH NOINPHHOC MOXfa O0uo u Behn. Y cBakoM
cny4dajy je Puma BpausoBcka Ouiia mpBH 3BaHUYHM KOcTHMOrpad Ha
CPIICKO]j CLICHH.

[lomTo je Mano ocramo cadyyBaHO Off 3aocTaBIITHHE bBpaminos-
CKHX, TOrJaB/beé O BHUXOBOM papy y beorpagy Hamumcama je Oumra
Mpunanosrh yrinaBHOM IpeMa KpHUTHKaMa y AHEBHUM JIMCTOBAMA WM
WJIYCTPOBAHMM YacOIUCHMA, KOjU Cy TIOHEKa/l HOHOCUIIN PeNpOAYKIHje
preska (mpHo-6ene) wiu ororpaduje ca npefcrasa. Y cprckom [1o-
30puwiHom my3ejy Hanaze ce ckuie Jleonuga bpamnosckor, AmoTeosa
Momnujepy (mocToju 1 mporpam 3a MpociaBy ca MpuwiIo3nma y 6oju), o
jemHa ckuma gekopa 3a Payciia u Haxoga, jepHa Pumuna ckuia
KOCTUMa, jeflaH PYCKH Mej3ak (caB y IUIaBUM TOHOBHMMA), HEKOJIUKO
¢ororpacduja, meby mHMa jegHa BeIUKOr opmaTa ca TpeacTaBe
llexepasage, Kao M [IBe CIIMKe HEO3HAYEHOT cajpxkaja, pabeHe yibeMm
Ha KapToHY, popmaTa 64,5x49, BepoBaTHO clipeMaHe 3a U3710KO0y. Jen-
Ha Of] BUX, Koja 61 Morja OMTH CKHI|a 32 HEKY PYCKy onepy, bopuca
wn Lapcky Hesecitiy 06jaBibeHa je y KiI3H1, Kao U ckuna 3a Haxoga. °
Jlpyra cimka, IpeANBHOT CKilafga 60ja Moriia 6u OUTH AEKOp 3a orepy
Cagrxo Hukonaja Pumckor-KopcakoBa, HeocTBapeHy Ha HAIIO] CLIEHH.

Kopak ka MofiepHI3a1iju, ¥ TO HE MaJjy, HAUMHWIK ¢y Pycn, mom-
TO je "BpamioBcku WHAyrypucao y HaIoj creHorpaduju jeman HOBU
IyX KOjH je mpom3mia3uo HemocpenHo u3 Mupa uckycciisa (Cseitia
YyMeliHOCT), YyIO3Hajyhy Haly MyONUKY ca KOJOPUCTHYKHUM GOrat-
cTBOM jenHor bakcra, 3ana3ehu jom opnyunuje (opnmyunuje ox bakcra!
—npum. HM) y o6nacT ekcripecoHn3Ma Koju JIepMHUTHBHO OCBaja HaIly
cueny."’ ITpBo ce ornenao y apamu Exmona Pocrana (ca npesuberoM
My3UKOM) Pomanitiuune gyuie W, Kako ce U OYCKUBAIIO, HAYMHUO yTH-
cak cBojuM ymehem: "I'. BpamnoBcku, cimkap KocTuMa M JAEKOpa,
MOTIYHO JOOPUX, IOTIYHO YCIIENNX, PACKOILIHUX y CKIIaly C KOMajIoM U
cjajHEX y ckyafy ca cruxosuMma."® JIpyru NpHKa3wBay je ONIIMPHH)H:
"T. BbpaunoBcku je Kao ciaumkap Takobe ycmeo fla fa CTHJIM30BaHY

Onra Munanosuh, Beozpagcka cuenozpaghuja u kociiumozpagpuja 1868—1941,
196, 197.

®  Onra Munanosuh, Has. geano, 207.

7 Masne Bacuh, Cuernozpaghuja u xocitium og 1918 go 1968, Jenan Bex Hapopsor

no3opuiirta y Beorpany 1868-1968, Beorpan, 1969, 159, 160.

¥ K., Pomaniiuune gywe — cunohsa npemujepa — Iomaruka, 13. oxt. 1921, 3.
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pexopanujy. Bberos je mouerak Ha HaIlloj] HO30pHUILM BpJo podap. OH
JOBOMIM IPAaMCKY JIMYHOCT Y acolfjalljy ¥ ca MacKOM U ca KOCTHMOM H
ca HeNoKynHuM fekopoM. OH je JUpCKU TOH KOMEAHje Be3ao 3a CTHI
nexopanuje. OH KOCTUMUMAa HHj€ OfPEJUO CaMO UCTOPHjCKY Ba>KHOCT,
Beh MM je mao m MUpcKy BpenHocCT, WTo Ko Pocrana nrpa BaxkHy yito-
ry. To BesuBame KOCTHMa U leKopa 3a Aylly fo6po je norobeno. IIpe-
Boj T. ITannyposuha je gomymmo cnmkapceky mpejy r. Bpammosckor."’
Crnenehn mpuka3 ucTor komaja Kaxke fa Cy JieKop u KocTumu bpan-
noBckor pabenun npema Baroy (Watteau). ITucan (oueBupHO (hpaniryc-
KM bak) Takobe HamoMumme Ja je cleHcKa My3mka Bnagummpa Henn-
noBa octeapena y Jlmmjesom (Lully) myxy."

WHauKaTHBHO je caBpeMEHO JIMKOBHO carjefiaBame pama Bpam-
JIOBCKOT, TJ[€ C€ Ha OCHOBY 00jaBJLEHMX CKUI]a KOHCTATyje KakKo je "3a-
HAMJBUBO Jla je YnTaBa CleHoTpaduja pelena ca 3HaTHOM TpeBIanthy
upBeHe 00je Koja je y akIleHTUMa, TIONYT YBEJIUX pyKa Ouiia JajTMOTHUB
cliMKapcke nocraske. Tymauewe PoMmanitiuuHux gyuia Ipeko JOMHUHA-
I[je LPBEHOT TOHA 3a pa3lMKy Of CTaHfap/HE pOMaHTHYapcKe Ioc-
TaBKe Yy KOjOj JOMUHUPA MECEUYNHACTO IJIaBa, TOBOPH Y IPUIIOT OPHUTH-
HAJTHOj PeNTEIHbCKO] mocTaBmi..."!! Y TOM mpBOM CBOM Georpajckom
koMany (Koju je 6uo mpemujepa u 3a Hapogro fozopuuiiie), Bpannos-
CKH je MMao 3a pefuTesba CBOT NMo3HaHuKa u3 Pycuje Jypuja PaxkuruHa.
Hekapammwu unan Xygoacecitigeno? itieaitipa Paxutun u bpaunoscku,
HEKaJalllibi CapaHIK MOCKOBCKOT Mano?Z itieaitipa, HajcTapujer IpaM-
CKOT no3opuiTa y Pycuju, 1o6po cy ce CIoXKuIm y cBoOM O€0rpajckoM
"mpBeHny". Hemro KkacHuje mojaBuo ce OCBPT O "[AeKOpYy CKIIATHUX JIU-
HHUja yunkactor foba MeHyeTa U rajaHTepuja”, KOju je MpeHeT y HeKyY
"HapaHIIacTy (PaHTACTUYHOCT" Yy "TPOTECKHOM M HEXXHO MOETUYHOM

ITocne Pocrana, capabuBanu cy 12. meuemOpa y Oden6axoBoj
onepu Xogmarose iipuue bpaunosckn u ®eodan INasmoscku. To je
TIPBU paj pycKor cueHorpada y 6eorpayickoj onepu. "Meby momahum
mpeficTaBaMa M3y3eTHO aTpaKTWBHA Owiia je W omepa Xogmanose
ipuue XKaka Odendaxa, uzBefena y Manewcy 1921, y3 orpoMmHe Tex-
HUYKE HATNope, a MOTOM Y OJIFIOMIIMMa Y 0OHOBJLEHO] 3rpafau Hapogro?

Panko Mnanenosuh, Pomanitiuune gyuie o Pocrana, Mucao, 1921, kw. VII, cB.
5, 387.

' Muxamn Ceeroscku, Pomanitiuune gyute, inycrposamu mucr, 1921, 6p. 43, 8.

"' Osra Munanosuh, BeoZpageka cuenozpaguja u xociiumozpagpuja 1868-1941,

197.

Hcra, (ayropka nutupa Benumupa XKusojunosuha, /lexopaitiuéa ymeitiHoCti
vy Beozpagckom Hapogrom Iosopuwiiiy, JyrocnoBeHcka wuBa, 1922), 198.
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iosopuwita jyaa 1922... Ynras kyntypau beorpan 6wo je y36yben n u3-
neHaben. Kputuka oBaj orabaj HazuBa yMeTHIYKOM cBevyaromthy. "

CranucnaB BunaBep ce ormacmo mpuka3zoM Xogmarosux upuud,
MOYEBIIN Off PEeAuTesha, 3a UUjU paj Kaxe fAa je IJIOJ] apTHCTHYKE
kyarype: "I'. ITaBnoBcku Kao pexucep Aao je Aejo Koje 03HayaBa Ha
HaIllOj CKPOMHO] ONEepcKOj OGMHM MOTIYH MPEOKPET U HOBY OpHjeHTa-
nujy." 3a onpemy KoHcratyje: "I'. BpannoBcku, ciukap f1ao je fokasa
O CBOM OJIJTHYHOM pa3yMeBamy, 1 UMao je HEOJOJbUBE CKIIaoBe 6oja.
CaeTIiocT HUje Ha BUCUHM a OM ce CBE TO MCTAKJIO." " Mame yKasyje
Ha meBave, Ha OanmeT "Koju Hampenyje cBojoM rpanujom” (Kmapauja
Hcauenko m Mapuja Bonoroscka). XKuojunoBuh he rosoputu o
"BaTpoMmeTy 60ja", o "yMeTHHMKOBO] OyjHOj MamTu". Muioje Muioje-
Brh m3pasmhe ce o Aeny ABOjUIle YMETHWKA BPJO MOBOJHHO, ajyl ca
3aMepkamMa ynpasu 300r uzbopa: "...CjajHo onmpeMibeHa oBa omnepa he
ocTaTu JbyOumuIa nyoiauke, nako Ou ce cCMHOhHO] Kpeauuju, ca rie-
AMIITa CIEHCKEe CTUIINCTHKE, UMajlo MpeOaluTu M CYBUIIHO MOJBIA-
Yeme TPOTECKHO Oy(POHCKOT eJleMeHTa, KOju je MOCBe CeKyHAapaH y
oBoM gnieny nakora Odpenbaxa... baner y ’baxanane’ u 3a BpeMme
’Bapkaposne’ je Mo KOHUENUMjUA IecTa U JIENOTH JIMHKja AaBao KpBU
OIIOjHOj BeHeljaHCKo] Hohu. Ham onepcku peneproap je MOHOBIbEH
jemHUM cjajHO JAeKopucaHuM (HALPTHU I. BpauaoBcKOT) TpagunuoHa-
HUM OIEPCKUM ’'miiarepomM’. 3ap HHje AOIIA0 TPEeHyTakK ja ce 'Iia-
repu’ IMOYHY 3aMeHUBATH IEIMa BUIIET YMETHUIKOT CaBpIIEHCTBA. Y
ToMe je u JbyGibaHa ucrpey Hac, a o 3arpeby 1 jia He roBopuMo. "’

3a BenuKy npocnaBy MomnujepoBor jyomieja y Hapogrom iio3opuu-
iy BpamnoBcku ompemMa miycTpaljjamMa CBeYaH! HporpaM W, HapaBHO,
CLIEeHy ¥ KOCTHMe 3a Yobpaxcenoz 6oaecHuxa u3BeneHor 17. janyapa 1922.
BpannoBcku je cBakako IpPeHEO HCKYCTBO ca Momnujepom u3 Manoz
itieaitipa, THIE je pajuo HEroBy KoMenujy-6anet Cuaom aexap ca djomgo-
pom KomucapkeBckuM. Y CPIICKO] IITaMIM je HAOp PYCKOT CIWKapa
oByam noxBajbeH,'® amu he ce MOjaBUTH M MAIIbERE fa je IeKOp "Tpo-
TEeCKHO ImapeHmno 6oja", "6mecak emoxe Jlyja XVI", "caB y oTBOpeHIM
TOHOBMMa aJIi MyH IIApeHnIIa ca jeJHAM 3JIaTHIM ofoieckoM." [la i ce
OBJie IIPBU IYT jaBJba rpoTecka u3 Ceeitia ymeiiHociiu y JEKOPY Ha CLIEHH
Hapopsor nozoputra? HapasHo fia je Ty 6uia u panuje, 6nara y Poman-
UYHUM gYUiama A TTIOMaJo 371a y Xogmanosum ipuqama.

B Onra Munanosuh, Citianucaas-Cinawa Beaoxcancku, Beorpan, 1976, 7.

H Bunasep, My3uuku nipernest, Xogpmarose iipuqe, Mucao, 1922, k. VIII, cB. 1, 56.

15

Mi (Munojesuh), Xogmarnose tipuue (Ilpemujepa y Manexy 2. X1l 1921) —
Hupurenrt r. Bpe3osmek, [Tonutuka op 4. renem6pa 1921, 3.

K., Moaujeposa fipucitiazoguursuua, Tlomnruka, 18. jam. 1922, 3.
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skskek

Cnenu @ayciu (29. mapta 1922) y capanwu Bpaunosckor ca Paku-
THHIM, YHja ce pealm3anyja caja He cBuba Bunasepy. Mctmayhn pycke
neBave y MpefcTaBd, OH HeMa JEeNmux peddm 3a ompemy. O pekopy
kpaTko: "OcBeTibeme phaBo. Dayciti HE cMe JTUYUTH HA OCBETIHEHY
mapeny rpo6uuny."'’ MunojeBuh ca cBoje cTpaHe cMaTpa jAa AEKOp
Jleonnpa Bpamnosckor He oproBapa my3umu lllapna I'ynoa, Tj. onepn
@ayciu. "Y 10Oj je mapeHa Jax gekopa, Mmise-en-scéne-a npeosnagana
U HaMETHYJa Cce LEJIMHHU IIapeHIIOM, BeoMa JIeKOPAaTUBHUM, TO Pajio
TMpU3HAjeM, ajl WIaK 3aTo HeMOryhmM y OBOM fejdy Koje je To
MIPEBacXOACTBY CEHTUMEHTaHa npepaga ayookor aena ['ereosor.” 1
pamse: "Ty CEeHTMMEHTAJHOCT Balbajo je YOJaKWUTH... TO je Tpebaio
YUUHUTH y cKJajfy ca My3ukoM ['yHoa koja je, mako y NpBOM peny
CEeHTUMEHTAJIHA, MECTIMIYHO MyHA IpaMaTHYHUX MHTEHIH]a, 1 paii THX
ApaMaTHYHUX WHTEHIWja KOje HWCY Of CTpaHe KOMIIO3WTOpa MOTJe Ja
Oyay pasBUjeHe JO CHaXKHOI ApaMcKor 3amaxa — jep I'yHoy Hemoctaje
TaJIEHT J[paMaTuyapa IIPOKOT TMOTe3a M CHAaXHOT THoJeTa — Tpebaso je
noMohu ayTopy y IeNHHH, U yrnpoirhaBajyhu Ty HMIapOIUKOCT ONEPCKOT
cTuia, moAByhm 030MWIbHOCT Tparenuje MaprapeTnHe n myO0oKux 6070Ba
omunmeHor Paycra. To HUje yuntbeHo, u T. PakuTnn n BpaninoBcku, Koju
KOJl HaC KOHCEKBEHTHO CIPOBOJIE jeflaH OMHCKHY JIEKOPATUBHY MAHUP KOjH
je CKpo3 eromcThyaH, Ha yIITpO OCTaINX eleMeHaTa f[paMcKe LEJINHE, U
OBHM JIEKOPOM, ! KOCTMOM, 1 OCBETIHEHEM, U MAaCKOM Cy OCTaJIU U3HAN
HenHe, 6e3 Be3e ca HOM, M3y3eB Heke JleTalbe (clueHa mpep Mapra-
peTHHOM KyhoM, ClieHa y TaMHUIM), ajyh MPUjaTHUX CIWKa OKY, aju
Bpebajyhu 1ienokynHy uiejy oBe onepe, TUIMYHO ONEPCKOr 1abloHa, u
TpagUILOHAIIHOT, KOjy je Tpebaso fjaHac OCBEXKaBaTH, IPaMaTUCATH, a He
jonr BuIe ToHUTH y ancyph. "'

AKO je 010 y nuTawy "TUIUYHO ONEPCKU IAOIoH", 3HAUM Jia je U
mekop Tpebano ga Oyae mabiaon! Hamomumemo camo ma omepa Pa-
yciti, OHaKO KakKo je TIeflaMo | CIyIIaMo, MPeCcTaBiba MabIoH KOjH Cy
jOj TOKOM jeHOT BeKa n3Boherma HaMeTHYIIN UPEKTOPH MO30PHILITA U
pEeAnTEeIbr, TAKO J1a je TEIIKO PEeKOHCTpyHcaTH ['yHOOBY OpHTHHAIIHY
NapTUTYPY, KOja IO My3UUYKHUM HjejaMa U 1o (popMu HUKAKO HUje Oumna
omepcKku crepeoTun cBora go6a. Ho, To je Beh My3ukomiomku npoo-
neM, anu MmiojeBnheBa MUIUbeHa THM MOBOJOM HHCY HEHWHTEpE-
CaHTHA W HEJIOTMYHA, MOTY MMAaTH W CBOje OINpaBjame, ako O6m Omira
ynyheHa Kao mpepjior, a He Kao jequHo Moryhe pemreme. MoMumino
MunomeBuh uMao je cBOj NMOrJe[ Ha OBaj MpoOJIeM — 3a Hera cy

17 —
CranucnaB Bunasep, Konaunu cmucao iipususa, Mucao, 1922, xw. 1X, cB. 1, 710.

M. M., @aycii, CKT, 1922, k. V, 6p. 8, 618-620.
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npodaem Ounu KpI/ITI/IqapI/I.19 O cuTyanmju Ha CPIICKOj CIICHU OH Y jefI-
HOM paHHUjeM Iperiefy NeJOKYIHOr paja n3Meby ocranor caonmrasa:
" AHraxkoBameM 3a pefuTesba I. Jypuja PakuTuHa, Ha HO30pHHULYY ce
TOHOCH jeflaH MOJICPHUjU AyX, KOju he MOIHUuje ca HEeIITO CYBUIITHOT
O[IJIa>KEHa Yy €KCTPEME NOMYHUTH BPJIO CIOCOOHU MO30PUIIHU CLEHO-
rpad r. Jleonun Bpannoscku. "

N3 MunojesuheBor nucamwa o Daycitiy MOXe ce 3aKbYUUTH Aa
BpannoBcku Huje HA CHEHM MHCHCTHPAO HA PEATMCTUIKOM HEMadKOM
aMOUjeHTy, aJli UMAao je ¥ OH IPABO Ha CBOje Bubeme. "Jlekop 3a Pay-
Cilia OIJINKOBAO C€ OCOONTO €KCIPECHOHUCTHUKIM aKIIEHTUMA, KOjH Cy
OWIM HEIITO HOBO 3a Hallla MO30pHINTA, IO CBOjOj CHAa3M M CMEJIOCTH ",
cmarpana je ynpasa (Mwunan IIpeguh). Y npBoMm Georpapckom Pay-
cilly HHje MOTrao U3 pa3syM/bHBHX pas3jora OUTH IpeAcTaB/beH Oajer
Banitypzujcka noh, anu je BpamyioBCKH [a0 CKHUIE M 3a Ty CIHKY
(oGjaBsbeHE CY y HITAMITH).

Harnamasamo u na je @ayciu u3BobeHn y Manexcy, xao u Ilpoga-
Ha Hegecitia (21. okTOOpa ucte rogune). 3a Bunasepa je y CMeTaHUHO]
onepu (Ha K0joj cy pagunu 3ajenHo Bpamnoscku u Bujenuh) "rnaBHu
jyHak r. Tasnoscku".>' Munojesuh je 6maxu Hero panuje: "IIpe MHOTO
roauHa off mweHe npemujepe y beorpapay, cunoh je Ilpogarna Heseciua
moKuBella HOBY npemujepy. CTHiIn30BaHa Off TPM yMETHHKA T. T. bpe-
3oBLIeKa, [TaBnoBckor u bpamnosckor, oHa je cuHoh nMana ycnexa jep
ce HHUje MPEIUIO NMPEeKO TpaHMIle PEKUjCKMX MOTYhHOCTH U HUje ce
jypuio 3a pexkujckuM 6s1edoM U MOBPITHOM OaHATHOM XapJIeKMHATOM
3a Kojy r. [TaBOBCKM Kao fja mMa HeKy HapouuTy ciaboct. Mmamo je
CBEXHUHE y AEKOpY, KOCTUMY, V Pafibl, Y OCBETheHY, MMaIO je (oi-
KIIOPUCTHYKHUX OJINKA y KOCTUMHMA KOju cy — Kaxy — u3 Ilpara, ca
u3Bopa... I Ganer (Ilonka, ®ypujant u rporeckHe mrpe y Tpehem
4yrHy) GUO je KUBO pacnopebeH, nako 6u My XeJjeo Mayo BUIIE COY-
HOT recra."”

Y HymmheBoj apamu Haxog ca pexujom Muxauna Mcaunosuha
pe3yaraTtu paga Bpamnosckor, Koju je mpoydaBao U Komupao pecke
U3 CPIICKUX MaHACTHPA, 3acewmyjy NpuKa3uBade u myonuky: "Harmr kea-
iipoueritio, je 1 Moryhe: lBeroBo HOBO cTmin3oBame? Je nu Moryhe:
Tako (hOPMHUPATH HAIy CPENH-EBEKOBHY MHCTUKY, W NPEHETH j€ Ha
MO30pHHULY Kao ApaMcKy caapxkuny?" Amnayaupajyhu BpammnoBckom,

Y Nnesna flo3opuwina kpuitiuxka, I'myma, rop. |, jyau u jynu 1922, c. 8u 9, 6.

2 Hapogno iio3opuwitie iiocae paitia, [lonntrka, 27. jyau, 1922, 7.

2l Cranucnas Bunasgep, ['panuue sampuerocitiu, Mucao, 1922, ki. X, cB. 5, 1629.

22 . . — .
Munoje Munojesuh, IIpogana Hesecitia — curOhHa pemujepa, [TonuTnka, 22.

okTOobOap, 1922, 4.
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"cuMKapy-BU3aHTONOTrY", ayTop MpuKasza HacTaBba "CrTyqnuje U akBa-
penu r. Turenbaxa O HaIIO] CPEAHEBEKOBHO] HOIUIKBU W CYBHUIIE CY
POMaHTHYHO cxBaheHM, MPOM3BOJFHO KOMIIOHOBAHM, CTHJIN30BaHN BU-
L€ Y CPEIIbEEBPOIICKOM, TyheM KOMIIUIATOPCKOM AYXY. "3

ITocne oBUX MOXBajia M CBEOMIITET ONyIIEBIbEha 3a CPICKY Jipa-
My, IeCHO ce HeBepoBaTaH Hecmopa3yM ca bametoMm Illexepasaga, Ha
My3uky Hwkomaja Pumckor-KopcakoBa, m3Benernm 19. mapra 1923.
[Mocnenmwe Tpu nUTUpaHE MpeEJICTaBe ce Jlajy Ha PEHOBUPAHO] MO30PHU-
uu 3rpage kop Crnomenuka. lllexepasaga je mpBa 1eigoBUTa OaneTcka
npencraBa y Hapogrom tiozopuwiiiy (MOClie He MHOTO 3aNaXkKeHoT, He-
komiietHor Kpuxa Opawvuha, ogHocHo [luweaxyHnuuka) u apyra,
nmocie YajkoBckor, 6aneTcka Kpeanuja Jleonnna u Pume bpannoscku.

Hemrro mpe mpemumjepe fana je cBOj GaleTCKu pecuTall mpuma-
Ganepuna Jenena [Tomakosa, Tek npucnena y beorpang (Munojesuh y
npukasy [Ipogane Hesecitie HE CIOMUEE f1a j€ TO HeH KopeorpadcKu
neou y Hapogrom tiosopuwiniy). Tlpema BunaBepy, koHuepT Jenene
ITomaxkoBe je 6uo ciabo noceheH "3060r HACPTIHUBE PeKIIaMe... jep joIl
HUCMO JIOPaciu 0 HEroBUX OTKpoBewa." Ibena ymeTHoCT je 3a Buna-
Bepa "HemocpenHa, AyGoka, cyntmmHa'.”* Mano kachmje, y BuHase-
POBOM JPYrOM YMETHWIKOM TIpeTiieny, y Be3u ca lllexepazagom, cBu cy
pbaBo oneweHu. 3a 6ajneT je Ka3ao CBe HETaTUBHO, HUTIE HE MOMHU-
wyhu "pyOoky um cyntunny ymeTtHoct" IlosbakoBe, HOCHOIA TJIaBHE
ynore u kopeorpada. Hajrope je mpumnaino ciienorpadgy: "I'. Bpanmos-
CKH, CIMKap, u3ryomo je Be3y m3Meby MojefnHNX CIMKAPCKUX [EeTNHA.
Hewma yTunaja jegae cnmukapcke nenuae Ha Apyry. OH ce yaaBuo y cio-
My (sic!), y MyTHOM KpBoimnTamwy 6oja. Ham corps-de-ballet memopac-

. . 25
Tao je fa NpeAcTaBu OnemTaBy, onojHu ucToK Pumckor-Kopcakosa".

MunojeBuh, KOju ce y CBOM JIHEBHOM JUCTY auBu Illexepasagu
("ExkcriepuMeHT ca GajieTOM yCIeo .. O4M Cy myHe 0oja, MapeHux
KOCTHMa, PAcCKOIIHWUX, COYHUX, OYjHHX, NyHE Cy OYM JIMHHja AeKopa
KOJU je caB Off eKCOTHKE, ONaJbeH BaTPOM, peKao OMX MOKaTKaj H
CYBUIIHOM, HCTOKa..."),”" y CpAcKoM KHUMeEHOM ZAACHUKY, HEIITO
KacHHUje, IMa O HO0j TOTIYHO APYro MHUILbewke. MuiiojeBunh Kao My3u-
yap oceha komoput komnosunuje Pumckor-Kopcakosa, anu my je u3
HEeKMX (MOXK/Ia TNYHNX) Pa3liora, y KpaTKOM BPEMEHCKOM pa3MaKy Ko-
JIOPAT BpamnoBcKoOr nocrao HEMOAHOLLBUB. "[leKopaTUBHA IpeTpna-

23 J. — . — .
Panko Munagenosuh, Hosa kocitiumozpaguja nHawe uciiopujcke gpame, Mu-

cao, 1923, k. X, cB. 3,224.

* Cr. Bunasep, baaxan 6aakarckum Hapoguma, Mucao, 1923, k. Xl, cB. 1, 60, 61.

® Hcrm, 3a 2opom 2aacosu, Mucao, 1923, k. XI, cB. 8, 611.

% M. M., Baaeiticko seue. llexepazaga u Cuagpuge, Ionnruka, 20. Mmapt 1923, 5.
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HOCT ¥ HAMETJbUBOCT Cy OUYEeBHUJIHE ... Ja BepyjeM /1a je Taj opujeHTaTHH
KOJIOPUCTHUYKH IITUMYHI M IpHMaMHO peanu3atope Oaneta Ilexe-
pasaga: 1-by IloswakoBy u r.r. Cnatuna, bpannosckor u ITaBnoBckor
fla IpUCTYIe U3paju oBe OaneTcke pagme. CamMo, MOUITO je y MapTu-
TypH BHIIe 00je HO My3MYKO-PHTMUYKOT ¥ MOTHBCKOT MO3aWKa (uMMa
ra y u300mby, KoJauko u 6oja! — npum. HM), r. Bpausoscku je, cacBum
IIPaBUIIHO, Y3€0 IVIaBHY ped, I MU CMO, MECTO KOpeorpacku ycreaor
banera, JOOUIU jeHy CjajHy pPacKoIll Ha CLeHH, Koja he MmieHuTu oun
LIUPOKO] MyONUIM, alli Koja je Yy CTBapH jeJHO BEJIMKO apTHCTUYKO
contradictio in adjecto, ku4 y HajmyHUjeM CMUCIy T€ peduu, KOMe HeJo-
cTaje cBe OHO WLITO CauMibaBa CIEenU(UUHY BPEAHOCT OaJeTCKOT CTH-
na."” OBo mucame Moxe O6uTH contradictio... y pasHIM cMepoBHMA.
3aKIbyuKe HHje TEIIKO N3BECTH.

llexepasagy je craBuna Ha peneptoap I[loibakoBa, HeKafalllmba
yaecHunia Pyckoz 6asaeitia [jarumeBa u came Illexepasage, xoja je y
Kopeorpaduju U ca HOBUM IIPOTPAMOM, TO jeCT CIeHapuoM (y OHOCY
Ha opuruHan Pumckor-KopcakoBa) Muxauna ®okuHa odapasana [a-
pu3 1910. rogune. Ty je Kopeorpadujy IlosbakoBa cBakako mpHiIaro-
Aniga MOTYhHOCTMMa jOII MaJIeHOT, YIOTIYHEHOI CTaTHCTHMa 3a Ty
npuIuKy, Oeorpajckor Oamerckor ancambia (koju Beh y cnenehoj
ce3omm 6poju 35 unanosa!).”® 3a weHy urpy ("ceH3yanHa KeHa xapema"
no MunojeBuhy) He KaxKy DUTHpaHU KPUTHIApH MHOTO, Kopeorpadu-
jOM M pexujoM Cy He3aJoBOJbHM, KOIMKO AEKOPOM M KOCTHMuMa. Y
CBaKOM CIIy4ajy, "1mmmpoka nmyoauka" (3a \y ce 1 KOMIIOHY]Y KOMITO3H-
yje, CIMKajy CVKe W MUY KiUTe) MibecKkala je cnukapy, Tj. bpan-
JIOBCKOM Kajia ce Ha OaJleTy [uria 3aBeca, Kao Hekafa y Pycuju mro ce
amnaynupano I'onosuny ninu Koposuny Ha cuieHn bowuioz iteaitipa.

sksiek

IIpemujepa onepe Kapmen 4. anpuna 1923, noHena je Ha cTpaHuUIle
Georpajckux HOBHMHA M 4aconuca jour Behe HeropoBame. Cana cy cBu
KpHUTHYapH CIOXHU. Munojesuh npebanyje omrpum ToHOM bpanmos-
CKUMa HHXOBO "Heocehame crtmima", "HETAKTUYHOCT IpeMa Halloj
CIIeHU KOja je T. BpaninoBckoM y4nmHHMIIa 4acT MPUMUBIIN T'a 3a IPBOT
NEKOPAaTUBHOI CIUKapa, fJa C€ MU JaHAC O30MJbHO INUTaMO fa JIH

Munoje Munojesuh, YMmetHuuku nperaep, baaeiticko eeue: 'llexepasaga’ u
‘Cungpuge’ y Hapogrom iiozopuwiity, CpICKN KILIKEBHH TJIACHUK, Kib. 8, jaH.—
ampmwi, 1923, 539.

28 . . .
Huje no3nato pa nu je IlosmakoBa u3Bena ueny Illexepasagy. ®oxuH je 3a

CBOjy Kpeanujy m3ocTaBuo Tpehu craB ueTBOpocTaBauHe CHM(OHHjCKE CBUTE-
noeme Pumckor-Kopcakosa.
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r. bpaunoscku 36uba He yMe pyKuuje, WK Bepyje fAa Y OBOj 3eMJbU
HeMa HMKOTa KOjH 3Ha IITa je IeKOpPaTUBHU CTUI 3a KapmeH, Te cebn
[O3BOJbaBa EKCIEPUMEHTE 3a KOje He MOXe OMTH OmpoInTaja. A OH Te
eKCIIepUMeHTe CHCTeMAaTCKH YWHU KpO3 CBE INTO U3pajy 3a CIEHY
Hamer nozopumra."” Kako oBo pasymern? [la 1 ce TO OJHOCH M Ha
ApaMy unu MunojeBnh MuCIM caMo Ha onepcke U OaneTcke MpefcTa-
Be, UCKJbYUYjyhU ipaMcKe, Makap OHe Ouiie U ca My3ukKoM (M3Bobeme
MonujepoBux fena 6e3 My3WKe yHUIITaBa caMy HHXOBY CYIITHHY,
cimaHo 6u ce pekito u 3a lllekcrmpa).

Bpio je xapakTepucTuyHo na MmiiojeBuh gajbe y UCTOM HAIMUCY
Tpaxkn "Tpajuldjy, MOCTaBbEHY HA JIOTWYHY OCHOBY', mmTajyhm ce
mpeTxonHO "Tye je crpaxkapa? I'me je ¢abpuka myBana?", momTo ce,
[0 HBEMY, HHIITA HE paclo3Haje pelbeHO Ha CleHH npefcrase Kap-
sen. 1lllTa 6u Tek Kazao 3a cueHy Aponda Anwuje (Appia), HETOBY
CBETIIOCHY pexkujy? "AJu TeK MOCIAEHHN YMH JOHOCH OHO IITO Hajjac-
HHje MCTUYe HEMY3MKAJTHOCT JeKOPaTHBHOT yKyca Ha cueHm."” Obpe
OUYEeKyjeMO aHaJM3y CIoja My3UKe ¥ JleKopa (ca KOCTHMHMA) WA HH-
XOBOI' HECKJIaa, aliu MuiojeBinh yMecTo Tora M3HOCH CBOje BUbewme
Kako clleHa Tpeba fa W3riefa y AOTUYHOM, YETBPTOM YHHY oOIlepe
Kapwmen, ocraBmbajyhum Hac HeobOaBeIITeHE O TOME KakoO je CIieHa
CTBapHO u3Iiefana.

Bunasep nuie 3a Kapmen na je Ta npemujepa Hajpehe pazouape-
’e off TocTaHka Beorpajicke onepe — "mIaTHa mpeTepaHo yrpnaHa”.”
Munojesuh TBpM Aa je cBe TO "y ONINTO] IPTH TaKO JajeKo Off
YMETHOCTH KOjy CMO YHO3HalW Ha u3Bopy'. OUYEeBHHO fja ce UCTUM
"u3BopoM" mHcnupucao U BuHaBep y cBoM mpmkaszy. AKo obojuia
muciie Ha omepy y Ppannyckoj (a cBakako Jja MucCie), oHfjla Tpeba
pehu pa cy je onm Bupenu npe (u 3a Bpeme) IIpBor cBeTckor para,
HETAaKHYTYy HOBHHAMa y MO30PHIIHOM CBETY, IIITO 3HAYHU Jla MUCIIE Ha
3amcTa 3acTapesnn HauuH. [IoHaBbaMo ia cy HOBa TeaTapcka CTpyjama
y BEJINKOM TaJlacy MOKpeTana AyxoBe off fieceTux rogusa 20. Bexa, Kof
Pyca jom panmje, kama je m3ameby ocramor Anekcanpmap ['omoBuH
pa30uo JIMKOBHY PYTUHY HOcTaBKOM onepe Kapmen y Mapujunckom
wweatupy 1908. rogune.

MunojeBuh moOgBOAM CBOje CTaBOBE MOJ TPaUIHjy, KOje Yy CpII-
CKOM OIIEpPCKOM M3BObalITBY TOra BpeMeHa HHKAaKO HE MOXe OUTH U

» Munojesuh, YMmetnwukn npernen, Kapmen og Kopwa busea, xw. 8, jaH.—

ampmi, 1923, 628. O oBom Hamapy rosopu u Crno6onan Typnakos, Bepgu y Beo-
2pagy, Beorpap, 1994, 79, ¢. 286.

30 MunojeBuh, Has. geao, 629.

31 — —
Bunasep, 3a zopom zaacosu, 613.
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uje Tako Jaleko Aa 0CcTaB/ba YITUMaTyM bpamiosckom "unum ga npu-
be yMeTHOCTH WM Ia OTBOPHM MECTO YMETHHKY Koju he mMaTu BuIIe
TakTa, BHUIIE NPOOPAaHOT yKyca, BUIIE OTMEHOT CMHCIIA M YMETHUYKE
UHTYHLHje, pobeHe y 3[paBOM YMETHHYKOM TeMIIEpaMEHTY, Kako On
ce Hallle II030pHIITe, KOje JaHac IIpeJcTaB/ba HEUITO HEBUHEHO, HEMO-
ryhe, BpaTuiio Ha MyT KOjUM Hjie TIpaBa YMETHOCT Ka BPXYHIIY, ia Ou ce
ucrnesa Ha BpxyHai." OBo u jecre cTBapHO BpxyHan! [la, mTo ce ompe-
Me TpeAcTaBe TH4Ye, Hallle IO30PHIITE jecTe MPEeACcTaBIballo HEITO
HeBUbhEeHO JoTafa, ajau TO HUje UMao KO 1a IPUXBaTH, OCUM MyOIuKe U
[IO30pHIIHE yrpase!

Ia HactraBumo ca Munojesuhem: "He! Beh u cama konnenmuja
mpBe, Apyre U 4eTBpTe clieHe (MUCIK Ha YMHOBE) je HeoapeheHa, He-
Moryha. Anu kaja ce ToMe foAajy 0oje U IMHUje U AeKOpaTUBHE Tpu-
Mace Koje Mo3HajeMo ca maneTe r. bpamimoBckor, oHjga HaM HUIITA
ApYyro He OCTaje HEero Aa 3aMOJIMMO I'. bpanoBCcKoOr f1a HaM Bepyje na
HaM je BpJIO >Kao HITO MOPAaMO Aa My KaXkeMO Jla CMO CE U MH Y HeMyY
npeBapwin (BEpoBaTHO je OmiIo peunm O ToMe Kako ce BpawmmnoBckm
npeBapuo pomaBmm y Beorpag — npum. HM), u ma ce m oH cam
mpeBapuo XuBehu y yBepemy Jla ce OBjie KOj HaC MOXKe PajluT! U OHO
3a IITa ce HeMa Ipasor npeunirheHor cvucia.” Kpurudap ce Hehe Ha
OBOM 3aycTaBuTH: "¥3 fekop r. Bpamnosckor upe u pexuja r. Ilas-
noBckor (Basba oopuyTo — HM). I'. TlaBnoBcku je mucnuo na he Tem-
IepaMeHT OBe pajilbe ncTahy THCKakheM Ha CIeHH U BEYUTOM IIETHOM
rope-yfojie ¥ pasHUM Tydama, IPOINMCAHMM W HENPONHCAHUM, T€ j& |
OBJie aHCaMOJI IPEeTPIao U, pa3yMe Ce, IeJIUHY YTOIHNO y ancypy."

Y 0BOM pycKO-CpPIICKOM paTy Huje 6mo nomrehen MunojeBuheBor
Oeca HU [UPHUTeHT BUHWYKY, ONTYKEH Jia je HajBUIIe JOIPUHEO YIIPO-
nanthaBamwy npencraBe. I3Bobaun Kapmer cy 10 Te Mepe HabYTUIH
MpUKa3nBaya fia je OH y OBOM CBOM HaIUCY MPOIYCTUO fia CIIOMEHE KO
je meBao HacnoBHy yinory. llITo unaye HUKako He OM yunmHUO, Beh u
300r ynmeHuIle Aa je To Omna jegHa Cpnkuma — Topma ApceHoBuh.
Y3eo0 je KpaTko y 063up ocTajie mpoTaroHucre. bamer koju je mocra-
Bwia [lomakoBa U HacTynuia y lbeMy Kao COJIMCTA, CBPCTAo je y "He-
KOJIMKO A00pux feTaba". "HeMmy3ukanHOCT AeKOpaTHBHOT Kampuca'
Bpamnosckor ManucecTyje ce, mpeTnocraBbamMo, 3a MunojeBuha y
HEIOCTaTKy M3BECHOT peajii3Ma Ha CLEHH, 0K ce IpeJ Iiefjaolima,
OYEBUTHO, OIBUjao moceGaH aBaHTApAHU YWH, 6e3 TOIITOBama Iabd-
JIoHa "ca I/I3B0pa".32 Cetnmo ce ma je ycnexy Xogmanosux tpuqa y
Beorpangy npugoHeso u TO LITO je onpeMa ypabeHa m3BaH cTaHgapaa

32 . .
Ja xoHCTaTyjeMoO fAa je My3nka Mycoprckor NpmimKoM u3Bobema bLopuca y

[Mapusy 1808. 6ma 3a 3amaj, KOju JOTaj OIEepy PYCKOT "peamnucre" HHUje MO3HABAO,
MpaBy aBaHTap/IHU YKH.
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Oiliepe Komuk, Ha CaBpeMeH HauwH, Kako je Beh pekao kpurmyap
CBETOBCKH.

OTKyfi OBakBa MHILbewa? VIHTEpECaHTHO je UIaK fia je CBOjUM
nucaweM MunojeBuh lao g0 3HaWa fa My je BpJIo OWIO cTalo [0
CKJIajla Ha MIO30PHUIIM 1 fia je O TOME UMao CBOjy IpefcTaBy. [lokas fa
je my Toj o6nactu (ocehame 60je, My3UKaTHOCT IeKOpa WM KOCTAMA)
Moryh BpJio pa3HOJIMK yKyc, 0 KoMme je HeMoryhe muckyroBatu! Ilpe-
Bobeme My3UKe y CIIUKY NOCTYNAaK je Cy0jeKTUBHHU, Kao LITO je cyOjek-
THBHO ¥ WHJMBHAYadHO "Bubeme' My3uke mam "ciymame' Goje.”
Anu, 06jekTuBHO, ako cy bpaunoscku y Pocrany u Monujepy, 3aTum y
CPIICKOj AipaMH W OIEpM AOYeKal W ja OTBapajy y beorpaagy HOBY
CTpaHMIy Y AEKOpPY M KOCTHMOTpaduju MCTOPHjCKOT KOMaja, 3aIlTo
0u ce phaBo mocTaBHUIN y OFHOCY Ha 0ajeT, Ha PyCcKy MYy3UKYy U PYCKH
opujeHTanu3am?

Pycku nuxkoBHu ctun Ceeitia ymeitiHOCiil HAPOYUTO CE€ TOKa3ao y
CBOj CBOjOj SKMBONHCHOCTH Y TPWKAa3WBamby OpHWjeHTa, IPUCYTHOT Y
pyckum onepama (I'muaka, Pumcku-KopcakoB) n Ganetuma (YajkoB-
cku, bopoaun, Hukonaj Yepenwun, Urop Crpasunckn). Pycku opu-
jeHT je mporoBopuo u lllexepasagom Pumckor-Kopcakosa y Ilapusy, y
3acaembyjyhem pyxy Jlaa Bakcra (mpornmaiieHuM 3a HajClaBHUjA
JIEKOp emoxe) M y jAoTaja HeBubeHo] y cBeTy POKMHOBO] KOpeorpa-
¢uju, Kojy cy MaecTpaiiHO W3BEIH YIaHOBH aHcamOua Ballets Russes, ca
conmucTuMa Kaksu cy Owmm Mpa Py6umnrmTajn m BamnmaB Hwuxkuackm.
Ileo Tor Oiaecka IojaBUO ce Ha CKPOMHO], IOCJIe paTa OOHOBILEHO] CLe-
Hu Hapognoz iio3opuwitia y beorpany, HOKHMBEBILIU ycHeX KO MyOIn-
Ke M Kpax Kop kputuke. Opjenu THX NOjaBa HallNId CYy MECTO U Y
npukasy crneneher Ganera (Koiieauje) W3BeeHOT Ha MCTOM MECTY:
"llexepasaga ... ”HTepecaHTaH MOKYIIAj, aJli Ha HAIIIO] TO30PHAIY OHA
cBakako Huje Ouna Oaner. Hu3 ciaumka koje cy Ouiie MHOro mpe
MIaHTOMHIMCKOT HO UTpaykor KapakTepa. Putmmuka OaneTcka JuHH]ja
pa3bujena. Pazbujamy Te nunmje y llexepazagu nmpumnomorsa je u Hey-
jeHaueHa, IpeTpIana 1 GapoKHA CleHcKa fAekopamwja.">* OBo je pehu
pUMep fa ce 3a HeflocTaTKe Kopeorpaduje KpuBu IeKOp, Al HaM TO
HUje OATOBOp Ha NHTamE 3aIITO je KOJ jefHOT JieJla KPUTHKE TaKo

33 . . .
O TakBOj criocoGHOCTH (CHHECTE3Hj1) MOCTOoje 3anakama Pumckor-Kopcakosa

u Pepuxa. Mnuja CnaTuH je nucao o cBOjUM UcKycTBuMa, Boja y mysuuu u 6oja y
cauxapciusy, ['myma, ron. |, jyan u jymm 1922, cB. 8/9, 8, 9.
34

M. P., 'Koiieauja’, tipsa 6aneiticka iipemujepa y beozpagy, Comoedia, 23. jyn
1924, rop. 11, 6p. 25.
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nponana llexepasaga? Moxpa je Ta pycKa BapHjaHTa opHWjeHTa Omia
IIOKAHTHA 3a 0eOrpajcKy YMETHUYKO-MUHTEIEKTYalHy CPEJUHY, jEp je
pycko-donkaopHa nuHuja Ceeitia ymeitiHocitiy Ouna HajBUILIE HAIMO-
HaJHO obenexeHa y OMHCKOj onpemu Jleonnaa u Pume Bpannoscku?
3amro bpawioBckun He OM yMenu [la U3pa3e €MOLMOHAJIHOCT pycKe
My3uke y feny Pumckor-Kopcakosa, "onasbeHOr BaTpOM UCTOKa', ma
poOujajy 3a To Jekuujy y beorpagy? Tpeba Hanomenytu fia je baxk-
ctoB pmekop y Ilapm3y m3a3Bao ceHsyanHum mok. CnoMmumaHa je
"poBucTruka mema" 60ja Koje Cy AUPEKTHO acoumpalie Ha 'Cekc u
Hacube".” AKO je yMETHHUKHE Iap BpanmoBCKy Y CBOjUM KOJOPHCTIY-
KUM HcKa3uMma 6mo omnyuHuju of bakcra, kako kaxke [laBne Bacuh
(me 3a6opaBuMo jAa ce oH cehao onmpeme BpaumnoBckux Ha Georpapn-
CKUM TIpeficTaBaMa), OHJla je HUXOB OPUjeHT MOpao OUTH CEH3YallHU
IOK (CEeKC M Hacuibe y "MyTHOM KpBOJIMIITamy 00ja") 3a mojenuHiie,
KOj! TO ceOM HUCY XTEIH fla TIPU3HAjy.

Y Beorpajy ce IpBH CycpeT ca onepckuM (1 6aleTcKuM) OpHjeH-
TOoM y Bep3uju AHapejeBa u bamyseka goroguo y HapogHom iio3opu-
wiy 19. cenr. 1913. y npencraBu /jamune, onepu XKopxka Busea.
Moxpa he HaM TO OTKpUTH MOPEKIOo yBpeheHocTn KpuTtmiapa 'moc-
tymuuMa" nBa Pyca (ITaBnoBckor u BpaminoBckor), pegutesba U Clie-
Horpada. Munojesuh y npuka3sy 3a /ljamu.se, TIOBOJOM TOCTOBamba
Mapuje Kotnayep u ‘byne ne boHn3se, npukeibkyje "ma je caMo geKkop
AUCKpeTHHjU W Hun mpupopHujm, ma je Mame BHAWKA a BHIIE BEPHO
OpHWjEeHTAJIHO] HABUIM 3a TpeTpHaBakeM HaMellTajeM, HaMellTeHa
coba a He Tepaca, XapyHoBa — ja ce cehaM fekopaunuyje Kojy je y
MpunxeHy 6uo gao pexucep Bupk, - 1 OKBUp My3UKe U pajfilbe Ou
OfIrOBapao ycmexy Koju je, 6maromapehu Hajsuie r-bumm Kortnayep,
6MO y My3MUYKO-TEXHHUKOM ey Te Bedepm.'’ Onra MmmanoBuh
CacBWM JIOTHYHO KOHCTATYyje ia je OMIIo TEeNIKO OYeKNBATH Of] pENTe-
Jba U crueHorpada pycke LIKoJe, KOjU Cy, HajBepoBaTHUj€, TO3HABAIU
paj u ycmexe pyckux omepckux cezoHa y I[lapusy, Ha deny ca [lja-
rmbeBUM U ciieHorpaguma benyaom, bakcrom u I'omoBunuMm u fe-
JIWIA CIIMYHO OfYIIEBIbEHE 32 OpHjeHTalIHE MOTUBE 1 OyjHU KOJIOPHT,
lla y MHCIIEHAIIUj! OBaKBe olepe ciefe HeMauke y3ope. "CueHorpadu-
ja je, HajBepoBaTHHje, OUIa PEMUHUCHEHIU]ja CINKapPCKUX OCTBapeHa
pycke MO30pHIIHE AeKOpaTHBE KOjoOj je Ha HAIloj MO30pHHUIM, fa Ou

Kesun Komnencon, Nijinsky's Golden Save, Dancing Desires, Choreographing
Sexualities on & off the Stage, Ed. By Jane C. Desmond, print. in the USA, 2001, 98. ¥
ouTamy cy Oune 60je 3eleHa U IJIaBa, Pa3He HUjaHCE OPAHXK U LPBEHE, ald U X0-
BO "OIIOjHO" JIEjCTBO je MOJCTaKjIa Ha IPBOM MecTy My3uka Pumckor-Kop cakosa,
a oHjia 6oje U caMa Urpa.

36 MunojeBuh, /ea zocitiosarsa y oitepu, CK3 op 1. jyna 1914, XXXVII, 915, 916.
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u3riaefiajla OHaKO Kako je 3aMHIIJbEHa, HEOoCTajajio U NpocTopa |
3
TeXHIIKHX MoryhaocTn. "

Kop 6eorpaacke llexepasage ofjefHOM cMeTa "JIeKOpaTUBHA Npe-
TpHAHOCT" U NMPHUBHUAHA HETIOBE3aHOCT "HOjEeAMHUX CIUKAPCKUX LeuHA",
MHaYe KapaKTEepHCTHYHA 32 UCTOYHAUYKy OPHAMEHTHUKY (CykoOibaBa-
e BHIIE KOJOPUTHO KOHTPACTHUX M OPHAMEHTAJHO pa3IHYUuTUX
MOBPILIKHA), KOjy je, Ka0 U Apyre CTWIOBE, BpamioBcku JOOpO 1O3-
HaBao. HeoOuyHO je u yak u3HeHabyjyhe fia je HajBUIlIe HEpa3yMeBamba
3a lllexepasagy noka3ao CraHuciaaB Bunasep, epyquTa MIUPOKUX MOT-
Jefia, 3aTOBOPHUK KIbIDKEBHE U Apyre aBaHrappe y beorpany, jeman on
pPeTKuUX YMETHHMKa KOju Cy WMajd NpWINKe fa Bupe Pycku Oaseiu
[jarmmmena y [lapusy, y \eroBoj npBoj, HajonucTasujoj ¢asu. I1o ka-
3uBamy cnHa, KoHcTanTnHa BunaBepa, CTaHHCIaB je IPHCYCTBOBAO
npemujepu Iloceehiersa iipoaeha CrpaBunckor 1913. u Bupeo paeno
Huxkonaja Pepuxa (cuena u koctumu) "Ha uzBopy"! Pekino 6u ce u fa
je Bugeo llexepasagy y Ilapu3y, Ha OCHOBY M3jaBe MOBOIOM paja bpa-
UJIOBCKUX, MUIIYhU y MCTOM IIpUKa3y Kako je "HeykycHocT [lexepa-
3age, 6aneTa HajpacKOIIHHjEr, O KOME MU, ca HalllUM, y CBAKOM IOT-
JIefly OCKYJHUM CpEJICTBUMA, MOKEMO CambaTU caMo caH Yy CHY, IIpeluia
JalleKy W pacTeribUBy TpaHUIy JElEfAepcKuX Kojada M JOCTHUria
mpefieo ymeTHH4Ke yBpepe." M oBfe mma KoHTpapuknmja. CeTuMo ca
Ia je yMeTHHYKa yBpefa, My3uika 1 Kopeorpagcka, 6umia 3a mapucKy
nyonauky npemujepa Iloceehersa iipoacha.

Cynehn no jemuoj npro-6em0j poTorpacuju ca mpencrase llexe-
pasage y Beorpany,” mocTaBka Huje TMUMIA HA MAPHCKY TPONYKI]Y
Bakcra (Hmje HM MOrlla JMYHWTH), IITO OBOTra IyTa MOCEOHO "YMHU
yacT" bpausioBckuMa, KOju Ccy XTeNH AaTH CBOj JIMYHM AONPHHOC BU-
bemy OBe Jene u HEOJOJBPUBE UCTOUHAUKO-pycke Oajke. KakBo je To,
mo Munojesuhy, 6mno "ymponamnthaBame IenuwHe', KakBa "IIapeHa
nax cueHorpadgeke mnperepaHoctd"? Jla nu je cjaj cueHe Ouo y
HECKJIajly ca TeK CTacajuM OaJeTCKUM aHCaMOJIOM (CTBOPEHHMM Haro-
prMa HOBOOCHOBAHE IITyMauyKo-0aneTcKe IIKoJie Kojy cy Boauie Kiasau-
ja Mcauenko u Jenena ITomakoBa)? AHcambi, KOju je y3 Kopeorpa-
¢ujy ITomakoBe mokpenyo y lexepazagu m Peodan I[laBmoscku?
MunojeBuh nporectyje 360r "Tanacama Maca Ha ciieHu 6e3 mba. " [la
JU cy MOIM bpamiioBcku la orpaHn4aBajy CBOjy MallTy pykoBojehu
ce Tajga CKpOMHMM MoryhHocTtuma urpadkor tena HapogroZz iio3o-
puwitia? a mu je Hlexepasaga Ganet winu mantomuma? Kiacuuau

7 Onra Munanosuh, Has. geno, 117.

38 . . .
3axBasbyjem ce konermannama n3 [lozopumHor myseja Cpbuje, Onrn Muna-

HoBuh, Bepocnasu Iletposuh, Onrn Mapkosuh u Mupjanu Opasuh, Koje cy Mu
CTaBUJIE Ha pacrojarame cleHorpadceke npunore bpaunosckux.
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faneT cBakako HUje, aly OBO Beh mpenasn y NpUHIUNKjeTHA TUTamka.
IITeta 3a oBakBO MunojeBuheBO pe30HOBaWE, jEp jé OH pa3yMeBao
fasleT W KacHHUje BOAUO CKOPO BPJIO YCHEIIHO OajeTCKy XPOHHKY Y
Hoauitiuuu. ** 3a BpaunoBckor je 6uma NpuMapHa My3HKa PyCKOT Maj-
CTOpa, a He CHPOMAIlITBO Oeorpajckor 6anera.

Cam IlaBnoBcky, y of0paHy CBOJUX CYHApOJHHMKA W HOBOT I030-
pHIIITa TOBOPU O PACKOIIHUM AeKOopuMa KOjU OfiBjlaue Makmy myOmu-
Ke of] ropyhux, HepeleHnX ONMEepPCKUX MHUTama (a TO Cy OpKecTap U
XOp), 0 YeMy ce ¥ Bofiuiia iuckycuja usmeby mwera u Bojucnasa Typun-
CKOT, Ha CTpaHMIlaMa MO30pUIIHKX Yacomnuca. [loraba ce ma y MHOruM
MO30PHIIHUM TPOAyKIFjaMa IEKOp OfiHece IpeBary Haj ApYyruM eje-
MEHTHMa TIpeficTaBe. Y ollepcKe eHIUKIonenuje yiao je npumep Ca-
aome Puxappa Wlrpayca (Strauss) v Kosewiti Tapgerny 1949. ropune,
MIOBOJIOM KPHUTHKE KOja je ocyamuia "HaMeTIbHBO UCTHLAHE CIEHCKE
onpeme CanBanopa [lanmja (Dali) u pexuje [Turepa Bpyka (Brook)",
LITO j€ CBE 3aje/lHO, [0 MUIIJbEhbUMa IpHUKa3uBaya, Of[BIaYUIO NaKiby
ny6ImKe O My3HKe I HeHoT n3Bobema.” Ho, cienorpacu paje cBoje
pajioBe MHCIUPUCAHN MY3UKOM H Y Capajibi ca pefuTeIbeM MM KOope-
orpacoM OCTBapyjy OHO IITO MM My3UKa JOTHYHE KOMIO3UIWjE WA
My3HKa CTHXa, Ipo3e, eNoxe, fiejia ropope. AKO ce 0BaKO MOXKeE CXBa-
TUTH OHO IITO je IlaBIOBCKM Hammcao, a OH HHUje OMO cacBUM jacaH,
oHfa 6u bpaunoscku, Koju y wianky ®eocana [1aBioBckor yommre
HHje CIIOMEHYT (Kao HU HEKO IPYTH), MOrao OUTH AUCKPETHO YIO30peH
la IeKOpOM M KocTuMuMa 3a Pomanitiuune gyuwie winum Yobpaxcenoz
b6osecnuxka He OBpAaTH NaXmwy MyOJIUMKE ca HEPEHIEHOT APaMCKOT
MUTamwka, Tj. MUTaba INyMadke AUKIHje, KIby4YHe CTBApHU Y MO30PHIITY.
Mmajmo y Bupy u npeacraBy Cupiu Meana Iposnoz Anexceja Toi-
croja y Hapognom tiozopuwiniy S. pebGpyapa 1914, rae je 3a jyHaka
BedepH nporiameH Bnagumup Bamysek. Jynak Beuepu 3a ToncrojeBo
meno je Kop "xymoxecTtBeHuka' 6mo Buktop CuMoB, Kao IITO je TO
6mno 3a Haxoga Jleonup BpausnoBcku, IITO je 3a MCTOPHUJCKH KOMaf
JIOTUYHO U MOTPEOHO.

kiR

Ipamatyp3n nieHe bpannoBckor, My3udapy ra He IPUXBaTajy, TOK
je BunaBep mocie opoOGpaBama HBEroBOI HacTyna ca Xogmanosum
iipuyama, KpeHyo y Hamajie Koju cy KyamuHupanu y Kapmen. [la mu je
BpannoBcku 6HMO jegHO y ApaMu, APYro y MY3WYIKO-CLIEHCKOM Jely,

3 . _ — —
° Tpe6a ykazatn Ha Munojesuhes nanmuc Cywidiuna kaacuunoz 6aaeitia, My3ud-

Ke cTyAuje u uiaHnu, beorpan, 1926, 36-39.

“" Earl of Harewood, ‘Salome' at Covent Garden, Opera, London, 1950, February, Vol.
I,No1l, 9.
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pauyHajyhu Ty 1 Monujepa? "MuUpUCKYCHUKHI" Cy cMaTpali fa ce y
MO30pUIITY OBMM JBEMa rpaHaMa Mopa npuhy Ha pa3nunTe HauuHe.
3a MYy3UUKO fIeJI0 KapakTep jJeKopa Mopa OUTU MOceOHO My3UKallaH.
Y cBemy TOMe MU M He 3HaMO 3alpaBo IITa je Xejaeo Burasep, ayTop
eKCIIPECUOHUCTUIKOT MaHu(ecTa y CPICKO] KIIKEBHOCTH, IPUCTAIIN-
Ija MOJICpPHE COBjeTCKE YMETHOCTH (TIPOKJIaMOBaHE NPEKO 3eHuiiia),
kacHuje U bayxayca. OH je nHa4ye LIIEHHO PyCKe YMETHHKE, IOCceGHO
ITaBnoBckor. 3a MunojeBunha MOKeMO MPETIOCTABUTH fia je 6Mo Tpa-
MWIIOHAJINCTAa W BEPOBATHO TPHUCTAJIAIA EKOpa KOju je Biamao 3a-
[aHOEBPOIICKUM Ho3opuiuTuMa o IIpBor cBeTckor paTta. ¥ cBakoM
cly4ajy, HA y jeJHOM MOMEHTY y KpHTHKama Huje 3a BpamioBckor
pedeHo Ja je Ha3ajaH, pyTHHEp, 3acTapeo WU peakUuoHap, ajd je y
PETPOCIEKTHBY HCIAJIO ia CY pa3Ha "aKTyeJlHa pearoBama’ Hacrana
Oar 300T THX KapaKTEpUCTHKA.

Bpaunoscku he y Toky paga y Beorpany, u To Ha Xogmarosum
ipuuama n Ha Yoobpaxcenom 6onecHuky, jemrauM Kpahum ecejem objarr-
BaBaTH TEHJEHINje aKTYeJHOT IMO30pUIIHOT JINKOBHOT je3mka: "Cas-
PEMEHO CIMKAapCTBO je My3HWKa 0o0ja, a 3aTO AeKopanuje, KOCTUMY,
M3MMBajy ce M3 THX aKopaja My3ukKe, Koja ux paba."” Ma mu je Ty
JUKOBHY MY3MKaJHOCT, Bubeme jegHOr cnmkapa Kao mro je bpam-
JIOBCKM TpHUXBaTWia Kputuka? Meby Mmy3wyapmma je mMano om Tora
omio cxsaheHo. M3rnepa fa je kao TBopal ieKopa y HalleM IT030pHIll-
Ty octao HecxBaheH u JoBan bujenuh, camum TuUM IITO je HamycTUO
peanu3aM ofjMax, Ha MOYETKY CBOje YMETHHYKEe ersucreHunuje y Ha-
POgHOM [o3opuwitiy. [IpaMcke U ONepcKe IpefcTaBe ONpeMao je Ha
HayWH KOju je Takobe BuUbeH mpBu myT Ha GEOTPAjCKO] CIeHH, "Npu-
OmkaBajyhu je OHOME IITO ce Tajia AeIIaBalio Y MOJIEPHUM €BpOII-
ckuM o3opumrama. " P

WuTtepecanTHo ma je 3a Georpaackor Paycitia, Kao u 3a lllexepa-
3agy, nokasao pasymeBame [letap Kpcruh, of xora 6u ce ouekuBaio
BHUIIIe KOH3epBaTHBKU3Ma Hero off MusojeBuha. Taj (Hemoryhn) @aycit
mopicrakao je Momumia MusomeBuha ga y momenyToj "JlHEBHO]

Hla cy Pycn "Byknm y ma6GnoH", Harnamasa Buile nmyra bpanko [Iparytu HoBuh
y CcB0jOj (pajio UMTUPAHO] U TMPENPUIABAHO] Off HACTyNajyhux reHepanuja) CTyAuju
Ilpoaezomena 3a uciiopujy Oiiepe u Baaeitia Hapogno? tio3opuwiitia, Jenan Bex
Hapopuor no3opumira y Beorpany 1868-1968, Beorpan, 1968, mucnehu npu Tom
Mame Ha cieHorpadge, a BUIIe Ha peuTesbe, Ha [1aBIoBCKOr, IITO IHEBHE KPU TH-
Ke OIOBPraBajy.

42 — —
.HGOHI/III BpaI/IJIOBCKI/I, o MYSUKAAHOM gEKOPAUUBHOM UO3OPUULHOM CauKap-

ciusy, I'myma, rop. |, janyap 1922, cs, 3, 17.

“ Tlasne Bacuh, Cuenozpagpuja u xociium og 1918 go 1968, Jepan Bexk Hapomgaor

MO30pHIITA. .., 159.
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MMO30PHINHO] KPUTHIM" W3HECE CBOjeé MUIIbEHEe O cygoBuMma "6e3
paBHOTeKe": "Huje MoryhHO HaBecTH cBe IITO Ce MUCATI0 IHOBOJAOM
Daycitia, HUTA ce MOTY U3HETH CBE HEOCHOBAHE ajy3Hje Ha IOjEeANHIE.
Anu jellHO OCTaje jacHO: YOBEK IOCIie cBera He 3Ha InTa ma mucnu. ['me
je nctuna? Koju opf Tux kpurndapa uMa npasa? CiamdHe pedn Kapak-
Tepuiy u npukasuBawe Puuapga Il (Ucaunosuh-Bpannosckn): "I1a
mTa fa ce MHCIM Iocje cBera Tora?" - Kaxe jgakbe MuionieBuh —
"Kako ma ce cHabe myb6mmka? Ko cme moBepoBatm y cIOCOOGHOCT
takBux kpurnuapa?"* Koy mojeluAnX My3uuKnx NpruKa3mBaya ce Hije
pajuiIo O HEeCmocoOHOCTH Beh O apOuTpHpamy MO CBaky LieHy. 3aTo
MunomeBuh noBogoM @aycitia u ynyhyje muTame: 3alITO ce HUje
MOTa0 HUNaK MOXBAJINTH HATOp IeJIOT ONepcKor aHcaMOJIa Jia ce HEeIlITo
JIeIIO CTBOPH U fia Ce Jla jefHa My3U4YKHU COoNujiHa npeacrasal?

Bp3o ce 3ab6opaBusio uim cBeCHO peHeOperio fia je nocie lipeTn-
heBor Hemarse, lllaruanunose 3agyxcourne, BojuoBuhese Cmpitiu Majke
Jyzoeuha, bojuheBe Kpamwese jecenu m ApyTuX, paHUjuX, JOpPATHUX
KOMajja Ha CPICKHM CIleHaMa (3a KOje je ompema HapydnBaHa W3
Beua), nmocrne momrenor Tpyna BmagucnaBa Tuten6axa m [lomennka
II’AHppee (koju cy joul OuiM >KMBU f1a OM MOTJIM BHACTH IpEfiCTaBe
BpamnoBckux) m HOBHjUX HMCTpakuBama, Kao W bujenuheBa mpoy-
yaBamwa ca npogecopom Buagumupom IleTkoBuheM, 3abnucrana y
Beorpany pykorBopuHa napa bpaunosckux y Hymmhesom Haxogy.

Pycu cy y pBoj mocnepaTHoj AeKagu JOCTOJHO OMPEMUIIU U OTepe
CPICKHUX KOMIO3uTOpa, bpaunoscku ycnemHo XKenugby Muaouwesy
Ilerpa Kowosuha 1923. ropune. YmnopebuBawem ortorpacduja ca
npeacrasa Haxoga n KowoBuheBe omepe fa ce 3aKkbyIWTH Aa cy
KOCTHMHU IIOjelUHAX JIMYHOCTH HCcTOBeTHH (yocramoM u Kenugba
Muaowesa je xBatpoueHTo): koctuM mapa dymana (HJoOpuuma Mu-
nytunoBuh) u kHe3a Jlazapa (Esrenuje Mapujaiien), KOju je Ha U3J10-
k6m y [Napu3y 1925. roguHe mo6mo Harpapgy. YONINTE je TUX TOAMHA
Hapogho iio3opuwiitie yTpOIIMJIO MHOTO Ha ONpEMy 3aTO LITO Cy
NOTIYHO HOBY KOCTHMH CaulbCHU U 32 Ypoutesy icetugby MunyTuna
Bojuha (omet kBaTpoueHTO!): "OBpe ce cueHorpad HUje 3aycTaBUO Ha
MIPOjeKTHMa KOju cy 6mnu HamemeHn 32 Haxoga. OH je momrao fgasse y

44 . . . .
OsBaj Hamuc HaBOfie Y cBOjUM Kmurama u bopusoje CrojkoBuh u Onra Mun-

nanosuh. Y npukasy lllekcmpose apame (M., Peiipuza Puuapga I, ITonutuxka. 5.
Maj 1922, 3) croju: "3ajeqno ca magom u cmMphy PuuappoBom, mao je u ympo y
Manexy lllekcnupos Kkomap, ynpkoc Hanopuma r. Micaunosuha, r. bpaunosckor u
ocraje yacHe Tpyne. [Jecuio ce HEIITO MapajjoKCalHO: pexuja je MOrja fa 3aj10-
BOJBbH, IEKOP U KOCTHMU MOTJIM Cy [ia 3a/|0BOJbE, Urpa IIIyMala ... MOrJja je fa 3a-
TOBOJbY, TIa WIAK CBE CKyNa HHje MOIJIO aTH jefaH HemTo Behu, HeoOWIHUjn
ycnex."
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Ham XV Bek... Y OBOM ciy4yajy KOCTUM HHje caMO OpHaMeHT Beh m3-
pakaBa cBe eMoIuoHanHocT! Bojuhesor cruxa."®

O0jexTuBHO, HUCY norpemmuia o6a Munana Hu [Ipenuh v I'pou,
1ITo ¢y, Tpyaehu ce fa opmax nocne IIpBor cBeTckor para "npubase"
HEKy Of] BeJIMUMHA ca PycKor "m3Bopa', OyKBajgHO "CKHHYIH" C BO3a
1921. ropune Jleonupa BpaunoBckor um meroBy cymnpyry Pumy, Ha
nponyTtoBawy u3 Llapurpaga y IMapus (mnmum moxna Wranumjy). Beh u
300r OBe ummeHUIle (1a Opaunu nap bpawunoscku Huje nmao Beorpap
3a CBOjy JleCTUHAIM]Y) OUIIO je feriacupaHo npuvaTu fa je beorpan-
CKM TeaTap, y KOju cy oHM Ownm mo3Banu (Goibe pehm nmomenenm),
BHAMa "y4MHHO YacT".

ITpema Oaru Munanosuh, anraxosawmbeM bpaunosckor 3a no3o-
pUIITHOT cuKapa ynpasa HapopHor mo3opwinTa je permia (Wim xeena
lla pel) muTame NMPO(PECHOHATHOT, TPaAUIUOHAIHOT MO30PHIIHOT
CIIMKApCTBa, "MOK je bujenuhy, y yMeTHUUKOM morieqy, 6uina HaMeHheHa
aBaHrapjHa yjora M3MeHe BU3YEJIHOT acleKkTa Oeorpajckor teartpa'.
AKo je Tako, OHJIa je yIpaBa Ha TOYETKY pelniia MATAamke TPATUINO-
HaJIHOT CIIMKApCTBa y MO30PUIITY CaMO AEIUMUYHO. BpamioBcku je
CBaKaKo 3HAO IITa je TPaJulidja, Kao ¥ HETOBH PYCKH CapagHULY, Al
je oH OMo M HOBaTOp Y CBOM IIOCIy, HE caMO NPHUMAJHUK "TpajgnuIUo-
HaJlHe PYCKE TMO30pHIINHE IKoyie" WM "apxXxanwdHe BapHjaHTE MO30-
puiHor cnukapersa'. O CyIpOTHOM CBeJOYE CBE HaBEJEHE KPUTHUKE,
aJiy je UCMAJI0 OHAKO KaKo ce NMO30pUIIHA PYKOBOJUOLN HUCY Hafau.
Ha "norpomarmiku" HaumH (Kako ce u3pasuo CrnoGopan Typiaakos)
HUje mMcaja My3MYKa KpUTHKa HU Ipe HU mocie bpamioBckux o
cuenorpacuju u Kocrumorpaduju (MUCIH ce Ha TelIKe pedu, "JTHuJHe
ambunumje", "Munocpbe" u HaBefeHe npetie). Kachuje je, mehyTum,
TOJIMKO HArJIalllaBaHO fa je CTHI bpaunoBcKOr mpefcTaBbao HEKY
BpCTy "3aTBOpPEHOr IyTa", HajBepoBaTHHUje U 300r Tora Kako Ou ce
OTpaBfajIyi He3aMICIUBY UCTIAN KPUTHYApa.

OueknBano 6m ce fjla OCyy KpHUTHKe Koja ce ofHocu Ha Bpam-
JIOBCKE NpaTH ORYLIEBbEHE Te CTE KpUTHKE 3a foMaher cueHorpaga
— UCTaKHYTOr W npu3HaTor ciaukapa JoBana Bujenmha, mro ce Huje
memaBano. bbera je, mo yrueay Ha Pyce kKoju cy, Kao HITO je pedyeHo,
KpajeM 19. Beka aHTasKoOBaJM 3a mo3opuiTa "mradenajcke” cimkape
(To je 6uo u Bpamnosckn), Munan IIpequh yBeo ogmax mocie Bemnu-
Kor para y beorpancku tearap, Ha npenopyky Jby6e ba6uha, cBectan
BaXKHOCTU afieKBaTHE IMO30pHIIHE ONpeMe 3a Hampefjak OBE BpPCTE
ymeTHOCTH. MebytuMm, JoBan bujennh, koju je mMao u gykHocT meda

“ Kociiumoaozuja "Ypowese XKenugbe", Comoedia 6p. 4, 1923, 5, Bugetu usme-

by ocranor nBe dororpacduje ca HacnoBoM Hajyciieauju xociiumu y Ypouiesoj
aenugbu, Comoedia, Op. 6, 1, 24. nen., 1923, 16, 17.
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cnukapuune Hapogho? ilosopuwiitia, Huje mocTao 3a 6eorpajcKy cre-
Hy OoHO 1ITO je 61o Jby6o baduh 3a 3arpebauko Kasaauwitie. Heka je
u OMO MHOrO M3pa3wuTuju ciaukap of bpaunosckor, anu ce He 6u 3a
OBaj MO30PHUIIHU AYO MOTIIO pehu: "Ha je[HOj CTpaHU COJUAAH 3aHAT-
CKO-YMETHHUKY TIOTOH, HA JIPYrOj HHAMBUIYaIHA YMETHHK-CTBapanan,"*
W Bpaunoscku je ca mnabum Pycuma 610 yMETHUK-MHAMBHRYAJIUCTA,
KOjH ce IOcle CBUX Hamajia uckasyje y oOHOB/beHOM FEezeHujy Orve-
zuny 19. jyna 1923", jep kynrypHa jaBHOCT y Beorpany Tpasku pycke
onepe (MOIITO je jeaH HEH €0 OCYJHO PYCKU OajieT y PYCKOM Jie-
KOpy, "TparnkOMHYHH amncypp", kKako 6m pekao Typmakos). beorpan
poOuja jolI Off YMETHUUKOT Iapa jefHy penpe3eHTaTuBHy Illukosy
gamy, 23. jyna 1924, u 6pusbantny Llapcky Hesecity 13. jyna 1925, y3
MacueoBy Manon 18. ¢pebpyapa u 7. maja 1924. nezabopasHor Kpawa
Jlupa, KOju ce HHUje TOCTaBLao Ha cueHy HapogHoZz fozopuwitia of
1875. ropmae. "AJnuM jemHOM pedjy yKHMBAJO Ce HajBUINE y CIieHaMa,
MOMEHTHMA, NOpPEJ CBE MapibUBe peXuje W HeOOWYHOI Hamopa T.
Bpawmnosckor, mHCLeHaTOpa, Koju je ycmeo ma oBoM lllekcnmpy paa
CacBUM CTHUJI €TI0Xe. Y UEHOCT U €CTETHYKH CMHCA0, KOjU Ce PETKO CyC-
pehy Ha HammM ipemujepama. "

MunojeBuh npep cBoj omnazak y Ilpar nuie npukas o MaHoH, y
KOMe HeMa OJiylleBJbetha HU 32 KOMIIO3UTOpA, HU 3a TieBaye, HU 3a
mocTaBky: "Aunwm my6auka Tamire MacHey, Tanmmadna je u 'y beorpapy,
Bume Gmaromapehnm mapeHmIy KocTMMa W JleKopa — Hallle ONepcKe
’CTHJIACTE’ HU OBJIE€ HUCY NPONYCTWJIe NPWIUKY Ja OCTaHy y JMHHjA
’KM4Ya’, 1 aKO He TaKO HUCTAaKHYTOT Kao y Xogmanosum ipuuanma,
Jlakme u Kapmer — Hero My3udKuM UHTEPIPETAMA KOjU CYy AEKOPATHB-
HO JeNIIe M3rIeali Hero To cy Mys3ukanHo kpempamn'.* Ocrama
KPHUTHKA Ce cajia fuBH MacHeoBOj onepH y ONpeMH KakBY J0Tajja HUje
Buziena (BuHaBep ropopu MO3UTHBHO O CMEJIOCTH ClieHOTrpada u Koc-
TuMOrpada, MITO JONPUHOCH, [0 HETOBOM MHUIIBEHY, 00JbEM CKJIIAy
u3Meby BH3YENHOT elleMeHTa W My3HKe), a Llapcka Hegecitia TOXWB-
JbaBa oBalyje, nopebeHa 4ak, y COICTBEHY KOPHCT, ca 3arpe6auykoMm
mpeficTaBoM y onpemu Bacunmja YipanumrdeBa. OBakBe KoMIapanmje
He O6W OWJIO MOIITEHO W YIYTHO HaBOJUTH, aJIK Cy OHE OBJie MOTpeOHe

" Qura Munanosuh, Beozpagcka cuenozpagpuja..., 177.

47 . — ) = 5 PR - - _
Munojesuh, Peiipusa ‘Owezuna’ — y Hosoj 3zpagu HapogHo? ifio3opuwina,

IMonuruka, 30. jynu, 1923, 5. Opajyhu npusHame I[1aBIOBCKOM, MHAMPEKTHO je
MOXBAJINO ¥ creHorpada.

* M. Ceeroscku, Hlexciiupos 'Kpan JIup’ na Beozpagekoj iiozopruuu, Bpewme,

9. maj 1924, 4.

Munojesuh, 'Manon’ 2Kuaa Macrea, Cpricku KiIKeBHE IJ1acHUK, X, ¢B, 5 o
1. mapra 1924, 378, 379.
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ma 6u ce BUAEIO KaKo je 3axBasbyjyhu Pycuma 6eorpajcko mo3opuiire
Ap3Kajo Kopak ca 3arpebom, 6e3 063upa Ha TO IITO je KOJ JuTepaTa
ca MpeTeH3MjaMa Ha MOJIEPHM3aM M 3eHHTH3aM 0uo Beh cTBOpeH craB
Tla je mpaBa IMKOBHA aBaHTappa 6mia 3acrymbena camo y CCCP-y, a'y
EBponu, ogHocHO y Beorpapy, 3aocrana pycka emurpanuja ca "mpo-
BHHIMjaJIHUM" clieHOTpa)CKUM pellemhuMa.

ITutamo ce kKako OM HampegHa KPUTHKA IOAHEJIA €MUTPAHTCKY
TeaTapcKy aBaHrapfy Kaja 01 ce oHa "MHIIbY ¥ IEPCOHOM "' TOjaBuia
y Beorpagy y nuny Hatanuje I'onuapoBe, Muxauna Jlapuonona
(rmaBHEX CTpyYmaka 3a "HEYKYCHO IIapeHmIo" u "Jelefepcke Kola-
ye", Oyayhu ma cy ce y BEJIMKOj MEpH OCIamalld Ha PYCKH (POITKIOPHU
JMKOBHH M3pa3, OflaKJie U MOTHYY pa3He "rporecke") Wiin AJEKCaHIpe
Ekcrep n IlaBna YenmmrueBa (mpujaTesba 2KefpmHCKOr, KOju HHje
UMao ycrexa Ha 6yrapckuM ciieHama). CBakako fa 6w G0 joIr riac-
HUjUX HETOIOBama U "aKTyelHUjux pearoBama". lllTa 6u Tek 6mio ga
ce mojaBuia y JyrociaBuju coBjeTcKa ClieHa ca (pyTYPUCTUIKOM OIle-
poMm Ilobega Hag cyHuem Kpydonnmxa-MatjymmHa, Tj. BbeHOM OOHOBOM Y
Bure6ceky 1920. y cuenorpaduju Bepe Jepmonajese u ca koctumuma Ka-
3umupa MarbeBuya, yMETHUIMMA TO3HaTUM beorpabanuma u3s 3enuitia?

Kputuka je mmak Tamkajnga y MecTy, oryamraBajyhul ce y9THBO U
LIKPTO TaMo Ifie ce IpeMa HaKHAHUM carjieflaBambuMa HIIo 3a "Ipo-
poYaHCKNM Bu3ujaMa MofepHe cueHorpaduje ['opgona Kpejra (Craig)
1 IpakTHYHUM pemrewbuMa Jleomonma JecHepa (Jessner)". Cse ocrano
je pazapaxkuBaio (pycku (poJIKJIOp OUEBHIHO HAjBUIIIE), 11 MOHEKAJ| U
caM TOJIMKO LeHheHI HeMadKy eKcrpecnonn3aM (Kaj je Beh oBaj pycku
OMO HEMOAHOII/BUB), KOjH CE HHMje MOrao 3agpKaTh Ha Oeorpajckoj
cueHd. Y nuTamy je Omna mHTepnperanuja Kapma I'penmnra (Gron-
ning) u3 JluGeka, umje je mBe mocraBke, [Tuzmasuon BepHappa llloa
(Shaw) m1 Yanekos PYP y HoBeMOpy 1922. kpuTnKa, OBOra myTa Apam-
CKa, OIICHWJIa HETaTHBHO, HAKOH yera je HeMadku cueHorpad yopso
ocrasno beorpanp.

W3 cnmuaux pasnora HamycTro je 3arpe6 1920. roquHe penuTess 1
cueHorpad (KpaTKOTpajHu JUPEKTOP ApaMe XpeailickoZ HapogHOZ Ka-
3aauwina) Jypuj O3apoBCKH, MHOTO XBaJbeH IMOCIE TPU PEaTUCTUIKE
mpeficTaBe U MOTIYHO Of0adeH MOcjie ABE MOJECPHUCTUUKE MOCTaBKE
PYCKUX aBaHrapgHHX Komajia (3aTO ra BEpOBAaTHO HHM HEMa y CHIU-
knonepuju XHK, nopymie, Tamo Hema Hu CTaHUCIABCKOT), OHE HCTE
rofuHe Kajia je 3arpebauxko Kasaauwitie noctaBkoM Kpnesxune Ioazoitie
(FaBena n Ba6uh) 3aguBnio "XymoxkecTBeHuke" (Kako cy 3arpenvanu
U3MakIM ucnped wux). 3arped je mMao m fipyre cBoje Pyce kojm
KacHUje HUCY OWIH LEHEHH Of] MCTOpHYapa YMETHOCTH (MOXKHa 3aTO
IITO Cy KpUTHYapH cTuil Pyckux Oaqeitia, omHOCHO ctun bakcra, nim
ctunoBe Ceeilia ymeiiHOCiiU, BE3UBAIM MCKJbYUYMBO 32 PYCKY EMU-
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rpaiumjy). Hajoose je y 3arpeOy, npema olieHaMa CTpydYraka Kakas je
Josan Komosuh,” BpenoBan Bacunuje Y haHUIIUEs, aNy UK ayTop
crynuje KowoBuh 3a Bbopuca ['ogynosea y 3arpeOy u3Haj PYCKUX
JTUKOBHUX focTurHyha craBba Yexa BaipgmaBa CKpy>KHOT KOjH je Kao
rocr onpemMuo 00HOBY onepe Mycoprekor Ha ciernn XHK 1934. ropune.
Ta merosa ocupomaiieHa crena (cyaehn no pororpadujama), Kako ce
10 MOIEPHUCTUYKIM Ha30pHMa cMaTpalo 3a NPUKIAJHO, Ipe OU OAro-
Bapalla OpUTMHANHOj, MPBOOUTHO] MapTuTypu bopuca Mycoprckor,
HEeyKpallleHoj, a He cjajy npepaae Pumckor-Kopcakosa.

W3 pa3ympuBEX pasnora, OTUIUIN Cy HEKH Off HO30pHUIIHAX Pyca
(aucy camo cueHorpacdu 6w Ha yaapy) npe unu nocie (IlaBmoBcku
1928), y 3aBucHOCTH Off M3ApXKJbMBOCTH. Bpaunm map BpawmmoBckux
OYEBUJIHO HHUje XTeO fa caueka cilefichu HaneT KpuTHU4apcke 310BOJbE
NpoTKaHe NpeTkhaMa. THX0 M HEHAMETILUBO CY C€ YKIOHWIHN (Te HCTe
1924. ropune HanyctHo je Beorpag u caukap-uzsobau Hukonaj Uca-
jeB), m mopey XBalla Te WCTE KPHUTHKE 3a "HUXOBe' pyCcKe ormepe u
npyre npepcrase. Jopymie, Ty je HepocTajao Munoje Muojesuh, koju
je cezony 1924/25. mpoBeo y YexocI0BavKoj.

Hemro xacHuje, y jeqHOM HBHXOBOM (jeqmHOM) nmcMy, BpannoBcku
cy ce ompoctunu of Hapogroz iio3opuwiitia, Tj. Off yupaBe ca u3pasuma
3aXBaJHOCTH, oOpasnaxkyhu cBOj ofylazak TOOOXHOM Hempuiarobe-
Holrhy HOBOj TEXHMYKO] anapaTypu OWHCKe ompeMe y beorpany, koja
je HaBOJHO HCHpEN HUXOBOI IOjUMama IMO30pUIIHOT CIMKApCTBA.
Yo6ebenu cmo aa je Bpaunoscku kao O6eckpajHO yBUbaBaH YOBEK, HE
xkenehu fa yBpenu ynpaBy HapogHo?z ilo3opuuiitia, Koja ra je moppxKa-
Bajla, NO3UTUBHO lLieHehu HEroB pajg U pajl HEroBe CyIpyre, y3eo
kpuBuly Ha cebe: "OKpeTHa CIieHa HOBOI TeaTpa, HapO4YHUTO ILIaTHO
HEHU30EKHOT HeOa jelHOIMYHO O0jOM U BPJIO TELIKO 3a OCBETIhaBAME,
6uIa je CMEeTHa 3a Moje TeHJIeHIje CKOPO HCKIbYUYHBO XHUBOIHCHE "'
Y KakBOj y3pO4HOj Be3U MOXe OUTH OKpeTHa OMHa M "CLIeHCKO He6Oo"
ca omgiackoM Jleonunma Bpaumnosckor "jegHor of meT Bomehux jeko-
patepa Pycuje"? OkperHa GuHa mosHaTa of 6apoKHOT fo0a Ouia je
KopultheHa cByfa y CBETy W, HapaBHO, Ha cleHu Mano?z itieaitipa y
MockBu. 3ap Hac MOKe 3aIOBOJBUTH OBaKBO ofjalimeme: "Bpaunnos-
cKH he ycKopo U caMm yBUJIETH fia je, YIIPKOC TOME IITO je OU0 BPXYHCKU
MajCTOp CBOT 3aHaTa, yUUHUO BUIllEe 3a MPOQeCHOHANN3ALU]Y TEXHUY-

" Jopau Komwosuh, Boja u 06auk y cuernckom apocimiopy, 3arpe6, 1962, 67-70.

IMucmo y uenudu mutupa Oara MunanoBuh, y BUIlle CBOjUX Hamwmca, B. Heo-
2pagcka cuenozpaguja..., 209.
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KO-JIEKOPaTUBHE CTpaHE, jEHOT, 0 CBOM OCHOBHOM OIIPElEIbEmY
KJIAaCUYHOT TO30PHUIITA, HETO CBOJUM IOTJIeNMa, CTAaBOBIMAa M OCTBa-
pemlUMa IO30pULIHOr CIUKApCTBa. Y TPEHYTKY Kaja TO OyAe yBHAECO
oH he Hanyctutu HapopgHo no3opuiire y beorpany. ¥ mebyspemeny u
bujenunh n bpaunoscku cyounhe ce ca HOBOM BENHMKOM CIIEHOM, MO-
ryhHOcTUMa OKpeTHe OMHE, Ba3AyIIHOT XOPU30HTa U HOBUM €JIEKTPUY-
HuM ypebajuma. Tako he HOBa cueHa Koja ce pa3nuKyje of MHTUMHE
cueHe MaHexa, Ipefi OBa ClIMKape MOCTaBUTU CaCBUM HOBE 3ajlaTKe. "2
To cy mornu 6uTy HOBM 3afany 3a bujenuha, anu HuUKako 3a bpaunos-
ckor. lllTa je Benuka cueHa Hapogroz iio3opuwiitia npema bowuiom
iieaitipy? BpannoBcKy, aKaleMUK MO30PUILIHE apXUTEKType, YHjU CY
aKkBapesy, IPTeXHW W MaKeTe NMYHWIN My3eje W NMpUBAaTHE YMETHHUYKE
konekuuje o EBpomm m Amepuny, mpaBfa ce ynpaBd 300T BHCHHE
nosoprune!” Heko gpyrm GM [pyKduWje NMHMCMO HANHMCAO, alyd He H
fenuKaTaH 4oBeK Kao bpaunoBcku, Koju je OMO apHcTOKpaTa U IO
IyXy U 110 pobemy.

ITocne opnacka 6pauHor napa y Mranujy, y Pum, rae cy Batukas-
CKH My3€ej o0apuiy CBOjUM fielnMa (3ap Huje Tpebajio HaIlM Jla 3axKalie
300T HENMPOMHMIIJbEHUX u3jaBa?) creHorpacdujy u Kocrumorpadujy y
Hapogrom iiozopuwitity HactaBunu cy minabu Pycu, koju cy ce Beh
nokasanu y3 bpaunosckor. XKenpuncku y Pesusopy 1921, BepOuuku
ca Knezurwom Majom Iletpa Kpcruha 1923, 3aroponmyk 1924. ca
komagoM Cwmpiu Majke Jyzosuha, rie KocTuMe cTBapa KeapUHCKU
(3aroponmykoB "KpejroBcku" gekop moomo je 1925. roguHe Harpaay y
IMapu3y). ¥ cymTwHU ce Ty HHje HUIITAa OMTHO m3MeHmno. M To je
OHUIJIO PyCKO CIMKAPCTBO, a T Miabu ciukapu Ounu cy yuyenunu bpau-
noBckor. Kako IlaBne Bacuh xaxke y perpocnekTuBu: "crefpOeHUIU
BpaunnoBckor cy 3afgp:Kanu Takobe cBOjy (DU3UOHOMH]Y, Y HEueMy
Pa3IMYUTY, gOHeK.Ae CIUUWAHY Y KOAOPUCTHUYKOM HoZaegy" (Kyp3UB
HM). Crumanu cy ce ga He O M3a3uBajIl KpUTHIAPE, OUUIJICHO, TE
3aropopmyk nocraje "Pepux y akagemusupanom Buay" (mocse "Hemo-
ryhux" crBapama BpamnoBckor monasm akagemmsam!?) W TO JHEBHA
KPHUTHKa HE yo4aBa, alli IOYNHE la C€ HaBUKaBa Ha PyCKHU CTHJ KOjU
he omeT macuBHO 3aBnagaTé OEOTPAFCKOM CICHOM, HAPOUUTO OOUM-
HUM U €KCKJIY3UBHUM fAesnoM Biagumupa XKexpuHckor.

XpoHN4YapH cy U fajbe INIaTOHCKY XesbHu aBaHrapae u3 CCCP-a,
jep ux 3eruili yio3opasa Ja je MO0 HOBO BpeMe y yMeTHOCTH. Caeill
yMmeitinocitiu "3 IpBe pyKe", Yuju je yX OCBOjHO CBET U myTeM Pyckoz

2 O. Munanosuh, nas. geno, 159.

* Yaconuc Megysa, Beorpan, 1923, nonocu cotorpacuje Maketa Koje je y Typ-

ckoj bpamnoscku u3paguo 3a Myseje U NpuBaTHE KoJjeKuuje y AMepunu. 3axsa-
JbyjeM ce Anekcejy ApcemeBy IIITO MU je YKa3ao Ha 0Baj U3BOP.
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baneiia opymesmpaBao Ilapus, Huje ogrosapao beorpany, ma cy ce
pomahu "HoBaTOpH" ymMHMpHAU TOcie bpamnoBCcKHX, NOTOTOBY Kaf
AmnaHuja BepOunkor meroBa HMHTEpecOBama "yaasbyjy Off OCHOBHE
nunuje Mupa uckyccitiga, y K0joj TOMUHUPA]y KOJOPUCTUYKHU U IEKO-
paTuBHU exeMeHTH". 3ap je ykpac 6mo 1o Te Mepe npectyn? Bepoui-
KU, HanMe, ca CBOjUM OpHjEeHTalnu3MoM y omnepu Jlaxme 1923. rogune
He 3a/10BOJbaBa BuHaBepa, KOju 3a Ty (ppaHIyCKy Oonepy TpaxKu ppaH-
nyckor cnukapa, Iljepa Bonapa (Bonnard, y3rpen ma Kaxkemo ja ce
OH oTtakao Pyckoz 6aneitia [jarumesa, Kacauje lllsegckoz baaeitia).
IIpema Tome 6m u [jamune TpebGajao Aa ce MOCTaBU Y (PPaHIyCKOM
cTuny, a He y uHtepnperanuju Hemna Bunuja Bupka (Wirk), kako ce
TO cBubano Munojesuhy.

T'omune 1930. ypabena je o6HoBa Kapmen (mocie cemampeceTak
u3Bobema y npopykumju IlaBnoBcku-BpannoBckun — 3Haum U mopep
"ckaHfana" KOju Cy HalpaBWIM KPUTUYApH, MpeficTaBa je "unuia"!l) y
cueHorpaduju 3aropofmyka u KocTuMmuMa JKEIpWHCKOT, Y peXuju
3nemeka KanTia, koju moHocn "3:upaBy" Tpagunujy Ha cueny Hapog-
HoZ Hlo3opuwina. Caga Cy ce JIeNo pa3a3Hale U cTpaxkapa u ¢dabdpuka
myBaHa, MuinojeBuh je 3amoBosbaH, a u Iletap Kpctumh koncraty-
je:"Ilekop y mpBOM 4WHY, Ha IpocTOpy u3Meby cTpaxkape u pabpuke
nurapeTa je u3pabeH 3HaTHO 00Jbe W MPUPOHUjE HO IITO je TO paHHje
6mro. Kpuma Jlunac I1acruja je Takobe m3pabena peannumje u 1o ne-
KOpPY U IO HAMEUITajy y 1H0oj. Mojy ¢daHTa3ujy 6yHH TO LITO je KpuMa
uzpabeHa ca cnpaToM, Koju je HemoTpeOaH, He Ur'pa HUKaKBY HApO4H-
Ty YJIOTY W IITO HUje Oamra obeyeskeHa HEKNM 3eJICHIIIOM... paJHHALE
cy obydeHe Kao 3a 6an..." (Jagau 3aroponmyk n Keppuncku!)

MunojeBruh je KOHaYHO 3aj0BOJbaH 3aropofmykoM y Komwosu-
heBoj onepu Knesz og 3eitie, Koja je u3rienana 3aucTa MaecTpajaHO Y
IPHOTOPCKOM aMOMjEeHTY M ca I[PHOTOPCKHUM HOIIIHkaMa, Ha MpeMUjepH
1929. MunojesuheBo munubewme memu u I[lerap Kpcerwh, camo my
cMetajy 'aBenmue (T1j. JecHepoBe) cTemenune, U3 paHUX ABAAECETHX,
KOje CBe BHIIIE OCBajajy O€0rpajiCKy CLIEHY TPUAECETHX, Kao HOCIIEHU
KpHUK cueHorpagcke, 6ome pehm pempurerbcke Mope, MOK je TpaBa
aBaHrapja, opuruHainHocT bujenuhesa, ocrana 3aHemapena. Msrnena
ma 360r CBOjUX KOJIOPHCTHUYKHX aKIeHaTa, 0 KOojuMma je Omo MO3HaT
(;ore je mpora weroBa Magama Battiepghaaj 1920. 360r japkux 6o-
ja, moceGHO IpBeHe), HUje A0OUjao BUCOKE "TO30pHINHE" OLEHE Off
crapujux Kputnyapa. Ha kpajy, npema Onarn Munanosuh, "no6uja ce
yTHCaK fa peAuTesbH KOju cy pagmin ca bujenuhem Hucy ymenu pa
HCKOPHCTE y MYHO] MEpU HErOB OCOOEH! KOJOPUCTUYKYU ITOTEHIH]aT,
HBErOBY TEXIbY 1a OCTAaHE CIUKAap y TeaTpy, a He PYTHHUPAHU CIie-
Horpad." 3ap HuUCY Ty OUJIM KPUBU My3UYapu KOjU CYy TPAKUIU PYTUHY
YMECTO OpUTHHATTHOCTH?
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IITa je ocrano ox aBaHrappHux nperayha 6eorpajpckux aurepara
u My3umdkux Kputudapa? CBojy jeTKocT mpocuna BunaBep Ha Yciia-
sany aetiomiuny y onpemu XKenpuuckor (1927), 6e3 HeKOr ONIIUPHUjer
MpHKasa, MoK crnekTakia Yosex u ko6 (1933) HUKO He XBaju MOCEOHO,
ocuM MunojeBuha, KOju cxBaTa Ja je aBaHrapja IOpOTrOBOpWia Yy
Ganerckoj onpemu. ’KegpHWHCKH je [enao y CBOM CTWJIY M TOTIYHO
coOOIHO a0 jefaH 3amaskeH KOHCTPYKTUBUCTUYKYU IEKOP Kao OKBHP
ceHapujy Mjacura Ha My3uky Ileitie cumgponuje Yajkosckor.” Y 6a-
JeTCKY Bepaujy 3aaitino? ieiiaa Pumckor-Kopcakosa (1939) npenocu
Kenpuncku gexop Haranuje I'onuapose, mro ocraje Henpumeheno,
Ia ce HUKO HHje YBPEAHO.

Jlanac mocTroju TeHJEHIWja la ce NpuKaxke 'OWTKA" y Hamem
no3zopuiITy 20-UX Kao cyKoO caBpeMEHHX TEHJECHIMja 3Hajala u 3a-
CTapenux cxBaTawma bpamiaoBckux, Ma fa HUKO Ofi KpUTU4yapa y OHO
Bpeme, OMio fa cy OWiu HaKIOmeHH Pycmma unm He, HHje O3HAYUO
BpaunnoBckor Kao 3acrapeior Wik pyTHHHPAHOT y JIOHIeM CMUCTY (3a
My3M4YKEe KpUTHYape OH je OMOo "amcypp" M CBE OHO ILUTO ce MOJ TUM
noapasymeBa, Kao "rpumace”, "kanpucn", utn.).” Ako je Bpaunoscku
y HOBHje BpeMe, 0 HEeKUM MHIIbemhnMa, 6o 3acTapeo, Tpeba pehu
rae? Y Moaujepy? Y 6anety? Y lllekcnupoBuM fpamMama Wi y pyc-
kuM onepama? [a im je 6mo y nmutawy mManup? Cyaehu mo ppaMcKumM
KpuTuKaMma u aHanuzama Osnre Munanosuh, bpaunoBcku je 610 yBek
Apyraumju, IMITO MOXE fja Ce KaXe U 3a HEeropa olepcka U OaneTcka
mena. Y HoBuje BpeMme he bopusoje CrojkoBuh mucatu fa nap bpau-
JIOBCKHX "He JOHOCH MHOTO HoBOT" mocie Binaguvupa Bambyseka (mra
je ocranmo o mocnefmer Aa Ou ce Moryia mpaBuTH nopebema?), anu
ofjaje IpHU3HAKE 3a CBE INTO Cy bpamIOBCKM yYWHHWIN 32 MOJIEpHU3a-
1umjy cpncke crene.”

Axo je fomaha jaBHOCT 6W1a OKpeHyTa HajHOBHUjUM TOCTUTHYhIMa
CPIICKE JIMKOBHE YMETHOCTH, 3alITO €MUHEHTHH ciukap JoBaH buje-
nuh HUje MpoHaIllao cBOje MeCTO y pa3Bojy cueHorpaduje y Cpouju, 3a
KOjy je MHOTO BUIIIE MOTa0 YUMHUTH fia je O6MIIo pa3yMmeBamwa? 3ap HUje
¥ OH MOKa3ao HOBWHE Yy ONMEPCKWM TocTaBKama? 3ap HHje U OH yde-
CTBOBAO y CIWKamy KoctmMa 3a Haxoga? 3ap uuje nmobmo y [lapusy
Harpajy 3a CIEHCKO peliewe 6aneta [yzyiixe (Oxpugcke aezenge)? C

54 . .
Kao u3y3eTHO ocTBapeme MCTaKHYT je y Karanory Kojnekuuje Hukure Jlo6a-

HoBa-Pocrosckor, Russian Stage Design, Scenic Innovation 1900-1930. by John E.
Bowlt, Mississipi Museum of Art, 1982, 168, 169.

55 . .
TypnakoB Ha3uBa OBaj CyKOO KOH(POHTALMjOM HEAOPACIOr U HAapacior

(Bepgu y Beozpagy, 330).

56 . — . _ _ _ _ _
B. CrojroBuh, Hcitiopuja cpiicko? ilo3opuwitia og cpegr-ez 6eKa go MogepHo?

goba (gpama u otiepa), Beorpan, 1979, 684.
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IpyTe cTpaHe, ako je jaBHOcT y CpOuju 6mita skeJbHa HajcaBpeMEHHU|UX
TeaTapcKUX OCTBapema ca 3amaja, 3aIlTo je foouo 3a cBoj paa y beo-
rpaay pbasy oueny Kapn I'pernnr u3 JIuGeka, MOilepHOT TO30PHIIHOT
neHTpa, rae je Bantep ®enszenmraju (Felsenstein) 3amoueo Kapujepy
Kao [JIyMall, 3a B¢ MOMEHyTe mpefcTaBe u3 1922. (3ap 0BO NMUTame HE
3aXTeBa HEKO O0jalllielbe HAINX TeaTposora?), mocie yera je Hemar
MYHBEBUTOM OP3MHOM HANyCTHO jYTOCIOBEHCKY MPECTOHUILY?

I'ne je 3aBpmmna pycka aBaHrappa y auny Jypuja Osapockor?
Kaxko 6u ce "npoBenu" kop Hac coBjeTcku peputesbu? lllta 6u goxu-
Beo Amnekcanpgap Taumpos? [1o6uja ce yTucak ma OM Hajrope MpoIIao
cam BceBomong Mejepxon ma ce HEKMM CIy4ajeM IOjaBMO Kao T'OCT
yraeqHux Teatapckux kyha y Jyrocmasuju! HapaBHo, oH je 6Wo jegaH
Of] 3aTOBOPHHKA 3a0IITPEHE T'POTECKE Ha CIEHH, "TpOTecKUTHCca', 3a
KOju cy Ounu onty:KuBaHu PakutuH, Bpannoscku u IlaBnoscku. Me-
jEPXONIOBO je MUIIJbEHE Kako "IpoTecka TeXKH fja HOTYMHHU ICUXOJI0-
rU3aM JIEKOPaTUBHOM 3a/JaTKy. 3aTo je y MO30pHIITHMA THIE je Bajfala
rpoTecka Tako 3HavajHa Omja JleKopaTHMBHA CTpaHA y IIMPOKOM 3Ha-
yewy peun” (umraT u3 Tekcra O Ho30pulLiiy ).

Jla nu je Ta "HeKeJbeHA" aBaHTapfa MO KPUTEPUjyMUMa MY3UUKHIX
kputnyapa (y3 To Ha "3apaBuM" OCHOBaMa) YOIIITE CTHUIJIA HA HAIle
cueHe u3Meby aBa cBetcka pata? CBakako, ca ZKeApuHCKIM, KOjU KOH-
CTPYKTHBH3aM cIpoBofu y Oeorpanckoj dpamu kacHux 20-ux roguHa.
Axo je ca Pycuma gocneo y Beorpap (y 3arpe6 winu Jby6ibany) aHa-
XpOHHU3aM, ITa O Tpebano fa ce Kaxe 3a 3amajHy aBaHrapay 20-ux,
Koja gocmeBa Ha Hamre crueHe 30-ux? OHoO mTO je "XUT" jemHe Aere-
HUje, CACBUM MOKe OMTH aHAaXpOHO ciefche, MTO MOXe a BaXK! U 3a
PYCKH I€KOPaTUBHU CTUJ. Y MO30PHILTY CTBAPHU 3acTapeBajy HEKH MyT
BenukoM Op3uHOM. Ilo cBemy cynehm, usriema jga je aBaHrappaHa
cxXBaTama Ha HallOj CIeHH Y MOTNyHOCTH ucnoibro ®jonop Ulamanus,
NMPUIIUKOM TocToBama 1935. roqune y MacueoBom [[ox Kuxoiuy, camo
IITO TO Tafa HUKO HUje TaKO CXBAaTHO, HE 3HAjyhM fa ce CllaBHU IeBad
y Pycuju 6aBuo u pexujom. lllamanuy je "pynHupao” 3aropoamyKoB
fekop M XeIJIOBY ITOCTaBKy (MOCHENU je TpaxXuo fa ce ce 3a Ty
NPWINKY HEroBO UMe Opullle ¢ TUIakaTa), HAPOUUTO y APYroM UHUHY,
I7e je mpema ycrmoMeHama Oeorpajfickux m3Bobava ocTano Ha CIeHH
caMO jeflHO CyBO [IpBO, UCHOj Kora he 3aBpmuTH cBOj naheHWUYKH
XUBOT "BUTE3 TyKHOT uKa".”’ Vinaue je llasbanue 3Ha0 M 1a OTKaXe
rOCTOBame aKo My ce IeKOop HHje cBubao, Kao IITO MoKa3yje ciIyyaj ca
Qayciiom y Konenxareny 1928. ronuae. Moxna my y beorpany Huje
OfiroBapao HU 3aropoflkbyK, "XJajaH U MUPaAH, ca BUHUM, aJlu aKaje-

37 IIpenpar Munomesuh, Wamaiiun iesea Jon Kuxoiia y Hapogrhom itio3opu-

iy, Jepan Bexk Hapopnor no3opumra y beorpany, 637.
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MU3UpaHUM oTucuuMa bakcroBor yuemwa', joumr ako "morceha Hemro
5

Ha Pepuxa, anu 6e3 oHor 3amaxa n mmpure".”” Moryhe fa cy 3amax u

LIIPAHY OCYjETHIIN My3UIKN KPUTHIAPH.

Ia nu je To 610 cyk06 cnuKaHe U IpocTopHe creHorpadpuje? Cnu-
KapcKOT' U IEKOPAaTUBHOT CXBaTama CIEHE U CLIIEHCKE OINpeMe CBEJleHe
Ha muanmyM? [la mm je Mup uckyccitisa "kpaTko 3abiecayo EBpomy"
u Beh cebe "mxuBeo" nmocne IIpBor cBeTckor paTa, Kako Cy CKJIOHH Jia
IpefCcTaBbajy MOjeluHM McTopudapun ymerHoctu? Taj crum je y
cTBapu Ayro Binajao EBponom y no3opuiuty, 6e3 003upa Ha TO LITO
cam JljarmbeB HamymTa "cBoje'cinukape M okpehe ce MoAepHHM
dpanny3nma (Ty je MO HEKMM MUIIbEHUMa OWO W JIe0 HErOBOT
"maga"!), anu JlaB Bakcr HacraBmba jla pamu (mocnefma packoll y
HErOBOM CTUNY je 6una Ycilasana aeiioitiuua YajkoBCKOr, KOjy je
JjarmbeB y nmyHoM cjajy mpukaszao Jlomgony 1921. rogune) u ymmpe
1924. ropuue, 3a nprahuM cromom, GyKBaJTHO 3aTplaH MOpyIOWHAMA.
Cnukao je yriaaBHOM 3a mapucky Oiiepy, Te HerOBO MECTO Tpey3nMa
Benya, ca anraxxmanoMm y Musancxoj Craau nocne [Ipyror cBeTckor
pata. 1 npyru cuenorpacgu u3 Pycuje ogpxanu cy Taj ayx, Takopehu
neo MebypaTHu mepmof, JOK je y CTBapu Tpajalia HmHXOBa (PU3WUIKa
er3uCTeHIHja y €BPOIICKIM M aMEpUYKUM IO30pHUILITHMA (yIIaBHOM
Cy, ca MajuM W3y3elWMa, HAIyCTHIN OBaj CBEeT A0 [lpyror cBeTckor
paTa, HEKUM U paHuje). Mame je Mo3HaTO ja Cy OHU [IeJOBAId U Y
CosjeTckoj Pycuju go emurpupamwa, noHeku 1922, 23, unu 24. u 26.
roguHe. HUT ce m3ameby MeTpomosie u emMurpanuje HHje IpeKugana.
Cycpet U jegHuX U Apyrux ycieauo je y Ilapusy Ha m3noxom 1925.
TOJIHE, 3aTUM ce JIechia jeHa HeOOWJIHA capajiiba KOjy je 3aMUCIIO
JljarmmeB, eMUTPAaHTCKO-COBjeTCKa Kompoaykuuja y 6anery Cepreja
IIpokodgjeBa Xog ueaurxa 1927. y Ilapusy, ucroppemeno kana Ceeiti
YyMeitiHoCitiu, Kao CIMKapcKka CKYyIMHa, IMa CBOjY NMOCIIENbY U3I0XKO0Y.
Be3 o63mpa Ha TO, MHOTaA Jiena MebypaTHux coBjeTckux cueHorpadga
Hoce nevat Ceeitia ymeitiHociiu, He caMo 300T Tora LITO IIOje[[UHU Off
THX YMETHUKA HUCY eMurpupann kao Anekcanpap I'onosun min ®jo-
nop ®jogoposckn, Beh 1mTo je Taj pyx 6mo pohen y Pycujn.”

*®  Ouena Bopha IMonosnha, murupa ce mpema Onri Munanosuh, Cuernozpagpuja

u kociuumozpaghuja..., 240.

9 ~
¥ Mununa IToxapckas, Pycckue ce3onwr 6 Ilapuie — Dcku3wl gexopauuii u

rxocitomos 1908-1929, Mocksa, 1988, 26, 27.

60 - . U
E. W. Topsukuna-Ilonskosa, Ilosepx o2pomnoii xene3noii cienvt (Heko-

iiopuvle acilexitivl ileaiipanvHou upaxiiuku H. Pepuxa u M. [lo6yxurckozo),
KynerypHoe Hacnenune poccuiickoit smurpanuu 1917-1940, Krura Bropast, Mockaa,
1994, 324-331.
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Ianac, kajja ce mopey TOMUKHX (MOCT)MOAepHU(CTUIKA)X U (TO-
CT)aBaHTapJHUX TeaTapCKUX HACTOjamba TEXKM OXHBJbaBamby eIoXe
Pyckoz 6aseitia [ljaruibeBa (y3MHMO caMO PEKOHCTPYKIH]Yy KOpeo-
rpaduje Hmkunckor, fekopa u koctuma Pepuxa, 3a geno [locseherve
ipoaeha, (1987, Jloc Aubenec), Bpaha ce cagammma Pycuja u cB0jOj
0aJeTCKOj eMHTrpanuju, Te Ha TocToBamy Mapujurcko? ileaiipa Ha
3anapy npenosHajy 3Hanuu y [lapusy norese benyaa, Koposuna, bak-
cra, Pepuxa, y IpeficTaBaMa Kao ITO Cy pycke omepe u Gametm.” Y
MHOTO 4eMy je Mup uckyccitiéa ocTao HenpeBa3ubeH, IITO cy 3HaIN Jia
ueHe cnegbenunu Pyca y beorpany, kao mro cy Crama benoxaHncku,
Mmuomnp Henuh, Bnagumup Mapenuh n He Mame u caMm JoBaH buje-
nuh. benoxancku koju je 1921. roguHe OMO CTYAEHT CIMKapcTBa U
cratucra y HapopgHoM mozopuiiry, yjegHO M y4eHUK bpaumnosckor,
Kaxe 3a To foba: "Haumn Ha Koju je pabena mexopanuja y beorpany
OMO je jemWHCTBEH y YMTaBOj 3eMIbH... [IpocmekTn Koju cy Ty Omin
CIIMKaHM, MOTJIM Cy OWTH NpWKa3aHW y HajBehWM MO30pWIIHAM IIeH-
TpHMa ca HajBUIIOM oneHOM. "

N Ha Kpajy, mTa je ocramo of "KiacWyHe" IO30PHUIIHE OMpPEMe
KOJl Hac M y CBETy, y mpoueny mu3meby Anuje, pyCKUX U COBjeTCKHUX
cue”Horpada, Kpejra, ¢ppanuyckux u HeMaukux moaepHucra? Ako je
0 OUTHpPAaHUM OeorpajckuM Kputmdapmma u Anondy Jlocy (Loos)
Tpebano 3a0paHUTH OPHAMEHT, MOKEJBHO je OMIIO YBECTU ONPE3HOCT U
IpemMa yCTaJbeHUM EeCTEeTCKHM MEpUJINMa, jep MO IMO3HaTUM pedrMa
I'yctaBa Manepa (Mahler), u3ameby ocramor m pupektopa beuke
omepe, Tpajulyja y MO30pHINTY 3Haum 3amymreHoct (Tradition ist
Schlamperei!). To cy cxBaTanu cBE OHM KOjH Cy TOHENW HEIITO HOBO W
HaJIaxHyTO Ha MebypaTHy OeOorpajcKy CIEHY.

Nadezda Mosusova

THE WORK OF THE COUPLE BRAILOWSKY
IN THE MIRROR OF SERBIAN CRITIQUES

(Summary)

Leonid (1867-1937) and Rimma (1877-1959) Brailowsky brought to Belgrade
National theatre (together with other Russian emigrated stage and costume desig-
ners) the spirit of the World of Art (Mir Iskusstva), making décor and costumes for

' Michel Parouty, Bons baisers du Kirov, Diapason, Paris, Jan. 1995, 18.

62 — —
Onara Munaunosuh, Cinnanucaas-Cituawa Beaoxcarcku, 4.
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18 performances during the period of 1921-1924. Les romanesques by Edmond
Rostand, Le malade imaginaire by Moliére, Shakespeare’s Richard 111, Merchant of
Venice and King Lear and two Serbian dramas, Offenbach’s Hoffmann's Tales,
Faust by Gounod, Smetana’ s Bartered Bride, Bizet’'s Carmen, Onegin and Queen of
Spades by Tchaikovsky, Massenet’s Manon, The Tsar’s Bride by Rimsky-K orsakov,
The Wedding of Milosh by Petar Konjovich, the Serbian opera composer, two
ballets, Sheherazade and Nutcracker. The artists, husband and wife, were praised for
their modernization of the Belgrade scene, for their vivid realization of sets and
costumes, for their novelties, especially in Serbian historical dramas by Branislav
Nusi¢ and Milutin Boji¢, and Shakespeare as well. In operas and ballets they were
also respected in some extent, but the pictorial, sometimes independent value of
their scenic work, although inspired by music, arouse opposing questions among the
musical critics, who could not accept their too bright colors which once conquered
Paris in the scenic interpretation of Leon Bakst or Nikolai Roerich. To avoid
resistance of Belgrade critics the couple decided to leave Yugosav capital for Italy
where they continued successfully their artistic career.

UDK: 75. 071.1 Brailovskij: 75. 054. 036 (=82: 497. 1): 792. 021/. 024/ 497. 1)
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Anastasia Siopsi A critical review of the most important sources...

Anastasia Sopsi

A CRITICAL REVIEW OF THE MOST IMPORTANT
SOURCESON DIMITRISMITROPOUL OS (1896-1960)

Abstract: As most important books on Dimitris Mitropoul os should be mentioned
those by Apostolos Kostios, William R. Trotter and Takis Kal ogeropoulos. Two
other editions are also valuable: the correspondence Mitropoulos — Katy Katsoya
nis, and the selected texts of the artist. Mitropoulos had difficult relations with his
Greek colleagues, especially after his emigration to the United States of America
in 1939. At the time when the most important Greek composers strove to create a
national school of music, he made it clear that he did not like the idea of national
music. He developed a neutral or even indifferent attitude towards musical activi-
tiesin Greece and rarely included Greek compositions in his repertoire.

Key-Words: Dimitris Mitropoulos, Greek music, national music, music perfor-
ming artists.

At best, all the thousands of musicians | had met could |eave the world
their music. Mitropoulos had left the world his soul !

The life and artistic work of Dimitris Mitropoulos cannot be reduced to
the collection of reminiscences remembered at anniversaries of the artist.”

! David Amram, Vibrations. The Adventures and Musical Times of David Amram,

New York: Macmillan Publishing Co., 1968; Greenwood Press, 1980: 381-382. This
review was published in Greek, under the same title, in the musicological journa
Mousikos Logos, n.2, vol. A’, Autumn 2000: 209-219; here it is written with quite a few
alterations and additions.

Dimitris Mitropoulos (Athens, 1896 — Milan, 1960), a conductor of world renown,
began his career in Athens as conductor at the Symphonic Orchestra of the Greek
Conservatoire (1924-25), the Orchestra of the Association of Concerts (1925-27) and the
Symphonic Orchestra of the Athens Conservatoire (1927-37). He served as director of
the Symphony Orchestra of Boston (1936-1938). In 1938, he got a permanent post as a
conductor of the Symphonic Orchestra of Minneapolis (1938-1949). In 1949, Mitro-
poulos was appointed co-conductor (with Leopold Stokowski as the other conductor) of
the New York Philharmonic Orchestra, where he was promoted, in 1951, to become
artigtic director and chief conductor (1951-1957). Until his death, he divided his
activities between conducting the New York Philharmonic Orchestra, The New Y ork
Chamber Ensemble, the Metropolitan Opera in New York and various first-rate
orchestras in Europe. Significant of Mitropoulos was that apart from being an
outstanding conductor, he was also a pianist of the same quality. He often conducted his
orchestra while performing on the piano. He composed a number of musical works,
including an opera, a concerto grosso, chamber and instrumental music and songs.
Mitropoulos had a vibrant personality, both on and off the podium. He died on 2/11/1960
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Beyond the unquestionable value of Mitropoulos's contribution to music is
the alure of becoming further acquainted with this great artist because of his
unique humanitarian profile.

When reviewing some of the most important and meaningful texts
written about him, the reader cannot avoid being touched by the feelings and
ideas radiated by the intensely idealistic physiognomy of Dimitris Mitropou-
los, an artist who throughout his life took for his role model Saint Francisco
of Assisi. The learned reader, aiming for objectivity in his dialogue with the
artist’ s texts, has to read with particular attention in order to treat these texts
as more or less reliable sources and not as an — almost vanished — humanita-
rian voice of a man who served through his life and work the ideal of an
utopian democracy and who finally materialized this ideal within the orche-
stral environment, in his consciously created world, especially after his emi-
gration to Americain 1939.

Many aspects of Dimitris Mitropoulos have been studied, such as his
life and work (i.e. Prokopiou, 1966, Christopoulou, 1971, Kostios, 1985,
Trotter, 1995), and his personality and his adaptation to the wider artistic
environment (i.e. Christopoulou, 1971, Kostios, 1985, Trotter, 1995). Texts
were written on the occasions marking the artist’s life (i.e. Kalogeropoulos,
1990), while others focused on more specific issues (i.e. Kostios, 1997 (B)).
A catalogue of his works was written by Kostios (1996) and some of
Mitropoulos's few remaining texts were edited (Mitropoulos, 1996, Kostios,
1997 /A /). However, until 1966, that is, six years after Dimitri Mitropou-
los's death, no one in Greece had published a comprehensive study of his
life and work.

The first lengthy text on Dimitris Mitropoulos in Greek bibliography
was written by Stavros Prokopiou (Prokopiou, 1966). Joseph Grekas intro-
duces this study of the "idiosyncratic spiritual man, writer and composer
Stavros Prokopiou” (ibid.6), by presenting a brief biography of Mitropoulos
and urging that his memory be honored through the writing of a compre-
hensive history (seeibid.: 7).

Idiosyncratic in tone, Prokopiou’ s record of his ex-schoolmate Mitropo-
ulos (‘the jungle boy’, according to one of Mitropoulos's self-characte-
rizations), gives moralizing hints as to the context of the larger socid
environment and provides information about the musica life in Athens.
Particularly characteristic and anachronistically deceptive are Prokopiou’s
references to the ‘Great Nation’ of America (ibid.: 23), referring to Mitro-
poulos's emigration there in 1939, describing the "nightmarish dominion of
contemporary decadence" [of America], which "coincides with atonality"
(seeibid.: 24) and distorts classic masterpieces into "rumba and mambo and

from a heart attack while he was rehearsing Gustav Mahler’s Third Symphony in the
Scala of Milan, Italy.
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other vulgar rococo [pieces]” (ibid.: 24). The centra aim of this study,
which sets out to present the ‘ objective truth’ about Mitropoulos, becomes a
condemnation and critique of the artist according to fanatic nationalistic
beliefs. Focusing on Mitropoulos's attitude towards Greece, Prokopiou
provides as evidence for the artist’s supposed ‘anti-Greek’ attitude excerpts
from Greek journals and newspapers of the period 1946-1956. According to
the author, Mitropoul os can be considered as a capable orchestral conductor,
but is blameworthy due to his excessively selfish character and his thoug-
htless contempt of his country and its music. Prokopiou’'s study, despite
being subjective, contradictory, amateurish and uninformed, is a good
source for the study of Mitropoulos's reception and, as such, has to be taken
seriously by scholars.

The second extensive study on Mitropoulos, which marks the first
attempt at a biography of the artist, was written by Maria Christodoulou
(Christodoulou, 1971). The author, once a student of Mitropoulos, states in
the prologue that the biography is the realization of an old wish; explaining
that she undertook the responsibility of such a task because she felt the
obligation to provide the readers with "an explanation, as complete as
possible, of the phenomenon named * Dimitris Mitropoulos™ (ibid.: 5). The
study is based on sources which the author took pains to collect from the
Conservatory of Athens; aso, in a special chapter entitled "Memories and
Judgments", the author includes texts written by Mitropoulos's colleagues
from Europe and America (ibid.: 191-238). Christodoulou avoids excessive
commentary in her presentation of the texts and information because, she
argues, she wants to be as objective as possible (see ibid.: 6). However, in
this way, Mitropoulos's biography is presented as a patchwork of narratives
and testimonies, wherein the critiques of the foreign press are juxtaposed
one after another, without any unifying insight made by the author (see, for
example, ibid.: 30-45, 51-57 etc). When addressing Mitropoulos's musical
activities in Greece, Christodoulou includes the programmes from all of his
concerts and provides a table of statistics representing concert programmes
in Greece (1927-1939) (ibid.: 60-72). Finally, she dedicates a dispropor-
tionate section of the book to the artist’s death and the honorary distinctions
awarded to him (ibid.: 162-173 and 175-189, respectively). Although the
book is hardly more than a chronological patchwork of information, the
collection of testimonies and range of sources on Mitropoulos are notable;
additionally, the work stands as the first biographical presentation of the
artist on such alarge scale.

The most exhaustive biography of Mitropoulos in Greek bibliography
was written by a Greek musicologist and professor at the Music Department
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of Athens University, Apostolos Kostios (Kostios, 1985).3 By emphasizing
the difficulties of obtaining material on Mitropoulos, due to (1) the absence
of sufficient written material by the artist himself, (2) the destruction of
archives, (3) the death of the artist’s close friends, and so forth, Kostios
underlines the importance of a text written by Mitropoulos's close friend,
Katy Katsoyanis, citing it as a reliable source that stands apart from other
works whose reliability must be verified by cross-referencing (seeibid.: 10-
15). Kostios was primarily interested in the role of Mitropoulos as an
orchestral conductor and, secondly, his roles as pianist, composer and tutor.
He views his work not as a conclusive study of the artist but rather as an
opening for further research by other scholars (see ibid.: 15). It must be
noted that the revisions to the first edition of this biography made by Kostios
himself are a case in point — for the author’s study was not final even for
himself. Each of the successive revisions contains elements of self-criticism
and reflection on earlier positions, thus it can be said that his contribution to
research in this field creates in itself a historical dimension that remains
open to future research (for example, Kostios 1996, Kostios 1997 (A),
Kostios 1997 (B)).”

A particularly important and insightful work on the life and work of
Mitropoulos is the large-scale biography of the artist written by the writer,
editor, and music-critic William R.Trotter (Trotter,1995). The international-
ly known musicologist Oliver Daniel, who died in 1990, had done the
majority of research for this work although he died before he was able to
finish writing it. The study focuses on the contribution the artist made to the
music world and his role in the wider cultural environment of America,
where Mitropoulos lived for twenty-one of the (possibly) most creztive
years of his life (1939-1960). Consequently, a particularly valuable aspect
of this biography is the detailed and substantial information concerning the
life of Mitropoulos in America— his relations, activities and writings, along
with pieces written about him, and the criticism and reception of the
concerts, etc. The tone of the work is detached, keeping a distance from the
myth surrounding the artist, constantly reminding us of his mortal substance,
if nothing else. However, it is especialy important to underline the fact that,

®  Kostios's book has been trandated and published in Italy with additions: a more

detailed reference to music performance/interpretation and one chapter on Mitropoul os as
acomposer. (A.Kostios, Dimitris Mitropoulos, Milan, Florence: Aletheia, 1992).

* Inthe present review it would not be possible to present al of Apostolos Kostios's
published studies of Dimitris Mitropoul os. However, we indicate here two other works of
his: (1) D.Mitropoulos -Leben und Werk, Exhibition catalogue (Vienna: Konzerthaus,
May 1995): A.Kostios, Mitropoulos-Mahler, pp. 51-63 and Urauffiihrungen unter
D.Mitropoulos, pp. V-IX, Athens, 1995, (2) Dimitris Mitropoulos- A Dedication to his
compositional work (Afieromasto sinthetiko tou ergo), Program notes for the concert,
(Athens: Music Megaron of Athens), 2, 3.5.1996: A. Kostios, The composer Dimitris
Mitropoulos, pp. 12-26 and Works catal ogue, pp. 27-28, Athens, 1996.
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even without idealizing the persona of Mitropoulos, he remains an outstan-
ding artist, characterized by his rare sensitivity, talent and sparks of genius.

On the occasion marking thirty years after the artist’s death, the State
Orchestra of Athens published a programme dedicated to the artist, in which
the magjority of the texts were written and edited by Takis Kalogeropoulos
(Kalogeropoulos, 1990). This dedicated work contains brief biographical
notes of the artist (ibid.: 11-25), two texts on the last moments of his life
and his death in Milan in which the idealization of Mitropoulos as a man and
an artist becomes apparent (ibid.: 27-28 and 31-37), the reminiscences of
three conductors who had personal contacts with the artist (ibid.: 39-43) and
one brief entry on Mitropoulos as a composer (ibid.: 47-53).
Kalogeropoulos claimsin his references to the compositions that criteriafor the
artist’s works should not coincide with the "ordinary norms which are the
rule for other composers’, rather Mitropoulos's compositions should be
compared to those of the elite composers, which, nevertheless, does not
work in favor of his music (seeibid.: 48).5 At the same time, he underlines
the necessity of a more careful study of Mitropoulos's compositions (ibid.:
49) which still await further assessment (ibid.: 53). This same legflet includes a
catalogue of the composer’s most important works, the concert programme
that was played by the orchestra for that particular anniversary — with
references and explanations for each of these works, as well as photographs6
and references to the artist’s thoughts and reflections written about him by
other learned men.

A special, interesting study on the theatrical aspects of Mitropoulos was
written by the musicologist mentioned earlier Apostolos Kostios (Kostios,
1997 (A)).7 Kostios centers his study of the artist on a definition of theatri-
cality wherein the poetic deed involves three attributes: those of the poet-
dramatist (composer), of the poet of morals (actor-interpreter) and of the
perceiver-listener. On the grounds of these attributes, the poetic can be

®  Trotter would certai nly disagree with Kalogeropoulos about the ability of Mitropou-

los to write music; by presenting brief analyses of some of Mitropoulos's most important
works, Trotter expresses positive views on their originality, their explosive conception
and their pioneering nature. According to this author, these compositions articulate a
brilliant and highly original music style (Trotter: 42-43 (Eine Griechische Sonate
(1920)), 62-63 (Burial (Taphi) (1915), The Burial (1925), Ostinata (1927), 10 Inventions
with K. Kavaphis's poetry (1927), Concerto Grosso (1928)). Trotter claims that the
works representing Mitropoulos's personal style are Concerto Grosso, Ostinata and the
10 Inventions with Kavaphis's poetry.

®  Theillustrations are mostly unpublished photographs from Mitropoulos's private life,

printed with the kind permission of the conductors M.Karidis and A.Simeonidis.

" Motivation for researchi ng Mitropoulos's relation to the theatre was given to the author
through his participation at a conference in Volos (1996), organized by the Centre of Mu-
sic Theatre of VVolos, Greece; the book is dedicated to the organizers of the conference.

119



My3sukoJorunja 3-2003 Musicology

experienced through a catharsis of "mercy and fear", which provides art its
moral content and purpose. Kositos argues that such traits form the
idiosyncratic characteristic of Mitropoulos's personality and, as aresult, can
betraced in all the facets of his diverse artistic life (ibid.: 15).

Kostios very thoroughly and clearly presents Mitropoulos's compo-
sitions in a systematic catalogue of the artist’s works (Kostios, 1996). The
works are first classified according to whether they are instrumental or vocal
works and secondly according to the gender, genre and execution of the
performance. This brief catalogue of the genres numbers and lists the works
they comprised. Where possible, the entry written for each work contains
valuable references to texts written by Mitropoulos, in addition to infor-
mation regarding copies, editions, performances, recordings, bibliographical
references and personal observations made by the author. The thorough
approach attempts to provide the reader with a critical, yet conclusive
presentation of the works. Finally, excerpts from reviews of the premieres of
most of the works are included. The reviews include the opinions of critics
from both the Greek and foreign press, and were excerpted in addition to
other references to the performances. Included is a bibliography of reviews,
which all together creates an extremely useful handbook for the study of
how Mitropoul os' s compositions were received by audiences; this feature of
the catalogue was, of course, made possible thanks to the diverse and
thorough knowledge which Kostios has accumulated regarding the artistic
contribution made by the great composer.

Among the published texts written by Mitropoulos to be published so
far, specia attention should be given to two particular editions: (1) the
correspondence of the artist with his close friend Katy Katsoyanis, with a
prologue by the Greek poet George Seferis (Mitropoulos, 1966) and (2) the edi-
tion of selected texts of the artist by Apostolos Kostios (Kostios, 1997 (B)).

The Mitropoul os-K atsoyanis correspondence, as his close friend claims,
can be understood as the artist’s autobiography (see Mitropoulos, 1966: 11).
It covers a period of thirty years, which is actually the duration of their
friendship, which was interrupted by the artist’s death (1929—1960).8 In
contrast to Maria Miltiadou Negreponti, also a close friend of Mitropoulos,
who decided to destroy her correspondence with Mitropoulos before her degth,
Katy Katsoyanis, perhaps the closest friend of Mitropoulos, understood the
publication of his letters as an act of homage — aong with as many of hers that
an educated reader would need to shed additiona light on Mitropoulos's letters
and contribute to a further understanding of the man and artist (see ibid.: 13).
These letters, with al their intimacy and substantiaity, are an important

8 The Mitropoul os-K atsoyanis correspondence has also been translated into English as

Dimitri Mitropoulos and Katy Katsoyanis, A Correspondence: 1930-1960, New Y ork:
Martin Dale, 1973.
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resource for reconstructing the personadity of the artist colored by its daily
changes, ideas and fears, and the artist’ s attitude towards art and life.

The edition of selected texts by Kostios, based on the single criterion of
their importance — each selection being accompanied by the author’s com-
ments, represents, in the words of the author himself, a "selective re-writing
of a biography" of the artist (see Kostios, 1997 (B): 13). The work is also
inherently bound to the first biography of Mitropoulos written by the same
author (Kostios, 1985) which is considered, in this study, "with the perspe-
ctive of the experience gained thus far" (ibid.: 13). The intention of the book
is not to "complete the synthesis [of the image of Mitropoulos] but to re-
interpret it (ibid.: 14). According to Kostios, the Mitropoulos-Katsoyanis
correspondence, the author’s first biography of Mitropoulos and this study
are parts of an almost uninterrupted continuity: in other words, they compri-
se atrilogy (seeibid.: 14). The texts are classified according to either chro-
nology or content (see ibid.: 15). The author supplies each of the texts with
background information and comments, extending backwards and forwards
in time, subsequently creating conceptua units in which the diachronicity
and evolution of Mitropoulos's ideas are confirmed, or the contradictions
and inconsistencies of these ideas are revealed.

In order to pay homage to Mitropoulos, whose important artistic contri-
bution, mainly as an orchestral conductor, plays an essential role in music
history, according to popular conception, we would like to articulate our
thoughts on hiswork and life, in the form of an epilogue.

Mitropoulos contributed, as no other orchestral conductor had before, to the
promotion of both modern music and music written by earlier composers who
had not yet gained the acclaim they deserved. A characteristic example of the
above is Mitropoulos's favorite composer, Gustav Mahler, whose works have
since become known and, consequently, become popular among the listening
audience in America due to the systematicaly brilliant performances made
possible by the conducting genius of Mitropoulos. Mahler’ s first symphony, for
example, became known to Americans for the firgt time through the pioneer
recording made by the Symphonic Orchestra of Minnegpolis, with Mitropoulos
as conductor, which recorded phenomena sdes. The supreme artistic
contribution made by this artist justifies the characterization of the period in
which he was the conductor of the Greek Orchestrain Athens as "Mitropoulos's
golden period” (see Kogtios, 1985: 40-41). Similarly in America, the era from
1910 to the mid-1950s was characterized as the "Golden Age of Orchestra
Conducting”, during which the so-called titans had taken over the orchestra
podium, such as Stokowski, Toscanini, Koussevitzky and Mitropoulos.
Mitropoulos's conducting faithfully depicted the movements of music more
than any other conductor in the world (see Trotter, 165-176).

In spite of, and possibly because of, his important artistic value,
Mitropoul os was faced with the jealousy and hostility of many of his collea
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gues. It is worthwhile to mention that Mitropoulos did not face antagonism
only in Greece, mainly by representatives of the so-called "National School
of Music", but also in America by conductors such as Leonard Bernstein
(seg, i.e., Trotter: 83-5, 408-9), Koussevitzky (see Trotter: 160) and Eugene
Ormandy (Philadel phia Symphonic Orchestra, see Trotter: 163).

In our attempt to understand the relationship of Mitropoulos with the
musical lifein Greece, we do not, however, consider hostilities, antagonisms
and pettiness among musicians in Greece, but information pertaining to the
wider cultural life in Greece. The climate of this cultural life was respon-
sible, to alarge extent, for the devel opment of the so-called "Greek Nationa
School of Music" and for the marginalization of composers who did not
belong to this School, as was the case of M itropoulos.9

What, then is the element that separates Mitropoulos's idealism from that
of the "National School of Music" led by Manolis Kalomiris (1883-1962)?
Both proponents considered music to be alanguage with ‘soul’; the artist’ s duty
was to initiate people into this music not only through performances but also by
means of the artist’s exemplary stature as artist and man. The two schools of
thought also purported a ‘beief’ in the evolutionary process of humanity
towards an ideal (a utopia). It was Mitropoulos's internationa idealism that
marked his ‘fateful’ point of departure, something that brought him closer to the
"Frankfurt’s School of Thought" (see, for example, Kostios 1997 (B):45-46)
than to the decisive support of the Greek tradition forwarded by the "National
School of Music'. It was precisely his internationalism, his belief that the artist
and hiswork do not belong to a nation but to the whole of humanity, that was so
bitterly attacked by his opponents. Mitropoul os himself was not fond of the idea
of ‘national music’ (see, for example, Trotter: 208), which was only used as
further support for the attacks made againgt him.

Thus it was music that created a gap between Mitropoulos and the
music elite in Greece, where music stands as both a language (a modern
language in the case of Mitropoulos s works) and an expression of ideas. In
the era between the two World Wars, dogmatism dominated musical life in
Greece due to amateurism and the subservience of music’s role to the wider
cultural environment. This marginalized artists of an international stature
such as Mitropoulos and Nikos Skalkotas. Marginalization took place due to
the imposition of dominant cultural criteria, which were mainly directed
towards conceptuaizing the notion of ‘Hellenism’ in art. Subsequently,
artistic works were judged and criticized on ideological grounds, thus

° " For more detals on the idess of the "Greek Nationa School of Music" and their rdlation to the

wider culturd environment in Greece see Siops Anedtasia, Aspects of Ideology: Analyzing the
Influence of Greek Spiritual Tradition on the 'Modern Gresk National School of Music' (1910~
1940), New Sound (Internationd Magazinefor Music), n.16, Autumn 2000: 105-115.
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rejecting Mitropoulos's modernism and internationalism, without meeting
any resistance on behalf of the artist due to hislow profile.10

Considering the above we can thus claim that Mitropoulos developed
his resistance through a neutral or even indifferent attitude towards musical
activities in Greece, especialy after his emigration to America. Support for
our argument (not yet explored in depth due to alack of sufficient evidence)
is the fact that Mitropoulos rarely included Greek compositions in his
orchestra’s repertoire once he was abroad (performances including Greek
works include: Minnegpolis 1939 (two parts from Manolis Kdomiris's Greek
(Romeiki) Suite, George Sklavos's Symphonic poem Eagle (Aetos), and
three parts from Nikos Skalkotas's Greek Dances, see Kostios, 1985: 285),
New York, 1948, 1950, 1954 (see Trotter: 230) and New Y ork 1958 (Geor-
ge Sisilianos's 1st symphony, see Trotter: 425)). However, there are many
possible explanations of this evidence, which may have had more to do with
the quality of modern Greek music (it is worth mentioning that the reception
of these compositions in America, apart from Skalkotas's Four Greek
Dances, was not very positive) or the problem of harmonizing with the then
current compositional trends in Europe and America.

In conclusion to this brief highlight of the most important texts written
about Mitropoulos, we will refer to the aspect of loneliness that pervaded his
personality. The artist's melancholy was generated by his philosophical
approach to the world, consequently coloring his personality, which, thro-
ughout his life, was highly vulnerable and romantic. A very characteristic
phrase of Mitropoulos was articulated in a letter to his close friend Katso-
yanis, two years after his emigration to America (7/6/1940):

...| came to this place too meture, and it is completely impossible for me.. to
relate mysdlf to the environment and to the people. (Mitropoulos, 1966: 80)

In spite of the fact that Mitropoulos here refers to his life in America,
this phrase, in our opinion, characterizes in a laconic and substantial manner
the artist’ s attitude to life.

One of the main reasons Mitropoul os found refuge in loneliness was his
gradually deeper experience of the gap between his humanistic vision and
life. However, the most important reason, in our opinion, is the almost
complete affinity of his vision with that to which he devoted his life: the
orchestra. The ideals of "...cooperation, co-responsibility, unforced contri-
bution and collectivity..." (see Kostios, 1985), that is, the ideals of
Democracy, which in its highest form of expression is, according to the
artist, creation, were realized in Mitropoulos's relationship as conductor
with the orchestra (see Kostios, 1985: 225-240). Gradually, from 1930 on-

1o Mitropoulos did not look to be promoted, on the contrary, he did not care about it;

this is why we have a few texts written by him addressing his work and life (see, for
example, Kostios, 1985: 11).
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wards, the orchestra seems to represent the only medium through which the
artist was able to express himself (see Kostios, 1985: 253). Thus the devaoti-
on of this artist’s life to the work of conducting an orchestra — with an
almost hierophantic zeal — does not hint at a painful loneliness so much as it
reveals the feeling of contentment of an idealist who watches his dreams
come true with the dawn of every new day, in adomain that is no longer an
illusion but the life of the artist.
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Anacitacuja Cuoiicu

KPUTWUYKU NPEIJIEL HAJIBAKHUIMX U3BOPA O
OUMHWUTPUCY MUTPOITYIIOCY (1896-1960)

(Pe3ume)

Jumutpuc MuTtponynoc Huje 610 caMO BEJIUKH My3u4ap, Beh 1 XyMaHu-
cTa, ymju je y30p 6mo cB. Ppama Acumku. [IpBu myxu pajg o memy y ['pukoj
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oGjasuo je CraBpoc ITpokomnuy (1966). ITucar oxuB/baBa ycrnomene Ha Mur-
pomynoca u3 BpeMeHa Kaj cy O6wnn baum y Atmam. Ca jjocTa HallMOHAJHC-
THYKe npucTpacHocTn ocybyje Mutpomyiocos opmna3zak y CAJl 1939. rogure
U YMETHHKOBO HABOJHO AHTUIPUKO JpXKame y JELECHUjH mocie 2. CBETCKOT
pata. [Ipyry oOuMHY CTyAHjY, y CTBApH IpBY Obuorpacujy, objaBuna je Mapuja
Xpucronyio (1971). Ayropka ce Tpyauia ga Oyae oOjeKTUBHA, ajlk 3aTO Fbe-
HOM Jlelly HeJoCTajy Ju4aH morjieq u oueHa. Hajucupnuujy 6uorpadujy o
OBOM YMeTHHUKY Hamucao je Anocroioc Kocruoc (1985). ITucua je HajBuiie
uHTepecoBana ynora Mutponyiioca Kao AUPUTEHTA, a IOTOM U Kao IHjaHuCTe,
KOMIIO3UTOpa W Tefarora. Bpio je 3HavajHa kmura Bummjama Tportepa
(1995), koja ykibydyje W BENHKH [IeO TEKCTOBa Koje je mpunpemuo Onusep
Mauujen (ympo 1990). OBa cryauja ce ycpencpebyje Ha MutpomyiocoBy Ka-
pujepy y Amepuun, rje je 6opasuo ox 1939-1960. ropune. Tpeba ciomeHyTU
u pan Takuca Kanoreponynoca (1990), 3atum 00jaBIbeHY KOPECHOHICHIIH]Y
n3meby Mutpomnynoca u merose npucHe npujarepune Kerm Kamojannc,
BobeHy y ayrom mepuony m3meby 1929. u 1960. ropuae (1966), Kao u u3game
n3a0paHuX YMETHUKOBHUX TEKCTOBa Koje je mpupeauo Amoctonoc Kocrtmoc
(1997).

AyTopKa OBOT NIpHJIOTa Aaje 3aTUM CBOj MOTJIEeN Ha 3Havaj MuTpomynoco-
BOT YMETHUYKOT JielloBatba. KoHcTaTyje fa je OH GUTHO ONPHHEO TPOMOLHjI
MOJIEpHE MY3MKe 1 HEJJOBOJbHO apupMuCcaHe My3uKe npouutoctu. Kapakrepn-
CTHYaH IpUMep 3a To cy fiena 'ycraBa Manepa, :eroBor OMIIbEHOT KOMIIO3H-
TOpa, Koja Cy 3aXBasbyjyhl BETUKUM JIeJIOM HETOBOM aHTaXKOBaky JOXKHUBEIA
IIIPOKY MOMyJIApHOCT. MuTpomyioc je 610 XpTBa JbyboMOpe MHOTHX KOJIeTa.
Hberosu npoTuBHMIM HUCY OUIM camMo My3udapu y ['pukoj, moceGHO 3aroBop-
HUIM "TpuKe HalUOHAIHE My3MuYKe IIKoJe", Beh ¥ HeKM amMepuuku
AUpUTeHTH, Kao Ha npumep Jleonapn bepuiraju, Ceprej Kycepuuku u Jynux
Opmangan. Heciopa3ymu ca rpukuM My3mdapruMa MOTY ce JIOBECTH Y Be3y ca
HETOBUM Ofi0UjaleM Hfeje O HallMOHANIHO] My3uly. Y nepuoay usmeby faBa
CBETCKA paTa MY3WYKHUM XXHMBOTOM y ['puKkoj je mOMHHHMpao JormaTus3am, Kao
n3pa3 amMaTepusMa ¥ InoppeheHoCTH My3rKe MIPUM KYJITYPHUM KOHIENTHMAa
(Tj. TeXBU Ka peanu3anuju "xeaeHu3Ma" y ymeTnoct). Crora cy yMeTHHUKa
fiella BpegHOBaHA IpeMa HCOINIOMIKIM KPUTEPHjyMHAMA, IITO je NOBOAMIO HO
onbanuBamka MUTPOIYJIOCOBOT MOAEPHU3MA W MHTEPHAIMOHAIM3Ma. TakBu
OJHOCH Cy pe3yJITHpaaul MHUTPONYIOCOBIM HEYTPATHUM, YaK PABHOLYIIHUM
CTaBOM IIpeMa MY3WYKHM aKTHBHOCTHMa y ['pUKoj, HApOUUTO MOCIE HETrOBe
emurpanuje y CAJl. OH je peTKo yKJbyuumBao fiejla TPUYKUX KOMIIO3UTOpA Y
CBOj pemepToap, a y Te m3y3eTKe Cy chafana gena Manomuca Kamommpuca
(nenoBu w3 [puxe csuitie), ['eopra CkiaBoca (cuMgonujcka noema Opao) n
Huxkoca Ckankoraca (gesosu u3 I pukux uzapa ).

UDK : 78.071 MitropoulosD. : 78.072 (=774) "19"
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Jean-Yves Bosseur

TEXTURE ET MATERIAU DANSLA PENSEE
MUSICALE CONTEMPORAINE

Résumé: Le mot texture désigne, selon la définition du dictionnaire Robert, la di-
sposition des fils d'une chose tissée, s'appliquant tout naturellement aux principes
du tissage et, par extension, peut concerner |'arrangement d' ééments sonores.

Dans le vocabulaire musical, le terme "texture” est peu fréquent et le plus souvent
ignoré par les dictionnaires spécialisés; cette notion occupe pourtant une place
déterminante dans la réflexion d'un grand nombre de compositeurs depuis les
années cinquante. Permettant d'envisager notamment sous un angle nouveau les
questions du timbre et la conception de I'écriture orchestrale, elle sera envisagée
successivement dans des cauvres de Ligeti, Lutoslawski, Brown, Carter, Feldman
et atraversla démarche électro-acoustique.

Mots-clés. texture, structure, Gyorgy Ligeti, Elliott Carter, Morton Feldman

Signalons tout d'abord que ce terme vient du verbe désignant I'action de
tisser (au XVe siécle) et que, initialement utilisé a propos des "tissus' orga
niques, il sétend par analogie (au XVllle siecle, selon le dictionnaire
Robert), a I'arrangement, a la disposition des éléments. Par métaphore, on
parle, dans le contexte narratif, de "tisser une intrigue"’ et, plus généra-
lement, ce mot sapplique volontiers & l'agencement des parties d'une cauvre,
a la maniére de les lier entre elles. A noter également que peut lui étre
rattaché le terme "tessiture", qui concerne |'espace de registre correspondant
aux facultés d'une voix ou d'un instrument.

Dans le vocabulaire musical, le mot "texture" est peu fréquent et le plus
souvent ignoré par les dictionnaires musicaux, comme le souligne Reginald
Smith-Brindle (Serial Composition, Oxford University Press, 1966, p. 136) :

"Texture, en un sens, peut ére définie comme structure, ou ‘arran-
gement des parties constituantes. Toutefois, bien que I'on puisse parler de
‘texture contrapuntique’, le genre précis ou la nature du contrepoint ne peut
étre décrit par une telle terminologie. On se référe au caractére général du
son, plutét qu'au type précis de construction. La définition aternative de
texture comme "grain, réseau, surface ou nappe"’ est plus juste. Elle définit le
"sentiment” extérieur de la musique, plutét que la structure interne. Les adjectifs
habituellement utilisés en relaion avec la 'texture musicale confirment cette
définition — rude, lisse, épais, fin, chaud, froid, lourd, riche, maigre, léger,
soyeux, velouté, dentel € — toutes décrivent des sensations extérieures'.
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Et Smith-Brindle poursuit : "Notre conscience de la texture extérieure
est immédiate, tandis que notre reconnaissance de la structure intérieure est
plus lente".

Cette notion occupe une place trés importante dans la démarche
analytique de Wallace Berry, qui lui consacre un chapitre entier dans son
ouvrage Structural Functions in Music (Dover Publications, New York). A
partir d'exemples musicaux couvrant une trés large éendue historique (de-
puis Josquin jusqu'a Krenek et Carter), l'auteur envisage différents cas de
progression, récession et variation de texture en tant que facteurs structurels
et démontre dans quelle mesure cette problématique s'applique aussi bien au
rythme qu'al'espace, aladensité, aladélinéation de laforme, voire au style.
Plus généralement, W. Berry considére que la texture de la musique "est en
partie conditionnée par le nombre de ses composants intervenant simul-
tanément ou de maniére consécutive, ses qualités étant déterminées par les
interactions, interrelations” (p. 184) ainsi mises en jeu. Il instaure par aille-
urs une distinction entre l'aspect quantitatif de la texture, induit par la
densité des événements (le nombre des éléments et leur inscription dans un
intervalle donné) et son aspect qualitatif, engendré par la nature des inter-
actions entre les divers composants. La pertinence de la notion de texture,
aussi bien pour I'écriture tonale que pour des recherches contemporaines ol
la dimension du timbre apparait prédominante est également soulignée par
Joel Lester dans Analytic Approaches to Twentieth-Century Music (W.W.
Norton & Company, New Y ork, 1989).

Dans une telle hypothese, parler de texture pourrait permettre de s'écar-
ter de I'approche trop schématique du son selon les paramétres classiques de
hauteur, intensité, durée, timbre et conduire a envisager plus globalement le
phénomene acoustique comme un lieu d'entrecroisements concernant conjo-
intement les caractéristiques de densité, couleur instrumentale, mouvement
dans I'espace, configuration rythmique, registre...

On peut des lors le mettre en relation avec la question de la morpho-
logie de I'objet sonore et nous servir a ce propos de la terminologie avancée
par Pierre Schaeffer, en particulier lorsgue celui-ci souligne l'intrication du
couple forme/matiére en distinguant sept critéres d'évaluation : masse, tim-
bre harmonique, dynamique, grain, alure, profil méodique, profil de masse.

Texture et micro-polyphonie chez Gyorgy Ligeti

Gyorgy Ligeti apporte a cet égard la contribution la plus claire a cette
problématique lorsqu'il déclare : "Tandisqu'il faut comprendre par 'structure’
une constitution plus différenciée dont les éléments peuvent étre discernés
les uns des autres et qui est & considérer comme le produit des rapports mu-
tuels de ses détails, on entend par ‘texture’ un complexe plus homogéne, moins
articulé, dans lequel les déments congtitutifs se dissolvent presque complé-
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tement. Une structure peut étre anaysée d'apres ses composantes; une texture
doit plutdt étre décrite d'apres ses caractéristiques globales, statistiques’.
L'apport le plus notable de ses expérimentations au studio de Cologne a
I'époque de la réalisation d'Artikulation était d'ailleurs, selon lui, "la mani-
pulation de textures claires et troubles'. C'est un aspect qui sera développé
ultérieurement, de maniére décisive, dans ses oeuvres pour orchestre.

Deés ses premiéres partitions orchestrales, G. Ligeti tente en effet déla
borer un nouveau style polyphonique qu'il nhomme "micropolyphonique” a
partir de textures extrémement serrées, technique qui lui permet de préserver
l'autonomie de chague ligne. Pour lui, la composition ne consiste pas a
appliquer des normes harmoniques ou mélodiques transmises par I'histoire,
ni a adopter un style musical, mais bien a laisser la matiére sonore décider
de sa propre forme d'expression. Chaque cauvre exige une approche formelle
différente et détermine une démarche qui dépasse parfois toute regle établie,
toute définition possible. A propos d'Apparitions (1958-59), G. Ligeti note
gue "l'ouvrage est caractérisé par |'absence de notion d'intonation et d'inter-
vale. Il n'y adonc ni mélodie ni harmonie, mais en revanche, des sonorités
complexes qui ne sont ni vraiment des sons, ni vraiment des bruits'. Face a
cette "imprécision”, la fonction de l'interprete sera de "tisser" des combi-
naisons sonores, de faire en sorte que I'on ne puisse discerner a I'écoute
aucune voix séparée, celle-ci disparaissant dans la complexité sonore géné-
rale puisgue "c'est précisément cette dissolution des voix qui engendre des
valeurs sonores proprement inouies".

Par la méme, G.Ligeti tend a estomper les dualités qui jalonnent I'his-
toire de la composition musicale et que la nouvelle musique accuse d'une
certaine maniére dans son insistance a Sopposer aux systeémes préexistants.
A partir des années 60, il pense I'narmonie indépendamment de tout systé-
me, tonal ou atonal, la pose au-dela de I'antagonisme historique. "Les har-
monies ne changent pas soudainement mais mdrissent les unes dans les
autres...Une combinaison d'intervalles clairement audibles sefface peu a peu
et a partir de brouillage, une nouvelle combinaison dintervales se cris-
tallise". Ligeti renforce sa conception harmonique par des transformations
lentes et progressives de clusters et par le souci de faire régner une sorte
d'équilibre dimportance entre les parties instrumentales. Dans Atmospheres
(1961), chaque instrument a une identité propre, chague instrumentiste de
I'orchestre étant "individualisé', au lieu de se trouver dans l'aternative
classique soli/tutti. Sa musique donne, de ce fait, une sensation de flou,
dinformel; pourtant, contrairement a K.Penderecki qui se sert dans ses
cauvres pour grands ensembles instrumentaux, comme Thrénes, d'une écri-
ture tres "schématique”, réduite a quelques signes, et donne a ses cauvres un
aspect plus dynamique tout en contrastes, G. Ligeti conserve la notation
classique et fixe avec minutie chaque détail de I'instrumentation.

131



My3sukoJorunja 3-2003 Musicology

Lontano (1967) pour grand orchestre apparait comme I'élaboration fina-
le d'un cheminement vers une nouvelle construction "harmonique-polypho-
nique'. Lontano, comme Atmosphéres ou Volumina (1962) pour orgue, appar-
tient "au type de la continuité", fait partie des compositions "en réseaLix
statiques' ou en "textures' pour lesquelles I'auditeur est amené a suivre de
facon ininterrompue un ou plusieurs groupes, et a se concentrer sur lamicro-
polyphonie.

Dans Lontano, la structure canonique sentreméle ainsi avec une texture
de longs sons tenus sur une, deux ou trois hauteurs simultanément : "La
principale différence entre la texture canonique et ce type autonome de sons
tenus, au niveau de la dynamique, repose sur le fait que, dans le premier cas,
les nombreuses entrées des hauteurs structurelles importantes sont douces et
presgu'imperceptibles, tandis que, dans I'autre cas, les entrées individuelles
sont claires et distinctes” (Robert L. Rollin, Ligeti's Lontano : Traditional
Canonic Technique in a New Guise, Music Review, 1980, p. 294).

Mais si Lontano se rapproche des deux autres ceuvres quant a la con-
struction ou "des transformations harmonie-polyphonie prennent I'aspect de
modifications de couleurs', techniquement cependant, elle correspond en
fait a I'aboutissement du processus amorcé dans le Requiem (1963-65) et
dans Lux aeterna (1966) pour 16 voix solistes, ou G. Ligeti se "dirige vers
les régions jusqu'alors inexplorées de I'harmoni€". Sans revenir al'harmonie
traditionnelle, il imagine une technique ou "ce ne sont pas tant les principes
de relation ou d'évolution qui importent, qu'une sorte de croissance, d'un
étage harmonique a un autre".

Pierre Michel insiste sur les aspects dynamiques de I'écriture en "tra-
mes' que I'on peut par exemple observer dans le premier mouvement du
Concerto de chambre (69/70) :

"Le compositeur utilise ces trames selon différentes textures; elles ser-
vent alafois de matériau mélodique pour les parties instrumentales (traitées
en contrepoint le plus souvent) et de matériau harmonique pour les superpo-
sitions verticales (clusters ou autres). Les textures peuvent étre trés variées,
cela gréce aux multiples possibilités de I'écriture; plusieurs éléments con-
courent a leur différenciation : I'ambitus, la fusion ou I'individualisation des
parties instrumentales et |e degré de mouvement, d'agitation. De ce point de
vue, deux grandes familles de textures se dégagent a l'audition : I'une, carac-
téristique de la premiére partie, faite de lignes instrumentales savamment
mélées au point quiil est souvent impossible de distinguer les timbres
individuels (méme lorsqu'il y a peu dinstruments); I'autre, caractéristique de
la seconde partie, représentée par des textures beaucoup plus éclatées et
agitées ou les instruments ressortent nettement de I'ensemble (mais le plus
souvent de facon trés ponctuelle).”
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Texture et discontinuité

A partir du moment ou les compositeurs se sont efforcés de se dégager
d'une discontinuité généralisée, on peut pressentir I'émergence d'une réfle-
xion sur la structure qui inclut la problématique de la texture, réintroduisant
du méme coup certains types de repére pour la perception. On pourrait
méme avancer que, pour les musiciens issus de la pensée sérielle, cette
préoccupation apparait au moment ou la technique des groupes tendrait a se
substituer au ponctualisme des débuts du sérialisme généralisé. Comparer
les premier et second Cahiers de Sructures de Pierre Boulez, ou bien I'écri-
ture orchestrale de Punkte par rapport & Gruppen de Karlheinz Stockhausen
serait é oquent a cet égard.

Méme sils n'ont pas explicitement recours au terme de texture, on peut
considérer que, au moyen de procédures de composition tres diversifiées,
nombreux sont les compositeurs qui, tels Xenakis, Penderecki et les "sono-
ristes’ polonais, ont cherché a mettre en place, a partir des années soixante,
de tels phénomeénes susceptibles de remettre en question I'expérimentation
cloisonnée des paramétres musicaux afin d'envisager plus globalement, plus
organiquement aussi, les faits acoustiques. Comme nous |'avons constaté
chez Ligeti, I'approche électro-acoustique a certainement constitué, pour
beaucoup, un catalyseur trés fécond en ce sens.

La texture peut par ailleurs permettre d'envisager une séquence sonore
de maniere plus flexible que lorsque I'on congoit une structure ou les
rapports entre les sons sont étroitement déterminés. C'est ains que les
notions d'ad libitum, d"aléatoire control€" mises au point par Lutoslawski,
par exemple dans son Quatuor a cordes, a trés fréquemment pour con-
séguence |'émergence de textures qui, pour le compositeur, constituent des
événements dotés de caractéristiques clairement identifiables et dynamiques
afin d'éviter le risque d'indifférenciation susceptible de surgir de I'applica-
tion des principes de mobilité ou d'indétermination dans I'écriture.

"L'oeuvre contient un certain nombre de sections longues, qui durent
chacune plusieurs minutes et impliquent de grandes différences d'une exé-
cution al'autre. [...] Je voudrais souligner que je n'ai pas visé spécifiquement
cette variabilité a l'intérieur des sections longues. Je voulais seulement
relacher les rapports de temps et parvenir a une texture spécifique, que I'on
pourrait qualifier de "fluide" (Kaczynski, Tadeusz, Conversations with Luto-
slawski, Chester, Londres, 1984, p. 12).

Cette possihilité de confronter, au sein d'une forme ouverte, plusieurs
textures en préservant une large part de variabilité au moment de I'exécution
se retrouve dans des cauvres orchestrales de Earle Brown comme les
Available Forms | et |l; dans ce cas également, on peut considérer que la
mise en place de caractéres généraux pour chacune, sans répondre pour
autant pas a une fixation note a note dans la durée, est un des aspects qui
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distingue |'attitude de Brown de celle de John Cage, lorsque ce dernier préne
la démarche plus radicale de I'indétermination.

Texture et temporalité chez Elliott Carter

Certains compositeurs, tel Elliott Carter expriment toutefois une rela
tive méfiance vis-avis de la notion de texture, dans la mesure ou celle-ci
risgue de sous-entendre une attention trop manifeste a la mise en cauvre de
matiéres sonores ou les effets simposeraient comme prédominants, au
détriment de la dimension temporelle, préoccupation essentielle pour lui :
"Jai tout & coup compris, du moins en ce qui concerne ma propre éduca-
tion," déclare Carter a la suite de constats qu'il avait faits vers le milieu des
années quarante, "que les gens ne sétaient préoccupés consciemment que de
telle ou telle combinaison rythmique, texture sonore ou nouveauté musicale
particuliere en oubliant que I'aspect intéressant par excellence dans la mu-
sique était le temps — la fagon dont il sécoule. Jai de surcroit été frappé de
constater gu'en dépit de la nouveauté et de la variété du vocabulaire musical
post-tonal, la plupart des pieces modernes "suivaient en général leur cours'
d'une maniére par trop uniforme dans les niveaux architectoniques supéri-
eurs. En dautres termes, alors que nous avions entendu toute les combi-
naisons imaginables d’harmonies et de timbres et qu'il y avait eu, jusqu'a un
certain point, une innovation rythmigque au niveau local dans la musique de
Stravinsky, Bartok, Varese et Ives en particulier, il me semblait néanmoins
que la fagon dont tout cela se mariait a chacun des niveaux rythmiques
supérieurs se cantonnait dans une sphére qui avait commencé a m'apparéitre
comme la routine rythmique plutét limitée de la musique occidentale
antérieure” (Elliott Carter, La dimension du temps, Contrechamps, Genéve,
1998, p. 172).

Carter reprend pourtant a son compte la notion de texture, lorsgue celle-
Ci savére a méme de canaliser les énergies sonores qu'il déploie et d'offrir
les jalons nécessaires a la perception auditive, aux prises avec une construc-
tion formelle d'une haute complexité.

"Le fait de se préoccuper de réduire les idées musicales a leur terme le
plus smple devint une tendance formelle générale de plusieurs de mes
cauvres. Aing, I'adagio de mon premier Quatuor a cordes, avec sa forte
opposition entre la musique étouffée des deux violons et le récitatif sonore
vigoureux de l'alto et du violoncelle, constitue la présentation dans leurs
termes les plus simples des oppositions de rythme, de théme et de caractére
qui sont typiques de I'cauvre entiére, alors que I'allegro scorrevole est une
réduction de la texture typiquement diversifiée a un flux de doubles croches
avec un theme de sept notes fragmenté en petites parties diversifiées qui
forment une mosaique en constant changement. L'une des caractéristiques
de cette section est sa tendance a étre interrompue puis a repartir. L'une des
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interruptions est formée par la pause habituellement placée entre deux
mouvements" (Elliott Carter, ibid.).

Carter dit "improviser a partir d'un matériau de base réunissant les
différents éléments qui vont étre joués' (ibid., p. 118), ne répétant donc
jamais un méme théme. "Parfois sont répétées certaines vitesses et textures
qui dominent plusieurs sections dont le caractére (changements subits de
forte a piano, par exemple) peut réapparaitre; la forme, pourtant, est une
forme dépourvue de répétitions littérales et repose uniquement sur une
répétition constante d'un principe général" (ibid.).

L'exploration de textures va donc, chez lui, dans le sens d'une particul a-
risation, volontiers dramatique, des matériaux qu'il distille dans la partition.
Ce qui le conduit a déclarer a propos du deuxiéme Quatuor : "En tentant de
traiter cette idée de fagon viable, j'ai utilisé de nombreuses méthodes diffé-
rentes — notamment la production d'une texture de strates ou de flux musi-
caux, a progression lente pour I'un et rapide pour |'autre, ou a progression
trés irréguliére d'une part et trés continue d'autre part, etc. En fait, la notion
entiere de la piéce est parfois directement dérivée de cette idée de conti-
nuités de caractéres hétérogenes en interaction simultanée”.

Texture et pattern chez Morton Feldman

Méme sil n'utilise que peu le terme "texture”, la maniére dont Morton
Feldman envisage, plus particuliérement pour ses oauvres des années soixan-
te-dix et quatre-vingt, |'agencement de ses "patterns’ révéle une orientation
en définitive tres proche de I'acception ancienne du mot, en tant que dériva-
tion du procédé de tissage.

Dans Three Clarinets, Cello, and Piano (1971), |'organisation compo-
sitionnelle repose notamment sur la distinction entre les sons d'attaque fran-
che (piano, violoncelle en pizzicato) et les sons dattaque douce (les
clarinettes, le violoncelle arco); le violoncelle devient ainsi une sorte de
dénominateur commun entre ces deux catégories; apres avoir évolué dans
les registres moyens, |'ceuvre se déploie dans des registres tour a tour dilatés
et contractés, jusgu'a se réduire parfois a des zones trés étroites, ce qui crée
des sortes d'orientations latentes pour I'écoute. Une fois encore, Feldman
introduit subrepticement, au sein de textures qui n'évoluent souvent que trés
peu, des reperes qui ne saffirment jamais comme tels, mais permettent de
rompre avec l'impression d'une omniprésente uniformité entrainant ala lon-
gue une simple indifférenciation pour |a perception.

Routine Investigations (1976) pour hautbois, trompette, piano, alto, vio-
loncelle et contrebasse est, pour E. de Visscher, une "courte étude (ou inve-
stigation) sur la surface et la profondeur”; le matériau est principalement
condgtitué de deux ééments qui interviennent de maniére complémentaire: des
sons tenus dont la dynamique se transforme plus ou moins insensiblement,
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et une texture pointilliste. La partition sacheve sur un motif répété de quatre
notes confié successivement au hautbois, ala trompette, al'alto et au piano,
dont les interventions sapparentaient jusque |a a des sortes de ponctuations.

La partition de Piano est constituée de trois parties rythmiquement écri-
tes de maniére précise, qui se superposent. La partition correspond a son
intérét croissant pour les tapis turcs anciens, qui I'améne & une conception
originale de la notion de "pattern”, que I'on retrouve dans Chosroes pour
violon et piano (1977) et Why Patterns? (1978). Le texte "Crippled sym-
metry" rend parfaitement compte du jeu entre principes symétriques et
procédés d'atérations, irrégulatités (notamment en ce qui concerne les rap-
ports de durée) qu'explore Feldman dans sa musique a partir de cette épo-
que. C'est ainsi qu'il déclare ala pianiste Paula Kopstick Ames ': "Jintroduis
un matériau, et a nouveau se pose le probléme du décalage entre le fait
d'analyser ce qu'est le matériau et de le séparer des idées (compositionnelles)
[...] On ne réalise pas suffisamment que, lorsgue j'agis ainsi (en introduisant
un nouveau matériau), ce n'est pas différent de ce que fait Beethoven
lorsqu'il gjoute une mélodie ou quoi que ce soit dans un mouvement. Il
n'était pas intéressé par les idées compositionnelles; il écoutait ce foutu
machin et quelque chose le rendait capable de traiter I'idée; "passons a une
autre!", méme si elle n'a pas de précédent. "Mettons une autre mélodie ici".
Voila comme je travaille. Je me dis, O.K., nous échafaudons une sorte de
similarité de texture ou quelque chose de ce genre. Apportons quelque chose
d'un peu...(silence). Ou bien resserrons-le et rendons-le un peu plus sévére;
ou encore étalons-le et rendons-le un peu plus sensuel; ou bien goutons-lui
guelque autre type d'accord. C'est ¢ca le matériau. Bien qu'il ne sagisse pas
d'idées compositionnelles. Les gens ne comprennent pas cela."

En introduction & la partition de Coptic Light (1985) pour orchestre,
Feldman écrit : "Ayant un intérét avide pour toutes les variétés de tissages
du Moyen Orient, j'a récemment contemplé les étonnants tissus coptes
anciens a l'exposition permanente du Louvre. Ce qui m'a frappé dans ces
fragments d'étoffes colorées, c'est 1a fagcon dont ils transmettent |'atmosphére
essentielle de leur civilisation. Transposant cette idée dans un autre do-
maine, je me suis demandé quels aspects de la musique depuis Monteverdi
pourraient restituer leur atmosphére, si on les écoutait dans deux mille ans.
Selon moi, I'analogie serait une des figures instrumentales de la musique
occidentale. Un aspect technique important de la composition fut déclenché
par I'observation de Sibelius selon laquelle I'orchestre differe principalement
du piano en ce qu'il n‘a pas de pédale. Dans cet esprit, je me suis attaché a
créer une pédale orchestrale, constamment variée dans ses nuances. Ce
"clair obscur" est alafois le centre d'intérét compositionnel et instrumental
de Coptic Light." L'effectif orchestral de I'oeuvre est trés important : vents
par quatre, tuba, quatre percussions, timbales, deux harpes, deux pianos, 18

Y In Del.io, Thomas, op. cit., p. 101.
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premiers violons, 16 seconds violons, 12 altos, 12 violoncelles, 10 contre-
basses. La texture est exceptionnellement serrée, toutes les familles instru-
mentales jouant tout le long de la partition. On peut observer de multiples
jeux de symétrie et de fausse symétrie, ainsi que de mirair, soit a l'intérieur
d'un ensemble instrumental (par exemple au sein des vents, ce qui Simpose
de maniére tout a fait explicite dans I'organisation visuelle de la partition),
soit entre des couples de parties (en particulier des vents et des violons) :
une ligne présente une succession de hauteurs, tandis qu'une autre ligne
expose ce méme groupe, mais sous forme inversée et rythmiquement
décalée, car aussi bien aux niveaux des rythmes que des motifs de hauteur,
la partition ne semble pas répondre a quelque procédé simplement méca-
nique. L'écriture tend ainsi vers une imbrication d'entrelacs particuliérement
intriqués dans lequel s se dissolvent fréquemment les coul eurs instrumentales
spécifiques, accomplissant ainsi I'effet de pédae évoqué par Feldman. A
cette impression contribuent notamment les accords arpégés des pianos qui
entrecroisent leurs résonances avec les sonorités des vibraphones et des
harpes. La complexité chromatique de I'ensemble est comme contrebalancée
par la polarisation sur certains intervalles (par exemple la quinte lami
alternée par les violons et les flltes dans l'aigu, qui domine pendant les
soixante premiéres mesures et réapparait pendant une vingtaine de mesures,
seulement par les violons, vers la fin, des intervalles de septieme, de quarte
et de neuviéme); la seule indication dynamique est le ppp indiqué au début.
Toutefois, au cours des cinquante dernieres mesures, des attaques bréves,
synchrones, des vents, en tutti ou par groupes, viennent altérer |'aspect de
fluidité et de flexibilité qui avait prévalu jusque la. Plusieurs fois, peu aprés
le premier quart de I'oeuvre, viennent sinscrire des reprises de groupes de
guatre a huit mesures dont |'appréhension est comme obscurcie par la
complexité globale de ce qui est donné a entendre. L'oeuvre apparait ainsi
comme une sorte de bloc apparemment monolithique, mais a I'intérieur
duquel se propagent toutes sortes de mouvements qui produisent de multi-
ples effets de miroitement. L'orchestre devient comme un seul instrument
dont le caractére d'unification est rendu possible par la conjonction de toutes
les couleurs de timbre subtilement mises en jeu et mélangées. Plus encore
peut-étre que dans ses oeuvres pour des effectifs plus réduits, Feldman
parvient a se rapprocher de I'impression émanant des tapis et textiles qu'il
décrit notamment dans "Crippled Symmetry", et cette parenté transparait
aussi bien al'écoute qu'alalecture "visualisée" delapartition.

Texture et matériau sonore

Leterme "texture" est peu utilisé par les électro-acousticiens (ala diffé-
rence de "trame", par exemple). Reprenant |'analyse des fonctions struc-
turelles élaborées par Stéphane Roy, qui envisage la texture dans une des ca-
tégories concernant les fonctions relationnelles désignée sous le qudlificatif
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de gratification (relations simultanées dans des contextes de textures — par
exemple, fond, figure, premier plan), Denis Smalley considére que la notion
de texture "suppose la stabilité temporelle (par opposition a la notion de
geste) et I'emploi d'une métaphore comportementale" ("Etablissement de
cadres relationnels pour I'analyse de la musique postschaefférienne”, Ouir,
Buchet/Chastel, INA/GRM, 1999, p. 208). Il cite, dans une acception rejoi-
gnant en définitive son hypothése, le travail de Lasse Thoresen (Layers and
Their Functions, Oslo, Norwegian State Academy of Music, 1983), qui
prend en compte les relations de texture dans la musique tonale et soccupe
également de stratification.

Comme on apu le constater, e mot texture implique généralement plus,
pour les compositeurs qui emploient ce terme, que la définition d'un ma-
tériau possédant des caractéristiques aptes a le faire percevoir comme une
entité distincte pendant un laps de temps donné. Ce n'est pas seulement
['articulation des sons entre eux qui conduit a produire un semblable effet,
mais peut-étre plus encore le fait que les propriétés acoustiques sont "tis-
sées' les unes par rapport aux autres de telle sorte que I'on assiste a une
interaction effective de ses diverses composantes et a une sorte de brouillage
des critéres d'analyse et segmentations catégorielles auxquels étaient soumis
I'écriture musicale jusque |a. L'approche de la notion de timbre sen trouve
considérablement élargie, ce qui transparait notamment dans les cauvres de
la mouvance "spectrale”. Il semblerait a ce propos que les compositeurs de
cette tendance aient ressenti, dans un premier temps, quelque réticence a
utiliser le mot "texture", par trop attaché a la recherche de matériaux nou-
veaux. Sans doute I'approche organique d'une telle notion qu'avance Ligeti
dans les partitions précédemment citées ainsi que leur pratique du couplage
entre l'instrumental et I'électro-acoustique ont-t-elles pu amener des compo-
siteurs comme Tristan Murail ou Gérard Grisey alareconsidérer en tant que
facteur d'organisation susceptible de favoriser I'émergence de modéles iné-
dits, alafois pour la conception créatrice et la perception.

XKan-UsB Bocep

TEKCTYPA 1 MATEPUJAJTY CABPEMEHOJ
MY3MNYKOJ MUCITA

(Pe3unme)

ITojam TekcType ce y OCHOBHOM 3HAadeHy OJHOCH Ha pacHopej HUTH Y
TKaHWHY, T1a ce 10 aHAJIOTHj! TPUMEIbyje Ha OpraHn3alyjy 3ByYHHUX eleMeHarTa y
mysumu. Op cpenute 20. BeKa 0Baj MojaM MOYUE /1a 3ay3UMa 3HA4ajHO MECTO
y pa3Mullllbalky BENHUKOT Opoja KOMIIO3UTOpa. AHAIM30M TEKCType Moryhe je
HAQUYMHUTH OTKJIOH OfI CXeMaTH4YHOI Npuja3a 3BYKY (Tj. mpeMa KIIacCHYHUM
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IapaMeTprMa BHCHHE, THTEH3UTETa, Tpajama n TeMOpa), I1a OCTBAPUTH IIEI0-
BUTH]jE pa3MaTparmbe aKyCTHYKOT (heHOMEeHa Kao MecTa YKpIITama YMHUIIaa
TYCTHHE, HHCTPYMEHTalHe 60je, IOKpeTa y MpoCTopy, pUTMIYKE KOH(pHUTypa-
uje, perucrpa. Ha Taj HaumH ce MoXe U3 HOBOT yIJIa caryiefaTu TeMOp U KOH-
Iennuja opkecrapckor mmcMma ko Jlwrerwmja, JlyrocmaBckor, bpayna,
Kaprepa nu ®engmana. 3a Jluretuja je crpykTypa audepeHUrpaHa LEeIuHa
YHjU Ce eJIEMEHTH MOTY pa3[BOjUTH jedHH Of APYTUX U KOja je pe3yarar
MebhycoGHEX [leToBamba HEHNX CATHIX CACTABHUX JIEJIOBA, JOK IO TEKCTYPOM
pa3yMe XOMOTEHHj! KOMIUIEKC KOjU je Mame apTHKYJIUCAaH M y KOME Ce Hhe-
TOBH €JIEMEHTH CKOpO MOTIIYHO pacTBapajy. M3 TakBOT cxBaTama MPOUCTHYE
Jluretunjes craB jja ce CTPYKType MOTY aHAJIM3UPATHU IPEMa CBOjUM CaCTaBHAM
[ENIOBUMA, IOK ce TEKCTYpe MOpajy ONHUCHBATH II00amHo, y3uMajyhu y 063up
HIXOBE CTATHUCTHUKE KapaKTEePUCTHKE. Y 0UaBa ce ja KOMIO3UTOPHU KOjU HMa-
jy MCKYCTBO ca CepujaJu3MOM MOYMKY a Y CBOje pedenekcuje 0 CTPYKTypH
YKIBYUyjy poOIeMaTHKy TEKCTYpe yIIpaBO OHja Kaja TEXHHKA Ipyla MOUYnHe
fla 3aMemyje MyHKTyann3aM. Y TOM CMHUCIy OM TpeGajio YIOpennuTH NpBY U
npyry cBecky Ciupykiuypa Iljepa Bynesa uwnun Tauxe n Ipyiie KapnxajHna
IllITokxayzena. 3a MHOTe KOMIIO3UTOpE, Kao u 3a JlureTuja, pag ca eJIekTpo-
aKyCTHYKOM MY3MKOM je MpEeACTaB/bao KaTalM3aTop 3a TPEeTHpame aKy-
CTHYKHUX "YNICHUNA" HA CBEOOYXBATHUjH, OpraHcKuju HaumH. EnnoTr Kaprep
crajja y KOMIIO3UTOpE KOjU HCIOJbaBajy W3BECHY pe3epBy IpeMa MojMy
TEKCTYpE, jep Ce HEHNM IpeHariallaBalkeM pPH3MKYje [Aa ce CYBHUIIEe CKpeHe
NaXkm\a Ha 3ByYHe e()eKTe Ha pauyH BpEMEHCKE AMMEH3Hje Koja je 3a mera
6utHa. Mimak, oH mpuxBaTa mojaM TEKCType OHAa Kajja My OHa MOMasxKe fa
BbOME KaHAIWIIE 3BYYHE €HEpruje ca KojuMa pagu ¥ Kaja My o0e3bebyje
HEOIIXO/IHA YIIOPUINTA 32 ayJUTUBHY HeplLenuujy aena. Y HeKuM aenuma Mop-
ToHa Penmgmana u3 1970-ux u 1980-ux rogmHa MoXe ce 3ama3uTH KOPECIOH-
meHuuja u3Meby Tekcrypa u nojMa TKamwa ¢ KOjUM Cy IOBe3aHe.

UDK : 781.22"19"
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Hsana Jankosuh

CUHTE31JCKA YMETHOCT
BJIAJJAHA PATOBAHOBUHhA

Aucwipakiu: Y 0BOj CTyIHju pa3MaTpaMo YMEeTHUUKH onyc Biagana Pano-
BaHOBHha ca CTAHOBHWIITA HETOBE TEOPHje CuHitieaujcke ymeiunociiu. Haj-
mpe je caryiefana je nosunmja PajjoBaHoBrha y KOHTEKCTY HaIlle ¥ CBETCKE
yMmeTHOCTH Yy ipyroj nmonosuHu 20. Beka. Iberosa xonnennuja CUHTYM-a
IpOTHUBCTaB/beHa je BarmepoBom Gesamtkunstwerk-y: pasmMoTpene cy mbH-
XOBE CIIMYHOCTH U Pa3iMKe y IUJbY pa3jalllibebha TeOPUjCKIX KOHTPOBEP3U
BE3aHHX 3a MpUMeHy TepmuHa Gesamtkunstwerk Ha ymeTHHuKe (M He-yMeT-
HUuKe) nojaBe Hacrane y 20. Bexky. IToceOHa maxkma nocsehena je ogHocy
PayoBanoBrheBe TeopHjcKe MUCIH ¥ YMETHHUKE IIpakce Kpo3 Kojy ce pea-
nmu3oBana. Hajsaj, anamusupana cy PagoBaHoBuheBa cuHTE31jCKa OCTBa pe-
1Ba y CBeTIly oTenoTBopema noeruke CMUHTYM-a.

Knwyune peyu: CHUHTYM, Gesamtkunstwerk, cunecresuja, cuaepruja, Moje-
pHH3aM, TIOCTMOJIePHI3aM, MEIHjH, IO MEJIH]j, BOKOBH3YEIL.

Yeog

Crapanamtso Binagana PanoBanosuha’, KOje laTupa oj] moveTKa
nepeceTnx rognHa 20. Beka, IOCTaBlba Mpefl TeopeTniape YMETHOCTH

Bnapan PapoBanosuh, poben y beorpany 05. 09. 1932. ropune, punnomupao je
KOMIo3u1yjy Ha Oeorpazckoj Mys3uukoj akageMuju, y kKiaacu Musnenka 2Kusko Buha.
Op 1957. go 1971. pagu y My3uukoj mkomu Citiankouh Kao Npoecop TeopujcKuxX
npepmeTa. Ca join Tpoje yMeTHHKa ocHOBao je 1958. rpyny Mediala, a 1969. je jeman ox
ypElHMKa aBaHTApAHOI 4acomuca Pox. Y4YecTBOBAO je y OCHUBAamY €JIEKTPOHCKOT
crymuja Pagmo Beorpagna, kojum pykoBomm o 1972. no 1999. roguae. Nnmmmpao je
HacrtaHak HedopMmamHe rpyne YuMMbel 1982. T'ogmae 1993. mpemnaxke mpojekat
CHHTYM u ocHuBa OTBOpEHY TpyIy TOA WCTUM MMeHOM. Pammo je y ekcre pumeH-
TamHuUM crymujuma y Bapiasm, [Tapmsy, Ytpexty u Bymmmnema. [Tume Teopujcke
TEKCTOBE O MY3WIIM U HOBHMJUM TeHJeHIMjamMa y ymeTHocth. Ofpskao je 15 camocran-
HHX U3JI0XKO0M 1 nepdopMaHca, a y4ecTBOBAO je M Ha OpOjHUM KOJIEKTHMBHUM M3JI0XK-
6ama BU3yeJIHE YMETHOCTH, HOe31je U Mejil-apTa y 3eMJbU 1 HHOCTPAHCTBY. Boko BU3y-
€JIHM PajiIoBH Cy My YBPIITEHH y CBETCKE AHTOJIOTHWje, KaTajore, IUIOYe U KaceTe.
Kowmnosuwje cy my uzsobene Ha BEMY C-y, My3uukom 6ujeHany y 3arpeby, Meby-
HapopiHOj TpuOuHN Kommno3sutopa y beorpany, y 3anagnoj Esporn, CAJI, u Tpu nyra
cy mpepcraBbajie JyrocnaBujy Ha cpectuBanuMa JpyiiTBa 3a CaBpEMEHY MY3HKY
(SIMC). To6mo je peceT Harpaja 3a My3WKY, TPH 3a BH3yeJHE YMETHOCTH W ABE 3a
murepatypy. OGjaBuo je cegaM myOnuKaiwja, jeaHy Mally, IIecT napturypa, ase JIIT
IUI0Ye, /IBE KaceTe ¥ jelaH KOMITAKT-JICK.
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BHIIIECTPYKE M3a30Be. TOKOM BWIIIE Off TIOJIa BeKa MOCAJalllhe YMEeT-
HHIYKe KapHjepe 0Baj CBECTpaHM CTBapajal 0aBHoO ce eJIeKTPOaKyCTud-
KOM MY3UKOM, MEIIAHOM EJEKTPOHUKOM, METaMy3UKOM, JTHUKOBHOM
yMeTHoIThy, apTudyraiHuM MpOjeKTHMa, TAaKTWJIHOM yMeTHoIurhy,
KIbMKEBHOIIThyY, 3alicrMa CHOBA, MOJMMENjaTHUM U BOKOBHU3YEITHIM
MIPOjeKTHMa, TEOPUjOM YMETHOCTH. LIeHTpamHO MEeCTO y HeroBoj moe-
TULM 3ay3UMa cuHille3ujcka ymeitinociti. Ha TeMeiby cCHHTE3€ yMETHO-
cTu U (y3uje Meauja Kao OCHOBHOI npuHUuMNa, PagoBanoBuh crpemu
noMepamy rpanuiia ymetHoctu. CHHTE3a MEINjCKUX JIMHUja HE HacTaje
Kao IUIOf] palloHaHe OfifTyKe, HUTH je MHCIMpPICaHa pajloBUMa pyrux
YMETHHKA Ha MOApPYYjy CIOja pa3lInINTHX YMETHOCTH, Beh, y cBOM
pao0JIuKy, HacTaje y CBECTU YMETHHMKA Kao I0KMBIbaj/IpeficTaBa Koja
My C€ yKa3dyje TOKOM CHa WIHM y TPEHYyLHMa OCIYIIKHBama YHYTpall-
wer 6uha. Kako HaBOgM caM yMeTHHK: "Y MOMe Clly4yajy BHIIEMeENH]-
CKO Ce HHje HCHO0JbaBaJo TeK Y peaanu3anuji Win y Crajamky BU3YEIHOT
ca 3ByYHUM, KHHECTETCKUM W APYTUM, Hero Beh y mpeycraBama Koje ¢y
Me caMe cHajasmie (y MpejcHy | CHYy). 3a CBe OHO 3a IITa He MOCToje
MEIUju U IITO JIeXu u3Meby dyna u opropapajyhux menuja, ynorpeo-
JbaBao caM y MOYETKY M3Pa3 cpeguuiHo y yxkeM cMuciy. To MCKycTBO
je TpencTaBibaio BaskaH MOJCTHUIA] 3a CBOjEBPCHO HMCTPasKWBAHE Me-
nujcke (ysmje, 3a CPENUIIHO Y IIMPEM CMHUCITY, IOjMOBHO OJIMCKO Kac-
HUjeM MHTepPMEAMjcKOM. M3 mera mcxome 3amucu U LPTEXKH CHOBA,
apTudyrajiHu OpojeKTH, BOKOBU3YEJ, NONUMEUj U, Ha Kpajy, CHHTe-
3mjcka ymeTHOCT." bapehu ce, c jeqHe cTpane MenujckuM y3njama, a,
C Ipyre, MpojeKTrMa KOju n3ja3e U3 JoMeHa YMEeTHOCTH, PagoBanoBuh
je pgomao mo rpaHule nojefuHux Mmepuja. CTpeMIbEHE OTENIOBBEHY
ujeje CpeuIImer (Tj. cpeguuiHoz) y yKeM CMHCIY, YMETHHUKE BH3Hje
3a yWjy peannsalyjy He MOCToje OAroBapajyhu Menuju, OTHOCHO Koja
JIexu y mpocropy m3Mmeby mojenmHauHmMx uyma um Mmenuja, PamoBaHo-
Brha je MHCIUpPHCATIO 32 Kpeuparme CPEANIIBEr Y IIMPEM CMUCTY, Tj.
CHHTE3MjCKI OCMUIIJbeHNX YMETHUIKIX IpoOjeKaTa u objekara.

Y nokymiajy fa 3acHyje Kiacuukanyujy yMeTHOCTH Koja 61 ofro-
Bapalla ’eroBOM CXBaTaly IPHUPOJIe YMETHUYKHIX OCTBapemwa, Pagoa-
HOBHh je MpefIoKN0o OCHOBHY TIOfIENTy YMETHOCTH Ha je[THOMENU|CKE 1
Bumemepnjcke.” Y jeTHOMENjCKE je CBPCTA0 UHCTY MY3HKY, TIOE3Hjy U
CIIUKApCTBO, IOK Ce CBE OCTajie YMETHOCTH pealiu3yjy Kpo3 BHUILIE Me-
auja. Y OKBHpPY BUIIEMEJHjCKUX M3/Bajajy ce CHHTE3MjCKE YMETHOCTH,
y KOje CBpCTaBa M OHE KOje Cy Ka CHHTe3W KpeHyJie 3axBasbyjyhu cBOj-
CTBHMA CBOT Mefja ((hUiIM, TelIeBH3Hja, BUE0)’ W OHE KOje CHHTE3H

Bnapan PagoBanosuh, Bokxosusyea, beorpag, Honut, 1987, ctp. 240.

Hauena cuaTE3MjCKE YMETHOCTH MOTY C€ OCTBApUTH Y (PUIMY U BHJEY, a ICTO
TaKo (PUIM H BUAEO MOT'Y OUTH CaCTaBHUIIE CHHTE3H]jCKOT fea.
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CTpeMe Ha OCHOBY CBECHE OJiIyKe CTBapaola. ¥ OBOj IpyIH Haiase ce
TBOPEBHHE KOje HACTAjy MPOLIMPEHEM CIOXKEHHX, MEIIOBUTUX OOJINKA,
Kao HITO Cy TeaTap, omnepa u OajeT, anu cy ocTBapmie Behy Meaujcky
MHTETPUCAHOCT: MuUKCilimeguj (HIP. XETIEHUHT, (PIIYKCYyC), My alldumeguj
(omepa, (UM, EHBUPOHMEHT, KHHETHUKH TeaTap) U unitiepmeguy.* Pa-
moBaHOBUh HaBOAM IBa MOryha 3HaUueH-a HHTEpPMENMja: jeflaH je, mpema
Xuruncy (Higgins), menuj uameby menuja; apyru je, npema I'nby (Gibb)
u Koyny (Cope) menujcka opMa y K0joj Cy CBU MEIWMjCKU EIIEMEHTH
jenHakn n mHTerpucann.’ PagosanoBnhy je 6mmke apyro ofpeheme, ¢
THM IITO OH 32 OBE TBOPEBUHE KOPUCTU TEPMUH ioaumeguj. Oxo 1956.
roguHe PajoBaHoBrh ocMuIIUbaBa, y TIIABHAM IpTaMa, KOHIENT MOJH-
Mennja, KOju ce pa3Bujao Moy OKPUIBEM HErOBe OIIITE YMETHUIKE T0-
etuke. TepMuH iloaumeguj U3BEO je Ha OCHOBY aHaJOrHje ca nonugo-
HUjOM, jep je XeJleo BUIIEMEUjCKy TBOPEBUHY y KOjo] OU MefujcKe
JMHYUje Orile KOHTPAIyHKTCKU TPEeTUPaHe, Kao KOMIIJIEMEHTapHE U Me-
byco6HO 3aBuCHE.

PagoBaHOBMheBO pa3MuIIIbamkbe O CHHTE3W YMETHOCTH y MOYETKY
ce OBaIUIOhMBAJIO Y YMETHHUKY NPAKCy Koja ce, HaKalloCT, ycien He-
JmocTaTka ofromapajyhmx cpepcraBa, Mefuja, TexHOJOrHja, BehnHom
HCHoJbaBajia KpPoO3 TPOjeKTe TOJMMEUjCKUX TBOPEBHHA, a HE KpO3
cama OCTBapeHaa.é Oxo 1957. PagoBanoBuh je moueo fja CKUIApa TeO-
PHUjCcKe MOCTaBKe 10 KOjUX j€ AOIIa0 yMETHUIKOM IpakcoM. Mapa je of
[IOYETKA Pa3lIMKOBAO CBOje aKTHBHOCTHU jeJHE Of APYIHX Ha OCHOBY
(popMaHHX ¥ 3HAYSHCKUX ONJIMKA: 3alHCe M LPTEXe CHOBA, PeU-JINK-
3BYK (KacHWje BOKOBH3YElN), MPOjeKTE UMIbCHA, TIOJTMMENINj — KaCcHHUje
uX je cBe, mupe cxpahene, 06jeTMHNO MTOjMOM CHHTE3HjCKe YMETHOCTH.

Kosanunia CMHTYM, no kojoj je Ha3BaHa HedopMaiHa rpyma
OKymIbeHa 1993. rOMMHE, MOYKE NMATH 3HAUYEHa: "CHHTE3a YMETHOCTH ",
"cuHTE3WjcKa yMeTHOCT", "cuHTe3ujcku yM". CHHTE3HjcKa YMETHOCT
je, mpeMma PagoBanoBuhy, jefan o Mofiesna BUILIEMENIAjCKE YMETHOCTH.
Ona obOyxBaTa CHHXPOHHjCKO, CUMYJITAaHO Clajarb€ M CTallambe CBUX

*  Papoamosuh, Bokosusyen, crp. 250-251. OBi TepMuHE KOGH]jaIn Cy pasin-

YHUTa, YeCTO KOHTPAAUKTOPHA 3HaueHa KOJI pa3HUX ayTopa; MopeJ Tora, lHXOBO
3HaYeHE je BPEeMEHOM MopupukoBaHo. Tako ce, Ha MpuUMeEp, AaHAC TEPMUH
Myalliumeguja TIPBEHCTBEHO OJTHOCH Ha HOBH JUTHTalHK HOcauy. Bunetn: Hukomac
Herpononr, buitiu guzuinanan, Clio, Beorpap, 1999.

> PaposanoBuh, Boxosusyea, ctp. 253.

6 . __ __ _ _
Behuna tux npojekara (Taxitiuson-Ilokpeini-36yx 1 Beauku 38yunu twakiiu-

3on 3 1957-58, Tpazosu, 1969, IMoaum 3, 1971) 10 paHac HUje peann3oBaHa.

7 Upejy/pojekar CUHTYM-a nokpenyo je Bnagan Pagopanosnh y capagmu ca

Kocrom Borganosuhem, [Iparanom MojoBuhem, Munanom [lammanosrhem, Pago-
cnaBoM Jlasuhewm, [Tenom ITanthan u 2Kapkom Pourysom.
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Mefifja, aJTi U CYKIIECUBHO CIajare U CTallarhe TOjeINHNX CTHIIOBA WIIH
CTHJICKUX OJJINKa y MHTerpajHy ymeTHocT. OBuM nojMoMm Biapan Pa-
HoBaHOBUA je 00jeAMHNO CBE CBOj€ PA3HOBPCHE YMETHUYKE TBOPEBUHE.

Pa3smaTtpame onyca Binagana Pagosanosuha Mopa 3anodeTu nosu-
IIOHNPAkEM HBETOBOT OIlyca Y KOHTEKCTY CPIICKE U €BPOIICKE YMETHO-
cru. PajjoBaHoBiheBa aBaHrapiHa IOETHKA HacTaje y MPOCTOPY CPIICKe
yMeTHOCTH fpyre nojoBuHe 20. BeKa, Y KOjOj NOMHHHUPAjy YMEPEHO-
MOJIepHUCTHYKHY Npocefen. Ha ymeTHnuKky cueny PagoBanoBuh je cry-
IO CPEeJMHOM MefleceTuX TOArHA, ¥ A00a Kajfia COIpeaNncTHIKa IOK-
TpuHa TyOW Ha CHa3W, T€ ce KOMIIO3WTOPHMA ¥ APYTAM CTBapaoluMa
OTBapa noJbe cliobofie 3a UCTpaXXNBamhe HOBUX M3pakajHUX MoryhHo-
ctu. Mapa ce yo6uyajeHo cMaTpa fAa je, monyT BehmHe Hammx cTBa-
panana, PagoBaHoBuh y CBOM KOMIIO3UTOPCKOM TBOPEHY IOIIA0 O
HEOKJIACHIN3Ma, Ka0 eTalloHa YMEPEHOT MOJAEpHH3Ma, KOMIIO3UTOP
cMaTtpa fia je leroBa OTUCHA Tadka OnmXka nmocrekcrnpecuonusmy. Ha-
KOH MOYETHUX OCTBapewa, PagoBanoBuh oko 1954. roguHe HaKpaTKO
ckpehe Ka HeoKIacuIy3My, ajld Ce Yy OBOM IIpocefiey HUje Ayro 3aip-
*)ao.” Takobe, decto ce ucrmue na ce PagoBanoBwh, ckyma ca jomr
HEKVM TIPUNATHAIIAMA UCTe KOMIIO3UTOPCKE reHepanuje (Kao MmTo cy
Osrujan, Bepramo, Xpucrtuh, Makcumosuh, ITomosuh), moueTkom
HIe3ieceTUX FOAMHA YCMEPHO Ka MCTpaXkMBamby aBaHTapAHUX 3BYUHUX
IpOCTOpa, NPUHIUINjETHO MOTUBUCAHMUX JejaTHOUIhy IpefcTaBHUKA
"mosbcke mkone" n Bepba Jluretnja.” MebyTuM, KOMIO3UTOP HABOTH
Ja y BpeMe Kaja je u3rpabmBao cBOj My3WUKH je3UK M Kajja je OCMH-
CIIMO TEXHUKY XHUIepnojaugoHyuje, YOIIITe Huje 6MO yIMO3HAT ca UCTO-

PaoBaHOBIh TEpPMUHOJIOIIKY pa3rpaHUyYaBa HEOKIACHIW3aM Kao CTHI, KOjH
Ha3WBa UOAUMYSUKOM, U AKAGEMCKU KAACUUU3AM, KAO TIPOCENE HaMETHYT IIpO-
rpaMoM cryauja komnosunuje. M3 pasrosopa ca Pagosanosuhem, Bobenum 08. 01.
2003. ropune.

OBakBO MHIIUbEH-E NpBa je 3acrynana Mupjana Becenunosuh, a 3atum cy To
npeysenu ¥ Apyru ayropu. Bupern crynuje: Mupjana Becenunosuh, Ciieapanau-
Ka Upucyitinocili espoiicke asanzapge y Hac, beorpaj, YHUBEP3UTET YMETHOCTH,
1983; Mupjana BecenunoBuh, Ymeitinocii u uzsean we — Ioeitiuka u ciisapanaui-
wweo Baagana Pagosanosuha, Hosu Can, Martuua cprncka, 1991; Mupjana Becenu-
HOoBuh-XodmaH, Ppazmenitiu o mysuukoj iociimogeprnu, Hosu Cap, Maruna
cpricka, 1997. Tujana [TonoBumh-Mnabenosuh HaBomm: "Y cylmITHHH, cTBapajlavyka
NpUMeHa HAajHOBUjUX TEKOBUHA CaBPEMEHE €BPOIICKE MY3HKe, YCIOBIbEHA HUXO-
BUM IIpelaMarmeM KpO3 NPU3My HWHAUBUAYATHOT, ayTEHTUYHOT HCTpaXKMBama U
pelIaBama NpobdieMa ayTOHOMHHUX 3aKOHUTOCTH pa3Boja My3HKe, a y IIUJby OYyBa-
Ba gejciti8eHOCIU OHUX OUTUHUX U TUPAJHUX HYICHOCTIU, 3aKOHA U IpaBUAd — KOHC-
WAHIHUX U UMAHEHIUHUX ceojciliasa my3uuko? jesuka, jecre differentia specifica
aBaHrapJHUX OcTBapema Oeorpajicke My3uuke cpefuHe cepme aeueHuje. " Tujana
TTonosuh-Munabenosuh, Differentia specifica (1. meo), My3uuku Tamac 6p. 4-6,
1995, crp. 36.
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BPEMEHMM CPOJHUM TeHJeHIMjaMa y EBpomnm, Te ma je TeK peTpoak-
THBHO YIO3HaBao Jieda Kao mto cy Meiuaciiacuc (u3 1954) u Huito-
apaxitia (13 1957) Januca Kcenakuca (lannis Xenakis), ITpusubersa (13
1959), Aimocgpepe (u3 1961) u Pexsujem (13 1965) hepba JTuretuja
(Gyorgy Ligeti) utn. [To concrBenom TBphewy, PagoBanosuh je Ta nemna
OpBU NyT 4yo Tek mocie 1962. rogune, a Beh je 1959. ropgune, y
komno3unuju lHoaugonuja 9 u'y paguodonckom neny Ceghepoon (nap-
TuTypa HanucaHna 1961-1963, caumamwe u MoHTHpamke 1965-1966) pea-
JM30Ba0 KOHIENT xunepnonngoHuje. Y 0BOM Jlely Xunepnoiaudgonnja
je OocTBapeHa Ha HauyWH KOjU HEMa IaHfaH y TajalllikhO] €BPOICKO]
npoaykuuju. Buiie knacrepckux "MIIeTeHUa" pa3MelITeHO je Ha pac-
TOjambUMa 1 cBe ce oHe "pacmpepajy” Hamopeno. [Topen Tora, PagoBa-
HOBHA je, 3a pa3nuKy Off OCTAINX MY3MUKHUX CTBapasala, iCTOBPEMEHO
OCTajao y MYy3WIM M TEXNO M3NaXeHhy BaH e, ONIo meHuM (y3u-
OHHUCAHkEM Ca APYTrUM YMETHOCTUMA, OMI0 0aBIbEHEM PYTUM BpcTama
YMETHOCTH, a CBE IpejaMajyhut Kpo3 CBOjy BU3H]Y CPEAUIIIET Y yKEM
U IIHPEM CMHUCITY.

Y ApymITBEHOM W YMETHHYKOM OKpPYKeHY y KOjeM Cy Hacraia
PapoBanoBuheBa ocTBapema HHCY ce yKiamnajua y nocrojehu ceet yme-
THOCTH, T€ Cy OuBajia MapriuHaJn30BaHa U c1abo NMPUCYTHA Y jJaBHOCTH.
MebyTuM, Kao HHTPOCHEKTUBHH, ayTOPe(hICKCUBHY U Y3AP>KaHU yMe-
THUK, PajjoBaHOBMh HHje HACTOjao /la arpeCHBHOM KaMIIalhOM CBOjHM
penuMa o0e30eu MPUCYCTBO Y jJaBHOCTH, Beh ce join Buie u30510Bao,
MOBJIAYHMO Yy CBOjY YMETHOCT. Y IPKOC HEOPELIUBOM HOBATOPCKOM IIO-
PUBY, UCTPA>KMBAYKOM €JIaHy, TEXKHIU 3a TPAaHCIEHANPAmHEM MaTepu-
jamHOCTH O0jeKTa, Te pa3BUjEeHO] ayTOMOETHIIN, IIITO Cy OJINKE BHCO-
KOMOJIEPHACTHYKOT aBaHTapAHOT JleJoBama, PajoBaHoBmh HuUje OKO
cebe CTBOPHO MUCTHYHY aypy, HATH je CBOjUM JieJNMa MPUAa0 ApYII-
TBeHO-TpaHcopmuinyhy yiory (mTo je 6uo MoprB BUCOKOMOJIEPHHUC-
THYKEX ayTopa Kao mto cy llTokxaysen (Stockhausen) m Keju (Cage),
Beh je 3aipkao TexXmy 3a ayTOHOMHjoM yMeTHOCTH. M1 y ToM cMucity
PapoBanoBuh je n3onoBaHa u jeAMHCTBEHA (PUTYpaA Y HAIIO] YMETHOCTH: C
jemHe cTpaHe, HEeroBa IOETHKa HM37a3W M3BaH aBaHTapfe JIOKaJHOT
tuna'’ ¥ YMHE Ta HOBATOPOM y CBETCKHM OKBHpmMa. C [ipyre cTpaHe,
MIOIIITO j& HEeroB OIycC, YCIeR HeoCTaTKa OAroBapajyher cBeta yMmeT-
HOCTH, alli U YMETHUKOBOI BJIACTUTOI HEMama "eCTPajJHOr ejlaHa"
(IiTo je cam mpu3HAO), AYTO OCTA0 Mame-BHILIE HEMO3HAT Y HAIUM U
€BpOIICKIM OKBHPVMA, HeroBa OCTBapewa U3 NefleCeTuX, Me3eceTux
7 ceflaMIeCeTHX TeK ce JaHac MOTY caryieflaTd Kao BHW3MOHAapCKa.
Hberopa HOBMja fena, Maja Cy 3HauyajHUje OPOApIa Y jaBHOCT, IOHOBO

OgBaj TepmuH M. Becenmnosnh je mpomosucana y cryauju Citisapansauka ipu-
CYUIHOCIL e8policKe asaHzapge y HacC.
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ce He yKiamnajy y nocrojehn cBet ymetHocTH, jep PagoBanoBuh He Ke-
JIM 1a CBOja OCTBapekha CBPCTA y IOMEH aKTYEITHUX MOCTMOJCPHUCTAY-
KHX TIOETHKA U Teopuja. Majja leroBa Teopuja M Mpakca CHHTE3UjCKe
YMETHOCTH WMajy MHOTEe (popMajiHe CPOJHOCTH Ca MOCTMOJAEPHUCTAY-
KIM OCTBApEH-Ma, ' Off HHX Ce Pa3JIMKYyjy MO Ofi0alBaky HEKOXEPEH-
THOCTH JIeNia, 110 WHCHCTHPAaWy Ha ayTOPCTBY, MO TEXHHU Ja JENO
HACTaje W3 jeJUHCTBEHE KIIUIIC a He Kao MPOAYKT KOJaXkupama pa3Ho-
ponnux nonataka. Tako ce PajoBanoBuheB omyc HEje YKIOMHO HU Y
CPIICKY YMEpEeHy MOJIEpPHY, HH Y KACHHUjy OCTMOJIepHY. - PajoBaHOBH-
heBa mosumnuja wm3beraBama f1a ce TMOAPENN TPEHAOBMMA IUION je
HETOBE CBECTH JIa MOpa OCTATH BepaH ceOU M CBOM YHYTPAIIHEM TBO-
PHIIAYKOM MOPUBY ¥ YMETHUYKO] BU3H]H.

Jom jeman Teopmjckum MpoOIEeM TPEACTaB/ba MPOTHBCTABILAHE
CUHTYM-a apyruM HCTOPHjCKMM U aKTyeJIHUM MaHH(ecTanujama
TEKIbe Ka CHHTE3HjCKOM YMETHHYKOM feny. [TloceGHO je mpoBOKaTHB-
HO TEeOpHjcKO pasjamimbermhe ogfHoca CMHTYM-a npeMa KoHUENIUju
Gesamtkunstwerk-a, Tepmuna koju je Puxapn Baruep (Richard Wagner)
HCKOBAO 3a CBOj IpOjeKaT cBeOOYXBAaTHOI yMeTHHUKOr fena. Hamme,
OBaj TEPMUH je yuecTasno KopultheH 1 3a CBE KacHHje MaHu(pecranmje
TEeXbe Ka TOTATHOCTH CTBapama, T€ je MPIMEHUBAH HA pa3Ha yMET-
HIYKa (M HEYyMETHWYKA) fiena (1 Hepena). MebhyTuM, yonire mpoMHII-
Jbajyhul TEpMUHOOIIKA pa3rpaHuyeha U Kilacu(uKannje yMETHUUKUX
ponoBa, PagoBanoBuh cmatpa ga je merosa konnenmuja CUHTYM-a
cponHa Gesamtkunstwerk-y, anm fja Hrje W3 Bera Mpon3alia HUTH je C
BUM HJACHTUYHA. A MOLITO je, Kako je yka3ana Mupjana Becenuno-
suh,” PagoBaHoBMh cTBapajial KOju je IENOKYNaH CBOj TEOPUjCKH M
YMETHUYKHN OIyC MOBE3a0 y KOH3WCTETHY IENWHYy, T€ je HeMmoryhe
OIBOJUTH H-ETOBO CTBApaJIallITBO Of H-ETOBUX TEOPHjCKUX pa3MaTpama,
ynopeno hemo carnefgaTé OfHOC HETrOBE IHCAHE PEYd O YMETHOCTH
npeMa ApPYI'MM TEOPHUjCKMM IOCTaBKama CBEOOYXBATHOT YMETHHYKOT
mena. Y TOM IMbY, Hajupe heMo pas3jacHUTH KOHTPOBEP3€ OKO INpH-
MeHa nojMa/koHnenta Gesamtkunstwerk u ykazaTu Kojum ce myTem 1o
BUX JIOIUIO, a 3aTUM UX MPOTUBCTaBUTU PaloBaHOBIhEBOj TeopHjcKoj
u npaktryHoj nocrasim CMHTYM-a. Haj3an, ananusupahemo Papo-
BaHOBmheBa CHHTE3MjCKA OCTBApEHa Ca CTAaHOBUIIITA OTEIOBIHEHA OBE
HOETHKE.

11 . _
Ha npumep, Maao seuro jesepo, Bokosusdyeanu omasxcu, Bokaauncitipa u gpy-

ra jiena Moriyia 61, Ha OCHOBY CBOjUX (DOPMAJIHUX OJ/IMKa, OUTH IIPOTyMadyeHa Kao
HOCTMOJIepHI/ICTI/I‘{Ka!

" O oBome cav Bnajan Pajosanosith ayTOMPOHUjCKH T'OBOPH Y TeKCTy HMHiliep-

8jy y ozaegaay, HoBu 3ByK 6p. 9, cTp. 5-13.

13 — —
Becenunosuh, Yumeitinociti u ussan me, ctp. 7.
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Baznepoe Gesamtkunstwerk.
Eeoayuuja uojma u wezose upumene

Konrekcryanumzanuja CUHTYM-a y ognocy Ha Gesamtkunstwerk
HEMHMHOBHA je. Mapa je TeXma 3a CHHTE30M OffyBeK IOCTojana, Kao
IITO HaBOAU U caM PamoBaHoBuh, aMOuUIMjy 1a CTBOPU TOTAIHO YMET-
HUYKO JIeNIOo, Koje OM 00jeJMHMUIIO CBE€ YMETHOCTH, IPBH j& eKCIUIMIUT-
HO obenomanno W TeopHjcku (opmynucao Puxapm Barnep. Cojum
MY3WUYKHM ipaMaMa OH je HacT0jao fAa OCTBapy MOHYMEHTAIIHY U IIpe-
TEHIMO3HY 3aMHICa0 Kpeupama 3aTBOPEHOT, LIEJTOBUTOT U CAMOOBOJb-
HOT' YMETHHYKOT YHHBEpP3YMa, Y KOjeM pa3jIMudTe YMETHOCTH HE OH
cryTaBaje jefHa Ipyry, Beh Ou ce cjeqmHmie W CKIIaJHO TOMyHhaBaje.
Tako ocmumbeHa KoHuennuja Gesamtkunstwerk-a 3axreBana je ymer-
HUKa KOju OM OMO y CTamy fila ceé YCHEeIIHO 0aBM CBUM YMETHHYKHUM
AVCIMITMHAMA KOje OBa 3aMHCa0 MOApa3yMeBa ! MHTETPUIIIE.

Haxkon Baraepose opmynanuje, Tepmua Gesamtkunstwerk mogeo
ce TpUMEHHUBATH W Ha JApyre HNCTOPHjCKE W aKTyelHe YMETHHUYKE
IIPOjeKTe KOjH Cy, JOCTOBHO MM OCPEAHO, Caip>Kalli 3aXTEB 3a claja-
BEM 1 IPOXIMAakhEeM CpeficTaBa YMETHHUKOT H3pakaBama. Barueposa
KOHIIETIIIja YyTHLIAJIA je Ha pa3IuyuTe MYyJITUMEUjaliHe, NTHTCPAUCIH-
IUIMHApHE W YTOMHjCKEe TPOjeKTe YMETHNKA M3 pa3HMUX JIOMEHa: CIINKapa,
Bajapa, apxuTeKaTa, IiiymMalna, miecaya uta. Takobe, oBa KOHUeNumja
uMana je yTanaja u Ha puao3ode, OCHUBaue peIUruO3HUX M MUCTUYHUX
MOKpeTa, pa3iNunTe ApYIITBeHe nocieHnke uty. Mpeja Gesamtkunst-
werk-a eBonympana je Ha pa3jIUIUTUM HUBOMMA, a YIOPEAO ca TUM
rpaHaja ce M Mpexa Teopujckux npucryna. CTora Mopamo ycrocra-
BHUTH KpuTepujyme 3a neunucame Gesamtkunstwerk-a nakon Baruepa,
jep ce oBaj TepMHUH U Jlalbe KOPUCTU 32 TOTOBO CBe MaHHU(ecTanmje
TEeXHe Ka CHHTE3W YMETHOCTH, YaK M Kajia Ce€ Y BEJIMKOj MEpH yialba-
Bajy Off U3BOpHE Baruepose 3amucin.

Y KOpeHy TeXHe 3a CHHTE30M YMETHOCTH Halla3W ce CaH yMeT-
HHUKa O u3rybipeHoj nennan. Pa3Bujajyhu ce w3 Marmjckux, puTyaTHAX
IIpakch, KOje Cy BPEMEHOM H3ryomie cBOjy (PYHKIMjy, IPBOOMTHA
YMETHOCT OmIa je CHHKpETH4YHa, Tj. HOApa3yMeBaja je CIOj CBHpama,
neBama, Ieca, TOBOpa 1 rectoBa.'’ PasnnmunTe yMETHOCTH BPEMEHOM
Cy ce ocamocTanuie, (popMupale ce Kao WHCTUTYyIHje W m3bopwuiie
ayTOHOMHOCT. McToBpeMeHO, OHEe Cy ce ypa/buie jegHa of Jpyre,
CTEKJIE CIENUjaJN30BaHe CTBapaolle, W3Bobade, MyONnKy, TEOpEeTHIape,
pa3BUIIe COICTBEHA MU3pakajHa CPEfICTBA, COIICTBEHU CBET YMETHOCTH.

14 . .
Y 1o BpEMC€ YMCTHOCT HHJC Omta Ppas3IMKOBaHa O] p€ajIHOT >KMUBOTA, HUJE I1OC-

TOjaJIa Kao I/I3J1B0jeHa 1 MTHCTUTYIMOHAJIN30BaHa MpaKkca, a CaMUM TUM HU YMETHUK
HHje OO CBECTaH f1a je yMeTHHUK!
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Ho, cehame Ha n3ry6ibeHO jEIUHCTBO W CaH O MarunyHOM, Y3BUIIIEHOM
YMETHIYKOM [IeIy OCTaJIi Cy CauyyBaHH, a ca BbUMa U Te>KHbha yMETHHKA
la ce BpaTe y CTajujyM Ipe paclena U BaCKpCHY jeAuHCTBO. 300r Tora
je, y epu yreMesbemha yMETHUUKIX MHCTUTYIMja, CBaKa TEeXKHa 3a CBe-
0o0yXBaTHUM [IeJIOM 3ajip3Kajia TOHEIITO Off NPBOOWTHE MAarujcke
xapu3Me, a cBaku TBopay Gesamtkunstwerk-a kemeo je fa HBEeroBo Aeso
n3a30Be y3BHILEHAa, MUCTHYHa ocehama. 3aTo mpBe MaHHU(ecTanuje
CBEOOYXBAaTHOT YMETHMYKOT Jiejia MPEeTo3HajeMo y 3hAambiMa Koja He-
Majy MpUMapHO YMETHWUKY, Beh cakpanny ¢yHKIHjy: Xapang 3eMan
(Szeeman) uctmue ga cy mperede Gesamtkunstwerk-a cnomeHmIm u
rpoOHUIIe, TMpaMufe, TPUKU TeaTap, KaTeapale, 3aMKOBY, TapKOBH H
sproBu;” Anpujan Xenpu (Adrian Henri)'® oBome jofaje mpuMuTHBHY
YMETHOCT, CPE/IIbOBEKOBHE M PEHECAHCHE NPOLiechje U yIMIHe Iapaje,
a Mumko IllyBakoBuh'” 3amajse m MCTOUHE e30TepHYHE TpPajUIAje,
HEMaJyKl poOMaHTH3aM, XpuirhaHcke yronujcke Busuje uth. [lopen To-
ra, lllyBakoBuh HaBoau na u auckypcu o Gesamtkunstwerk-y Hoce erso-
THYHU TPHU3BYK, HECHO3HATIBUBOCT, cehame M Tpaxkeme M3ry6beHOT
jemuHCTBa, MOpeKia, neaoBuTocTn. OBOM TEPMHHY OrOBapajy 3amu-
cnu AncollyTa KOju He MO3Ke OUTH OCETHYT, ajli KOjeM ce MOXKe Te-
KUTH U KOjH IIOCTaje MHCIHpanuja Metadope, aJeropuje uin nepama,
Hocehn aTMocepy er3oTHUHOT, HeAOKYy4nBOr. MebyTum, cmaTpamo je
HacTaHaK 3aMHCIH CBEOOYXBAaTHOT YMETHHYKOT Jieja 3alpaBoO MPOU3-
BOJI /IejCTBa JIPYIITBEHO-TTOIUTHIKIX, UASONOIKNX, (PII030(PCKUX H
YMETHHYKHUX YMHUIALA, KOJU Cy Ce CTEKNIM Y TPEHYTKY Kaja je aude-
peHllFjalldja ¥ chenyjanu3anyja YMETHOCTHM M YMETHHKa Joceria
BpXyHAall ¥ TUME NpHU3Baja 3aTOMJbEHO cehambe Ha MPBOOUTHO jelnH-
CTBO yMeTHOCTH.

JIBa cy pasnora 360r Kojux cy ce y 19. Beky cTeknu ycnosu ja Bar-
Hep ocmucnu KoHnenyjy Gesamtkunstwerk-a. I[1pBu je "mpeonmomkn" —

¥ Harald Szeeman, Der Hang zum Gesamtkunstwerk (Cxionociii ka ceéeobyxeaili-

HOM YMeTlIHUYKOM geay), TEeKCT U3 KaTajora 3a n3jox0y npupebeny 1980. roguae
(mpeBop: CTyfeHTCKY KYJATYPHU LieHTap, Oporiypa, 1983).

16 Adrian Henri, Environments and Happenings, London, Thames and Hudson,1974,

cTp. 7-12.

7 Mumko IlyBakosuh, Ciiosnajuu 3nauaj u ¢ynkuuje "Gesamtkunstwerk-a" u

"Pas-Tout-a" y ymeitinocitiu geageceitioz séexa, JIuna 6p. 7, 1989, ctp. 5.

18
Hamre cxBaTame TepMuHa/KoHIenTa Gesamtkunstwerk-a u3imoxuiam cMo y cie-

nehnm pagoBuma: MBana JankoBuh, [Ipuno? itieopuju c6eo0yx8aitinoz ymeitiHu-
Koz geaa, | geo marucrapckor paga, beorpan, 2000, pykonuc; Gesamtkunstwerk
Aanbana Bepza, Onepa ox o6pepa no ymeTHnuke ¢opme, beorpag, PMY, 2001;
Oy ciioja ymettinoctiu ka cunitiesu meguja — Cpehina pyka Aproaga lllenbepza u
Kyrn 3Byk Bacuauja Kangunckoz, pag ca cummosujyma Mysuka u menuju, Beo-
rpaf, 2002. OBae heMo H3HETH HEKE CaskeTe MOCTABKE.
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JOMUHAaIMja CUCTEMCKOT y4ela U CXBaTama CBeTa HeMadke Hjcaju-
cTuuke puiozoduje, Ka0 U poMaHTHUIAPCKAa MOTpeda 3a KpeupameM
HOBe oHTonoruje. [Ipyru je "ecHadcku" — Kpusa onepe, Koja ce Moria
npesa3uhu nyteMm pedopme. TepMIH KpHu3a HE OHOCH CE Ha APYLITBEHY
MO3MILKJY OIepe, KOja je Y TOM TPEeHyTKy Oujia Ha BPXYHIy MOIyJap-
HOCTH, Beh Ha HEHy YCIOBIbEHOCT KOHBEHIMjaMa Koje Cy ce THLaje
CBHX KOMIIOHEHTHU OIlEpCKOr' fiena. BarHep je oceTHo HEOMXOAHOCT
u3MeHe OpojHux Kiumiea. M3 cmoja Busmje amncoiytHor [yxa u
"mpe3mpa’ mpema omepw npBe nosioBuHe 19. Beka, pobeHa je 3amucao
Gesamtkunstwerk-a."” Takobe, Moxe ce pehu a je Barmepos Gesamt-
kunstwerk mocnepguna, ¢ jefHe cTpaHe, pOMAaHTHYAPCKE TEXHE 3a IIOB-
PaTKOM y OHTOJIOIIKO H, C [pyre, HOTpede 3a Npey3uMambeM O00KaHCKe
KpeaTopcke (DYHKIMje M CTBapameM HOBOT YHHBEp3yMa/cucTema.’’
Haume, gyxoBHa KnmMa Ha mMo4eTKy 19. Beka fOoHeNa je ABOCTPYKY
yTONM]y: TEKHY 3a MOBPATKOM y "crapa moOpa BpeMeHa" (apxajckd
yTonu3aMm), Kao M Bu3Wjy "cBerie OyayhHOCTH" (TpaHCHEHJECHTHH
yTommu3aM), Koja je OTeNOBJbeHa y peBosyuuju u3 1789, a 3atum u y
peBonynyjama y nenoj EBponu TokoMm 1848-50. rogmne. O6a Tuma
yTOIuje KapaKkTepucana cy TOTOBO CBE flaJbe eTalne pa3Boja €BpOIICKe
YMETHOCTH W IPYIITBA Y IEIMHU — CBE JIO CJIOMa METraKkyJIType MOJEPHE.
Taxkobe, cBe 0Be TexXHe HacTaje Cy Kao MIPOU3BOJ, CBUX HUCTOPH]jCKUX,
COLIjaTHUX, KYJNTYpHUX, (PUI030(PCKUX U YMETHUUKHUX NPEBUpama y
OCBHT MOJIEpHOT f100a, a BarHepy je mpunaia yjaora fia oBe TeHCHIUje
00jeIHI, CHHTETHIIIe, 3a0KPYKH U TOTBPAH.

Ha Barnepa cy, HeHOCpEIHO WU IOCPEIHO, YTHLATIU ¥ CTBAPAOLH
MOTEK/IN U3 Pa3INYUTHX AUCHUIIINHA KOJU Cy [ieJIOBaIM Ha Mpejasy u3
18. y 19. Bex u oceTunu notpedy 3a NpeBasmwiIakeheM T'paHulla YMETHO-
CTH, 32 CHHECTE3MjCKUM  JIOXKUBJbAjMa, 32 HAJAKEHEM H3TyOIHEHOT

19 . .
OBaKBO CTaHOBHIIITE JA€TAJbHO CMO OG].’:ICHI/IJII/I Yy DOMEHYTHUM CTydjaMa.

* Iy6paska Opanh Tomnh y cryauju Hapaguzme 20. ciionmeha — Asanzapga u

doctimogepra, 3arped, 3aBof 3a 3HAHOCT O KmbMXKeBHOCTH Puio3ogcekora da-
Kkynrera, 1996, ctp. 14-16, n3HOCH MHUNUbEHE fja jeé pOMAaHTHYapCKa yTOIHja Ha-
cTaja Kao IUIO TEKIhe 3a MMOBPATKOM Y OHTOJIOUIKO CTarke HAKOH THOCEONIOIIKOT
nCKycTBa. AyTOpKa cMaTpa fa je yTONHMjCKO MHUIUbEHhe OJNINKa KPU3HE CBECTH I
MIOJICBECTH, KPU3HUX M PYOHHMX LMBUIN3AIMjCKUX CTama, a IHErOB NPBU IWBY JIU-
3aIjCKH MTPOAYKT je penuruja. [1o 10j, OCHOBHI €BPOIICKH YTOIIM|CKH TIPOjeKarT je
Bubnujcku paj, ca mapagurMaTCKIM MOJEINMa: 3eMaJbcKAM pajeM (apXajcKul yTo-
mM3aM) 1 HeOGecKuM pajeM (TpaHCUeHieHTHH ytomu3aM). Crora ce y MpejOMHO]
€II0XH €BPOIICKe NUBMIN3alMje, y TPEHYTKY yCIOCTaBlbaka IrpabaHcKor ApyITBa,
IojaBWJIa yTONHja, KA0 KOHCTAHTa CKOPO CBUX YMETHHYKHMX M APYIITBEHUX Ipe-
BUpama y 19. BeKy, a HajIOTIyHHje OTENOBIbEHA Y HOBOM CHHKPETHYHOM KaHPY,
Gesamtkunstwerk-y.

CuHecre3syja je cocoGHOCT jeJHOr HafpaXKeHOT YyJja fja OCeTU Hajipaxkaj apy-
ror 4yja, Ha IpuMep fAa ce Bufgu 0oja Kajja ce 4yjy TOHOBH MY3HMKE WM Jla ce
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jemuHCTBA T€ CYy aHTHIUNHPATN KOHIEMIM])y CBEOOYXBAaTHOT yMeT-
HuuKor fena. Hemauku pomanTuaapcku nechuiy — 'ere (Goethe), Ho-
Bamuc (Novalis), Ajxerngopd (Eichendorf), Mepuke (Mérike), lllneren
(Schlegel) m gpyrm — ocaymkuBanu cy "moesmjy Hohm", mMamramd o
CaBpLICHOM CIIOjy My3UKE U peuH, BUAEIHN 00je y CBOjUM CTHXOBHMMA.
Cmukapu Pynre (Phillip Otto Runge), ®punpux (Caspar David Friedrich)
u lndrep (Adalbert Schifter)” mmanu cy BU3Mje YMETHHUKHX fena y
Kojuma 6u 6oje genoBale Ha riaefaona Kkao Mysuka. Ppuspux je xkeneo
lla mocTaBKe H-EroBUX Iej3axka NMpaTH My3WKa; PyHre je 3aMuiubao
CBOj€ CMKE TMTaHTCKUX pa3Mepa npaheHe My3MKOM, Kao alcTPakTHY
7 (paHTACTHYHY CIMKAapCKO-MY3WUKY IOEMY ca XOpOBHMa Koja 6m ce
M3BOJIMNA Y TOceGHO m3rpabenoj cakpanuoj rpabesunn.” IMopep Tora,
Pagosanosuh yka3syje ma je y Bpeme Sturm und Drang-a my3uka, 360r
cBOje GecnpeaMeTHOCTH, OWia y30p 3a mozopumre.” HaBepenn mpu-
MepH YyKa3yjy Ha TocTojarkke MehycoOHOr yTuiaja U fejcTBa jegHe
YMETHOCTH Ha MAPYry, LITO jeé OMOTYhRWIO HUXOBO MOTOHE Cjelu-
maBame. [loceOHy, TUpeKTHY JMHU)Y yTHAIAja IPEICTaBlba omepa MpBe
nonoBrHE 19. Beka: Tpapuyja Ha KOjy ce Barnep HajoBesyje, anu je u
pajiuKagHoO TpaHc(opMulIe.

[Nokymaj kpenpama cBeOOYXBaTHOT YMETHUYKOT J[€JIa 3aM0YE0 je
o omepe, jep je oBa yMeTHHYKa hopMa Off CAMOTI HACTaHKa  cje-
AUHWUIIA MY3UKY, ApaMy, IIO€3Hjy, IJIeC U eJIEMEHTE CLEHCKE NMTOCTaBKe —
pexujy, cueHorpadujy, 1eKop, Mu3aHcueH uti. MebyTtum, oBoj xeTe-
pOTreHOj TBOpPEBWHH, y KOjOj ce mofapaszymeBana ofpebena mucmpo-
nopuyja y ydeurhy oBuUX IUCIUIUIMHA (yrpabeHa y OCHOBY KOHBEHIIH]a
OIIepCKOT XaHpa), Baruep je nmpupao gpyraunjy ueoyomKy Io3aJuHy.
Tparajyhu 3a mparno4eTkoM, jeJUHCTBOM, H/I€aTHOM CHHTE30M, Baruep

TOAMPOM IIpeMETa KOj! Ce HEe BUIM CTBOPHU H-ErOBa BU3YyeJHA NpeicTaBa. Bugern:
IlyBakoswuh, [lojmosHuk mogepHe u focilimogepHe yMeitiHOCIIU U Ttieopuje flocae
1950, Beorpag—Hosu Cap, 1999, CAHY-IIpomerej, ctp. 307-308.

22 . .
HerabHUje O CTBapalallTBy OBHX YMETHMKA U IBUXOBOM yTHULAjy Ha Barnepa y

cTynujamMa o6jaBibeHNM y daconucy Tpehu mporpam, nponehe 1983: Murep Bopx-
Mmajep, Ceeiti ymupyhe ceeitinocitiu, ctp. 427-457; Kapn Hanxayc, O 3asputeitixy
"Cympaxa 60ozosa", ctp. 457-478; T'uurep MetkeH, Hosa epa cauka, ctp. 478-494;
T'ecra Hojsupr, llapcugan u myzuuxu jyzengciiua, crp. 494-512. Takobe BuneT:
Xepbepr bpunkman, Kanguncku u llenbep? — gyxosno cpogcitieo usmeby cau-
Kapa u mysuuapa, My3maku tanac 6p. 3—4, 1996, crp. 56-60; 3aTum Szeeman, HaB.
[eJI0, UTH.

5 Bupietn y: MeTkeH, HaB. fieno, crp. 487 u BpunkMas, HaB. fieno, crp. 56.

* Bunetn y: PagoBanosuh, Boxosusyea, crp. 234.

25 . . .
MoMeHaT Koju ce yoOuuajeHo y3uMma 3a JaTyM pobema omepe je u3Bobeme

onepe Jagre Jakona Ilepuja (Jaccopo Perri) 1594. rogune y ®upenum. ITokyiaj
pecTaypalyje rpuke Tpareinje pe3yjITupao je yreMebemheM HOBOT KaHpa.
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CE OKPEHYO TPajMIMju: MUTCKOM, MarujCKOM, pUTYaTHOM, OOpEXHOM.
3aMunubajyhu yTucak Koju cB€OOYXBaTHO YMETHHYKO JI€JI0 MOpa fia
OCTaBH Ha IIPUMAOI[a, OH ce MO3WBa0 Ha MPBOOUTHY CaKpaJIHy (DYHKIIH]Y:
YMETHOCT je BHJIEO KAO PEelTHjy, o30pHmTe Kao xpam.”’ Ocreapyjyhn
3aMucao O M3Tpajmy Tearpa y Koju he ce gonasutu Kao Ha xopouaihe,
Barsep je mocTaBro yMETHHUYKO JEJIO Ha MHjefiecTal, CTBOPHUO Of Hera
peaMeT 060XKaBakbha, a O CAMOT UMHA H3BOhema puTyas.”’

Cgoje Texmwe Barhep je Teopujcku yoOIUYHO Yy TEKCTy Ymeili-
HUuKO geao 6ygyhHociliu ¥ y KanuTanHoj cryauju Oiiepa u gpama’ u3
1850-51. roguHe, v K0joj maje "ymyTCTBO" 3a peanu3alujy OMepCKOT
mena Koje he cBe yMeTHHUKe UCHUIUINHE TTOBE3aTH W YjeIUHNUTH Y CBPXY
OCTBapema MOTIYHE eKcrpecuBHOCTH. PopManHu eJeMeHTH pedopme
ornepe (M3MEHa CTPYKType JIuOpeTa M HHUXOBOT cajpxKaja, ApaMcKo
MIPEOCMUIIIbaBalkhe MY3HUKOT TOKa yBObEHEM cHucTeMa JIajTMOTHBA,
noBehan 3Haudaj opkectpa, MPOKOMIOHOBaHA (opMa, HOB BOKAJHU
CTHJI, CUCHCKH peajin3aM) OWJIN Cy YCIOBILEHU TEXKHOM Jla My3MUKH,
fpaMcku (Tj. TEKCTYaJHH) M CIEHCKHU CJI0j fiejia Oyay y CIysKOu jelan
mpyror. VI3 HaBefeHHX eleMeHaTa pegopMe NpOH3allIo je HO80
flo3opuwiitie, 1 TO HE caMO y cMUCTy u3rpanme Festspielhaus-a y Baj-
pojTy, Beh U y IpeHeceHOM CMUCIY 3aCHHBamba HOBE ONEPCKE ecTe-
tuke. [IpakTH4HO, cBaku cerMeHT BarnepoBe omepe je TUCKyp3uBaH.
Takobe, cBaku (popmainnu) crnoj BaraepoBe pedopMe yCIOBIbEH je
n3MeHaMa Ha CBHM OCTAajMM HUBOWMA OIIEPCKOT Jieja, a CBE M3MEHE
HaCTajy CUMYJITAaHO, Y KOHTEKCTY Baruepose Texme ga npoayou y3po-
YHO-TIOCJIEIUYHY CIPEry My3W4KOT, JIPaMCKOT U CIEHCKOT CerMeHTa
onepe. Moxe ce pehm ga Barmep crBapa HOBH CBET, YMETHOCT Kao
penurujy, ¢unosodujy, unejy, Tpyaehu ce ma ycaBpim peanucTHyke
[pTe U3pa3a y CBUM KOMIIOHEHTaMa OIEePCKOT Jielia, Aa On cmKa HOBOT

26 . . .
Kako je youmo CrpaBuHcku, BarHepoBa KoHIemuuja ImoppasymeBana je

NOCTaBJbakhe YMETHUYKOT fieJla Ha HUBO CBETOT M CUMOOJIMYHOT PUTYaja Off KOT ce
cacroju 6oxja cayxo6a. [Ipema: BpanucnaBa MujaToBuh, Gesamtkunstwerk Hzopa
Ciupasunckoz, Hosu 3Byk Op. 1, 1993, crp. 148. Hcro je nmpumeTuo AJOpHO:
"Omnepa je rpabancka ¢opma Koja y AeMaroru3oBaHOM CBETYy HAcTOjU fa OdyBa
Margjcku ejemeHT ymeTHocTu". Teomop AnopHo, ['pabarncka oiiepa, My3nuku
tanac 6p. 1-2, 1997, crp. 54-58.

27 . .
BprHaII HacCTOjamka Ka OTEJOTBOPEHY YMETHOCTU Kao XpaMa NpelcTaBiba)y

Barnepose nocnegmwe mMy3nuke apame, Teitipanozuja u Ilapcughan, He camo 360r
CBOjUX cixKea, Beh u 300r ummeHHIE fa cy JOKUBeNe NpeMujepy y HOBO OTBO-
peHom Festspielhaus-y y Bajpojry. [lapcugaa je, no BarnepoBoj 3amucnu, 010
HaMeHEeH UCKJbYUYUBO 32 U3BObHEHE Yy OBOM MO30PHIITY, a eMy y "Xofouairhe"
umy cy Je6ucu, CTpaBUHCKU U APYTYM YMETHULIU.

Kopuctunu cmo nsname Richard Wagner, Opera and Drama (vol. | & I1), London,
W. M. Reeves, s. a
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ceeta Owmra mTo yBepsbuBHja! [Topen oBuX, popManHuX ejleMeHaTa,

BarsepoBa My3uuka ApaMa Mema LEJIOKYIHY YJIOTY U CTaTyC onepe u
2

ONepCKOT KOMITO3UTOPA y APYIITBY.”

BarmepoBa Texma Ka CBEOOYXBaTHOCTM MaHHM(ecToBaja ce Ha
CBHM, XHjEPapXUjCKU Pa3IMUUTHM HMBOUMA HETOBOT XMBOTA U CTBaA-
panamrBa. Mebytum, OpojHE ayTOopu cMaTpajy a BeroBa KOHIENIHja
HHje HU OCTBapeHa, HU OCTBApIJbHBA, Te fja cymTuny Gesamtkunstwerk-a
He Tpeba TpaxkuTu caMo y (pOpMalHUM CJIOjeBUMa Jiesia, Beh U y BU-
3WjI YMETHUKA ¥ WIEONOTHjU KOja CTOjH M3a HeroBor aena.”. Tesa o
HeMoryhoj peanm3anuju Gesamtkunstwerk-a Huje 3agoBosbaBajyha, anu
je 3HavajHa 3a MUCKYCHjy O eBONyIMju OoBe 3amucian. Hamme, uneja Ge-
samtkunstwerk-a yTumana je Ha MOIEpHHUCTHYKE MPOjEeKTe CTBapasiama
MOTEKINX W3 pa3sHUX YMETHHYKUX AWCHUIIINHA. MebyTmM, HakoH
Barnepa uznBajajy ce nBe ctpyje peuennuje Gesamtkunstwerk-a, koje cy
UCXOJMILITE UMAJIe Y pa3IMuUTUM CIOjeBIMa OBE KOHIEIIH]e.

IIpBa on mux HajoBe3yje ce Ha opMmanHu acnekT Gesamtkunst-
werk-a, Tj. Ha mpojekaT objefumbaBakba YMETHOCTH, IOK JIpyra JIMHUja
pa3pabyje ugeonomko 3anehe Baruepose 3amMuciu, leroB apxajcku u
TPaHCIEHACHTHN YTONW3aM: BHU3HWjy KpeWpama HOBOT YHUBEP3yMa,
CXBaTame CBEOOYXBAaTHOI YMETHHYKOT fieja Kao CPEACTBa JPYLITBE-
HOT' U [YXOBHOT Ipeo0paxkaja, Kao Cloja €CTETCKOr U er3UCTCHIH-
jamHor, moTpare 3a fonaxemeM fo llenuHe koja, MebyTnum, HE Mopa
OuTH peanu3oBaHa Kao cnoj (Tj. cuHTe3a) ymeTHocTH, Beh je mpene-
CeHa Ha KOHIENTYaJIHN HUBO. Y CKJIA/ly ca TUM Pa3jIMKyjeMO JiBa IOMH-
HaHTHA BHUJIa TEOPHjCKOT IIOMMama oBe 3aMuciu. [1pBu o muX Besyje
ce 3a ¢popmaiHu acnekT Barneposor Gesamtkunstwerk-a, skesbenn croj
YMETHUYKHX JUCIHUIUIMHA, a IPYTH 3a WAEOJIOIIKO, YTONMjcKo 3anehe
Gesamtkunstwerk-a, Texmy 3a joce3ameM IIeNIMHE, 32 MOBE3MBAHEM
YMETHOCTH Ca W/COJIOUIKAM, €TUYKUM, TEOPHjCKUM, JYXOBHUM HT/.
OKBHpHWMA W Tpajulujama. To MMIIUIEpa HEOCTBAPUBOCT MPOjeKTa 1
HBETOBO TPETUPakhe Kao YTOIMjCKOT Heata Win cKiIoHocTu. Mapa ce y
KOHKPETHUM yYMETHMUYKMM OCTBapemlMa OBa IOfesa He MOXKEe YBeK
eKCIUIMIUTHO BUIETH, JUCTUHKIIN]A je Off CYIITHHCKOT 3HaJaja 3a ycTa-
HOBJbaBamke KPUTEPHjyMa 32 MOBE3MBAKE MOjeANHNX MOETHKA ca KOH-
nentoM Gesamtkunstwerk-a, jep moppasymeBa M pasiMuUTOCT y CXBa-
Tamy TI0jMa CTBapama I BPEAHOBAHa YMETHHUKOT fiesa.” Ha mpumep,

*  Haume, Barnepa cMaTpamo NMpBUM MOJIEPHHM YMETHHKOM Y HCTOPHjH My3HKe

U IpeTeuyoM aBaHrappHux nokpera y 20. Beky. O oBoMe CMO NUCAIH Yy CTYAUjU
Ipunoz itieopuju c6e00yx6atliHOZ Yy METHUYKOZ gead.

* OBakBo Bubeme 3acTymajy 3eman, lllysakosuh, [pojc 1y,

Bupern: llyBakoBuh, Ilojmoshuxk..., ctp. 316-317, 3eman, HaB. feno, Alek-
caugap Pmakep, Pycka asanzapga, 3arpe6, JIuGep-I'nobyc, s. & Cosjeiticku
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3eman, lllyBakoBuh, I'pojc, Pnakep u Apyra ayTopu UCTUUY Aa j€ jefHa
Ofl CYIITHHCKUX OJTiKa 3amuciu Gesamtkunstwerk-a mweH yTOnmjcKu Ka-
pakTep,” Te ykasyjy Ha To ma Gesamtkunstwerk He mMopa jja Gyne ymer-
HUYKO JIeJ10, Beh CKIIOHOCT Ka Jiely, aHTUIUITalyja, IpojeKar, ngean.>

3a pasnuky Off OBHX CXBaTama, MOTEKJIUX U3 00JIacTH Teopuje
KIBIDKEBHOCTHY WM JINKOBHUX YMETHOCTH, Y MY3HIU je peueniuja Ge-
samtkunstwerk-a 1 meroBe eBonynuje HewITo Apyraunja. Hanme, 1ok cy
CIIMKapH, NECHAIM, IPaMCKH THCIU UTA. off Barnepa npey3nmanu Bu-
3Wjy YMETHOCTH Kao Xpama, 3aTHM ITOTpary 3a IeJWHOM, XeJby 33 CH-
HECTETHYKHUM JOKUBJbAjIMa, KOMIIO3UTOPH Cy YINIaBHOM IOce3alu 3a
(popmanHuM enemMenTHMa pedpopMe omepe, Kao IITO ¢y HoBa ¢opma,
NPOKOMIIOHOBAHM MY3MYKHM TOK, MPHMEHa CHCTeMa JIajTMOTHBA, 3Ha-
YyajHa yJora opKecTpa, XapMOHCKE HOBUHE HT/., KaO U 3a y3pOUYHO-
MOCTIEINYHIM CIIOjéM YMETHOCTH Kao HMpuMapHOM (hOpMajTHOM OJJIH-
koM Gesamtkunstwerka. ¥ ckmnagy ¢ Tum, Haciaehe Barauepose 3amucnu
MIPUNUACHBAHO je W CIEHCKMM OCTBapemMMa KOMIIO3UTOpa KOju Cy, y
CBOjUM IIOCTHYKHM CIHCHMa M Pa3rOBOPHMa Ca CaBPEMEHHIMA,
[eKJIapaTHBHO ycTajanu npotuB Barnepa — xkao mro cy Knop Iebucn
(Claude Debussy), Urop CrpaBuncku, Epuk Catu (Erik Satie) nty.

macosru Gesamtkunstwerk, JTuna 6p. 7, 1989, crp. 10-12; Boris Groys, The Total Art
of Salinism (y Hemaukom opuruHany Gesamtkunstwerk Stalin), Princeton, Princeton
University Press, 1992. ITomenytu ayropu 3amucao Gesamtkunstwerk-a cMmatpajy 3a
ufean Koju je Hemoryhe poctuhy WM 3a CKJIOHOCT KOja c€ OTKpUBa y Hamepu
CTBapaolia, OFHOCHO Ha KOHIIENTYaJIHOM HUBOY.

32 .
IIyBakoBuh faje OKBUp 3a pa3yMeBame ynoTpeGe TepMHMHA OfIH. KOHIENTa

Gesamtkunstwerk-a y 20. Bexy. OBEM TepMHUHOM Ha3mBajy ce: 1) yMeTHHYKA Aeia
HacTajla Ha TOBE3UBAIby PA3MMYMTHX MEfMja, MOCTyMaKa, oONMKa M3pakaBama;
2) oGnuny MoHamama 1 AeJI0Barkba YMETHAKA y KOjIMa Ce OH CIYKH Pa3iuIUTUM
MeaujuIMa, MaTepyujaauMa, YMETHOCTAMA, SKUBOTHAM CTaBOBHMA, HAEONIOIIKHM IIO-
3unyjaMa uTh.; 3) MUCKYp3UBHHE OKBHP KOjH YMETHHUYKO AEJIO OPHjEeHTHUIE Ka U3Be-
CHUM HJICOJIOIIKIM, €THYKUM, TEOPHjCKUM, NYXOBHIM HTH. OKBUPUMA U Tpajd-
IjaMa; YMETHIUYKO JIeNI0 IpeKopauyje IpaHulle YMETHOCTH y CHHTE3H YMETHOCTHU
u ppyrux cucrema. Yecro je oBaj Tun Gesamtkunstwerk-a mpemosHaT/BUB jeHHO
IPEKO AMCKYP3UBHUX yKasuBamwa ymeTHuka. lllyBakosuh, Citosnajnu snauaj, cTp.
8, Ham. 11.

*  Ose manndecranuje npumagajy Illysakomhesom Tpehiem Tumy Gesamtkunst-

werk-a. Takobe, mogpasymeBajy fa cy yMeTHUK Koju Texu Gesamtkunstwerk-y u
TeopeTHyap KOjU HEroBy CKIOHOCT IIPENO3Haje YIIO3HATU C UCTOPHjaTOM TEXKHbE
Ka cBeyKynHocTH. 3a oBaj Tun Gesamtkunstwerk-a Huje OMTHO fa JM je YMETHHK
OCTBapHoO CIIOj YMETHOCTH — OUTaH je KOHIENTyaJH! HHUBO, IJleé YMETHUK O0jall-
BbaBa CBOjy CKJIOHOCT Ka LEJIMHM, Ka0 U JIEjCTBO KOje Aedo Tpeba fa OCTBapH:
MarujcKo-puTyasHo (apxajckKu yTONW3aM) WIH [pyLITBeHO-TpaHchopmumiyhe
(TpaHCUEHACHTHU yTONU3aM).
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Ha ocHoBy yBupa y mureparypy o Gesamtkunstwerk-y moxe ce
YCIIOCTAaBUTH pa3inka m3Mehy iBa cynmpoTHa TeopujcKa MPUCTYIA OBOj
TEMH, YCIOBJbEHA PA3JIMKOBAaWkEM Ba Tuna oOpahawa yMeTHUKa Bar-
HepoBO] 3ammuciu. [lpBa JWHMja TpaTH KOHKpETHY mNoTpeby 3a
CHHTE30M YMETHOCTH WM Mefyja U KOHIEHTPUIIIE ce MPBEHCTBEHO Ha
CBET YMETHOCTH, a Jpyra yTONHUjCKY BHU3Hjy Kpeupama HOBOT YHHUBEP-
3yMa WJIU NOBe3MBamba YMETHOCTH ca JPYTMM cucTeMuma u (pokycrpa
ce Ha mpeosoniky 3anebuny npojekra. [IpBu Tun Gesamtkunstwerk-a a
KOHI[EHTpHIIIE Ce Ha MeJiuje, KOju Cy CPeACTBa TeXHUYKE peajn3aluje
Croja; y ApyroM THITy alcTpakHa YMETHHKOBA Wfieja YOIIITe He Mopa
OWTH OCTBapeHa y BHAy CHHTE3€ Meqinja, Beh ce MoKe peann3oBaTH y
OKBHPY CaMO jeHOT Off \buX. [IpBu THI moppa3ymMeBa BpETHOBAH:E
peanu3anyje fena, a [pyru BpeJHOBamhe KOHIENTa KOjH CTOjH U3a pea-
nu3anmje. Kpurepujym 3a uperTudrkoBame npsor tana Gesamtkunst-
werk-a je CHHTeTHYHOCT YMETHUKOBE 3aMUCIHU, KOja HE MOpa HYKHO
Tofpa3yMeBaTH YTONHjCKY BH3H]y; ' IpyrH THI ofipebyje ce ynpaso Ha
OCHOBY IOTpeOE YMETHHUKA 32 KPEHPAaHmEM HOBE WM NPOHAIAKEHEM
u3ry6ibeHe crape oHTojormje.” Y ckiamy ca TmM, Kao Gesamtkunst-
werk Mory GuTH Ipeno3HaTa Tako pa3jMyuTa feijia Kao To cy Beau-
Ku 36yuHu iwakiiuson Bragana PagoBanosuha (BuieMeamnjcko ocTBa-
peme m3rpabeno norukoM nomucoHe CHHTE3e Mefnja’ — AeNo Koje je
CBEOOYXBAaTHO IO CBOM CHUHTE3MjCKOM KapakTepy), u 4°33” Ilona Kej-
na ("My3udYKo" JIeJI0 UMjU cafipiKaj UMHE CBa JIelaBama y AaTOM MPO-
CTOPY, I'Jie HULITA HUje YHanpe[ ogpebeHo u "yogHOIIeHO" — IO KOoje
je cBeobyxBaTHO Mo cBOM ToTamu3yjyhem® kapakrepy!) Habe, feno
Koje mpunaja nmpoM tumy Gesamtkunstwerk-a c&vmM cBojuM mocTo-
jameM IoKa3yje YMETHHKOBY CHHTE3HMjCKy HaMepy, AOK €BEHTyaljlHa

34 . .
Ha Taj HaumH cy ¥ fea yMeTHUKA KOjU Cy IPOTECTOBAIN NpoTHB Barnepose

rpaHMO3He, YTONMjCKe KOHLEN je Moria OuTu cMaTpana 3a Gesamtkunstwerk!

Bupern y: lllyBakosuh, Ciiosunajuu 3uauaj..., cTp. 4, y KOjUM MOETHKaMa OBaj
ayTop Ipeno3Haje CKIOHOCT Ka cBeOOYXBaTHOM YMETHUYKOM JIeJTy.

Bupiern y: Becenmunosuh, Ymeitinociti u ussan we..., crp. 106.

37 . .
O roranu3yjyheM KapakTepy cTBapaladkor YMHA Y aMepUdKO] eKCIe pUMEH-

TanHoj My3unu BupeTu: MBana Jankosuh, Karlheinz Stockhausen — Aus den sieben
Tagen, pykonuc, beorpan, 1998, ctp. 3-5. lllyBakoBuh cMaTpa fia je U3BOp OBaKBOT
monMama cTBapama [umanos ready made v HaBogu: "...Ako [Iuian Moske f1a mpo-
IJ1acy Jip>Kad 3a cyliewme ualia yMETHUYKUAM J1eJIOM, OHIa MOKEMO IO ITIACUTU
YMETHUYKHM JI€JIOM U IPOJaBHUIY Y KOjoj je KYIUbEH, OHOCHO I'paj y KOMe ce
HaJasy MpojlaBHUIA, OOJIACT Y KOjOj ce Hayla3| I'paji U Tako jjajbe, CBe [0 IUla HeTe,
kocMoca... 1 3ap To Huje Llon Keji yunnno cBojum nenom 4°33” 1 caMuM CBOjUM
>KMBOTOM, 3ap TO HHjeé OHO O 4YeMy Cy MallTald BeJMKd pomMaHTHyapu?"
IysakoBuh, M3yzeiminociul u cailocttiojarbe — Gesamtkunstwerk, unitiepitiexcitiyaano
u ojam pasauxe, VI3y3eTHOCT u camnocrojame (360opHuK), Beorpag, PMY, 1997,
cTp. 32-33.
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[OETHKA YMETHHKA Ty HaMepy caMo o0jallllbaBa; fAejo Koje MpuIaja
APYrOM THUILy MOXKEMO CXBaTHUTH Kao Gesamtkunstwerk mckibydmBo Ha
OCHOBY IIOETHKE YMETHHKA, KOj€ CBEJJOUHN O HeTOBOj HOTPEOH U MOTpa-
31 3a [EeJMHOM — M3 CaMor Jiesia 3aMHICca0 CBEOOYXBATHOCTH HE MOXKeE ce
nirautati! KoHuenT crBapama BesaH 3a npsu tun Gesamtkunstwerk-a
noApa3yMeBa CTBapame Kao CHeUU(pPUIHO YMETHHYKO, & KOHIENT Be-
3aH 3a PYTH THUIl CBaKy BPCTY YMETHUYKOT WJIM BaHyMETHHYKOT YTO-
IHUjCKOI CcTBapama, T€ Ce MOXE Be3aTH 3a pa3HEe [yXOBHE IOKpeETe,
noNuTHYKe pexxnMme u cn.’ Hajzam, mMoxe ce pehw na je mpBm THI
Gesamtkunstwerk-a octBapsbuB 3axBasbyjyhm pa3Bojy TEXHOJOTH]e, HO-
ce6HO eJIeKTPOHCKUX MeAnja. [Ipyru THI IMIUTHIIpPa HEOCTBAPIHbUBOCT
JKeJbeHe TpaHcOopMalyje CBETa, a ayTOpU KOjU Cy ce OaBWIM OBUM
mpobireMoM cMmaTpajy Aa je Gesamtkunstwerk 6mo Hajonmuku peanu-
3alWji Y TOTATUTAPHUM JPYIITBEHO-TIOJUTUIKAM CUCTEMHIMA, KOjU CY
CIIPOBOAMIIA PUTOPO3HY KOHTPOJY HaJ LEJIOKYITHOM YMETHUIKOM IIPO-
OYKIMjOM U YHUjU CYy KpeaTopH caMu cebe cMaTpalu 3a YMETHUKE KOju
cTBapajy HOBU 1 60JbH cBeT!” Y CKIIajy ca THM, y JaHALIHE BpeMe Kao
MaHu(pecTanyje ckiIoHocTH Ka Gesamtkunstwerk-y mory 6mtm mpermno-
3HATH: KOMI[jyTepCKU I'eHEpUCAaHU CBET BUPTYyeNHe peanHoctd, Hosu
CBETCKM ITIOpefiak, MPOAOp YOBEeKa y KOCMHYKa MPOCTPAHCTBA, Kao U
TeHETCKN MHXKEHEPUHT KOj!, HAKOH HE[aBHOT AeMm(ppOBama JbYACKOT
TFeHETHYKOI' KOfia, MO3Ke OMOI'YhUTH HayIHUKY-YMETHHKY fia peajunsyje
YATAMATHBHU YMH OOKaHCKOT CTBapama, Te fla MpeMa CBOM WM TY-
bem, ogabpaHoM MM HAMETHYTOM JIMKY Kpenpa JoBeKa. Jep, cBe cy To
yToIHje O CTBapamy HOBOT, O0OJbET U JIEIIIIEr CBETA.

Ognoc CHHTYM-a upema Gesamtkunstwerk-y

HaxkoHn pa3maTpama T€OpHjcKIX KOHTPOBEP3M OKO mpucryna Ge-
samtkunstwerk-y moskemo ycrocraBuTu ofgaoc PagoBanosuhesor CH-
TYM-a npema Gesamtkunstwerk-y y Tpu cMucia: ¢poopmaaHOM, AIEjHO-
KOHIIETIIIMjCKOM U counjaiHoM. Hajope, KoHcTaTyjemo faa je onyc Bua-
mana PajoBanoBmha u MO TEOPHjCKOj MOCTABIM U MO AeIUMa Koja u3
e IPONCXO/E YCIOBHO cpofiaH npsoM tumy Gesamtkunstwerk-a. ¥Ycio-
BHO, 300T TOra IITO YMETHUK MCTUYE fla Ha IIOYETKY Kapujepe, Kajia ce

38 L
ITo 3emany, cTBapaony y 4djuM je feiuMa Wi CHUCAMa Moryhe mpemo3HaTh

ckioHOCT Ka Gesamtkunstwerk-y jecy, m3meby ocranmx, u OCHMBAauM BEPCKHX U
APYIITBEHUX OpraHu3anuja — Teo30(hUCKOT B aHTPON030(CcKOr nokpeTa, LlpeHor
kpcra utq. ['pojc, ®makep n Opanh Tonuh HaBome fa cy gBa TOTamuTapHa Apy -
LITBEHO-NIOJIUTHYKA PEeXXUMa — CTaJbUHM3aM M (pamu3aM — OMIM 3aMUIIBEHN Kao
Gesamtkunstwerk!

* Bupetn mnp. I'pojc, HaB. feno; Opauh Tomuh, Has. 1eno; ®aakep, Pycka asan-

2apga; Cosjeiticku macosnu Gesamtkunstwerk, ctp. 10-12.
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TEK yIyCTHO y BUIIEMENjcKa Tparama, Hije T03HaBao ipyra BUIIeMe-
AMjcKa OCTBapewa, HUTH ce yriegao Ha Tybe moetuke, Beh ra je
UCKJbYYMBO JOXMWBIba] CHEBama MOTAKHYO Ha JeJoBame y 00nacTu
cuHTe3Wjcke ymeTHocTH. bmmckoct mpBom tmmy Gesamtkunstwerk-a
youaBa ce y ToMe 1To PajoBanoBuh HajBehu 6poj cBOjux TBOpeBUHA
3aCHUBA Ha MPOXHMMalky U KOMOMHOBaKY Pa3INUYATUX YMETHOCTH OfH.
Menuja (OBY AUCTUHKIHU]Y oOjacHuheMo KacHHje), Te ce Y (POpMaTHOM
CMHCITy Haclalka Ha NCTOPHjCKe CHHTE3UjCKe NMpojekTe. MebyTnm, u 3a
HEKa HBEeroBa MOHOMEIjcKa OCTBapema Moxe ce pehu ma y nosapunn
UMajy Uejy CPEeJUIIbET Y Y>KeM CMUCIY, TE CE MOTY TYMAa4UTH Y CKJIIO-
Iy HETOBE CUHTE3MjCKE NMOETUKE.

Ha moppyujy mebyomnoca ¢opmanHUX OfIMKa fella W EHHXOBE
upejHe 6aze PajoBanoBuh carnegaBa Baruepos nmpojekat Ha OpUruHa-
naH HayuH. HamMe, y oKBUpY cBOje Kiacuukanuje yMETHOCTH, OH Yy
BHILIEMEJIUjCKE YMETHOCTH CBpCTaBa CBa fiesia Koja cy pabeHa ca
ouhbeM objenmbaBarka U cTalama Mefdja, a mpema ogpeheroM mope-
ny, Te cMaTpa fia je Gesamtkunstwerk Buinemenujcko octBapeme pabe-
HO 10 Mofieny omnepe. PagjoBaHoBuh ce 6a3M4HO He caxe ca Te30M Jia
je cBeoOyXBaTHO YMETHHYKO JI€JI0 HEOCTBAPIbUBY YTOIHjCKH POjeKar.
OH cMmatpa jAa je Barnep peann3oBao cBojy 3amucao, a fja cy My Kac-
HUjH TYMa4Hl HETOBHUX jleJIa IPUIHCAIIN Ipyradnje TexXme." YKOIIKO
MpuXxBaTUMO yobuuajeHo Bubewe fma je Baruep, ocMuibaBajyhu KoH-
nent Gesamtkunstwerk-a, umMao y Bumy mpojekaT cpofaH MHOTO Kac-
HUjeM HHTepMEeHnjy (OMHOCHO NOJUMEN]Y), MOPaMO KOHCTATOBATH Ja
ra Huje octBapuo. Mebytum, npema PagoBanosuhy, Baruepos mpoje-
KaT HHUje OCMHUIIbEH Kao MHTEepMeNH], Beh Kao BHIIEMEINjCKO OCTBa-
peme MojiesToBaHo npeMa omepu’ . Crora, o meMy, TepMuH Gesamt-
kunstwerk Tpe6a KOpUCTUTH MCKIbYUMBO 32 aHAJOTHO rpabeHa ocTBa-
pema MOTOmHUX YMETHHKA, a HHUIIOIITO 32 CBE TBOPEBWHE KOje TekKe
uHTepMeaujanHocTd. PafoBanoBih noceGHO UcTHYE 1a CE OBAaj TEPMUH
He cMe KOPHCTHTH 3a BaHyMETHHMYKa OcTBapema. Hamme, Maga cMo
yKasallu Ha TO #a je TepMuH Gesamtkunstwerk npuMmewmuBaH u Ha ApyLI-
TBeHa ypebema, punozodceke n MUCTUUKE TOKpeTe UTH., PagoBanoBuh
NPEUU3HO pasrpaHnyaBa CTBapame Y YMETHOCTH (KOje Ha3WBa TBOpE-
HBEM) U CTBapame YOIITe, Te He IONYIITa BIXOBO MoucToBehuBame U
noiBOheme NMoJ UCTe TEPMUHE.

“ W3 pasroBopa ca PagoBanoihem BobeHmM 25. okTo6pa 2002.

Haume, y oxBupy cBoje nogene ymerHoctu PagoBaHoBuh kiacudukyje crama-
e Me/Ija Y OKBUPY BUIIEMEANjCKAX YMETHOCTH (IITO je JIaGaBUju OFHOC Of CHH-
Te3e) Te cMaTpa Jia NOCToje pa3HKu MOJIEeIH: onepcku, 6aneTcku, CkpjaduHoB, bay-
xaycoB mopen utd. Y ceoj CUHTYM Bupn Kao jeman of Mofesa, alau y KOjeM ce
TeXXu BeheM cranamy Me[IijCKuX JINHMja.
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Y morsepy ApYLWITBEHE YJIOre yYMETHHYKOT fella JUCTUHKTHBHA
onnuka onyca Biamana PagoBanoBuha je ayTopeieKCUBHOCT U ayTO-
HOMHOCT YMETHHUYKOT YnHa. Hanme, OH CBOjOj YMETHOCTH HUje IPHUAA0
IPYIITBEHO-aHTaXKOBAHO JIEjCTBO; HUje BEpPOBAO Jla je OCTBapJbWBa
TpaHcopManyja nocrojeher cBeta myTeM yMETHOCTH, HUTHU Jia je pe-
3yJITaT eBEeHTyalHe TpaHchopMmanuje Moryhe NpeiBUAECTH U KOHTPO-
JIMCATH, TE Ce ONMPEENIHO Jja TPaii CaMOJOBOJLHH CBET YMeTHOCTH. I1o
TOME je crielupyan aBaHrapAucTa y Hallloj CpefuHy, a u mupe. Mnak,
Ha OCHOBY VIUTMBA IJIATOHIUCTUYKHX Wfieja M KOCMUYKE BU3Hje CIoja ca
YHUBEP3YMOM IIyT€M YMETHUYKOT JeJIOBalba HErOBOM OIyCy MOXKE ce
NPUIICATU CKIOHOCT Ka TPaHCUEH[EHTHOM yromu3Mmy. Mebyrum, Pa-
IOBaHOBUA ce He claxke ca MOBE3MBAH-EM CBOT OIlyca ca YTOIHUjOM, jep
cMarpa jia je (CKopo) cBa CBOja Jiesia OCTBapHO OHAKO KaKo je Kejeo!

Kao mro cMo yka3anym NpmiInKOM aHanu3e BarmepoBe mocTaBke
cBeOOYXBaTHOT JleJia, ’eroBa KOHIENrja Omia je Mponu3BOj HaroMu-
JaBaka APYIITBEHHX, MONUTUYKUX W KYJITYPHHX OKOJHOCTH y Ofpe-
beHoM BpeMeHCKOM TPEeHYTKY, T€ je Hochiia OfiroBapajyhe KoHOTaImje.
Onyc Bnagana PapoBanoBuha HacTaje y fpyraudjeM KOHTEKCTY, Y
peanconyujanucTUIKoM OKpyxkewy tutouctuuke CPPJ, y kojem je
jaBHO NPOKIIaMOBAaHO OCTBAapeH-€ BU3Wje HACANHOr JPYIITBA, TE je
HermpaHa moTtpeba 3a yronujoM. IlocneguyHo, MapruHann3oBaHe cy
MMOETUKE KOje Cy cajpxKaje MOINTHIKHA, MeTa(PU3NIKHU, CIUPUTYATHH
UMW JpYrd aHrakoBaHW Ha0oj, jep ce HHUCY yKiamnajne y mnoctojehy
UACONIOTHjy. YMECTO TOra, JOMHUHHMpAaJe Cy YMEPEHOMOAECPHHCTHYKE
MOEeTHKE, KOje Cy MOoKa3uBaye (popMaHe OfJIUKEe CaBpeMEHE YMETHO-
CTH, ajli HUCY MOCEOBaJe MOJEPHUCTUUKY UIEOJIOLIKY 6a3y. Y TOM
cvmucinty PagoBanoBnheBa BICOKOMOJEPHUCTUYKA TMOETHKA, OKapaKTe-
pHCaHa TEXXHOM 3a CTBapambeM HEUer W3 HUYET, 3a CII0jeM OHHUPHYKOT
U peaNHor CBeTa, 3a IPOAUPAmEM y IPOCTOpe 3a Koje He INOCTOoje
Me[Uju W afeKBaTHH 4YYJHU PELENTOpH, 32 KOCMHUYKO-CAaKpaHUM
3BYKOM, 32 HaJlakeWmeM jeIMHCTBEHe KIIWIE M3 KOje CBe HacTraje, 3a
onnuemeM cebe MyTeM YMmelmha Heder INITO HUKO Ipe Hera Huje
YUHHUO, OCTaNa je U30J0BaHa, HajBehuM IeIOM HENpUCYyTHA Y jaBHOCTHU
U, CaMHM THM, Mame yTHIajHa Ha OCTaTaK CaBpeMEHE YMETHHYKE
npoAyKuuje. 3ariefaH, ¢ jefHe CTpaHe, y KOCMUYKa IMPOCTPAaHCTBa, Y
OHOCTpaHM CBET, a, C Ipyre, y AyouHe concrBeHor 6uha, PagoBanosuh
je mocTenmeHO pa3BWja0 W AorpabWBao W CBOj YMETHHYKH ONYyC W
TEOPUjCKy MHUCA0 KOja My je MpEeTXoAuna, foNymhaBana ra u objanma-
Bana. O6jenumyjyhu cBe CBOje, paHuje pa3gBOjeHEe YMETHIUKE pajfioBe
y koHuentT CMHTYM-a, PafgoBanoBuh je mpeno3Hao um o6GeIofgaHNO
jEeMUHCTBO y Pa3HOIMKOCTH CBOT CTBapaJallTBa.
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Teopujcka uociuaska CHHTYM-a

Kao ocHOBHY IpeTHOCTaBKy IeI0oBama BUIIEMENHNjCKUX YMETHO-
cti PaoBaHOBIh HaBOIM OKOIHOCT fla Ce CIENUjaTn30Baky MOCEOHNX
uyJa, Mefiuja, 3Hama 1 JOXNBIbaja CYNPOTCTaBIha XOJINCTHYKA IPUPO-
J1a YOBEKOBE CBECTH U T€XKHha Ka MHTETPATTHOCTH, TE J1a U CAMU OOJIUIH
JbYICKE CBECTU — MpEJicaH, CaH, CMHECTe3Wja — MpPeJCTaBibajy y3ope
CHHTE3MjCKOT OpTraHn30Bama Ha OCHOBY CPOJHUX CBOjcTaBa. MebyTuwm,
YMETHHK CMaTpa Jla Ona’kame WCIOJbaBa CKOKOBUT JIMHEapW3aM: ca
BH3yeJHOT 30WBamba IpeJia3d ce Ha 3ByYHO WM KMHECTETCKO, Ia Io-
HOBO Ha BU3YEJHO WJIM 3BYYHO M TaKO JjaJbe; OTYya CUMYJITAHOCT ONa-
JKaba joI Mopa Jia ce pa3smja.*

PagoBanoBMh cuHTE3y YMETHOCTH IOUMA Y CTHIICKOM U MEAHjCKOM
Buny. Ilo WeMy, CTHIICKA CHHTEe3a Orjiefla ce y CTamamy pasiInduThuX
CTIJIOBA M KYJTypa: CBaKM HOBH CTHJI YMETHOCTH HpEACTaB/ba OMNO-
3WIUjy IpeMa IPEeTXOJHOM, aJli M CHHTE3y HEKNX HEeTOBUX TEKOBWHA.
Mepujcka cuHTe3a ce, HOCIE CBOI IPOTOCHHTE3UjCKOr NPHCYCTBA Y
oOpefy, HaroBecTmwl1a y NpOINpeny NOjeANHAYHIX U AOCIOBHO UCIIO-
JbUNA Y CHHKpeTHUKuM obmumuma yMmertHoctn.” PagoBanoBumh Takobe
yKasyje fa ce CUHTEe3a JOCIOBHO HCIOJbaBa U Y CTAPUjUM CUHKPETHUKUM
obmIMa ¢ MefWjCKUM JOMHHaHTaMa (IO30pHINTe, omnepa, Oajer) u

“  Bnagau PagoBanosuh, CHHTYM, Kumxesna peu 25. 10. 1993, crp. 19.

* Kao npereue CUHTYM-a PagoBanoBuh HaBogu GpojHe moetuke. [1o memy,

IPOIIMPEHA Yy KIUXKEBHOCTH OfIBUjajy Ce y Ba CMepa: U3 MUcaHe noesuje paba ce
yOOIMYEHN CTHX W, flalbe, KpeTambeM "u3Meby moesmje m cnukapcTBa', BU3yelHa
noesmja, a M3 TOBOPEHHX TEKCTOBa (TIIOCONANHje, MAaHTPE) My3HWKAIH3alUjOM H
fleceMaHTU3alMjoM HacTaje 3By4yHa mnoesuja. Hdame HaBoau: "M crTBapaoumu y
ApPYTUM jeJHOME[UjCKUM YMETHOCTHMA JOIPUHOCE HUXOBOM IpOIIUpEmY. Y
Mmy3uny: CKkpjaOuH HOpef 3BYyUHMX IPOMEHA y NapTUTYpU MECTUMUYHO Ha3HauaBa
u cBeTlocHe, Keji mpomupyje My3uky y My3uuku Teatap, Jla MonTe JaHr 3acHuBa
TeaTap Be4HEe My3uKe. Y cnukapcTBy: IToNOK mpommupyje cluKy TecTyeIHUM,
Paymien6epr usnasu y Tpehy aumensujy u pakTHUKy IPEAMETHOCT. Y CKYJNTYpH:
Human, Kanpep, Onpen6ypr u Ceran ynoce nokpeT. Ha dunmy: Koen u Ban nep
Bek yBopie cnaja-npojekuyje u kuBe u3Bobaue, BurMeH Ha u3Bobaue mpojexryje
dunm. Y Teatpy: Mejepxomp u ITuckaTop ynoTpe6ibaBajy (puiM U cBa TeXHUYKA
cpescTBa, ApTO puTyanau3yje CHeKTaK1 M Mpubimxkasa raymie u nyomuky, I'po-
TOBCKU IIPOINUpYje MO30PHUIY, TeaTap MEIIaHUX CPEACTaBa Cjefuibyje Iucua U
peauTesba y TOTAIHOI ayTopa, AejuTepapu3yje TEeKCT M aHTaxyje HeIpo ecuo-
HanHe raymie. CegamaeceTux ¢y rofiuHa Koj Hac yCTOJIMYEHH IPOIIUPEHT ME[jH,
YHjU Cy NI0jaM ¥ TEPMUH U3BEJEHU U3 NPOIIUPEHE CHHEME U TOTAJIHE YMETHOCTH.
ITpema 3eueBuhy u TomuheBoj, mpommpeHn Meayj je Hpena3sHu OOJIUK MpOINU-
peHe YMETHOCTH, KOjU WU3BUPE M3 IIpOILIMpeHe KOMYHMKauuje U INofpa3yMeBa
IPOIINPEHy CBECT’, MpefcTaBba LIMpPEeHe YMETHHUYKUX je3uka M MoryhHocrn
u3paxkaBama y YMETHOCTHMA, OTBOPEHO IpeMa J[pyTuM o01acTUMa YMETHHYKOT U
RYXOBHOT HCTpa’kKUBama 1 yCMEPEHO IIpeMa TOTAIHOj YMeTHOCTH . Bumern: ucro.
OBuM puMeprMa MOXKEMO JJOAATH U IPUMEPE U3HETE Y IPETXOHOM IIOTJIaBIbY.
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HoBUjuM (Mepi, uiM, BUe0, MUKCT-ME/IHj, YUCT U CHCHCKU XETICHHHT,
nepgopMaHC, KHHETUIKY €HBUPOHMEHT U MPOIIIIPEHA CI/IHeMa).44

ITo PapoBanoBuhy, BuileMeujcke (hopMe ce pas3iuKyjy 1O BPCTH
3HaUYeH-a, CTENEHYy y3ajaMHE 3aBUCHOCTH ME[UjCKUX JIMHUja, HUXOBO]
NETEPMUHUACAHOCTH W HMHTETPUCAHOCTH. Y CTapHjeM, CHHKPETHUYKOM
BHAIy Ce MHTETpUCame TPAANINOHATHAX YMETHUUYKAX POIOBA, Clajame
YMETHOCTH TIpe HETO Mefifja — CIIMKapCTBa, CKYIUITYpe, My3HKe, TIOe3H-
je, urpe — 30uBaso y HO30pUUITY, ONepH, 6aneTy u punmy. ¥ TakBUM
KOMOHMHaIjaMa YMETHOCTH Ce HE CTalajy, jefHa YMETHOCT CBE BpeMe
IOMHHUpPA: Y OTIEpU — MY3HKa, Y IIO30PHILTY — KILIKEBHOCT, Y (PUIMY —
cnvKa. Y HOBHjUM CHHKPETHM3MFMa W BUIIEMEJHjCKUM TEHACHIjaMa
Of] TIefleceTHX rofiiHa KOMOWHY]y Cce, Ipe Hero IeJIOBUTE YMETHOCTH,
Me[iju — HOBM MaTepHjajy, CBETIIOCT, IOKPET, 3BYK — alli OHH HE 3a-
BHUCE jeflaH Of APYrOT 1O 3Hauekwy (MYJITHUMENHN]) WIK CY UM €JEMEHTH
na6aBO ¥ HEKOHTPOJINCAHO MOMEIIAaHW W HENOTIYHO WHTETPHCaHM
(vukcrmennj).” 3ato ce Pagosanosuh muTa ja u je MoryhHa cuHTE3a
YMETHOCTH Uiy caMo Meauja. OH HaBoau: "AKo Mennj oapebyjy crpe-
ra BpCTe 4yJia ¢ BpCTOM MaTepHjajia, 0COOCHN TEXHOIOUIKY HOCTYIIN
¥ 3HaIy ca MOTCHIMjaTHUM [CIIOBAlEM M 3HAUCHEM, OHJ]a OH MOXE
y4ecTBOBATH y CHHTE3U. A aKo ce Iusba Oall Ha CHHTE3y YMETHOCTH,
Tpeba y3eTH y 063Hp Ja I0jaM CBaKe YMETHOCTH (CeM Y Clly4ajy OTBO-
peHe popMe M MHAETEPMUHNU3MA) CaApKU U OCTBAPEHOCT, IITO 3HAYM
3aBpILIEHOCT KOja MCKJbYUyje TeMeJbUTe NMpPEWHaKe y LWUby IpHiIaro-
baBama TBOpPEBHHU Apyre YMETHOCTH, 300T Uera U jecTe TeIIKO OCTBa-
pema pa3IMuuTUX YMETHOCTH 3370BoJbaBajyhe cromuTy y Hajpebeny
BHINIEMENINjCKY LenuHy. HapaBHO, M TO ce UWMHU, ajay WCXOf je IyKa
HamopegHOCT a He CHHTE3a. Y APaMcCKOj, (PUIMCKO] U OJaKOj TEJIEBU-
3MjCKOj MEIMjCKOj KOMOMHATOpMILIM, Ha jefHy AaTy JHUHH]jy, KOja je
3aBpIlieHa, ToJaxy ce W mpuiarobasajy cBe pyre, YuMe HacTajy clia-
Oe cHHTe3e ¢ jakoM JJOMMHAaHTHOM yMmeTHoIhy. [la ce, nakie, npuoim-
KA WHTETPAJHO] CHHTE3W YMETHOCTH Kao IWibYy, Tpeba MOYeTH Of
CHHTEe3€e Mefihja Koja Ha TOM HUBOY OTBapa MoryhHOCT cramama Haj-
rpafgikby HENOCPETHO Y BUIIEMEANjCKY LEJMHY, a He IPBO y jeJHOME-
nujcky. ['mema mm ce caMo MCXOJ, HUje CAaCBMM IIOIPELIHO TOBOPUTH O

*  Papopanosuh nopceha na To a "BeGep jom 1823. mumie o 30pyKuBamby I CTa-

Iamky CPOJHUX YMETHOCTH, a Barunep ce 3anmaxe 3a Gesamtkunstwerk. Monppujan
pa3MUIlba O yjeUbEehy CPOJHUX YMETHOCTU: apXUTEKTYpe, CKYIUIType U CIuKap-
crBa; llIBuTepc, n3 HeMauke jajie, IIIAHUPAa KOMIIO3UTHO €JI0 yMeTHOCTH Mepi;
Moxoj-Hab, n3 Bayxayca, npenBuba fja leroB TeaTap TOTajduTeTa OYy/ie CHHTE3a
00J1Ka, NOKpeTa, 3ByKa, CBETIIOCTH M MupHca; ['ponyjyc 3aMHIIIba TOTAJIHU Tea-
Tap; Kanpoy kenu f1a y XeNeHUHT YKIbYYHM CBETIIOCT, 3BYK, IIOKPET, MUPHC U JIO-
mup." Ucro.

5
" Hcro.
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CHHTE3W YMETHOCTH, 06a3upe JIN ce Ha MpoIlec HaCTaHKa — NCTIPaBHUje
je TOBOPHUTH O CHHTE3U Meauja. ITomTo Ou cMHTE3a YMETHOCTH MOTJja
HaBECTH Ha IPETIOCTaBKYy O YMETHHYKHMM cCacTaBHHUIIaMa KOje MOTY
OICTAaTH M Ka0 CaMOCTaJHE, jOIlll MPUKIAJHUje je LETOBUTY CHHTE3Y
pa3NuYUTUX MefHja Ha3BaTH CHHTE3WjckoM yMmeTHoihy, Oyayhm na
HBECHE CACTaBHUIE HUCY NOTIIYHO CAMOCTAJIHE. 46

PayoBanoBuh cMaTpa ma y cuHTe3u HaueJHO Tpeba fla yIecTBYjy
CBE NIpaxkul, CBM MEMIMjH U CBE BPCTE 3HAUCH-a OTH. cMucia. Takobe, cBu
Menuju — GWIIo fla Kao Cenu(pUIHN OrOBapajy IOjeINHAYHIM CeH30-
pUjamHuUM moppydjuMa, OUiIo fa cy Beh o CBOjoj MpUPOAM CUHTE3U)-
CKH, TO jecT Jla 00yXBaTajy BHIIE YYJTHHUX MOIPYyYja OfijeHHOM (KOMIIjy-
Tep ca copTBepoM U mepudepujama, BUAEO, 3BYYHA XoJjorpaduja,
¢punm). Mako mory OWTH 3acTylubeHa CBa 3Hauyerha, HUjCTHO HHje
06aBe3HO. Y TOrefly HauMHA AO0BObema y OJHOC Pa3uIUTHX MEJH)-
CKMX NMHUja, PagoBanoBuh cMaTpa fia, OcuM Hajuenthux mapanesHux,
Tpeba HEroBaTH W Apyre pejaldje: OJIOXKEeHO NapajeiHe, CYNIpOTHE,
KOHTPAJMKTOPHE, KOMIUIEMeHTapHe uTA. Mebyrtum, PagoBanoBuh ncru-
Ye Jla TOTajiHa CHHTE3a CBUX MefiMja HUje HyXXHa HM MOTyhHa y CBaKOM
MOjefTUHAYHOM JIelTy, Beh je TOBOJbHO Jla y CHHTE3M YUEeCTBY)Y HajMame
nBa (mpomMpeHa WM HempolupeHa) Mmeauja. llemoBuTOCT TakBOT
CII0ja MCIoJbaBa ce Ha JIECTBULM MHTETpaldje Off Criajama 10 cTanama.
WuTerpanuja 3aBucu u ofi "TycTUHE" WHAWBUAYATHUX WU KOJIEKTUB-
HUX OJNIyKa y oOpa3oBamy IelinHe, U off m30opa monoxkaja mameby me-
TEPMHHU3MA 1 HHeTepMUAN3MA. "

Jomr jenHa BaskHa KapaKTEPUCTHKA CHHTE3MjCKE YMETHOCTH jecTe
CHHEPI'HjCKY TPUHIMI [eoBara IeJNHe, KOja MpecTaBba BUIIE Off
36upa fenoBa. Pagu nocTuzama CUHEPIUjCKOT €(PeKTa, Y CHHTE31]CKOM
lleNly cBaka MeJIjcKa JIMHUja je CTPYKTYypHcaHa Tako jja mocenyje (pe-
JATUBHY) CAMOCTAIIHOCT, ajiil ¥ Jla 3aBUCH Off APYTUX JIMHAjA C KOjEMa
ocTBapyje nenuHy. CBe JHMHUje HUCY CTAIHO MOfjeHaKO BasKHE, HETO
ce y TOM TIOIJIefly CMemYjy. YnpaBo y Tome PagoBanosuh BUM cpon-
HOCT ca IO OHUM JIEIOM.

Y mornefy TexHMYKe peanu3alyje cUHTe3HjcKor aena Papgosa-
HOBmh yKa3syje Ha TO Ja CHHTE3HjCKH IpOjeKaT MOXe OuTH MoHybeH
mpuMaony Kao Beh (pMHAIN30BaH MW TAKO Jla C€ TEK MPUMaodeBAM
ydemheM JoBplIaBa, HOMYyT OTBOpeHOT fAena. [lopen Tora, maxko je,
ycien yBobewa pa3sHOPOAHUX Me[lja OfH. YMETHOCTH, OCTBApUBaHE
CHHTE3HjCKOr fesia Hajuelrthe KOJEKTHBHO, pafgdl MOCTU3ama IITO
Beher jemmHCcTBa Tpeba TEXWTHU CTBapamy W3 jegHE YMETHUYKE

46
Hcro.

" Hcro.
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ceecrn.” PaoBanoBih HanmoMume a je, MOCTe MCKYCTBA C KOHIENTY-
aTHOM yMeTHoIthy, MoryhHO omnpefesbuBaTi ce usMeby oGjeKTHOr n
MEHTaJIHOT Tpmia3a, Maga Beh camMo ycMmepeme Ha BHIIEMEIHjCKO
UCTHYE €CTE3MjCKO M 006jEeKTHOCT Kao HEOXOTHE OfpEeTHHUIE CHHTE3H]-
cke ymernoctn. Hajsaj1, oH cMaTpa ja je eeKTpOHCKa TEXHOJIOTHja
o6e3b6equia cBe OUTHE yCIOBE 3a CHHTE3Y, jep je oMmoryhmia Hempecy-
IIIaH penepToap 3BYKOBa, JMKOBA, IbUXOBO MPEOOINKOBAKE U, HajlacBe
— IEHTPAIIM30BaH CICTEM 32 CTPYKTYPHPaHkE U YIIPaBIbakhe IPOjeKTOM
y HacraHKy. Ilopen Tora, cBM onepalnyoOHajdHM HHUBOU YIEHYTH CY Y
jemaH "pagHU CcTO" KOjU Ipy:Ka HENOCpeaH BUIIEUYJIHU HA30p Haf
peanu3anujoM 1 cTBapaladyky NOBpaTHY CIPEry — YUMe ce, ONET, OJak-
[aBa CTBapame M KOHTPOJHUCAIHE CBUX MEJUjCKHUX JUHWja W3 jeHe
CTBapajayke cBecTH, mTo PamoBanoBmh, Kako cMO BHJENH, cMaTpa
BEOMa BA>KHIM.

Y PagoBanoBmheBa BuIlIeMeNijCcKa OCTBapema y KOjuMa je Moryhe
YOUHUTHU CHMIITOME TEXIE KA CHHTE3U MOXKEMO yOPOJUTH 3alUCUBAKE
CHOBA, apTU(yralHe U MEHTAJIHE NPOjEKTE, NMONUMENN] U BOKOBU3Y-
en.”’ TloceGHO MecTo Meby HHMa TIpHNafa MOTMEIH]y, HHTETPHCAHO]
Buiiemenujckoj popmu. [1o PagoBanosuhy, npedukc "monu" He 06e3-
6ebyje caMo 3ajeqHMYKY BpeMEHCKY 0a3y CBMM MEJWjCKUM JIMHHjaMa
HEro ¥ Npelr3HAje OJHOCE MEIMja U HBUXOBHX jEIUHNIA, KOJH CE MOTY
yTaHA4YWTH U TponucaTu napTuTypoM. Komnosurop uctude fa moiu-
MEJIMjCKEe CUTYyallyje, 3aBUCHO Off CTeIleHa Melllalbha U NMPOIIUpEHa Me-
nouja, ocuuiyjy uaMmeby cmajama u cranama. MebyTum, u3 mHEroBux
u3jarawmba Npousiasu ga OM UAealHO 3aMUIUBEH U OCTBApEH HOJIUMeE-
nuj Tpebao fa TeXKHW MOTIYHOM MHTETPHUCAhY YKIbYUSHHUX MENH]jCKUX
nuHuja (6e3 063Mpa Ha TO KOJNMKO WX MMa). Majja y OBaKBOM OCTBa-
pemy cBe Me[iijcKe KOMIOHEHTe Tpeda Jja Urpajy mofjeflHaky yaory, y
jeTHOM TPEHYTKY TMOJUMENMjCKOT TOKa MOXE JOMUHHUpPATH jefHa, Y
npyrom apyra. PagoBanoBnh Takobe TBpAm fma je MoOXeJbHO Aa ce CBe
MejijcKe IuHuje 0(hOopMIbYjy HCTOBPEMEHO, IIyTeM HHTepaKuuje, 1 fa
ce TIPACYCTBO cBaKe JuHHje 3amaxa.” HapaBHo, y3 OBO CTOju U paHHje
U3HETH 3aXTEB Jla jeflHa cTBapajayka CBECT OCMUIIIbaBa CBEYKYIMHOCT
feliaBama.

48 . N
OBJIS PaIIOBaHOBI/Ih BUIA aHAJIOrHUJy ca Bal"HepOM, KOjH J€, IO lETOBOM MUIII-

JbEHY, IPBH CXBATHUO JIa j€ MPEyCIIOB CHHTE3€ I'YCTHHA OJIyKa M3 jeJHOT IyXOBHOT
neHrpa. Bugeru: ucro.

¥ Hcro.

50 .
(0] KapaKTEepUCTUKaMa OBUX OCTBapcma M NOJeAUHAYHUM [eInuMa BUNCTH Y

cryaujama: PapoBanoBuh, Bokosusyea;, Bnaman PapoBanoBuh, Camoiipegcitias-
warve ymeiinuxa, Humr, CKL, 1991; Becenunosuh, Yueitinocit u uzean we, ut,.

51 — — _
*" Papmosanosuh, Camoiipegciiasmarve ymeiinuxa, cTp. 35.
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dopmynumyhn npenu3Ho TEopujy CHHTE3HjCKe yMEeTHOCTH, Paso-
BaHOBHh je Jao KJbYY 3a pa3yMeBambe U aHAIM3UPALE CBOJUX OCTBapeHa.
Ha npumepy mHeroBor paHWjuX BHIIEMEMjCKAX OCTBaperma (U3 JOMeHa
BOKOBH3yea, MOJUMENIUja, 3ammca CHOBa WTH.), KA0 M jeHOr Of Haj-
HOBUJjUX CHHTe3WjcKux feina, Cassexcha, neMoHCTpupaheMO NpaKTHYHY
peanm3anyjy HETrOBHX TEOPHMjCKUX IMOCTaBKH, T€ MOKAa3aTH KOJMKO je
HbETOB MMOETHYKA MOJIETT Y jeJHAKOj MEPH Mpenn3aH 1 (pIeKCHOnaH.

3auucu u upuiexcu cHoéa

OBoMm BpcToM paenaTHocTH Briagan PagoBanoBuh je noyeo ga ce 6aBu
1953. rogune, gakne y 21. roquHM KUBOTA, M IO AAHAC je CAKyNHMO OKO 25
TOMOBa 3aleNexXeHnx cHOoBa. KpajeM meeceTHx MpOriacuo je LpTame U
3alICHBaLEC CHOBA CBOJMM SKMBOTHHM MpojeKToM. [leo Trx 3ammca 06jaBbeH
je y kmwmsu Hofinuk 1972. roqune’, IOK je 1360p HOBUIX CHOBA OOjaBIbEH y
vacommcy Tpehu fipozpam.” CHOBe je TOYEO Ja IPTA 1 3aICYje U3 3KeTbe 3a
YMILEHEM OHOTa IITO JIO Tajla HUKO Huje uumHuo. [lopeq Tora, Geneskere
CHOBA TIPEJICTABIbANIO je WCXOAMIITE 3a CBE APYre BPCTE BUINIEMEJHjCKIX
pamoBa u mpojekata. Hamme, ocim 1mITo OBW 3ammcy KOMOWHY]Y CIMKY T
LPTEXK, Te MPEJICTaBIbajy BUJl CHHTE3€, CHOBY Cy OWMIIN W W3BOP MHCIIMpALHje,
Tj. IIPBY MOJICTHI[A] YMETHHKY 32 JISIOBathe Y OOJIACTH CTalakkha Pa3HOIMKUX
yynHUX fiejcTaBa U Meauja. [akine, Ha PamoBaHoBuheB mpojekaT cuHTe3e
YMETHOCTH HWCY YTULIATM HUKAKBYU CIIOJHHI WMHUOLM (HITP. HEeurja YMETHUUKA
JieJia Wi TEOPUJCKH CIck ), Beh caM [I03KIBIbaj CHa M, jOIII BUIIIE, peficHa. Pajgo-
BaHOBrh HaBomw: " [I03KIBIbaBAO caM, TTOCEOHO Y TIPETICHY, IPEIUTUTA S YHYTap-
YYJTHAX 3HAYCHCKUX, BU3YEITHUX, 3BYYHHX, KWHETUYKIX Y TAKTUTHIX JICjCTaBa U
KOHCTATOBAO HUXOBO NMPe(PHIHEHO CTaName, a He CaMo Cliajare, 3a4yTHOCT THX
CTamnama YeCTO HeTIOHOBJBYBY TIOCTIE, Ha jaBy” 2 Can je PamoBanOBIh fl0KMBEO
Kao cTBapanaiirBo Apyror y cebu. CBecraH fa je caH HeMoryhe cacBum
Tper3HO 3a6eneskuTr, Beh TeK peKoHCTpyHcaTH, ONpeeo ce 3a KOMOMHA-
LWjy BU3YeJTHE MPEJICTaBe ¥ BepOAJTHOT 3aMica OffH. OIKCA JiellaBamba Kpo3 Koja
"creBau" mponazn. OBU paioBU MMAjy CEMAaHTHIKO 3HAUCH:E, IIITO UX PHOIIH-
>KaBa TOAMHY aHa MiabeM BoKoBm3yeny. Beh mouetkoM memeceTix rojsa,
PanoBanoBuh je y TOMMKO] MepU 3aUpTao CBOj MYT U MOCTABUO OCHOBE CBOjE
TIOETHIKE /13, TAKOpehH, BULIIC HUIITA HAje YTULIATIO Ha Hheral™

2 Bnapau Pagosanosuh, Hofinux, Beorpan, HOJIUT, 1972.

Bnagan PapoBanoBuh, 3aiiucu u upitiexcu chosa, Tpehn nporpawm, jgeto—jecen
2002, ctp. 457-499.

54

HUcro, cTp. 457.

55 . .
Cse JIMHA)E PaHOBaHOBI/IheBC BUIIIEMENIN]CKE YMETHUYKE NICJIATHOCTU HACTaJIE Cy

ornpunuke y ucto BpeMe (1953. 3ammcu cHoBa, 1954. BokoBH3yed, 1955. MeHTaNHN
ofH. apTudyraiHu mpojekT, 1956. TakTunHa ymetHocT u 1957. mommmenwj) u
TEKy IIapaJIeTHO JIO JaHAIIBNX fJaHa!
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29.9.1956.

Y mapapu npoJja3u BeJIMKY METaJIHU TOYaK ca KyIjIoM Ha OOKy. Y KYIJIH 3jalll OTBOpP KOj!
ychcaBa CHary 3a KpeTame Touka. M3 oTBOpa NpOBHPH 4O By/baK MCKPOjEeH Off MeTana
KOj¥ TIOKYIIIa fla y KyIWy yByYe CBY HajHe TOCT. M3 KpaTKOr HameBa METaHd YOBYIbaK
U3[BOjU OJJIOMAaK, OTIEBA Ta HEKONHMKO IyTa U Off Hhera HauuHu Op3y YBpPTalbKy ca
3aKauKOM Ha BpXy. YBpTa/bKa ce MNPONUH-E A 3aXBaTH HAAHETOCT, a HAHETOCT ce
n3orn6a. Mopu HemsBecHoct, porofuhe ce Hemro. Caj yBpra/bka Harjao 3akBaud
HaJHETOCT W, yBHjajyhu je u paspupyhwm, craHe je yBIAauyuTH y OTBOp Kyrie. MeraiaHu
YOBYJbAK MCKOYM M IOHOBO yponu. Hacranme makao. 3emiba ce NMpeTBOPU y IpOMajHe
yeauyHe M3004nHe, a HeOO y KaMeHH CBOA ¢ JieBKO BuMa. CBOA-BUJIMIIA CTAJHO Maja U
mke ce. [Ipu amsamwy, U3 noBpebeHnx nesaka cyHy feGenu miaseBu Bope. ObGanoM, y3
TYTH-aBY XBaKamba O'POMHIX BIINIA, TUCKA CE CBETUHA.

Baagan Pagosanosuh: HORHUK
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Baagan Pagosanosub: BOKOBU3YE/THH OMAX XAHCY K/IABUHY
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Bokosu3syen

OBoMm ob6mnanthy PagoBanoBuh ce 6aBu op 1954. rogune, Hajupe
OPaKTUYHO, & TIOTOM U TeopHjcKu. O MOeTHIM BOKOBH3Yela YMETHHUK
numie: "McnpBa caM O H0j MHCINO Kao KPWIy CBOje IMOETUKE YMET-
HOCTH, Y KOMe 3APYKYyjeM ped, MK # 3BYK. Memajyhu Ha3uBe TOKOM
IIe3[]eCeTUX U ceflaMieceTHX (JIMK-3HaUeHhe-3BYK, BepO0-BOKO-BU3YEIl,
BOKOBHU3Y€Il) U JaJb€ CaM cMaTpao fa ce OHU OJHOCE Ha MOjy IOceOHY
MOETHUKY, Al caM IOJIOBHHOM CelaM/IeCeTHX IOYeo ja carjefijaBaM
MOTYhHOCT ycTonn4ema BOKOBH3Yyesa Kao YMETHHUYKOT poja KOju 1oc-
TOju y>Ke Off IBa MuJieHHjyMa. tbera caunmaBajy: CHMOOIMYKO CIIOBO,
yOOIMYeHN CTHUX, KaHI[eJlaTe, KPUNTOrPaMy, KaJuTrpaMu, TII0coalnje,
(ponercke necme, BepOo-BU3yenHe U (DOHMYKE AKTUBHOCTH y CKIIOIY
¢yTypusma, fagau3Ma U Hagpeaaus3Ma, LEJOBUTE MOeTHKEe BepOodo-
HU3aM, KOHKpETHa, KMHETHYKa, BU3yeJHa M Jpyre noesmje. AKO H
jecTe MOETCKOT MOPeKIIa, Taj poj HUje IMOe3rja HATH HeKa Apyra jeiHo-
MeJijcKa YMETHOCT HETO je BUIIEMEANjCKU POJ| YMETHOCTH. Y3 3BYIHO
U BU3YEJHO, OH Y 3BYYHE OfHOCE YKIbydyje U TAaKTHIHO, KHHETHYKO-
reCTyelHO U POCTOPHO, ajlil HUje CHHTE3a YMETHOCTH HETO II0jeIUHAX
Menuja. Y BOKOBH3YeJy HUCY OMTHM 3HAIM KOju caMo Ha cebe ymyhyjy,
HU caMO BHUIIIEMEJIMjCKa CPeICTBa, HU Cajp:Kaj Ha KOju 3HAUW ymyhyjy,
HEro OJHOCH CBHX TUX KOMIIOHEHTH. Ilopen peuu, y BOKOBHU3yely
yUYECTBY]Y W APYTU BU3YEJHU M 3BYYHU, KOHBEHIIMOHAJIHY U aly3UBHA
3HAIM KOjU MOCEAYyjy 3Hayeme WM T'a CTHUYy y caMoM jeny. Hempe-
KkugHO ce 6opehn 3a pa3Boj hopMaTHOT acnekTa W 32 YHHBEP3aIA3alujy
COTICTBEHOT je3MKa, BOKOBHU3YEI je y CTallHO] WHTEPAaKIHjiH C HOBUM
mojaBaMa y ApyruM YMETHOCTHMA, aJli ¥ ca BAHYMETHUYKIM 30MBaH-H-
Ma. CycpeToM (pOpMajHOT U Je3UTHATUBHOT 3HAUYEHa Y BOKOBU3YEIY
ce MOCTIZKE YMETHHYKH 3HA4aj, a Ae3UHATHBHOCT MOApa3yMeBa IOC-
TOjalke pa3HONIMKE TeMaTHKe: CY0jeKTUBHO NOKUBIbaBame ceOe U CBe-
Ta, MOTHBE U3 JTUTEpPaType, punosoduje, HayKe u TOMATHKE. "

PagoBanoBuheB BOKOBM3yes, Kao JIMYHA MOETHKA a HE TNpPeJJIo-
>KeHa MHTepIpeTalyja BOKOBU3YeTHE YMETHOCTH, ITOPEf] TOTa IITO je Y
(hopmanHOM cMECIy POl CHHTE3HMjCKE YMETHOCTH, IpefcTaBba U
CBOjEeBPCHY CHHTE3y UCTOpHje BOKoBU3yeia. IIpema 3Hauewmy, KOPUCTU
KOHBEHIIMOHAJIHE W aJly3UBHE 3HaKe, a ¢ 003MPOM Ha BPCTY UyJa, 3BYU-
He U BU3yenHe. TUIOBY 3HaKOBa MOTY NpPENa3uTH jeflHN Y Apyre, MOTY
CTULIATH W T'yOUTH 3HAaYeHE. Y CBOjOj CHHTE3W BOKOBH3YeJNl Off KOHK-
peTHe moesmje y3mMa MoryhHOCT ynoTpebe jemHe pedu, MyJITHILIU-
KOBambe peud U HHUXOBO IIOBE3WBAHE M TOIOJOIIKMM, a HE CaMo

PapoBanosuh, Canmoiipegcitiaswarse ymeitinuka, crp. 41.
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CHHTAKCHYKIM npaBumuMa.” Oj 3BydHE MNOE3Mje 3acTyIJbeHO je
MOfBJIAaYEHE MY3UUKHUX CBOjCTaBa, ajld HE IMPEKO TpaHUIle U3a Koje ce
ryou cemanTuuko. PagoBanoBuh HaBopmu: "OcTBapuBame BehmHe of-
JUKa BOKOBH3yeJla y MOjeJUHAYHOM JIeJly BOJU KOPHUITheHmy 3BYYHOT
aMm0mjeHTa, BHfiea, (puiMa W 3BY4YHE XoJjorpadmje Kao aj[eKBaTHHX
Mennja. TeMaTHYHOCT je HEONXOfHAa M IIMPOKOr je crekTpa. MHTep-
aKiyja C HAyKOM je y HeMHUCTH(PUKOBAHOM KOpHIIThewy H3pEeUUBUX
Hay4yHHUX CyLITHHA Kao Te€Ma, U yIOTpeOMu MalllMHa U HaAyYHUX METOa
(knmacupuKanujcKor, CTaTHCTUYKOT, CTOXAaCTHYKOI) 3a IPOM3BOALY
BH3YEJHUX M 3BYYHUX CTPYKTypa. OTBOPEHOCT ca3HaBama pajia ycBaja
ce TaMo IJIE je JOXUBI/bAJHO MOryhHa: y NOHybeHOM U300py BU3YEITHUX
eJeMeHaTa Koje mocMaTpau peaiusyje OupamweM yrioBa Bubewa (1Tpu
auua obaaka), GU3MIKUM WHTEpBEHIUjaMa WM M300pOM pepfociesa
clyllamka 3ByYHUX eaeMeHaTa. Heryje ce KOHCTenanyuoHO MIOIIHO YH-
Tame, CEKBEHIIe KOHCTeNalwuja, IUIONIHA TPOAUMeH3noHaTHOCT (Texcit
Ha Kyzau), a pa3Buja ce W TPOAVNMEH3MOHAIHO YWTaHe 3HAKOBA IIOC-
TaBJbEHNX IO yOUHN y Hefle(hMHICAaHOM BPEMeHy. "

[Ipe mojaBe PagoBaHOBWheBHX TEOPHjCKMX pajjoBa YOIIITE HIUjE
nocrojano ofpebeme BOKOBU3yela Kao MOCEOHOI YMETHHUYKOL Poja.
U oBy o6uacT cBOT [ieJI0Bakba YMETHHUK je (POPMHUPAO Yy TEKIU Aa YNHU
OHO IITO HUKO HHje YMHUO, HE 3Hajyhu Taja ma CpogHe MojaBe MOCTOoje
myke oy ABa MuiieHnjyma. HakoH Te cno3naje PajjoBanoBuh je paguo Ha
pa3Bujamy TeopHje BOKOBU3yesa, KOHAYHO CYMHpPAHe y MICTONMEHO] CTy-
mjn.”’ MebyTuM, cTynmja Huje NpeBefieHa HM Ha jeflaH CBETCKH je3WK,
TaKOo fia je ’eH TCOPHjCKHU JOTIPUHOC OCTAO0 BE3aH 3a HAILY CPEIHY.

N3ysetHo ob6umHO, cTBapanamTBo Bragana PagosanoBuha y mo-
MeHy BOKOBH3YyeJa nonpuMa pasnnuurte ¢popme. Hapemhemo nHekomn-
KO HajIIIyCcTpaTUBHUjUX MpuMepa. HajcTapuju Buj npepcrasba yoou-
YeHHU CTHUX, KOjUM ce yMeTHHK OaBu ofi 1954. ropuHe; oBaj MoCTymak
MIPUMEHEH je V jeAHOM Of HajaMOWIMO3HUjUX MOAyXBaTa — BOKOBH3Y-
enHoj xwu3u [lyciioaurna (mucanoj 1957-1962, a o6jaBmbeHo] 1968.
ropune).” Y ITyciioaunu je ocTBapeH CIIOj BU3YENHOT U BepOATHOT 3a-
nuca. Peuennuie cy pacnopebene tako na popmupajy ogpebene Buszyenne

57 . .
"OByie BepOaHO HUje UCKIbYUMBY THII 3HAKa, a IPEBJIAcT KOHCTEIalja peYd U

ay3MBHHX 3HAKOBA He MOBIAYH OffbalnBame ceKBeHIujenHocTH (Tpehn geo I1y-
citioaune). He MCKIbydyjy ce NMeHHMIle Koje O3HadaBajy alcTpaKTHE NOjMOBE, a
UKOHUYKO-aJIy3UBHU 3HAlM, KOj€ je MIPEeTeKHO KOPUCTHUIA BU3yeNIHA TI0e3Hja, IPU-
ApYyXyjy ce peunma (Okpenu)." Ucro.

58
*  Hcro.

59
PagoBanoBuh, Bokosusyea.

Bnapan PagoBanoBuh, ITycitioauna, HOJIUT, 1968. Kwura je gobmuna HO-
JINT-oBy Harpapny.
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CTPYKTYpPE, a y 3aBHCHOCTH OfI CMeépa KpeTama Kpo3 TEKCT Mema Ce
3Hauewme pedeHunna. [lopen Tora, OB TEKCTOBH HAMEHEHH Cy UUTaY
Haruac, jep PajjoBanoBuh cmaTpa 3By4HY cTpaHy BOKOBH3yejla BeOMa
O6uTHOM. Maja je 3Hayeme TEeKCTOBa NMPOMEHIBMBO W CHMOOINYKO,
YMETHHK CMaTpa fia BOKOBU3YEJ HE CME MOTIIYHO [1a CE IECEMaHTHU3Yje,
jep He HcIymaBa yClIOBe fla IocTaHe My3uKa. Takobe, jeqHOM of
OUTHHX OJIJIMKa cMaTpa pa3BOjHOCT BOKOBU3YEIHMUX TBopeBuHa. Cjajan
IpuMep 3a OBO je BOKOBH3yenHa Kmura Mena.” Y oBoj Kmusnm
OCTBapeH je CIOj B BPCTe BU3YETHUX 3HAKOBA: CIMKOBHUX U JIETPUI-
KHX, Koje ce MebycoOHO npeTranajy u Tpanchopmuily. Kwura cagpxu
mefeceT ClIMKa MCTOr popMmaTa, Koje ce HaJoBe3yjy jegHa Ha ApYry,
aHAJIOTHO (PUIIMCKO] TEXHUIM MOKPETHUX CINKA. Y]jeTHO, MOCTETIEHUM
TpaHcopManujama, oHe popmupajy ogpebeHa 3HaUeHa: BepOAIHO 1
BH3YEJHO CEMaHTUYKO, aCOIMjaTHBHO-CUMOOINIKO UT/. 3HaUeHa Koja
ce MOTy MITYMTAaTH KOMIUIEKCHa Cy M MyJATHIUIMKOBaHa. [IpBa crpa-
HUIlIA KIUTE YCIIOCTaB/ba ONHOC IpeMa KIbIDKHO] CTPYKTYPH, jep Ha
woj mume "KPAJ"; a momro je kwura pabena 1991. ropgune, HOCH 1
MOfaTHO 3HAYeHe: CTpPemmy Ipey HajojasdehuM paToM M pacmajgoM
C®PJ. dakne, maga Mena uuje, nonyt Ilycitioaure, BepOaIHA TEKCT,
IIOCTOJU W3BECHO CTPYKTYPHCAaHO 3HAadeHmE, KOje CTyla y Wrpy ca
¢popmanHuM eneMeHTHMA. Yciel KOMIJIEKCHOCTH CUMOONIMKE BeoMa
je 3axTeBHO Ipaheme 1 WITYNTaBalke CBUX 3HaU€Hha, ajld U youaBarhe
caMo HEKUX Off ’bUX HHje TOTPEIIIHO.

Iloauegap (Howuaegap), u3z 1968. romgmHe, MOXeMO cMaTpaTH
BOKOBHU3yeNHUM nopiuroM. OBaj paj NOCTOjU Y TPU BHUfa: Kao CIUKa,
F€OMETPHjCKO TEJIO Ca CIMKaMa M TeKCTOM M Kao TeOMETPHjCKO TeJo
camo ca tekctroM. OTBopeHOCT (hopMe Koja moctoju y [lyciioaunu
(MoryhHOCT unTama CINIETOBA TEKCTa y Pa3HAM CMEPOBHMaA) IpeHeTa
je Ha TpoAMMEH3HMOHajaH oOnuk. PopMa TeKCTa U CIHMKE OllpaBiaBa
0oOJIMK HOHaefapa, a PeYd M peuYeHUIle YCIOCTaBlbajy OJHOC ca 00jeK-
TOM Ha KOjH Cy alumkoBaHe. Pajy je u TeKcTyanHo u Bu3yesqHO Moryhe
YATATH y BUIIE CMEPOBa, YMME C€ OCTBApYjy pa3iIWunTa 3HAUCHA.
Hakne, y Ilyciioaunu u Hownaegpy PapnoBaHoBuh KopucTu crenu-
(pmyHOCTH ABOAMMEH3MOHAIHOT U TPOAMMEH3HMOHAIHOT IpocTopa ja
6u Bu3yenHO "yopmHOIIEHe" peun Jobmiie HOBO 3Hauewe! Hownaegap
OCTBapyje CHHTE3y crnenupuIHOT T€OMETPHUjCKOT OOIMKA, CITMKOBHUX
mpecTaBa, TeKCTYyalTHOT 3alica W 3ByYHe peanu3anuje (YUTamba) TeK-
cTa. Mefujcke NHMHUje, HAUMHOM Ha KOjU Cy CTaBlbeHe y MebycoGHun
OJTHOC, I0jayaBajy 3HauCHE jefHa IPYroj WIN I'a MEHajy.

Pan cpoman Honaegpy je Kyzaa ca itiexciiom, pabeHa deTupu ro-
nuHe (1971-74) — jou jeman ymeTHUUKY TpujyMd. TekcTyanHa Mpeska

' Bnagau PagoBanosuh, Mena, Beorpan, Camocranso u3fame ayropa, 1991.
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yIaHYaHUX pEeUYeHHIA alJINKOBAHA je Ha KPY>KHU OOJIMK y BUAY XOpH-
30HaTa U MepHuanjaHa (ymopeHUKa U IogHeBaka). Ha Bpxy kyrie Ha-
nasu ce peu OC a Ha gy CO. Kyrua je uctoBpeMeHo 1 00jeKkaT 1 3HaK
(moxe mpencraBbatu CyHie, 3eMiby, Opeol WTH.), a alIMKOBaHE
peun nmo3HauvaBajy Taj ooOauk. UumraBa 30mpka 'moesmje" (Tekcra)
CTOIUbEHA je ca OOIMKOM Ha KOjeM ce Hajla3!.

ITopen pagoBa U3 JOMEHa IUIOMIHUX KoMmOwHanuja, PamoBaHoBuh
je pagmo u AYOMHCKY TPO3HWPHY KIGUTY, TE€ CE€ CBE CTPaHHIE MOTY
UCTOBpEMEHO BUeTH, Ha3BaHy [lozaeg Hu3 iueno. KoHType Tena
HCHpTaHE Cy yOOJUYEHUM peurMa, KOje yjeJHO UMajy 3HaAuCHE y Be3u
ca 06jeKTOM (Tj. IEJIOM Tesa) KOju MpecTaBibajy!

Cponan papg oBoMme jecy Borxosusyeanu omaxcu. PajoBanosuh ce
KOPHCTH OKOJHOIIhY fla OBa 'paHa YMETHOCTH MMa CEMaHTHYKO 3Ha-
Yyerme, Te Jla MOXe J1a TofipaxkaBa caMy cebe, U TO Ha jBa HauyuHa: (1)
3HauYeHCKU ¥ (2) moMohy BU3yeJHHX elleMeHaTa. 30MpKa MOj OBUM
Ha3WBOM cajp:Ku 19 panosa (aBajeceTu Huje 3aBpuieH). CBaku of pa-
moBa mocBeheH je o jeTHOM YMETHHKY W3 HCTOpHje BoKoBmu3yena: Cu-
muju ¢ Pogoca, Xpabany Maypy, Kaky Cemmjey, En JIucumkom,
Kopxy Yepykuny, Mukeney ITopdeTnjy, Kapky Pomysmy, Pagomupy
Mammhy, CniaBky Markosuhy, Tomy Oxkep3ey, Xancy Knasuny, kao u
camoM PanoBanoBumhy, a Takohe u cimkapmma ca kojuMa oH oceha
myxoBHO cpojctBo: CanBagopy [lanmjy, Peney Marpury, Emepy, Hpa-
rany Mojosuhy 1 bpanky Mumynty. OBum omaxkuma Pagosanosuh je
HCKa3a0 MOILITOBakE YMETHUIMIMA KOje cMaTpa 3Ha4ajHIM 3a UCTOPHUjY
BOKOBH3yeJla M HCTOBPEMEHO jeé OCTBApUO MPECeK HCTOpHUje OBOT
>KaHpa ¥ yCIIOCTaBMO KpeaTUBaH OHOC MpeMa pafy ApPYTUX YMETHHUKA.

Hoaumeguj

IMonmmmenuj PagoBanoBuh nedunmie kao HeceMaHTUYIKH TIOJT CHH-
Te3ujcke ymetHoctn. Kao mrTo cmo Beh ykasamu, mpedukc "nomnm"
MIPEHOCH HEIIITO Of] CMHUCIIA KOjH TTONMM(OHO MMa y My3UIH, Te HE 3HAUH
caMo 3ajeJHUYKY BPEMEHCKY 0a3y CBUX ME[MjCKUX JIMHHja HETO U HU-
XOBe Npenu3Huje ofHoce U MehycoOHy 3aBUCHOCT. Y MOMUMEHjaTHIM
MPOjeKTHMa MNPEeTEeKHO AETEPMUHUCTHYKY METORY paja omoryhyjy
3ajeHIYKN KBaJIUTETH MefHja: BpeMe, pocTop, 60ja, jaunHa, 6p3nHa
u rycruHa. KoopauHaupajyhe n JOMMHAHTHO 3HaYeH:€ je (popMaitHo, ca
eJeMEeHTHMa CHHECTe3Hje UHje je BasKeHe CacBUM YCIOBHO, OK fe-
3WTHATHBHO 3Hauele HUje obaBe3Ho. [lonmumennjy, fakie, npunanajy
OCTBapema NCIUIETeHa Of] MEeIHMjCKUX JINHUja OOJMKOBAHUX TaKoO J1a Mo-
ce6HO TTocMaTpaHe IT0Ka3yjy pellaTUBHY CAMOCTATHOCT ¥ ICTOBPEMEHO
Cy Ipujarobese neluHN y KOjoj MOTY caMO IIOBPEMEHO JJOMUHHPATH.
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komora s mehanickim
klavirom koji svira
infantilni prelid

GeZnja za
staklenom
kuglom

saoblikova-
nje pros-
torom -
akva-
rij

GezZnja vrha
za dolinom

priéinjavanje

ogledanje
ogledala

prozirna kugla
sa stubovima,

u kojoj se slu-
£aju korali

mraéna
komora sa
taktizonima

mraéna komora
za lezZanje i
unutrastiranje

veliki zvuéni
taktizon

Baagan Pagosanosub: TPABEBUHA O/l [IPOCTOPUJA-3HAKOBA
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Kao mTo cMmo ykasanum Ha nodeTKy paja, Behuna PapgoBaHOBH-
heBux monuMeaujaTHUX paioBa HUje OCTBapeHa, T€ A0 JaHac MOCToje Y
¢opmu HampTa OfH. pojekTa. Hekn o BUX caipske MpPOjeKTe HOBUX
apXUTEKTOHCKUX 3[lafha, APYTH 3aXTeBajy KOpUITheme CIIOXKEeHe eleK-
TPOHCKE anaparype, Kojy je y BpeMe KOHIUIHNpamba pajoBa OUIO TEl-
KO MHCTanupaTd. Pa3MOTpUMO HEKONMKO TaKBHX pajoBa ca acleKTa
CHHTE3MjCKE YMETHOCTH.

Ipabesuna og dpocitiopuja — 3suaxosa (1957) jenaH je of BelVKH
mpojekaTa, KOju y ceOu CUHTETHIIE HEKONMKO MOCEOHUX MOIMMEM]jCKUX
TBOpPEBUHA. YTYTCTBO 3a peaym3anyjy Inack: "CBaku Off pa3sHOPOJHUX
CTBapaJlayKWX OJIMBAaKa (TEKCT O W3Yy3eTHOM [OXKUBJbAjy, MNHIIA30HU,
My3HKa, OTHCAK MONycHa) jecte omeka 3a [Heno 2Knsora. CBaka oneka mma
CBOj 3HaK, a 3HaK he nmatu cBojy npocropujy. [Ipocropuje rpabesiHe 6uhe
MOBE3aHE OHAKO KaKO CMICAo NoBe3yje 3HakoBe MebycoOHo. Llenmna Tpeba
fla TIpeficTaBba CTPYKTYpalIHy (hOpMyJy OHOTa IIITO Me HajBHIIEe YWHU
MHOMe." Y3 oBaj TeKcT PajoBaHoBIh je IPMIIOXKUO LpTEXK, Ha KOjeM ce BUII
Tla Cy cacTaBHWIIC OBe arcTpakTHe '"rpabeBmHe', Koje cy Mmebyco6HO
MOBE3aHE TAKO [a OMOryhyjy KpeTame M0 BUIIEAUMEH3HOHATTHOM IIPOCTOPY
y CBUM CMEpOBHMAa: KOMOpa Ca MEXaHWYKHM KJIaBUPOM KOjU CBHpa
UH(AHTWIHA TpeNuf, YeXKHka 3a CTaKIeHOM KYIVIOM, CAOoO0IMKOBaH-e
MPOCTOPOM — aKBapujyM, 4YeXma BpXa 3a MOJIMHOM, IpPHIMIHABAILE,
OIVIeflatbe OrJIefiasla, IPO3UPHA KyIja ca CTyOOBMMa Y KOjOj Ce CIIyLIajy
KOpaJIv, MpayHa KOMOpa €a TaKTU30HNMA, BEJIMKY 3BYyYHH TAKTU30H M Mpay-
Ha KOMOpa 3a Jiexame U "yHyTpacTupame". Peami3oBame OBOr MpojeKTa
Tpebano OM y4YEeCHHKY fa OMOryh# MOTIYHH UYJTHO-€CTETCKO-MEHTAITHU
MOXKUBJBAj. OBIM OCTBapeH-EM, HACTAIINM Y TIPACcKO30pjy HEroBe YMETHHIKE
Kapmjepe, PagoBaHoBuh je Ha MaHHM(pecTaH HAUMH TTOBE3a0 CBE CBOje paHe
BUILIEMEMjCKE NPOJEKTE U U3JIOKHUO CBOjY CKIIOHOCT Ka, C je[JHE CTpaHe,
¢popmanHoOj cuHTE3Y, 3, € APYre, Ka CAHTETHYHOCTU PELETUBHOT UCKYCTBA.

Beauku 3syunu iwiaxiniuzon (Takobhe u3 1957) npepcraBiba CHHTE3Y
3BYKOBa, TIOKpeTa ¥ Jofupa. 3aMHUIIJbEH je Kao objekar Koju ce ca-
CTOjH Ofi TJIATKOT U MOJYMpPadHOr TYHEJa, KOjU ce 3aBpllaBa MaloM
071ajOM TIOfl TUIaBMYACTOM cBeTiomthy. Y 3upoBe TyHena yrpabene cy
¢oto henuje unjum ce akTHBHpameM Tpou3Boan 3BYK. I1o ayTopoBoj
uneju, my3ameM, IpebanuBameM HPEeKO TilaBe, HCKOpademeM U3 jefl-
HOT ynyOsbema y ApYro, CIyCTOM — IPOHU3BOAMIN OU ce NOjeqUHAYHA
TOHOBM Ha MecTHMa TyHeja Ha3HaueHNMM Ha ckunu. bBp3uHa ciepa
TOHOBA 3aBHcHIIa 01 Off Op3uHEe KpeTama Kpo3 o0jekar, a mpoja3ak on
ce 3aBpIlIaBao COYIITAKEM Y Of1ajy Y KOjoj ce TOTOM oficiyIna ¢yra Ha
TeMy OGIMKOBAHY COIICTBEHNM KpeTameM.”

Y3 oBaj paj PagoBanoBuh je MPUIIOXKHO OMUC 3aMHUIIBEHOT MPOBIaYeha KPo3
Beauku 38yunu imakiuiuzox, xoju rtmacu: "Crnoiba je OH KBpraBa rpabeBuHa
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KacHujn monmMenujatHu pajloBu CYy Mame alcTPaKkTHH, alld Cy 3a-
Ap>KaHe MHOT€ KapaKTEPHUCTHUKE NPUCYTHE Y IPBUM PajjloOBUMa: TEXKHbA
3a CBeyKymnHollhy JOXUBIbAjHOT UCKYCTBA, YKIbyuuBame Beher 6poja
Pa3HOpPOAHMUX MefNja, BUXOBO MOBE3MBAKE Ha HAUYMH TECHE Y3POUHO-
MOCTIEINYHE CIpere, Ie U3MeHe Y je[lHOj MEeJIUjCKOj JMHUjU TOBIade I
W3MEHE Ha CBMM OCTAaJIMM HMBOWMA, KaO M Y CBEYKYITHOM JOKWBIbA]y,
3aTUM HM30eraBambe CEMAHTHUYKOr 3HaYewa fAa Ou ce cy30mia JOMHUHA-
I[¥ja palyja u UCTaKkJe 9yJlIHe pelenuyje, uTh.

IMonumenujanuu npojexar Eaexitiposugeayguo (1976-80) npenpu-
ba cmHTE3y 3ByKa W CIIMKE OCTBApEHY €JIEKTPOHCKUM IyTeM. Y oba
clly4daja IoJjia3| ce Off UMIIyJIca eIeKTPOHCKUX U3BOpa, KOjU ce MpeTBa-
pajy y ayAno-curHaje, OfHOCHO BUJI€O-CUTHAJIE Y3 IPUMEHY OfiroBapa-
jyhux TpetmaHa. [IpunukoM KOHIMIOBamWa fieja pa3Boj CIUKe U 3ByKa
CMHIIIJbA CE€ WCTOBPEMEHO — He CTBapa ce 3BYK IpeMa CINOU WA
00paTHO, TO jecT, y TOKY caMoOT NpPOjeKTOBawka "HapTUType" oclama
ce Ha MHTEPaKIHjy CBOjCTaBa BU3YENHOT (MeCTO, OOPHC, CYICTPYKTY-
pa, 60ja, puTam, HHTEH3UTET, Op3MHA) U ayJUTUBHOT Mefuja (Tpajame,
BUCHHA, 60ja, IUHAMHUKA, pUTaM, TeMIo). MHTepaknuja, Kao u y Apy-
UM MOJIMMENIAjalTHIM pafioBAMa, He IoApa3yMeBa caMo TapaliellHe pe-
Janyje 3ByKa W CIHMKE HEro M KOMIUIEMEHTapHe (3amodyeTe MpOMEHe
CJIMKE HACTaBJhajy ce Ha OfiroBapajyhu HAUnH y 3BYKY, M OOPATHO), CYTIPOTHE

HecuMeTpUuYHOr o6auka. M3riena kao usBabeHn Kkomap yrpobe. Y [Hy 3janu TMH-
Ha. Carde ce, IpoByuYe Kpo3 OTBOp U ucHpyxu norpoyumike. ITox je omydact u
yCIUm-e ce HaBuIle. 3a HaMa 3aTBope BpaTHule. Cap je ucTo, GUIIO fa ce 04U ApXKe
3aTBOpeHe unu orBopeHe. Ca cTpaHe, y 3ufy TyHENa, HalMIajy ce yiyOlbemwa Koja
CIIyKe Jla ce Horama Offylpe U Telo HOoTHcHe HaBuile. COICTBEHOM CHAaroM, IMH-
Kyhy noTp6yuike, KpeHEMO Harope.

ITousne 3Byk. He gonasu auotkyn. Ty je kao u TMuHa. Kao u oBo my3ame u Mu-
rojbeme. Marnena ga 3ByK off lera 3apuc. Pacre HallMM HAIlOpPOM Ka YCIU Bhamby.
Kpo3 Hanop ra pabamo u 3By4u Ham Kao Hanop. He Bupie ce pyke Koje rpabe Ham pef,
HOT€ IIITO ce OATYPY]jy, TENO Koje ce YBUja, CBE C& TO CHOCH caMo Kao Cpxk MU Ilamba. Kao
yHyTpacTHpame, Koje ofpebyje oBa, CByia OKOIIO IIPUCYTHA YBPCTA TMUHA.

Ycnumwyhu ce, roToBO ce ycnpaBibaMo, IpeBpheMo Ha lieba 1 KiIu3HeMO Hajo-
ne. 3aycraBuMo ce 1 onunamo ucnpep cebe. Humra. Ha usuny nposanuje y T™u-
Hu. U 3ByK je npecrao. Uyje ce camo concTBeHo fucame. Kcnop usuie nposanuje
OTKPHUjeMO TPEfiully, CTETHEMO je, IPEBPHEMO ce MPEKO IJIaBe U OCTaHeMO Bucehn
Ha pykaMa. M Kao IITO KOCHHA HCIOJ CKaKAOHHIIE IIOCTYIIHO IIOMUPY CKHjallla ca
BOJIOpPaBHHUM, TaKoO H OBJie, 10 MyLITamwy II1aKa, Off HOTY HaM y3 jeba jypHe rnatko
1 MEKO ¥ MOHOBO ce jaBH 3ByK. KimM3HeMo u 3aycTaBUMO ce ¢ HOrama yHampep U
Majo M3AMTHYTUM. XBaTajyhu ce 3a Ipedke Ha HUCKO] TaBaHUIM, MPOOUjaMoO ce
TECHUM TYHEJIOM KOjH C€ YCKOPO TaKO Y3[IUTHE Jia HaM HOT'e NPEeKo ri1aBe npebdanu
Ha Many Tepacy. IToByuemo ce ay06sbe y Tepacy. M3 me ce yneso npedanyuMo Ha
BHUIIIE JIEKUIITE U Y3BEPEMO CE y3 HEra JOoK INIaBOM He yaapumo y Meko. Opatie
ce mpebalyjeMo y jeqHy HHMIIy, Ha mpca. Y YeTBPTY Ha jeba — HecTaHe HaM T O
ucnop Hory. IIoTOHEMO y MOpe METalHO IUIaBUYacTe CBETJIOCTH M OfCIyIIaMO
¢yry Ha 3By4HYy JIMHH]jy KOjy CMO, U3IJIela HaM, COIICTBEHUM KPETamheM poguiIn. "
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(Ha mpuMep, MpoMeHa MecTa JIMKa HaBHUINe a 3ByKa HaHMXe), OOUHE
(Ha mpuMmep, cTaTHYHA CIIUKA U MOKPETIHUB 3BYK, 1 0OPaTHO).

Hoaum 2 — Hyitare (1969) pasnukyje ce O OCTaluX pajoBa W3
OBe IpyIe Mo M3BECHO] HeoipehbeHocTu y morsieny goBobewa y meby-
cOOHM MEJUjCKUX JIMHMja, KOja MCKpcaBa Hajupe 300r HEMOTIyHE KO-
OpAuHAIje YeTBOPOCTPYKOT HMHTEpIpeTHpama Tpajara, a 3aTUM U
yclen HeloBOJbHOI Opoja penepa 3a TadHHUje ycarjanlaBame CBAKOT
[OjeAMHAYHOI TOKa MYy3HKe ca OAronapajyhoM IyTamOoM KpeTama
CBETJIOCHOT CHOIIAa M M3BObaua, Kao 1 3a MOTIYyHUje ycKiIabuBame cBa
YeTHpH Hapa My3uKa-kKpeTawme Mehycobno. Mebhyrtum, ayrop cmaTpa
la y OBOM IIPOjEeKTYy Ta HeofipeheHOCT y MHCTPYKIMjaMa Hije KpUTHIHA
0 pe3yJTar.

Y peanusanuju MpojekTa y4ecTBYjy YETHPU M3BObada Koju HoOce
o jefaH KaceTodoH U Kpehy ce mMpocTopoM HOBpIIHE HajMame 7X7
MeTtapa. CBaku KaceTO(OH eMHTYje N0 jeHY ACOHUIY WIN CIOXKEHH]Y
CTPYKTYPY €JIeKTPOHCKE MY3HKe, TeMOpaTHO pa3jMIuTy Off OHUX KOje
eMHUTYjy ocTanu Kacetodonu. M3Bobauu ce kpehy nmyramama Koje
OIIUCYjy CHOIIOBH YeTHPHU pa3HoOOjHa crmoTa (LpBEHH, KYTHU, 3€JCHH,
IaBu), OWIIO O MOAy, 6o 1o TaBaHuuu. CBaKMM CIOTOM YIpaBiba
IO jefjaH olepaTep Ha OCHOBY HHCTPYKIMja Koje IpyXa HapTUTypa ca
yIpPTaHUM MyTambaMa ¥ Ha3HAYeHUM TII00ATHAM TpajambiMa.

Pan cpopan oBome je IToaum 3 (1971), unje cy Mepujcke KOMIO-
HEHTE 3ByYHO, BU3YyeJHO 1 npocTtopHo. CucreM ce cactoju off 10 go 15
pa3HOO0jHAX W Pa3HOOONMYHEX objeKaTa — Mojyja. Y CBakOMe Off
IbUX MEHa Ce HEKO CBOJCTBO CBETIIa (yYecTaJoCT NpeKnama, jauiHa)
u 3Byka (BucuHa, 060ja, MMHAMUYKa OBOjHUIlA, BuOpaTo). HejemqHako
pasMakHyTH M OOELIeHM MOJYJIU MOKPHMBajy MOBPIIMHY O 6X6 M.
IIpomene monoxkaja mocMmaTpada yTHYy Ha NMpOMeHe 3BYYHHUX U CBe-
TIIOCHUX cBojcTaBa. [lomoskaj mocMmaTpada, M3paskeH yAaabeHOCTHMa
OJ1 MOJTyJIa 110 X ¥ Y OCH, IPeTBapa ce y YIpaBlbauKi HAIIOH KOjU yTHYE
Ha MMpOMeHy Omio Kojer cBojcTBa. [lomTo cy6jekat BUU U 4yje Tpo-
MeHe KOj€ N3a31Ba CONCTBEHUM KpeTameM u3Meby Monyia, Moxe, 3ax-
BaJbyjyhu NMOBpaTHOj CHIpe3’, CBECHO yIpaBbaTH HBHMA. YKIbydyHBa-
weM Beher 6poja cyfleoOHHKa cMawyjy ce, MehyTUM, UCKIbYYUBU YTHIIA]
MOjeINHIIa ¥ OYUTOCT 3aBUCHOCTH M3Mehy KpeTama U CBETIIOCHO-BHU3Y-
eJTHNX TpOMeHa Koje m3a3mBa cBako moHaocod. Kpehyhm ce m3meby
MopyJia, cybjeKaT ICTOBPEMEHO YTHYE W Ha CBOje Pa3iIMIUTO OKUB-
JbaBambe IPOCTOPHOT paclopefia 3BYYHO-BU3YeJIHUX ejeMeHarta. Ilopen
HENpeABUJbUBIX M HEpETyJapHUX NMPOMEHa Koje m3a3uBa NyOauKa,
IocTaBKa 3BYYHHMX M CBETJIOCHUX CBOjCTaBa MOKE C€ MEHATH W TJIO-
6aTHO, TaKO Aa ce WHTepBEeHIHjaMa MyOJInKe TOBPEMEHO TMOHYAU APY-
raymja 3By4HO-CBETJIOCHa 0a3a. ITogpydje 0Ko, OMHOCHO MCIOJ CBAKOT
MOJyJla MOXe Jla ce JUCKPETH3yje Ha IIeT mojaca Kpy>KHOT O0lHKa y
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Clly4yajy pellema ca KaMepoM, a KBajpaTHOT aKO Ce OINpPEefeIuMO 3a
IO cacTaB/beH Of IJIOYHUIIA OCETIbMBUX Ha popup. Ilojac HajOmmkm
HEKOM MOJyJly MMa BpEeJHOCT 5, a HajynambeHuju 1. McToBpeMeHo,
1ojacy Cy pajiujaiHO W3Je/beHN Ha YEeTUPH HEe3aBUCHA CETMEHTA, IITO
oMoryhyje pearoBame MOAyJa Ha HpUONMKABalke U yAalbaBambe W3
YeTHPH MpaBIa.

Ogaj nonumenujatHu MpojeKat eTMMIYHO NpefiBiba yIiuB u3Boba-
Ya OfiH. MyOJmKe Ha ucxoy] TBopeBuHe. [IoKkpeHyTH Mefiuju ce IpoXKuMajy
u y mebynejctBy Memajy. CTpyKTypa MOCTaBIbeHA Y jeTHOM Melujy Huje
BPEMEHCKH 1 IPOCTOPHO TIOTUYHH-EHA CTPYKTYPH Y IPYTOM, CBE CY jeTHAKO
BpENHE U HACTAjy KPO3 HETIOCPERHO AEIOBALE CY/IEOHHKA.

Cunwe3ujcku pagosu

3a Behuny pagoBa u3 oBe rpyne (Bapujauuje 3a TB, Around,
Kpaitixa ayiwio6uozpagpuja, Caseexcha) KapaKTEpUCTUIHO je a, TOpeN
KJIACHYHUX Mefuja, YKJby4yjy U Meluj TeJeBHU3Uje OTHOCHO BHEA.
PapgoBanoBuh pa3nukyje Tpu BpcTe NIpUMeHe BHjiea:

1) Bupeo kopuitheH y cBpxe TOKyMeHTapucama ofipeheHor paja;
2) pan Ha Buziey (Bueo KopuiitheH U Kao Hocay U Kao MeJiHj);

3) BuUpleo paj — MHTEpaKTHBHU live Buyieo; m3Bobau paga Moxe -
PEKTHO J]a ”HTEPBEHMIIIE /IOK Tpaje CHUMAam-e W pENpPOAyKOBakhEe paja.

Behuna merosux pajioBa cBpcTaBajy ce y ApYTH THI — TOXPaHkEeHI
Cy Ha BHUJEY, alli U KOPUCTE CHEeNU(PUIHOCTHA OBOT Mefyja Ha KpeaTH-
BaH HAYMH.

Bapujauuje 3a TB ocTBapeHe Cy Kao 3ByYHO-BU3YEJIHA IapTUTypa
1977. ropune, a 1984. cy canmibeHe. Y mopebemy ca ipyruM MeTogama
BHU3yeNmM3anuje My3uke, Bapujauuje TpelcTaBibajy MOKYyIIaj ma ce
[OCTUTHE PaBHOTEeXa M3Meby My3uke U nmokpeTHux cnmka. Hujemna
KOMIIOHEHTa HeMa NMPHOPHUTET HUTH je MOCTaBJbeHa Kao MpBa, mpema
K0joj ce 3aTuM pipyra npuiarobasa. llltasuiie, mebyco6Ha 3aBIUCHOCT
MY3HUKE U CIIUKE je TOJIHNKA Jla HUje[Ha He MOXe OINCTaTH Kao YMETHUYKH
BanmgHa 6e3 mpyre. 3ByuHHM napT Bapujauuja yKibydyje WHCTPYMEH-
TaJHy MY3UKy KOMIIOHOBaHY 3a TpHoO (¢ayTta, cakcopoH U KOHTpa-
6ac), eleKTPOHCKH TpaHC(OPMUCAHY MHCTPYMEHTAIIHY MY3HKY, €leK-
TPOHCKY MY3UKY 1 roBop. Ciyka mpejcraBba Tpu u3Bobaua y 6emom,
FOTOBO aIICTPaKTHOM IPOCTOPY, 3aTHM Pa3IN4NTe M3BOhayKe yCloBe,
Kao u cuMOoIIe My3n4Ke HOTaImje.

My3uuka copma Bapujauuja npefcraBba BapHjaHTe UMHUTAIMO-
HOT JlofieKa(pOHCKOT cTaBa, aju ce, IITO je joIl BaxKHHUje, Bapupajy u
opHOCH m3Meby cimke u 3ByKa. TeneBusmja, Kao Mequj, HUje jeTHOCTaB-
HO UcKopuIheHa 1a O MpeHena ipyru Meuj (onepy, KOHIepT, Oajer,
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Baagan Pagosanosuh: [TOJIUM 2
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MO30PUIIIHU KOMAJT): BapHjaliije UCIUTY]y heHy TPUPONY, MOPKaABajy
WM YHUILITABaj)y HEH WIY3MOHM3aM. Y HEKHM BapHjalyjaMa KOHTpa-
IYHKTCKM OJHOC CIIMKE M 3ByKa je IapajesaH, HeKajl aHTHUIapajiellaH
(kama 3ByK He OJroBapa CIWIM 3BYYHOT W3BOpPA), KOHTPAJUKTOpPaH
(kaza ce He BUAM 3BYYHH M3BOP), KOMIIEMEHTApaH, TayTOIOMIKY KT,
KapakTep Bapujanmja ce Takobe Mema IO 3HaYeHY: Of alCTPaKTHO-
¢popmanHOr, CHMOOIMYKOT, APaMCKO-XyMOPHCTHYKOT, MO Ha3HaKa
KPHUTHKE IPYIITBEHOT CTaTyca 030MIbHE My3HUKe.

W mo 3amuciau u mo HauuHy peanusauyje Bapujauuje 3a TB cy
IIPaBO CUHTE3UjCKO OCTBApEH-E.

Caseexncha (1995-97)

Cunresnjcko octBapeme Caseexha HAcTallo je Kao MOpYyLOMHA
BEMYC-a u mpemmjepHO je M3BEAEHO Yy OKBHPY OBOr (pecTuBaia
okToOpa 1998. rogune. M3Bobauku cacraB OBOT Jiejla YMHE BAHAECT
neBaya/xofayda/cBupaya, ABaHAECT 3BYYHO-CBETIOCHUX KYIJIM, KOMIIjY-
Tepcka My3HKa, claj mpojekuyje ca3Bexkba, cnajg npojexuuje napTu-
Type (moTpedOHO 3a u3Bobaue), Cliaj MpojeKiuja MapKepa ca3Bexba u
cMepoBa KpeTama (Takobe 3a m3Bobaue). [IBaHaecT ocoba HOCH CBET-
nehe 3ByuHe Kyrie, kpehe ce mo mIpocTopy HaMEHEHOM 3a U3BOhHEeHE
3ay3uMajyhu nonoxaje aHajJorse uprexuma ca3Bexkba u nesa. dupu-
TeHT je KoopauHaTtop u3Bobema. [lopen oBe Bep3mje fena, HAMEHEHE
>KIBOM H3BObemY, MOCTOjU U CHUMJbEHA BUJICO-Bep3Hja.

Y oBom neny PamoBanoBuh je ocTBapmo cBOjy TeXHY f1a CBE Me-
[MjCcKEe JIMHUje HACTajy UCTOBPEMEHO U W3 jeJHOT AYXOBHOI IIEHTpA.
Kao m y MHOrMM NpeTXOgHMM feluMa, MOJIa3HIITe 3a TBOPHIAYKH
npolec OMOo je YMETHUKOB CaH Y KOjeM Cy ce MYIIKE U KeHCKEe PUITHKE
KpeTaje y Tamu neBajyhu u Hocehu cBeTiocHe somnTte, 06pa3yjyhu npn
TOMe KOH(urypauyje Hanuk Ha cas3Bexba. Ilonucdona uHTErpanyja
Mefigja oriiefia ce y MpojeKIyji BU3yeIHEe KOMIOHEHTE Ha HOTHU TEKCT
(Tj. Ha 3ByYHY KOMIIOHEHTY ), a 3ByUYHUX KBaJIUTETa Y BU3yeIHE o0puce
(60je cretnehux kyram). Pacnopepn 60ja Kyriim oroBapa KOMIIO3UTO-
POBOj INYHOj CHHTECTE3nju. Y OBOM Jieny ciuke 23 ca3Bexba mpojex-
TOBAaHE Cy HAa HOTHH CUCTeM H TUMe ofpebyjy HacTynme u Tpajama
3BykoBa. C apyre crpaHe, NPHHUMII MY3MYKOT KOHTpAacTa yIpaBiba
U3MEHUBAKEM BH3YEIIHO CTATUYHUX M ITIOKPETHUX cerMeHara. Ha
pacropes Hu3ama ca3Bexkba yTUIAN Cy ¥ ’BbUXOB HeOeCKH pacnopes u
MUTOJIOIIKN KOHTEKCT, ajJi je MY3WYKO BpeMe Ofpefnyio Tpajama
CIICHCKUX elieMeHaTa (crajama M Xofama meBada). Kommjyrepcku
peanu3oBaHa My3HKa CIY>KH Kao BpeMEHCKa MaTpHIa Koja Tpaje Kpo3
LEeJo J1eJ0. Y OKBHPY ABAHAECTTOHCKOT TOTala, CBAKM TOH OfiH. IJIac
uMa cBojy 60jy U, MoxXeMo pehu, (PU3NUKU KBAJINTET, 3aTUM Ae(DUHU-
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CaHO MECTO Y BU3YEJIHOM OJ{H. TOHCKOM CIIEKTpY, & HaIllOKOH U ofipebe-
HY ApaMaTyplIKy (OYHKIHjY U 3HAUCHE, Y KOHTEKCTY KOMIIO3UTOPOBE
JIMYHE CHHECTEe3Hje:

Mudpa — Tomno Ynrpa — XnagHo
Myuiku riacosu KeHcku rimacoBn
ne e e re ac xa ec ejp rec a oe  muc

TAMHO- CBETNIO- OpPAaHX  JKyTa  CBETIO- TaMHO- THPKH3 CBETJO- TaMHO- CBETJIO- TaMHO- Typryp
LpBeHa  IIpBeHa 3eneHa  3eleHa nuaBa  ImaBa  JbyOMY.  IbyOHd.

Kao mTo je y un3BanpegHoj ananusu Cassexcha ca CTaHOBHILITA
Xajperepose oHTONOrMje yKazana Munena Meguh™, crpykrypa Pago-
BaHOBMhEBOI' CIEKTpa je 3aTBOpEHa, jep je myprypHa Goja (LpBeHO-
JbyOuvacTa) BUIIA OKTaBa LPBEHE, T€ je MouYeTak YjeHO U Kpaj, a
MENIMjCKH TPafiiBHU MaTepwjal iejia IMa CTPYKTYpy ypobopyca. Mcru
KPY>XHHM HPHHIUI yodaBa C€ W Ha IMOJbY MakKpodopme fena, rae cy
aHaJIOTHU Oficelll pacniopebeHn Ha moyeTak u Kpaj jena:

YBoJ HOH&B&K Ca3sBexba On@wK Enunor

ITopen Menujckux UHTEpaKLHja, Y AENy je OCTBapeHa CUHTe3a (PUK-
CHpaHOT U OTBOpPEHOr 00jMKa. Y oficenuma oTBopeHe dopme (oaasak,
8. IIpomenaga, Ogaasak) OTBOPEHOCT c€ OTHOCH HA pUTaM U JCTUMUAYIHO
Ha BUCHHE, a y [Ipomenagama 1. 2. u 8. — Ha Kperama n3Bohaua. Hanme,
Ha cUTHaI ofjpeheHnx 3ByYHMX M BU3yEJIHNX 3HaKa N3BOobaum Ompajy Koje
he BucuHe U pUTMOBE M3BECTU U KaKO he ce KpeTaTu, NoKyliaBajyhu npu
TOM Jla pearyjy W Ha KpeTame Jpyrux usBobava. [leno Ha Taj HauuH
YKIbY4yje U3BECTaH CTENeH NHTePaKTUBHOCTH.

CaM ayTop je Au3ajHHpPA0 Kyrje, OfpPefuo BUXOBE yUeCTalIOCTH,
TajlacHe OOJIMKe 3BYKOBa M ofHOce m3Meby yuecranocru u 60ja. 1n-
kemwep PanuBoje Matuh je mpojekToBao U peann3oBao CBa €IEKTPOH-
cka kona. Bupeo-npojexnuja (Ha TaBaHUITY) 0JIa3H Ca BUAEO-TPaKe ca
MOHTHPAHAM ¥ MUKCOBAaHUM IIPUKa3nuMa 3Be3/la ¥ MarjnHa.

Mozxe ce pehu na Cazeexcha y nOTIyHOCTH OTeOTBOPYjy PagoBa-
HOBUheBY Teopujy cuHTe3ujcke ymeTHOCcTH. OBO JIeJI0 NMpefcTaB/ba U
MaHugect noetuke CUHTYM-a u cunre3y PagosanosuheBor Buie-
AELeHUjCKOT [IeJI0Batba Ha NI0JbY CHHTE3HjCKE YMETHOCTH.

% Munena Menuh, Cassexcha Baagana Pagosanosuha, My3muku tamac, 1997,

6p. 3-6, ctp. 106-125.
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6. VARIATION

8. VARIATION

i

Baagan Pagosanosuh: BAPUJALIUJE 3A TB
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VIRGO / DEVICA
125

soprano 1

sfera 1

soprano 2

sfera 2

soprano 3

sfera 3

alto 1 =
kugla ¢

sfera 4 —4-

alt 2

alto 2

sfera 5

alto 3

sfera 6

tenore 1

sfera 7

tenore 2 |2
*

sfera 8

tenore 3

musica
elettro-
nica

messa in
scena

proiezi-
one
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3axkmwy4ak

Haxkon pa3Marpama cTBapanaukux gocturayha Bimagana Papgosa-
HOBMha, MOXeMO KOHCTAaTOBaTH fia jé YMETHHK OTEJOBHO CBa TpH
3Hauewa nmojMa CMHTYM HaBeneHa Ha moueTky paga. "CuHTesa
YMETHOCTH" WCIOJbaBa C€ y HETOBUM JIOCIEHAM HAcTOjamnMa Ka
oMepamy TpaHUIla YMETHOCTH, MaTEpHjalin30Balkby CHHECTE3H]jCKUX
MEHTAJIHUX IPEJICTaBa, AOcCe3amlmy [0 CPEAUIIIET Y YKEeM CMHUCIHY.
"CHuHTe3HujcKa yMETHOCT' je, Kao IITO CMO HaBejH, MojaM KOjUM je
PapgoBanoBuh 06jeHNO CBE CBOje pa3HOBPCHE YMETHUUKE TBOPEBUHE,
HacTajyie TOKOM BHIIIE JiellcHNja YMeTHUIKe Kapujepe. Haj3ap, "cuaTe-
3MjCKU yM" OBOT CTBapaolia AOBEO j€ A0 CBUX IOpe UCTAKHYTHX MAaHH-
¢hecranyja. Y3 cTaHO yKa3uBambe Ha TO A CE y BUIIEMENHjCKA Tparama
yIIyCTUO UCKIJbYYUBO HA OCHOBY CBOjUX YHYTpAllllbUX IOpUBA, CHHTE-
CTE3MjCKHX AOKMBIbaja M BU3Hja KOje Ccy ra NOXOAWIE Y CHY U IPEJCHY,
PapgoBanoBUh je peanm30Bao CBOj YMETHUUKH OIYC ¥ TEOPHjCKY MHUCAO,
T€ je, Kao IITO CMO IMOKa3ajy, IPeno3Hao U 00eJI0JaHuo JEANHCTBO Y
Pa3HOJIUKOCTU CBOT CTBapajallTBa, MOTEKJIOT U3 HETOBOT, CHOBHMA
00y3eTOT CHHTE3H]jCKOT yMa.

lvana Jankovié

VLADAN RADOVANOVIC'S "SYNTHE SIC ART"
(Summary)

In the course of his artistic career, which has lasted for more than fifty years
now, Vladan Radovanovi¢ (b. Belgrade, 1932) has created works in the domains of
electroacoustic music, mixed electronics, metamusic, visual arts, artifugal projects,
tactile art, literature, drawings of dreams, polymedial and vocovisual projects, as
well as art theory. Central to his poetics is the theme of synthesic art. Based on a
synthesis of the arts and a fusion of media, the flow of his opus disturbs the
limitations of art. His synthesis of medialines is neither a product of rational
decision, nor isit inspired by the works of other artists. Itsinitial form appearsin the
mind of the artist as a sensation or a representation that emerges from sleep and
dream, or from his exploration of the mysteries of his inner being. In an attempt to
create a classification of the arts that would suit his understanding of the nature of
art, Radovanovi¢ has suggested a basic division into single-media and multi-media
arts. Single-media arts include music, poetry and painting, whereas the remaining
arts belong to the multi-media group. The latter contains works created by an expan-
sion of mixed forms such as theatre, opera and ballet, but in which the media
involved accomplish greater integrity — mixedmedia (for example: happening, fluxus
etc), multimedia (opera, film, environment) and intermedia (a term which posesses
two meanings: a new media that is in-between media, or a new media in which al
the elements are equal and integrated). Radovanovié prefers the second meaning, but
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he uses the term polymedia for such works. This term is analogous to polyphony,
because Radovanovi¢ has aimed to create a polymedia form in which separate media
lines would be treated in counterpoint, in order to remain complementary and
mutually dependant. In 1957, Radovanovi¢ began to sketch his theoretical thesis,
initiated by his concrete artistic output. Although he had distinguished his diverse
artistic output according to formal and designative characteristics, later he subordi-
nated his work to the term synthesic art. Synthesic art is, according to Radovanovic,
one of the models of multi-media arts.

We have analyzed the works of Vladan Radovanovi¢, which do indeed belong
to the category of synthesic art, on many levels. First of all we tried to locate his
opus in the context of Serbian and Europian art. Radovanovic's avant-garde poetics
was born in the context of Serbian art in the second half of the 20" century, which
was dominated by 'moderate modernism'. His works did not fit into the existing
world of art, and therefore were marginalized and underestimated. Despite his
innovative spirit, hunger for novelty, and aim to transcend the materiaity of mate-
rials, which are all characteristics of high-modern avant-garde poetics, Radovanovi¢
claims autonomy. His latest works do not fit into the current world of art either, because
he does not want to place his poeticsin the domain of contemporary post-modern poetics
and theories. His intentiond evasion of fashionable currents is a product of his
conscience, which asks that he remain faithful to himself and hisinner artistic vision.

Another theoretical challenge when addressing the works of this artist was to
locate his synthesic art within the larger historical and contemporary manifestations
of the total world of art, especially where his works compare with Richard Wagner's
Gesamtkunstwerk. Radovanovié believes that his concept of synthesic art is similar
to Gesamtkunstwerk, but in no way equal. Therefore, we have examined al the
controversies about the usage of the term Gesamtkunstwerk, as well as different
theoretical approaches to this concept and its evolution; then, we have analyzed it in
terms of the theoretical and practical realization of synthesic art. By formulating in
detail his theory of synthesic art, Radovanovi¢ has given us a key for the under-
standing and analysis of his works of art. For example, we have analyzed severa of
his earlier multi-media works (Dreams, vocovisual works Desert (Pustolina), Poly-
aedar, Ball, Change and Vocovisual omages, and polymedia projects Electrovideo-
audio, Building of Rooms-Signs, The Great Sounding Tactyzone, Polim 2, Polim 3,
video-work Variations for TV) as well as one of his latest synthesic works, Constel-
lations, in order to describe the practical readization of his theory, and to demon-
strate how his poetic model is equally precise and flexible. Radovanovi¢ both
realizes and recognizes his artistic output and theoretical thought as a united
product, as they were both created in his synthesic mind.

UDK : 78.071.1 Radovanovi¢V. : 781.5 (497.1) "19"
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Maria K ostakeva Die Anwesenheit des Abwesenden...

Maria Kostakeva

"DIE ANWESENHEIT DESABWESENDEN
SCHMERZLICH ZU MACHEN..."
Adriana Holzsky: Tragbdia— unsichtbarer Raum

Abstract: Adriana Holzskys Bihnenwerk Tragddie — unsichtbarer Raum (1997),
das kennt keine Handlung, keinen Gesang unf keine Biihnenfiguren, kann als ein
radikales Experiment, eine eigenartige Metaoper bezeichnet werden. Anstelle der
echten Darsteller werden Klang-Figuren und —Requisiten, Gefiihle, Gesten und
Gebérde erzeugt. Das Vorhaben der Komponistin war "die Komplexitdt und
Ausdruckskraft einer Oper ohne Semantik auszuprobieren”. Das Werk erscheint
as eine Totalité von heterogenen Schichten ab, in welcher Zeiten und Réume,
Reales und Phantasti sches, Poetisches und Surrealistisches verschmel zen.

Schliisselworter: Adriana Holzsky, Jean Genet, Oper, Postmoderne Musik.

"Man spirt permanent die Abwesenheit von Figuren, ist immer in
Erwartung, dass jemand erscheint; aber diese Erwartung wird bis zum
Schluss hingehalten — und schliefdlich nicht erfillt" !

Adriana Holzsky

In seinem Buch "Aura und Exzef3" beschreibt Peter Eisenmann eine fir
die postmoderne Kunst typische Erscheinung, die sich nicht direkt artikuli-
eren lasst: Man spurt die Anwesenheit von "etwas anderem, das uns ans-
pricht". Dieses gestaltlose Andere bezeichnet der amerikanische Architekt
as Aura, as "hochste Prasenz der Absenz'. Das ist "eine Kategorie der
Erfahrung, keine Gegenstandsqualitét. Die Nichtdarstellbarkeit des Anderen
kongtituiert das Auratische als eéin Moment des Uberschreitens, nicht des
Vorhandenseins."?

Dieses fur die Kunst am Ende des 20. Jahrhunderts ziemlich auffallige
Phanomen, ist vermutlich in jeder Epoche prasent — wenn auch verborgen,
denn es legitimiert das Wesen der Kunst Uiberhaupt als geistige Erscheinung.
In seinem 1913 geschriebenen Monodrama Die Erwartung macht Arnold
Schénberg die Atmosphére der Angst und des Schreckens von der neurotis-
chen Erwartung des Unheimlichen zum Gegenstand der Musik. Das Sug-
gerieren dieser Vorahnungen wirkt dabel vid stérker als das Unheimliche

Adriana Holzsky im Gespréch mit Hartmut Mdller, in Adriana Holzsky, Hrg. von
Eva-Maria Houben, Saabriicken 2000, S. 14.

2 Peter Eisenmann: Aura und Exzef. Wien 1995, S.31.
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selbst. Am Ende weif3t man nach wie vor immer noch nicht, was mit dem
Geliebten der Protagonistin passiert ist. Ist er tatsachlich tot oder spielt sich
sein Tod als Halluzination in ihrer eigenen Phantasie ab?

Das Warten auf das gestaltlose Andere als "héchste Prasenz der Ab-
senz" préagt das gesamte Schaffen Samuel Becketts: man wartet auf etwas
was nicht kommt, wobei man fast kdrperlich wahrnehmen kann, worum es
geht. Die Redlitét ist quasi da, die Figuren unterhalten unter sich, ales ist
aber von Inhalt entleert, aulRer das "Andere, das uns anspricht". Die zwies-
paltige Schwankung zwischen wahren und fiktiven Ereignissen, zwischen
Redlitét und (Alp)Traum bel dieser eigenartigen Strategie der Abwesenheit
wird von dem franzdsischen Philosophen Jean Baudrillard im Kontext der
postmodernen Epoche thematisiert: "Wir schwanken zwischen einer Illusion
und einer Wahrheit, die beide gleichermallen unertréglich sind. Aber
vielleicht ist die Wahrheit noch unertraglicher und wir wollen schlufZendlich
die Illusion der Welt, selbst wenn wir ale Waffen der Wahrheit, der
Wissenschaft und der Metaphysik gegen sie richten?'®

Eine Form der Strategie der Abwesenheit zeigt sich auch bei einigen
Komponisten, die von der Avantgarde der 50er Jahre gepréagt sind. "Die
Reduktion des Kompositionsvorgangs auf charakteristische (...) Rahmenbes-
timmungen"4 liegt z.B. Helmut Lachenmanns "verweigerten Strukturen'
zugrunde. Diese asthetische und technologische Reduzierung des Kompo-
sitionsverfahrens bezieht sich vor allem auf der Verzicht auf Tradition und
klassische Denkarten und —systeme. Es wird nach einer neuen Syntax
gesucht, frel von Assoziationen, bekannten Normen und Denk-Klichées.
"Aura, als Reich der Assoziationen, der Erinnerungen, der archetypischen,
magischen Vorausbestimmungen (...) wird nicht einfach me3- und regu-
lierbar, es wird sperrig und komplex", schreibt Lachenmann®. So kann man
sich die meta-theatralische Visuaitédt seiner Oper Das Madchen mit den
Schwefelhdlzern erkléren, in welcher die wichtigsten Komponente dieser
Gattung — Handlung, Figuren, theatralische Konflikten — fehlen. Die Gat-
tung erscheint al's Metapher, als Etwas, das man kennt, das aber abwesend
ist. Auch das Mé&rchen Andersens erscheint als Aura: es wird nicht durch
seinen konkreten Inhalt, sondern durch seine tiefsten existentiellen Schich-
ten und verborgenen Botschaften wahrgenommen.

Im Jahre 1997 erscheint Adriana Holzskys Bihnenwerk Tragddia-un-

sichtbarer Raum’ fir 18-kopfiges Instrumentalensemble, achtkanaliges Ton-
band und Live-Elektronik. Das radikale Experiment fir Bihnenbild und

®  Jean Baudri Ilard, Das perfekte Verbrechen, Miinchen 1996, S. 22.

Helmut Lachenmann: Musik als existentielle Erfahrung, Wiesbaden 1996, S. 46
Helmut Lachenmann: Musik als existentielle Erfahrung, Wiesbaden 1996, S. 88.

Uraufgefiihrt am 29 Mai 1997, Bonn (Dirigent Alexander Winterson, Regie Wolf
M{inzner).

4
5

6
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Orchester mit der Dauer von einer Stunde kennt keine Handlung, keinen
Gesang und keine Buhnenfiguren. Es gibt ein Libretto (Thomas K érner), das
aber nicht verdffentlicht ist. Der Begriff "Musiktheater" als Gattungsbes-
chreibung fur ihr Werk wird von der Komponistin vermieden. Statt dessen
spricht sie von "musikalischen Rdumen, die wie Requisiten im Theater
funktionieren".” Das Theatralische agiert auf der Ebene des Klangs. Die
Uberdimensional grof3en, siirrealistisch wirkenden Bilder und Requisiten aus
dem Alltagsleben in der Regie von Wolf Minzner suggerieren eine rétsel-
hafte menschliche Tragtdie, die aber unenthtillt und anonym bleibt. Prota-
gonisten fehlen. Anstelle von Menschen sprechen Dinge. Das blutige Drama
ist in einem fir den Zuschauer unzuganglichen Raum schon passiert. Es
bleiben nur die davon hinterlassenen Spuren.

Vier Jahre spéter wird diese eigenartige Metaoper im Berliner Hebbel -
Theater® aufgefiihrt. Diesmal gibt es kaum noch Bihnenbild und —Requi-
siten mehr. Oder doch? Das Saal ist gespenstisch dunkel und leer, wéhrend
auf der Bihne 70 Zuschauer auf Liegen plaziert sind. Der von akustischen
(klassischen und exotischen ostasiatischen) Instrumenten im Orchester-
graben produzierte Klang wird durch Live-Elektronik manipuliert, vom
Computer bearbeitet und durch die auf die Bihne gestellten Lautssprecher
Ubertragen. Die in einem Zustand des Halbtraums Iiegenden9 menschlichen
Korper in der Rolle der Buhnenfiguren, — Konstellationen und des Bihnen-
bilds schaffen eine seltsame Hyperrealitét, die aber irreal wi rkt."’ Dieseirre-
ale Atmosphére entsteht auch dadurch, das der reale Klang mit Traum und
Alptraum vermischt wird, wadhrend die kinstlich erzeugte Klangmaterie
realistisch wirkt. Der Hérer wird zum Protagonist seiner eigenen Phantasie,
die in diesem unsichtbaren Raum auch eigene Handlung nach verschiedenen
virtuellen Szenarien schafft.

Adriana Holzsky im Gesprach mit Frank Kéampfer, NZfM 158 (1997), Heft 4, S. 12.

Die Premiere findet statt am 13. November 2001 (Dirigent Ridiger Bohn, Regie
Sabrina Holzer, Buhnenbild Mirella Weingarten).

Es ist physiologisch erforscht, wie die Assoziationsfghigkeiten sich durch die
Wechsel der Korperhaltung veréndert. Siehe das Programm zur Urauffiihrung der
Tragddia. 27. November 2001, Berlin.

10

8

"Alles, was an Spannung noch bleibt, ist die Frage, wie weit die Welt sich
entrealisieren kann, bevor sieihrem Mangel an Realitét erliegt; oder umgekehrt, wie weit
sie sich hyperrealisieren kann, bevor sie ihrem UberschuR an Realitdt erliegt" (Siehe
Baudrillard, Ebd., S. 15.)
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Eine bemerkenswerte Leere hat mehr Prasenz alsdie
dichteste Fille™

"Das Objekt, das keinesist, hért nicht auf, uns durch seine leere und
immaterielle Anwesenheit zu bel astigen."

So wird die Gattung Oper zur Illusion ihrer selbst. lhre wichtigste
Treibkraft — die Sdnger als Medium des Dramas werden in Frage gestellt.
Die Identifikationsbeziehung Sanger — Stimme — Figur wird abgeschafft.
"Sanger und Handlung sind nicht unbedingt notwendig fur das Musikthe-
ater, aber Figuren" — meint die Autorin. Das ist ein spielerisches Verfahren
mit einer imagindren Tradition, mit etwas, das nicht mehr existiert. "Es gibt
theatralische Raume. Etwas kénnte darin stattfinden, aber es findet nicht
statt. "Es entsteht etwas, das normalerweise nicht gibt". " Die Abwesenheit
von Sangern und Opernhandlung bezeichnet HOlzsky al's "eine theatralische
Situation pur, ohne die ganze teure Maschinerie der Institution". “

Diese Stellung, bei der die Dinge as Illusion ihrer selbst erscheinen,
erinnert wieder an die Theorie Baudrillards Uber die totale Simulation der
Welt™, um so mehr as er verlangt, "die Dinge in ihrem Schlaf zu erfahren
oder in jedem anderen Zustand, in dem sie von sich selbst abwesend sind.
(..) Es gibt etwas, das stérker ist as die Leidenschaft; die Illusion."™® So
wird die Strategie der Abwesenheit durch das Spiel des Scheins in der
totalen Leere definiert. "Die Abwesenheit der Dinge von sich selbst, die
Tatsache, dass sie nicht stattfinden, obwohl sie so tun als ob, die Tatsache,
dass alles sich hinter seinen eigenen Schein zurilickzieht und deshalb nie mit
sich selbst identisch ist, darin liegt die materielle Illusion der Welt." *'

Gerade diesen Zustand der Abwesenheit der Zuschauer von sich selbst
versucht Holzsky in ihrer Tragddia zu erreichen. Anstelle der echten Dar-
steller im imaginéren musiktheatralischen Raum werden Klang-Figuren und
—Requisiten, Geflihle, Gesten und Gebérde erzeugt. Die reale Beziehung
Zeit-Raum™ wird aufgehoben: "Eigentlich ist es kaum zusammenbringen,

" Jean Genet, Briefe an Roger Blin, Gifkendorf, Merlin Verlag, 1996, S. 9.

(Siehe Baudrillard, S. 17-18).
Holzsky im Gesprach mit Frank Kémpfer, S. 12.
Ebd.

"Die Welt exigtiert nur aufgrund dieser definitiven Illusion: das Spiel des Scheins —
Ort des unaufhérlichen Verschwindens aler Bedeutung und aler Finditét." (Siehe Jean
Baudrillard, Das perfekte Verbrechen, S. 21.)

® Ebd. J Baudrillard, S. 18.
Siehe J. Baudrillard, Das perfekte Verbrechen, S. 13.

 "Die Arbeit mit Raum-Zeit-Dimensionen und deren Verschrankung beschéftigt (die
Komponistin) sehr. In Tragddia ist sie bis zum Extremen getrieben. Bestimmend ist hier

12
13
14

15

17
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diese Gleichzeitigkeit unterschiedlicher Erlebniszeiten zum selben Zeitpunkt
— aber genau diesen Gewirr verschiedener Zeiten, dieser schwindelerregende
Wechsel der Perspektiven, betrifft im Kern mein Komponieren. Komponi-
eren ist nicht primér Konstruieren bzw. Dekonstruieren, sondern Verwe-
sung, Vernichtung und Wiederentstehenlassen an einem anderen Ort. Ja,
Verwesung ist wichtig! 1

Das Aufheben der zeitlich-réaumlichen Konstellationen veréndert grin-
dlich die gewdhnlichen Rezeptionsmodalitéten: Die Vorstellungen von
Hohe — Tiefe, Néhe — Weit, auf3en — innen, breit — eng zerflief3en ineinander.
Die externe Orientierung verschiebt sich nach innen. ("Der Raum 6ffnet sich
nach innen"zo) Die liegende Position des Korpers ruft ein intensiviertes asso-
ziatives Denken mit seltsamen Visionen und manchmal sogar Hallu-
Zinationen hervor, deren Unruhe, Angst, Wirkungen ohne Ursachen, Verlust
an Orientierung zugrunde liegen. Gegenstande, Figuren, Aktionen von den
synthetisch erzeugten Klangfeldern kommen in die physische Redlitét der
Zuschauer, gleichzeitig verwandeln sich die subjektiven Erlebnisse in
medialen Ereignissen. Das Produzieren des Unbewuf3ten wird zum Gegen-
stand der Musik: Subjekt und Objekt verschmelzen zusammen und der Sinn
verliert an Bedeutung. "Der Sinn besteht darin, dass keinen Sinn gibt" 2
behauptet der franzosische Schriftsteller Jean Genet, nach dessen Stiick Die
Wande die gleichnamige Oper Holzsky entstand). Ahnlich wie Jean Genet
verwendet die Komponistin "die Techniken des mythischen Bewuf3tseins:
das mythische Denken kennt keinen festen Unterschied zwischen Traum
und Wachen, zwischen Tod und Leben. Beide sind homogene Teile ein und
desselben Seins."*

Das Rhizom

Das Beziehen auf das mythische Bewuftsein und auf den Traum”
erklart das Prinzip der Unschllissigkeit und der Deﬁorientierung24 in der

die Unterscheidung von mindestens zwei Zeitebenen am selben Ort. (...) Also der Gegen-
satz von irdischer und kosmischer Zeit." (Siehe HOlzsky im Gespréch mit Hartmut
Mdller, S. 14; Siehe auch Klangportraits, Bd 1, hrsg. Beatrix Borchard, Berlin 1991, S. 7.

¥ Adriana Holzsky im Gesprach mit Frank Kémpfer, S.12.

Siehe Klangportraits, S. 7.
Siehe Jean Genet, Briefe an Roger Blin, Gifkendorf, Merlin Verlag, 1996, S. 9.
Siehe Werner Ziegler: Jean Genet, Metaphern der Vergeblichkeit. Bonn 1981, S.118.

"Im Traum ist das strenge Schema von Vergangenheit, Gegenwart und Zukunft auf-
gehoben, alesist gleichzeitig, in ihm ist das "kollektive Unbewuf3te" anwesend, (...) ale
Geschichts- und Kulturrdume sind im Gehirn des einzelnen Menschen versammelt" — so
beschreibt W. Rothe die Rolle des mythischen Bewuf3tsein und des Traums in der mo-
dernen Epoche. (Siehe Wolfgang Rothe: James Joyce, Wiesbaden 1957, S. 99.

20
21
22

23
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Tragddia und die fir die moderne Kunst préagenden rhizom-labyrinthischen
Konstellationen. "Die Kunst kehrt endlich zu den zuriick, was sie innerlich
bewegt und was ihr Tun begriindet, sie kehrt zurtick an ihren eigentlichen
Ort, das Labyrinth — verstanden als, Arbeit im Inneren’. (...) In diesem Sinne
représentiert das Labyrinth die tragende Struktur des modernen Denkens,
den unbefangenen Ort des Nomadismus, der keine Richtungen kennt, weil er
nicht an die Mdglichkeit des Zentrums glaubt."25 So schreibt der Kunsthi-
storiker Achille Bonito Oliva, der geistige Ideologe der italienischen Trans-
Avantgarde in den 80er Jahren. Das Rhizom-Labyrinth beschéftigt auch
Gilles Deleuze und Félix Guattari: sie definieren es as "eine erweiterte
Totalitét", as "eine verborgene Einheit”, as ein "System, das je zerstiick-
elter, um so totaler wirkt"?®. Zwei wichtige Merkmale des Rhizoms werden
von den beiden Autoren weiterhin genannt: das Prinzip der Vielheit und des
assignifikativen Bruches. "Ein Rhizom kann ab jeder beliebigen Stelle
gebrochen und zerstort werden. (...) es rekonstruiert sich auch dann noch,
wenn es schon groftenteils zerstort ist."?

Beide Prinzipien haben ihre analogen Erscheinungen in alen Bereichen
der Kunst, bzw. der Musik in der zweiten Héalfte des 20. Jahrhunderts. Das
Prinzip der Vielheit entspricht der Textur28, verstanden als ein komplexes,
Ubergeordnetes und unartikuliertes Ganzes in der Musik der Avantgarde und
Postavantgarde. Das Prinzip des assignifikativen Bruches ("cut-up" und
"ready-made” Prinzip) bezieht sich auf die Collage- und Montage-Technik —
ein durch brisanten Wechsel der Perspektive und das Spiel der kulturellen
und musikgeschichtlichen Kontexte entstehende polivaentes Verfahren, das
auf der Automonie und Heterogenitét der einzelnen simultan ablaufenden
Schichten beruht.

Die rhizomatischen Konstellationen, die auf Grund der Komplexitét der
Ubergeordneten Texturen und Klangkoérper entstehen, bilden sich im gesam-
ten Aufbau der Tragddia ab. Der Klangraum ist durch ein Netz von ambi-
valenten Beziehungen (Hohe-Tiefe, Nah-Fern, Dichte-Dine, Hell-Dunkel,
laut-leise, intensiv-nicht intensiv) fein artikuliert. Klangfarben und —massen

* Die Desorientierung ist die "kontinuierliche Verschiebung der Mdglichkeit der Weit-

ererkennung", die in der modernen Kunst durch das Spiel der Mutation entsteht. (Siehe
Achille Bonito Oliva, Im Labyrinth der Kunst, Berlin 1982, S.42)

% Achille Bonito Oliva, ebd., S. 54, S. 42-44.
Gilles Deleuse,Félix Guattari: Rhizom, Berlin 1977, S. 9.
Deleuze, ebd. S. 16.

"Wahrend unter , Struktur’ ein mehr differenziertes Gefiige zu verstehen ist, dessen
Bestandteile unterscheidbar sind, (...) ist mit , Textur’ ein homogenerer, weniger artiku-
lierter Komplex gemeint, in welchem die konstituierenden Elemente fast vollig aufgehen.
Eine Struktur kann gemé&R ihren Komponenten analysiert werden; eine Textur ist besser
durch globale, statistische Merkmale zu beschreiben.” (Siehe Gedrgy Ligeti: Wandlungen
der musikalischen Form, in: die reihe, Wien 1960, S. 13.)

26
27

28
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aler Art werden konfrontiert. Horizontale und vertikale Schichten, zarte
melodische Gebéarden, stockende, klirrende, klappernde, schneidende, puls-
ierende Klangkdrper, rhythmisch artikulierte und improvisationsartige Ab-
laufe — dies alles pragt das pulverisierte, puzzelartige Gewebe des Stiickes.
Es entfaltet sich als eine flielende Ganzheit, in welcher Theatralisches und
Klanglicheszg, Form und Material kaum zu unterscheiden sind.

Das Material alsForm

Das Vorhaben der Komponistin in Tragtdia war, "die Komé)lexitét und
Ausdruckskraft einer Oper ohne Semantik auszuprobi eren"™ Denn die
Opernsemantik und —handlung sind fir Holzsky dasselbe wie die Worter fr
Genet: "Leere Behdltnisse, die keinen feststehenden Sinn aufweisen, solange
sie nicht symbolisch oder allegorisch gefaldte Zeichen sind. Sie verlieren
ihre konventionelle Bedeutung und machen somit eine Kommunikation
unmaoglich. Als"Signifikant" wird fUr sich allein das Material betrachtet, mit
dem der Schriftsteller arbeitet. Die einzige Redlitét, auf die sich die Worter
beziehen, ist ihre eigene Materialitat."" Wichtig in diesem Sinne fir
Hoélzsky war die Syntax des Librettotextes als Grundlage und Modell fir
den Aufbau des Ganzen und der einzelnen musikalischen Einheiten. Das
Werk ist in 14 Tutti-Abschnitte und 13 Ubergeordnete Ensemble/Soli-Ab-
schnitte organisiert. Durch die mehrfache und unterschiedliche Gliederung
entstehen immer neue Uberlagerungen der Simultanszenen. Es gibt auch
Saulen, "Reprisen”, Unterbrechungen, extreme Kontraste. Charakteristisch
fr Tragtdia sind auch die vorprogrammierten Zitate aus dem friheren
Schaffen der Komponistin, die als Halluzinationen, als Erinnerungen, ganz
kurz "wie ein Blitz" erscheinen. "Es sind Bezlige, die friher im Theater
durch Worter entstanden sind. Hier eben entstehen sie durch Klange,
klangliche Gebilde, Klangzellen."* Diese "fliichtigen Visionen" — Tonhthe-
schwankungen, Tonrepetitionen — die eigenartigen Erinnerungen "an etwas,
was anderswo fest geformt war", werden wieder in den "Zustand des Ma-
terials, in den Ausgangszustand"33 gebracht.

Solche eine Beschreibung des Zitatverfahrens scheint ein Versuch zu

sein, die Klangmaterie anders zu definieren. Holzsky erwahnt verschiedene
von ihr schon in anderen Werken verwendete Techniken, wie z.B. en

# Nach Holszkys Auffassung ist der Klang selbst der Tréger des Theatralischen. "Jede

Musik hat ein theatralisches Element. Schon wenn man eine Fermate macht mit dem
Bogen ist das doch eine Choreographie." (Kampfer, S. 12.)

A. Holzsky, in: Tut, was verboten ist! Rheinischer Merkur, Nr. 243, 6. Juni 1997
Siehe Werner Ziegler: Jean Genet, Metaphern der Vergeblichkeit, Bonn 1981, S. 129.
Kampfer, S. 12.

Ebd., Kémpfer, S. 12.
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"langes, breites Vibrato, das wie Tonhthenschwankungen klingt", das schon
in ihrem Stick Handebriicken auftaucht. Die Arbeit mit dem im voraus
vorbereiteten Klangmaterial, zu dem Faktur, Klangfarbe, Gerdusche und
Kompositionstechnik im Allgemeinen gehoren, vergleicht die Komponistin
mit dem Modellieren in der Bildhauerei: Klange und Geste betrachtet sie als
elementare Priméarzusténde in den abstrakt erfunden Strukturkomplexen, die
durch Kontrast, Verschmelzung oder Ubergehen von Klangfarben konfi-
guriert werden. So erscheinen die vorkomponierten theatralischen Gebérden
und Aktionen, Rhythmus und Geréusch in ihrer Gesamtheit als synthetische
Klangmixturen. Auch die einzelnen Parameter wie Dauer, Dichte, Dynamik,
Rhythmus, Klangfarbe werden vorstrukturiert. Diese musikalischen "Mate-
riglien" bekommen im imaginéren Musiktheater Holzskys die Funktion der
theatralischen Figuren, die sich in eine stetige Modifikation befinden.

Bei diesem Verfahren der Fragmentierung und Isolierung des Materials
bekommen einzelne Komponenten und Details eine relative Souveranitét im
gesamten Aufbau. Die dulerst artikulierte und fragmentarische Ganzheits-
form entsteht durch die Collage ("vertikale Expansion nichtidentischer
Figuren von Mischfarben, Gleichzeitigkeit von heterogenen Mustern"aA) und
Montage ("Uberlagerungen mehrerer Kreisldufe, Verkettung von diskonti-
nuierlich im Raum springenden Klangpunkten"35 von flielenden und spré-
den Gebhilden, einzelnen Fetzen, Klangzellen, sprunghaften Fluchtlinien;
auch visuelle Suggestionen wie Farben, Punkten, Signale, Figuren sind
wahrnehmbar. ("Die Kleinigkeiten sind nicht das Detail, sondern die
Bausteine, was friher die Harmonie War."36) Eine wesentliche Rolle spielt
"die Idee des Bruchs', die Holzsky als "Spriinge ohne Kontinuitét" ¥ ver-
steht: "es gibt immer neue Schnitte, die ein Kontinuum unterbrechen. Und
eine Spannung zwischen tutti und solo, zwischen der Menge also und dem
Individuum. Es gibt Segmente, die wie in einem Rohzustand sind, und
solch, die ganz stark definiert, ganz detailliert sind."*

Eine Komposition ist wie ein Lebewesen: einzigartig

Bei der Umformung und Vervidfétigung der klingenden Materie,
dhnlich wie in der organischen Welt entstehen in verschiedenen Parametern
Energiefelder. "Es geht um die Kréfte, die unter der Erscheinungsform
liegen. Durch Analyse kann man das nicht begriinden (...) Sicher ist, dass

A Holzsky im Gesprach mit Hartmut Mdller, in A. Holzsky, hrg. von Eva-Maria
Houben, Saabriicken 2000, S. 10.

Ebd., Holzsky im Gespréch mit Hartmut Mdller, S. 10.
Holzsky im Gesprach mit Fr.Kémpfer, S. 12.

Holzsky im Gesprach mit Hartmut Méller, S. 11.
Holzsky im Gespréch mit Fr.Kémpfer, S. 12.

194



Maria K ostakeva Die Anwesenheit des Abwesenden...

etwas organisches neues nicht durch bloRRe Addition von Materiaien ent-
steht. (...) Wenn die Grenze des Materials Uberschritten ist, wenn nicht
Addition regiert, sondern organisches Wachsen, Verschmel zen.."* Meistens
sind diese Energiefelder Ergebnis von Klangtransformationen bei den
flieRenden Ubergdngen ("lineare Klangwanderung, Raumrotationen oder
Kreidaufe unterschiedlicher Komplexité\t"40 oder, im Gegenteil, bei den
"Spriingen ohne Kontinuitat" — extremer Wechsel der Klangkorper, Klang-
farben, Spiel- und Artikulationsarten, bel welchen "die einzelnen Details
eine Uberdimensional e Bedeutung bekommen"**

Energiefelder entstehen auch zwischen Menschen und Kléngen, zwi-
schen Instrumenten und Gerduschen. Sowohl jeder Interpret als auch das
gesamte Ensemble erweisen sich as totale Klangkérper im klingenden
Raum. Neben den wenig bekannten Instrumenten aus der ost- und fernosta-
siatischen Volksprakti k™ werden ganz ungewohnliche Spiel- und erweiterte
Vokaltechniken erfunden, bei denen Instrumentalklang, Singen, Sprechen,
rhythmische Artikulation und Gerduschfarbe eine neue Klangqualitét bilden.
(Die Blaser missen z.B. ins Instrument mit Zungentremollo (mit oder ohne
angegebene Tonhohe) oder mit Pfeifgerdusch singen; es wird Kombination
von Sprech- und Pfeif-, oder Sprechgesang- und Flisterimpulse verwendet;
Streicher produzieren perkussive Gerdusche (am Korpus des Instruments
trommeln, wie ein Tastenspiel); es wird intensiv auch mit der Stimme, den
Lippen und Finger gearbeitet: schnalzen, knarren, gaumen, zupfen, reiben.
So werden Instrumente verfremdet, Gerdusche musikalisiert, die Grenzen
zwischen Instrumenmtal- und Vokamusik werden aufgel6st. Dazu kommt
auch die Computermanipulation, die Instrument, Gestik, Sprachintonation,
Rhythmus und Geréusche in eine monolithisches Ganze verbindet. Das
komplexe Ausgangsmaterial und die Energiefelder, die bei Klangwanderung
entstehen, erinnert an ein organi sch-energetisches, selbstproduzierbares Sys-
tem. Es zeichnet sich eine Totaitd von heterogenen Schichten ab, in
welcher Zeiten und Raume, Reales und Phantastisches, Poetisches und
Surrealistisches verschmel zen.

® Holzsky im Gesprach mit Hartmut Méller, S. 12.

Holzsky im Gesprach mit Hartmut Mdller, S. 10.
Holzsky im Gesprach mit Hartmut Mdller, S. 10.

1
Q

* Es werden folgende Volksinstrumente zu den klassischen in der Partitur zusétzlich
eingefuhrt: Fl.: Maracas, Rollschellen; Ob.: Caxixi, Rakatak; Kl.: Anklung, Wassamba-
Rassel; Tp.: Cabaza, Stielkasatanetten; 2 Pos. Stabpanderetsa, Fruchtschalenrassel,
Guero, Woodblock: Th.: Woodeschimes, Kl.: Kalimba oder Marimbula, Tamburin mit
Schellen; Gitarre: indischer Schellenbund; Akkordeon: Metallrassel; Kb.: chinesische
Rasseltrommel, Stielkastanetten; Schlz.: Waldteufel oder Tamburin, Metallrassel, Reco
Reco, Kolanuf3shaker antike Zimbel, Gong Thai u.a.
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Es entstehen verwirrende Fragen: Was ist primér — das Theatralische
oder das Klangliche, der elektronische oder der instrumentale Klang, der
Mensch oder die Maschine? Wo liegt die Grenze zwischen der physischen
(Klang-)Redlitét und ihrer Computersimulation? Kann das kinstlich erze-
ugte Materia ein Mittel des kinstlerischen Selbsterkenntnis sein? Lasst sich
die kiunstlerische Identitdt heute noch artikulieren? Diese Fragen kennen
keine Antworten in der postmodernen Epoche. "Vidlleicht ist es die Welt,
die mit Hilfe der Technik ihr Spiel mit uns treibt: das Objekt, das uns mit
Hilfe der lllusion verfuhrt, wir kdnnten es beherrschen. Eine schwindelerre-
gende Hypothese: die Rationalitét, die in der technischen Virtualitét gipfelt,
wére die neueste List der Unvernunft —dieses Willens zur Illusion, dessen
Wille zur Wahrheit nach Nietzsche nur Umweg und Fehlgriff ist." ®

Holzsky, die durch ihre Musik die Spannung und die Wechselwirkung
"zwischen einer kosmischen Zeitempfindung und einer Art Ameisen Zei-
tempfindung" gut zu spiren kann, bleibt fest auf der Erde: "Fir den
Komponisten ist die Zeit wie ein Berg fir den Bergsteiger: Der Berg gehort
dem Bergsteiger nicht."*

Mapuja Kocitiakesa

"TIPUCYCTBO OACYTHOI YYMHUTU BOJTHUM..."
Anpujana Xencku: Tpareaunja — HEBUAJBUBY IPOCTOP

(Pe3ume)

Onyc Appujane Xencku (pobere 1953.r.), pyMyHCKE KOMIIO3HUTOPKE
ayCTPHMjCKO-HEMAUYKOI TOpeKya, OoraT je KOMIIO3WIMjaMa CBHX >KaHPOBA.
Wena Tpazeguja — nesugmusu tipocitiop je Bpio HEKOHBEHIIMOHAIHO JIEO 3a
ClieHy, opkecrap off 18 MHCTpymMeHaTa, OCMOKaHAJIHy TpaKy U JKHBY eJIeK-
TPOHUKY, pabeHo Ha nuOpeTo Koju ocraje Heno3Hat ny6nuuum (ayrop: Tomac
Keprep). IIpemmjepa je ompxkana 1997. rogmae y Bony, a yetnmpm ropmHe
KacHHje felo je nocraBibeHo u y bepnuny. Komnosuropka usberasa jja oBaj
CBOj pajilKallH! €KCIIEPIMEHT, CBOjEBPCHY METAOIEpy, IOABEAC HOX My3UIKA
Teartap, Ila TOBOPH pajiuje 0 "My3MUKHUM IIPOCTOPHMA KOjH (PYHKIMOHUIIY Ko
peKkBU3UTH y TeaTpy." OBUM [eI0M OHa >KeN! a UCTPaKU u3paskajHe Moryh-
HocTH onepe 6e3 cemanTuke. Hema nporaronucra, a pexuja cyrepuiie Hajpe-
aJUcTUYKe CIMKe jefHe 3arOHeTHe JbyfcKe Tparefpuje. Ocranu cy caMo Tpa-
TOBW ApaMaTWYHMX Aorabaja Kojuma HHCMO TpucycTBoBanu. KommosnTopka
TOBOPU O OJICYCTBY IleBaya M OINEPCKE pajikhe Kao O "JHCTO] TeaTapcKoj
cuTyanuju, 6e3 CKyle MammHepuje omepcke mHCTHTynuje"'. Omepa mocTaje

* Sighe Baudrillard, Ebd., S. 16.

“ Holzsky im Gesprach mit Hartmut Méller, S. 13.
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unysuja caMe cebe, eBauM Kao MEAUjyM ApaMe JOBOJE CE y NMUTAKkE, OHU CY
u3pa3 "HajBuire nmpucytHocTu ofcyTHocTu' (I[Tutep Aj3enman). IIpucycTBo
HEeYer Jpyror Koje HaMm ce oOpaha — aype, youaBa ce y Tpazeguju Anpujane
XeNckd, Ka0 M Yy HEKMM JIPYTUM IIOCTMOJEPHUCTHYKHUM [ejuMa, ajlld Uy
mnenuma nenor 20. Beka (IlllenGeproBa MmoHonpama Huiuexkusarse, IEIOKYITHO
BekeToBo f1€710).

Y Tpazeguju ce oTKpuBa Be3a ca MUTCKOM CBellThy ¥ CHOM, Kao 1 U3BECHA
[€30pUjeHTUCAHOCT Koja ynyhyje Ha ufejy pu30MCKO-JIaBUPUHTCKUX KOHCTE-
nanuja. JIaBUpUHT ce mocMaTpa Kao Hoceha cTpyKTypa MOAEPHOT MHIIUBEHA,
HOMajiu3Ma Koje HeMa YTBpbeH cMep KpeTamwa, jep He Bepyje y MoryhHoct
cpequmTa (Akuie bBouuto OnuBa). Y neny Anpujane XeJcku ce MOTY yOuH-
TH NIPAHIUNA BUIIECTPYKOCTU W PACKHUAA, TUMNYHHU 34 PU3OMCKE CTPYKTYPE.

3a KOMIO3UIYOHU NOCTYIAaK NpUMEWEH Yy TpazZeguju KapaKTepUCTUYHA
Cy HaclojaBaka CAMYJITAHUX CLEHa, KOpUIThelke MUTaTa U3 CONCTBEHUX feNa,
KOJIaXKa, MOHTaXe, MPECTPYKTypHUCcamke Pa3IUYUTHX IIapaMeTapa — Tpajama,
TYCTUHE 3ByKa, IMHAMUKE, puTMa U 3ByuHe Ooje. Cnenucpuune 0oje 3ByKoBa
MIPOUCTHUYY U3 KOopHllhema HHCTpyMeHaTa ca VIcToka, a mpUMemeHe Cy Heo-
OWYHEe WHCTpPYMEHTAJHE M BOKAJHE TEXHHWKE M3BOhEHa, Kao W KOMIjyTepcKe
uHTepBeHnyje. Cnymanan Moxe fAa ce 3anuTa: lllTa je mpuMapHO — TeaTapcKo
UM 3BYYHO, €JEKTPOHCKH WM MHCTPYMEHTAJHH 3BYK, YOBEK WM MaIlInHa?
I'me je rpannna m3Meby ¢usmuke (3ByYHe) peallHOCTH U H-eHE KOMILjyTepcKe
cumynanuje? MoKe M BEIITaYKM CTBOPEH MaTepHujan ja Oyfle CpeicTBO
yMETHHUKE camocno3Haje? Jla u ce W faHac jOIl MOXE apTHKYJINCATH YMET-
HIYKH ufieHTuTeT? Hala mocTMopepHa enoxa HaM He Jlaje OATOBOpE Ha OBa
mutama. bogpujap ce muTa fa amM ce MOXJa CBET UTpa ca HaMa noMohy Tex-
HUKe 3aBofichn Hac niy3ujama 1a MOXKEMO fia ’bUMe OBJIafjaMo.

UDK : 78.071.1 Hoelzsky A.: 78.037.01 (438)"199-"
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Marina Frolova-Walker

FROM MODERNISM TO SOCIALIST
REALISM IN FOUR YEARS:
MYASKOVSKY AND ASAFYEV

Abstract: Two outstanding persondities of the Soviet musicd life in the 1920's, the
composer Nikolay Myaskovsky and the musicologist Boris Asafyev, both exponents
of modernism, made volte-faces towards traditionalism at the beginning of the next
decade. Myaskovsky's Symphony no. 12 (1931) and Asafyev’s ballet The Flames of
Paris (1932) became models for Socidist Redism in music. The letters exchanged
between the two men testify to the former’s uneasiniess a the great success of those
of hisworks he considered not valuable enough, whereas the latter was quite satisfied
with his new career as composer. The examples of Myaskovsky and Asafyev show
that early Soviet modernists made their move away from avantgarde crestivity well
before they faced any real danger from the bureacracy.

Key-Words: Socialist Realism, Nikolay Myaskovsky, Boris Asafyev

From 1929 to 1932, Stdin’s shock-workers were fuelled by the dogan,
"Fulfil the Five-Year Plan in four years!" The years of foreign invasions and
White reaction had devastated Russd s economy; now from a base of amost
nothing, Stalin set out to transform the Soviet Union into a new industrid great
power. Alongside industrialization and collectivisation, the field of culture also
underwent a transformation, from the pluralistic ferment of experimentation of
the post-revolutionary decade to the semi-desert of Socialist Readlism. Firgt the
self-proclaimed "proletarian” cultural organisations were used to bludgeon other
groups out of existence. Then the same proletarian organisations were
themselves dissolved in favour of state unions of writers, painters and com-
posers. Initidly, artists were expected to realise vague dogans and principlesin
their work, and gradually, as a body of officially approved precedents was built
up in each art, the details of style and content were filled in. By the time the
process was completed, many composers were producing work that bore scant
resemblance to their output of the previous decade.

The establishment of Socialist Realism in music should not be con-
sidered as a victory of the proletarianists over the modernists. Assotsiatsiya
sovremennoy muziki (Association for Contemporary Music, hereafter ASM)
was the body which had contained most of the modernists during the 1920s
(although it was by no means exclusively modernist).1 And yet Sociadist

' The Moscow ASM included Anatoly Aleksandrov, Samuil Feinberg, Dmitry Kaba-

levsky, Nikolai Myaskovsky, Leonid Polovinkin, Nikolai Roslavets, Vissarion Shebalin,
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Realism in music was now spearheaded by former modernists who had
directed ASM, or had their music propagated by it or who were otherwise
associated with it. The critic Boris Asafyev, for example, was the effective
leadership of ASM for much of its existence, and he had won himself the
reputation of an ardent champion of modernism; but in 1931, he reinvented
himself as atraditionalist composer in his ballet, The Flames of Paris, which
was very soon hailed as a model for the new style. Nikolai Myaskovsky's
symphonies had constituted the core of the ASM symphonic repertoire, but
in 1931 his Twelfth Symphony likewise became a model for Socialist
Redlist symphonic music. In 1936, the same Myaskovsky was one of the
first contributors to the new genre of musical panegyrics to Stalin; his song
was received warmly by the officials and again served as a model for others.
And Prokofiev, who had formerly been ASM’s guiding light, returned to
Russia and joined with his old friends Myaskovsky and Asafyev in glo-
rifying the Great Leader. And so the list continues.

The present essay seeks to explain why these volte-faces occurred. It
will aso address the issue of moral judgement that has so often arisen in
discussion of both the music and the composers. In the 1930s, the change
had been described as a rite of passage from the erring ways of decadent
modernism to a new socialist consciousness. Today, the period is usually
viewed through a Fall narrative, and individual composers are regarded as
hypocritical opportunists or tragic victims. This essay will, through the de-
tails of individual cases, argue that the events seldom alow such broad-
brushed moral judgements.

Socialist Realist music was not written by the bureaucracy, nor did the
bureaucracy even produce any practical guidelines for Socialist Realist com-
position. It was left to critics and composers to arrive at an understanding of
what Socialist Realism meant for music, a debate which occupied the second
half of the 30s. The debate was not a free-for-all, of course. The con-
tributions of critics who were known to be close to senior figures in the
bureaucracy were given correspondingly greater weight. There were also
certain works from the early 30s which carried the bureaucracy’s seal of
approval, transmitted through such critics. We shall take two of these model
works as our starting point, both from 1931, before Socialist Realism had
been brought into existence: these were Nikolai Myaskovsky's 12" Sym-
phony and Boris Asafyev’s ballet, The Flames of Paris. But what is this?
Myaskovsky and Asafyev had been leading figures in ASM during the 20s,
and yet they both managed to compose Socialist Realist music avant la
lettre? But it was not so much that Myaskovsky and Asafyev were
considered to be more ideologically reliable than all other composers;

and Yuri Shaporin; the much less stable Leningrad ASM at various stages included
Vladimir Deshevov, Gavriil Popov, Vladimir Shcherbachov, Dmitry Shostakovich,
Maksimilian Shteinberg, Y uliya Veisberg, Alexel Zhivotov, and losif Schillinger.
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instead, the works themselves offered two features attractive to the bu-
reaucracy: they were stylistically conservative, and featured worthy subject
matter — Myaskovsky’s symphony was initially entitled Kolkhoznaya (The
Collective Farm) and Asafyev’'s ballet was about the French Revolution.
How did it come about that these eminent ASMovtsi turned their backs on
their former convictions so quickly, even before ASM was formaly dis-
banded? What was going on in their minds during this period of radica
change? Did they themselves suspect that they would never again be able to
espouse modernism? And, setting aside our dearest prejudices, did they even
consider thisto be atragic loss?

Let us begin with Asafyev. During the 20s, he was ASM’s leading
polemicist, a tireless champion of musical modernism. Even at the close of
the 20s, not long before his Socialist Realist ballet, there are still no signs of
any ambivalence, as demonstrated by the following passage to be found in his
"L etters from Paris' of 1928-9. Having closely followed the twists and turns of
Stravinsky’s modernism, he now warns that some of Stravinsky's recent
practices compromise the modernist character of his neo-classicist project:

Sravinsky is stubbornly sincere in striving to simplify his style; he
takes deliberately simplified material, but binds its separate ele-
ments according to the "new syntax". ... It has to be said that many
times in his Apollo, Sravinsky very wittily takes up the position of
a reactionary in relation to himself. He achieves the desired
simplicity by selecting the most naive chords, as it seems, in order
reassure ears which long for the familiar. But by combining such
familiar chordsin an unfamiliar way, he immediately turns himself
into an innovator. These are happy paradoxes! It is quite another
matter however, when in search for even greater simplicity, he
happens to fall into some well-worn progressions, and, unawares, he
works such common-or-garden elements into his fabric, up to
"neologisms’ of the Wagnerian variety. Then one begins to feel sorry
for this great contemporary composer. Nearly all of Apollo’s musicis
born from a deliberate attempt to weave new fabric from old thread.
This fabric is very uneven, for in some places the ear chances upon
regrettable cheap patches, which spoil the effect. No matter how
elegant the orchestration, these patches cannot be ripped off and the
listener cannot help but fed that the composer has chosen a
dangerous path for himsdlf. 2

2 Asafyev, "Pisma iz Parizha' Letters from Paris, 1928/9 (first published posthu-

mously in 1954, but originaly intended for public consumption). See B.Asafye'v, O
balete: stat’yi, retsenzii, vospominaniya (Leningrad: Muzika, 1974), 160-175 (165-166).
English trandations throughout this article by Jonathan Walker and Marina Frolova-
Walker.
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And yet the same man who sees fit to police the modernism of Europe’s
most fashionable composer, produces, a couple of years later, a neo-classica
ballet which knows nothing of modernism — it is purest pastiche throughout,
and could as easily have been written around 1800. What happened during
this short period to bring about such a volte-face?

Now we must introduce the other main player in the drama, Russian
Association of Proletarian Musicians (hereafter RAPM). This organisation
had begun life in 1923 as a group of young musicians whose polemics were
notable more for their vigour than their sophistication. From these modest
beginnings, RAPM developed over the next five years into an extremely
powerful network that spanned all the principal musical institutions: radio,
the Conservatoires, and the state music publishers. This swift rise to power
was due largely to RAPM’ s acquisition of some very skilled operators, such
as Yuri Keldish, who knew how to win the favour of the bureaucracy. By the
late 20s, in the find stage of Stalin's consolidation of power, the sudden
leftward turn in officia rhetoric meant that RAPM’s time had come. ASM had
never enjoyed friendly relations with RAPM, and now they faced censorship
and intimidation in amusic world that was now shaped by their rivals.

Most of the prominent ASMovtsi were accordingly displaced from
their positions and lost their customary sources of income during this
period. Among them was Asafyev, who found that his writings could no
longer be published. Rather than despair, he abandoned his career as a
critic and musicologist, and instead turned his hand to composition. He did
not lack experience, for in the years prior to the Revolution, he had
worked as a hack composer, writing routine ballet scores for the Ma-
riinsky. On his return to composition, he decided to put his musicological
researches into practice by writing an historical ballet. The result was the
Flames of Paris, on the first French Revolution; and Asafyev used con-
temporary or near contemporary pieces from Gossec, and Mehul as well as
guoting revolutionary songs such as the Marseillaise, Ca ira and the
Carmagnole; he also drew from earlier French composers, such as Lully
and Marais. All of this pre-fabricated music was held together with Asa-
fyev’'s own pastiches in the same styles.

It should be clear that Asafyev was in no way attempting to compose a
neoclassicist work in the manner of Stravinsky, otherwise the ballet would
have been an outrageous artistic crime according to his own strictures; as he
readily admitted, "when | took a fragment of an existing work, | changed
nothing in it". Still, he felt the need to justify the work by the standards of
the day; for example:

The melodic and rhythmic content of the Third Estate’' s music was
in part transformed from "feudal material" rooted in everyday life,
and in part freshly created and nurtured by the French revo-
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lutionary bourgeoisie; it contains all the best, "fireproof”, "non-
decadent” elements that nourished 19"-century European musi ¢’

This is a melange of his own "intonation theory", and the particular
style of Marxian aesthetics current at the time. The chosen material was
"revolutionary” and therefore resonated with the present day; furthermore,
Asafyev claimed to have embodied the past "in clear images, full of the
ideological and emotional influence of our reality".4 Thus, his ballet was
historical in form, and contemporary in content; this fitted well with
Socialist Realism, when it was formulated a few years later, for according to
this aesthetic, the content — the subject matter — must be progressive, but the
form — the style of music employed, must keep clear of the supposedly
progressive music of the declining bourgeoisie.

Does this ballet simply fall outside the scope of the modernist princi-
ples found in Asafyev’s critical writings of the 20s? This could have been
argued if Asafyev presented the work as an historical excavation, an exer-
cise in applied musicology rather than an artistic achievement. But instead
he wanted to have his cake and eat it. When connoisseur-critics such as
Sollertinsky said that no one could take this patchwork of pastiche and
prefabricated chunks to be a serious artwork, Asafyev would claim that the
ballet was merely a musicological project.5 But at the same time, he did not
disclose the sources of music he had used, and he took offence when his
peers in the Composers’ Union prevented him from voting alongside them,
and sent him back to the musicologists section. He claimed to be a genuine
composer, and The Flames of Paris was his ballet. In the end, the ballet was
indeed the starting point for Asafyev’s new career as a Sociadist Realist
composer, and a liberation from the modernist standards which he was not
capable of upholding as a composer, and which in any case were of no use
to him in these changed times.

The Flames of Paris was given its premiere in Leningrad, in the autumn
of 1932; its Moscow premiere came in the following spring, followed by a
triumphant tour of the provinces. In spite of the "connoisseurs” scorn, the
ballet was a great success with the public and won the approval of the
bureaucracy. Asafyev’'s next balet, The Fountain of Bakhchisarai, was
based on a story by Pushkin; accordingly, it was written in the Russian style
of the generation before Glinka. The new ballet was singled out for praise by

® BV. Asaf'yev, "Muzika tret'yego sodoviya', in B.V. Asaf'yev, Yu.N. Kharlamov,

S.N. Bogoyavlenskiy, Plamya Parizha (Leningrad: Leningradskiy Gosudarstvenniy
Akademicheskiy Teatr Operi i Baleta', 1934, 6-11.
4 .

Ibid.

See Derzhanovsky’s letter to Asafyev of 22 Apr 1930, RGALI, fond 2658, opis' 2,
delo 45.

5
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none less than Kirov, head of the Leningrad Party Committee. This is how
Asafyev reported it later:

It isinteresting that one of our country’s great outstanding figures,
in a conversation with me about The Fountain of Bakhchisarai,
remarked sensitively upon the rightness of my starting point
(aspects of the 18" century) and of the deeply romantic feel of the
music: "and yet you breathe our emotions'. He could not have
known my thoughts, but he came to express the above himself. ®

This was the birth of the so-called "romantic ballet theatre", which
came to flourish in the Soviet Union; in the West, the genre is known chiefly
through Khachaturian’s Spartacus. This development signalled the legitimi-
sation of escapist popular entertainment with high-art trimmings (or kitsch, as
some would say), a characteristic feature of the Stalinist era. Asafyev soon
abandoned his historicist excuses and continued to write smple and comfortable
traditiondist scores as a composer, rather than as a musicologist. And, in due
course, his example was followed by many of his Composars Union
colleagues, including those who had been scornful in the beginning.

Now let us turn to the story of Myaskovsky’'s Twelfth Symphony and
his conversion to Socialist Realism, a story that unfolds in his correspon-
dence with Asafyev, who was a lifelong friend. They adopt a confessional tone
and e ogquently witness to the human aspect of these ingtitutional battles.

Myaskovsky had never been an ultrasmoderni<t, but this applied equaly to
the bulk of ASM’s membership. During the 1920s, he devoted most of his
credtive energies to a series of five symphonies, largely in a dark, expressionist
vein. Most of these symphonies were accorded apremiere at ASM concerts, and
enthusiastic previews gppeared in the ASM journal, Sovremennaya Muzika —
written by the chief reviewer, Asafyev, or by Viktor Belyayev, complete with
detailed "thematic analyszas".7 We would be wrong, therefore, to imagine that
these symphonies were perceived as conservative within ASM; they were in the
mainstream of ASM'’s activities, while the music of someone like Alexander
Mosolov was on the ultramodernist fringe.

Myaskovsky’s letters to Asafyev8 document in some detail the changes
in his outlook during the period of RAPM’s attacks on ASM. In May 1929,

®  Asafyev, O balete, 253.

See Igor Glebov, Myaskovskiy kak simfonist”, Sovremennaya muZzika, No 3 (1924).
66-77; V. Belyayev, "Russkaya simfoniya i simfonicheskoye tvorchestvo N.Ya Myas-
kovskogo, same issue, 77-86; Belyayev, "Myaskovskiy, Gedike, Aleksandrov", Sovre-
mennaya myzika, No.5 (1925), 17-29; Igor Glebov, "Stroitel’stvo sovremennoy
simfonii”, same issue, 29-32; V. Belyayev, "Devyataya simfoniya Myaskovskogo",
Sovremennaya muzika, No.15-16 (1928), 109-113.

Myaskovsky's letters to Asafyev, Rossiyskiy Gosudarstvenniy Arkhiv Literaturi i
Iskusstva (RGALLI), fond 2658 (Asafyev), opis' 1, ed. khr. 641-642; opis' 2, delo 51. At

7
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Myaskovsky is still confident, denying that RAPM has any real power to
back up its threats; he tries to alay Asafyev’'s fears, and says there is no
point in arguing back. His tactics seems to be to withdraw and wait until
RAPM is exposed (this must have been a policy of many at the time). In
December 1929, he mentions that RAPM has now started calling ASM
"social-fascists' — the standard Stalinist epithet for Social Democrats, who
were now to be shunned by Communist parties in the West, by order of
Moscow. In April 1930, Myaskovsky has clearly become worried: he
implores Asafyev not to defend Prokofiev against RAPM’s attacks, since
this would be too dangerous; he also states plainly that ASM seems to be
losing support among the bureaucracy. Later in the same month, he reflects
upon the news of Mayakovsky's suicide; the papers had presented the act as
aresult of illness, or some purely persona travail, but as Myaskovsky sees
it, a man of principle sold out, then found himself unable to live with the
conseguences. The suicide was a watershed for both musicians: Myas-
kovsky’s asks "Was Mayakovsky right?' and Asafyev’s even goes so far as
to say "Well done Mayakovsky";9 it seems that they felt they were now on
the same dlippery dope. In May, Myaskovsky reports that RAPM has
grabbed the most important positions in various musical institutions. We
now see the first signs that he is trying to ingratiate himself with his
tormentors: he confesses that he has written a couple of military marches as
amember of a composer’s brigade, and he also gives his report on a RAPM
concert to which he was "for some reason” invited. In September 1930, he
jokingly imagines Asafyev changing sides. Finaly, in October 1931, he
accepts that the battle is lost and that RAPM has managed to destroy ASM.
A period of withdrawal now begins, during which Myaskovsky sets to work
on his 12" Symphony. Here is how he related the history of its conception in
his official autobiography:

When the first appeals for the collectivisation of peasant
agriculture were heard, this idea exerted a great fascination upon
me — it seemed especially revolutionary to me in its consequences.
At one of the Muzgiz meetings, Marian Koval’ suggested that |
might take up a subject for a composition in connection with this,
namely "The Sowing" X

the time of research, access was unfortunalely not granted to Asafyev’s replies to Myas-
kovsky, held in the archive of the Glinka Museum in Moscow.

® See Derzhanovsky’s letter to Asafyev of 22 Apr 1930, RGALI, fond 2658, opis 2,
delo 45.

Y Nya Myaskovsky, "Avtobiograficheskiye zametki o tvorcheskom puti”, in N.Ya.
Myaskovsky: Sobraniye materialov in 2 vols, (Moscow: Muzika, 1964). Vol. 2, 5-20
(18).
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It is hard to confirm or challenge Myaskovsky’s claim to have been
"fascinated" by the idea of collectivisation, but the mention of Kova’ as a
source of inspiration rings true. Although Koval’ was a prominent member
of RAPM, he was also a former student of Myaskovsky’s, and the two were
by no means on hostile terms. Commenting on the ever declining quality of
RAPM’s musical produce, Myaskovsky says that " Kova’ is still holding
on, thanks to his temperament and spontaneity, but he too dips up every
now and again”. In other words, he is talented but erring in his ways. It is
quite another matter after RAPM triumphs over ASM; then Myaskovsky is
prepared to follow the lead of the younger generation, who are better attuned
to the times. And so he came to write his 12" Symphony, using the favourite
narrative scheme of the time: we pass from the suffering of a village in pre-
revolutionary times, then through the struggle of collectivisation, and finally
emerge in the joyous victory of the collective farm. The symphony was, of
course, far removed from the expressionism of his symphonies of the 20s,
but it can hardly be denied that the work is dignified and well-crafted. The
RAPMovtsi rejoiced and immediately began to promote the symphony. On
6 April 1932, Myaskovsky writes: "I am doing my best to sabotage the
performance of m¥ 12" symphony, which they want to turn into an ‘event’
... For me, the 12" symphony is a compromise, and in private I’'m ashamed
of it, in the same way | used to be ashamed of the 5". Perhaps this touch of
banality will later grant it the kind of life that has been refused to my best
symphonies."

Just two weeks later, RAPM was disbanded on the orders of the
bureaucracy; but while the organisation was destroyed, its individual
members were not in any trouble, and most RAPM’s active members were
able to find comfortable jobs in the restructured musical institutions. In
1933, Myaskovsky was still complaining about the "scum” and "riff-raff"
around him, and continued to absent himself from most public activities.
While the 12" symphony went from success to success, he embarked on the
composition of his 13™ this, however, was much closer in spirit to the
darker works of the 20s, and Myaskovsky was shocked to receive a harsh
reprimand from Asafyev for issuing a work that was so far out of step with
the ideological climate. Myaskovsky replied in a manner that appears ironic
on the surface, but on closer reading, | believe it reveals that Myaskovsky
was himself in turmoil at the time. Myaskovsky seems unsure whether he
should defend his work, or admit to a wrongdoing, as if he is aready
imagining himself in front of a disciplinary hearing. In the end, he tells

" The resolution of the Politbureau of the Party Central Committee of 23 April 1932

was entitled "On the Reconstruction of Literary and Artistic Organizations'; ironicaly,
the abbreviation RAPM was misspelled there and in the follow-up documents as RAMP
—asign of the much lesser importance assigned to "proletarian musicians' in comparison
to their powerful literary counterparts.
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Asafyev that he is only a curious observer of the new redlity, not a real
participant. But if this was till true in 1933, we find that he is much more
engaged three years later, and has evidently absorbed all the rhetoric of
Socialist Realism. Expressing his support for Asafyev’s music he says:

When, from time to time, | consider the reception accorded to your
music by our "connoisseurs', | am amazed how people just don't
know how to listen. Well, | can understand Prokofiev or some
modernist, who need constant jabbing, a repeated and deliberate
violation of the momentum (even if there is nothing to justify it),
and who avoid any kind of sentiment like the plague, not even
letting a tiny bit peep out. But the majority is not like that! ...

Increasingly, | find myself convinced that music which might not
seem technically complicated still needs to be given more than one
listening, and then its significance emerges. ... It is important that
music which is good and true receives its proper recognition from
simple listeners.

This passage signals that Myaskovsky has now completed his journey
from modernism to Socialist Realism. Certainly he may have wanted to
flatter Asafyev, who has now become an ultra-conservative composer, but
this did not require him to launch into a criticism of Prokofiev as a
modernist — at the time, the returning prodigal had not yet fully adjusted to
Socidlist Redlism, and he showed no reish for the kind of music
Myaskovsky was now writi ng.12 Myaskovsky, in this private |etter, uses the
same rhetoric that we hear from the criticsin Pravda or Sovetskaya Musika.

But what was Myaskovsky's attitude to his own work as a composer?
Here are some fragments from his diary and letters of the 1930s and 40s;
first, some disappointments:

31 Jan 1930
| tried to write music of the "broad type" — doesn’t work. 13

21 Jul 1933
| completed the finale [of the 14™ symphony] — it came out all wrong
and intheminor ...

2 There is a hint of bitterness in Myaskovsky's letter of 10 Dec 1937 to Asafyev (same

collection), "he [Prokofiev] no more than tolerates my music, and athough this does not deter-
mine our relaionship for me, but still it crestes akind of glass wall [between us]". Prokofiev,
for his part, complained to Asafyev that Myaskovsky did not want show him his 15" Sympho-
ny; Myaskovsky had pretended that the work was still unfinished, but Prokofiev guessed at the
reason: "Perhaps this is [revenge] for the 14", since I'd been rude to its finale" (Prokofiev's
|letter to Asafyev of 12 July 1934, RGALI, fond 2658 (Asafyev), opis 1, yed. khr. 674.

B Fragment from Myaskovsky’s diary reproduced in V. Ya Men'shikova, "Tvorche-
skaya letopis' N.Ya Myaskovskogo", in N.Ya. Myaskovsky: Sobraniye materialov, 443.
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23 Jul 1933
Decided to write another finale, in the major . Y

25 May 1934
| put to%ether a vile chorus (a cappella) about the Chelyuskin
heroes..."

12. Sep 1935
I compolsged a rather weak romance "Autumn on the Collective
Farm"...

12 Mar 1936
| wrote a song for the 1% of May — it seems none too good L

8 Jan 1940

[T]he C-major overture for Salin’s 60's birthday didn’t come out well:
it is somewhat repetitiously solemn, and monotonous in its sonority.
The worst ltghing isits lyricism — because of my hurry, it came out soun-
ding dull.

4 Jan 1946
For four days I’ ve been labouring on the [national] anthem. For some
reason it comes out really badly; the text is rather wooden, without any
emotion. ™

But there were also moments of great satisfaction, and it is interesting

to see what now fired Myaskovsky with enthusiasm:

Then | suddenly rushed to compose a new symphony (in the Russian
style)... there is much in it that is interesting for me, things that |
hadn’t tried before. | wonder whether it has something of Glinka's
idea (when he was dreaming of a Russian symphony). | tried to
neither aesthetisize nor formalize. .. but to keep thefire going.

Now thisis already the second quartet in which | feel | have found
my own style of quartet writing — it's also not bad in terms of

14

15

16

17

18

19

Ibid., 444.

Ibid., 445.

Ibid., 446.

Ibid., 447.

Myaskovsky’s letter to Asafyev of 8 Jan 1940, RGALI, fond 2658, opis' 2, delo 51.
N.Ya. Myaskovsky: Sobraniye materialov, 457.
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sound, it seems. | should try again. There are no musical disco-
veriesthere, only lyrical outpourings...

Thus, Myaskovsky by no means turned into a mere hack. Y es, hack-
work was required of him, as it was of al his colleagues, but he still had
plenty of scope for producing work that gave him pleasure. He still set
himself certain creative tasks that fuelled his imagination, only these
were rather different from those of the 20s: now he was trying to solve
the problem of nationalist symphony, or searching for the perfect quartet
textures. "Lyrical outpourings' may have now occupied the place of
"musical discoveries', but they were as important to Myaskovsky now as
the search for novelty had been in the past. Can we really say that his
creative vision was brutally undercut by the demands of the Soviet
regime, when he was busy changing with the times and, able to respond
to change earlier than most of his colleagues? At times, it is true, he felt
squeamish about his own Soviet success, which, in his own words,
"wasn't bought with currency that | would consider my own or to be
valuable". But this was little different from what he had said in the
1920s, when, for example, he lamented the fact that his relatively
conventional Fifth Symphony was the best loved by the public.

What can we say of Asafyev in this respect? In the modernist climate of
the 1920s, he would never have dared to indulge himself as a composer,
since he was not capable of meeting the modernist challenge that he pressed
on others. The changes in the years around 1930 certainly put an end to his
influence as a critic, but it opened a new avenue for his musical abilities, the
composition of ballet scores on scenarios of his own choosing; even those
who greeted his new career with scorn soon had to show him respect, and
even emulated his example. He earned himself fame and a comfortable life
for doing something that he thoroughly enjoyed. If Socialist Realism served
anyone well, it was Asafyev.

Did any of the other ASM modernists prove more willing to hold
fast to the principles they had espoused in the 20s? If we pay attention
only to the words and actions of the organisation, it appears that ASM
was unyielding to the end. After all, the same manifesto, with its
vigorous commitment to artistic experiment, remained in place until
ASM’s dissolution; and as late as 1930, the organisation subjected
traditionalist composers to heavy criticism in the pages of itsjournal. But
this is misleading. When we turn to the membership of ASM, we find
that their individual behaviour was quite different from their collective
pronouncements. The careers of Asafyev and Myaskovsky were not at all
exceptional: even Alexander Mosolov, the most radical of all the ASM
modernists, was already eager to make light of his modernist credentials
in order to pick up an opera commission:
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Now on the music: let not my terrible notoriety as a "leftist mo-
dernist" frighten the administrators and theatre directors; | will do

my best to make my opera "accessible" and singable. 2

And so a year before ASM collectively criticised the traditionalists,
their star modernist was rushing to transform himself into a traditionalist.

In conclusion, | have rejected two narratives of modernism’s demise in
the Soviet Union. On the one hand, there is the popular romanticised
account which tells us that a tragedy unfolded, a tragedy of courageous,
pioneering artists who were broken on the wheel of Stalinism, to face a
lifetime of humiliation in the composition of music beneath their dignity. On
the other hand, there is the now much less popular account of those who
retain some degree sympathy for Stalinism, according to which our
composers were saved from the decadence of bourgeois modernism and
learnt to see the true dignity of Socialist Redlist art, through the wise counsel
of Stalin. The Cold War is long over; and new demons have at last been
found to replace communism. It is surely time, therefore, to set aside the
vestiges of Cold War rhetoric, and examine this period as historians, not as
polemicists. The early Soviet modernists made their move well before they
faced any real danger; the changes in their music were certainly due to
political circumstances not of their choosing, but then much the same could
be said of their modernism in the decade following the Revolution. And
most of them enjoyed a degree of privilege unknown to most Soviet citizens,
with official and public respect, and a comfortable and secure life. Even the
stormiest episode in their careers, the Zhdanovshchina of 1948, was very
tame compared to the travails their colleagues in the literary arts had to
suffer; this is not surprising: wishful thinking aside, it is much easier to
unsettle a paranoid dictator through a novel or drama, than through a piece
of music. If Soviet composers are to be compared to any other group of
artists, it is surely the monumental sculptors and painters — there we find
much the same kind of busy routine, leavened with imaginative work inside
carefully circumscribed limits; and we have the same guarantee of constant
employment, relative privilege and respect.

Myaskovsky's letters to Asafyev, RGALI fond 2658
(Asafyev): opis 1, ed. khr. 641-642; op.2, delo 51. Trandl.
Jonathan Walker and Marina Frolova-Walker

13 May 1929

My dear Boris Vladimirovich, how you always amaze and even asto-
nish me! Some less-than-civil upstart suffering from clogged-up bile

20

Mosolov’s letter to Asafyev of 27 Jan 1929, RGALI , fond 2658 (Asafyev), opis'.1,
ye. khr. 633.
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ducts only has to blabber out something about you, and you are panick-
ing already: persecution, asafyevshchina, and so on and so forth. As if
everyone is a Lebedinsky or a Keldish... It comes down to a particular
clique of people who are not very ceremonious, granted, but who are
themselves not without sin; they are not as influential as you imagine.
True, Lebedinsky hangs around in Glaviskusstvo, and the fellow is
undoubtedly very insolent — but thisis plain for others to see, and after
our Conservatoire story did the rounds (its sources did not remain
entirely secret), the cligue has lost its status, not least among the more
serious and influentia circles. ...

Argue with them? But with whom exactly, and about what? Can you
dispute with the barking of dogs? What can you say in reply to these
people, when ... perpetua scoffing characterises their behaviour? Had
you been very shrewd and declared only the orthodox line — their line —
it would have till been no good, because they deliberately close their
ears to anything that doesn’t issue from their swamp. They can only be
caught in the act, or subjected to mockery etc., but are you really capa-
ble of that? In short, | cannot accept al your moaning and groaning...

1 December 1929

After Prokofiev left, the fuss started here — the ASM are social-fascists
and so on. So much revolting scum rises to the surface at atime like this!

8 April 1930

On no account agree to give atalk about Sergei [Prokofiev]. This will
do nothing for you. People argue at cross-purposes. How will you prove
that Sergei’s music is acceptable because it is good, when they will
reply that it's not good because it’ s not acceptable? ... Why assume the
role of a Don Quixote — as if you are not suffering enough oppression
already? And Derzhanovsky always goes too far when he thinks he has
support; the problem is that he always exaggerates the amount of sup-
port he has, so when he getsinto a mess, he drags all his associates with
him. Thisis not a good time for speaking in support of Prokofiev —it is
better to say the same things over and over again, than to tilt at wind-
mills. Prokofiev will prevail [in the end] and triumph over them all.

29 (?) April 1930
Ah how tired | am of al this fuss! Was Mayakovsky right? | don’t
know. Spiteful gossip hasit that if only he could have seen just how he
was to be buried, he would have held back from shooting himself. It
seems that he came to feel a great emptiness inside — [hence his farce|]
The Bathhouse — and like a "true Russian", he was naturally in conflict
with himself, his conscience troubled. His fate was clear to me already
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when | met him at Meyerhold's last autumn — the look on his face was
too aert and inquisitive, asif were searching for something.

17 May 1930

I'm still ... poring over my vile military marches — how fed up | am
with them! There is nothing more boring and joyless than military
orchestration (not in the abstract, but in the practical sense — no
resources whatsoeve). ...

Your enemies, the VAPMovts (in fact they are your friends, only showing
it in their own way!), have gradually executed a complete takeover of our
Muzsektor. And since this will help to satisfy their hunger (in the direct
sense of the word) to some extent, they should by and large quieten down
over time, especidly since they are becoming obsolete in front of their own
eyes. What they are writing now is unimaginable. Now we have aso got all
kinds of competitions, shockworkers' brigades of composers (I was writing
my marches also as a shockworker, as a member of a brigade!), and it is
here that their water-supply productivity on the one hand and the
decreasing quality on the other hand become obvious. The last pokaz, to
which | was invited for some reason, was truly pitiful — the worst was
Davidenko, who has begun simply to write vulgarities. Kova’ is till
holding on, owing to his temperament and spontaneity, but he dips up
every now and again as well. Bdiy is a very gifted and independent-
minded musician, but in this context, he is like a cow in the saddle: an
emoationalist, a Romantic, delivering a chastushka with Tristanesque music.
Thisis not alaughing matter —it’ s tragic. Chemberdzhi is becoming pettier
from one opus to the next. And so on. In the end, Lunacharsky is right
when he says that proletarian music is not yet out of high school. Of
course, al of them are gifted to varying degrees, but till half-educated
schoolboys, in spite of the fact that the bulk of them have graduated from
the Conservatoaire. ...

15 September 1930

Why are you still whining? Read the last Proletarian Musician (No. 5)
— for you will find there almost admiring recognition of your writerly
personain an article by the same Keldish, with a dose of grimaces and
reservations, granted, but nevertheless compl ete recognition. Just wait —
they will soon entice you to join their Proletarian camp! Though what
you are going to do thereis not entirely clear to me, since they still have
no need for the "essence" of music. ...

22 October 1931

Indeed your circumstances must have been quite appalling, but now this
is the fate of any ideologue with real brains, talent and a world-view.
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The present time is for hacks and time-servers, who thrive on
cannibalism ... Gunzburgs and Grubers can’t create anything, they can
only pick somebody else's pockets. It's good that you are working on
music — at least you are producing something that can be taken or not
taken, but which at least cannot be used dishonestly for the feeding of
various scoundrels. Here [in Moscow] the activity of various ideologues
was directed mainly towards grabbing the cushy jobs (Muzgiz, the Arts
Academy, and now aso the Radio) and the destruction of the Asso-
ciation for Contemporary Music. Now they’ ve achieved everything, and
Derzhanovsky, for example, is again without a job. As for me, | had
kept my distance from all of this, but now I'm withdrawing completely:
I'm only nominaly dtill at the Conservatoire, but I've abandoned
teaching classes until spring; | practically never go to Muzgiz — |
remained only a consultant, having resigned from editing. Still, this has
alot to do with my illness, which | still haven’t overcome ...

6 April 1932

... | am doing my best to sabotage the performance of my 12" sympho-
ny, which they want to make an "event" ... For me, the 12" symphony
is a compromise, and in private I'm ashamed of it, in the same way |
used to be ashamed of the 5". Perhaps this touch of banality will later
grant it the kind of life that has been refused to my best symphonies.

18 September 1933

We are getting pettier and pettier every day — there is too much riff-raff
in al our musical-socia depths. And the real "musicians’ are getting
older and stay in hiding. If I'm upset, then it’s only on my own account,
for | feel my loneliness more and more in spite of having lots of friends.

The filth that is pouring out of Sovetskaya MuZika (it's even hard to
work out just what it is — deliberate filth or just dim-wittedness and
stupidity) is characteristic of the whole tone of our musical life today,
which is being poisoned by Chelyapovs, Gorodinskys, Gusmans and
thelike —small fry...

| am now doing my best not to show my face anywhere — | avoid the
activities at both the Union and the Radio, where I’ve been stuck for
nearly a year; I'm avoiding even Muzgiz — it has also become so very
petty ...

24 December 1933

Dear Boris Vladimirovich, | have been trying to gather my thoughts in
order to reply to your letter. | am still puzzled by the impression my 13"
Symphony made on you. [Your reaction] is strange and incomprehensible
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tome, and in fact | am terrified by it. What is the matter? Does it mean that
there are certain forces in us which act contrary to our will and
consciousness? In this era, which ought, in principle, be so bright and
exciting, | think it a tragedy that a work should appear that contradicts its
author's aims. Where does this stupid sickness and ulcerousness come
from, suddenly gushing forth and poisoning anyone who' s around? What is
this? An unintentional revelation of the true essence of things or only the
overcoming of al the scum of the past, a self-liberation? | was especialy
struck by the fact that you were so affected by al this, while | myself had a
strangely masterful approach to thiswork: | was "making" it on the basis of
some very rigid premises of a more-or-less technica sort that | found very
valuable. The musicd ideas that were laid in the foundations of this work,
were probably full of some pus which poisoned the whole work and gave
such adestructive and denunciatory colour toit.

But what if al our brightness and excitement is only a fascination with the
process of achieving, and upon "achievement”, when we begin to live "pro-
speroudy”, and probably free of trouble, we will be confronted yet again
by an "idedis" emptiness, and what now seems to be a throwback, will
then reveal its more significant meaning? — athough | am more inclined to
think of mysdlf as someone who is obsolete, someone for whom al these
excited achievings can only be the object of sympathetic observation,
rather than a personal matter. Worst of al, in spite of the long period that
has passed since the composition of the 13" symphony and the pitiful echo
born of its momentum, the 14™ symphony, | till feel quite empty...

In your letter | still managed to find some attempts at cheerfulness —in
relation to yourself —which | was very glad to see in compensation for
my defeat. | am deeply pleased that you have firmly and ardently
decided to struggle for your right to create. | had a feeling that your
Fountain [of Bakhchisarai]* would be given if not an openly hostile
reception, then one with a dose of impudence. "For pity’s sake, what
can be difficult about it? Everything is as simple as pie to us'. Here is
how | understand the pitiful psychology of these petty people: since
there is nothing there to rack your brains over, and everything seems
clear, then it cannot be such a simple matter: "the author wants to
deceive us and palm off some rubbish to us, but we are smarter than
this, we have seen through his ploy and ... remained dissatisfied". The
initiated public and the so-called "connoisseurs' are aways the same:
one needs to astonish them with incomprehensibility or insolence (as
Shostakovich does with his vulgarities).

19 November 1936

When, from time to time, | consider the reception accorded to your
music by our "connoisseurs’, | am amazed how people just don’t know
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how to listen. Well, | can understand Prokofiev or some modernist, who
need constant jabbing, a repeated and deliberate violation of the mo-
mentum (even if there is nothing to justify it), and who avoid any kind
of sentiment like the plague, not even letting atiny bit peep out. But the
majority isnot like that! ...

Increasingly, | find myself convinced that music which might not seem
technically complicated still needs to be given more than one listening,
and then it's significance emerges. ... It is important that music which
is good and true receives its proper recognition from simple listeners...

The [16™ symphony has had a stormy success here; some naive per-
sons were even saying "at last | had managed to write a true symp-
hony"! It is true that the symphony sounds excellent. It is energetic,
very clear and melodic, and the 3 movement is openly emotional in a
grandiose way, while the ending of the finale is extremely effective in
its humble simplicity and softness. But the content, the effects, the
technique, the harmony — all of this is very much second-hand! Is that
what does the trick? In any case, to me this success seems quite
undeserved and for this reason it cannot please or stimulate me.

10 December 1937

Y ou are writing about recognition for me, and al that. | do not believe
in it, and do not value it, because it wasn’t bought with currency that |
would consider my own or to be valuable. ... The only works of mine
to enjoy success are those which | cannot possibly consider to be my
best. Neither the 16™ symphony (accessible, to an extent impressive,
but on the whole eclectic), nor the new 18" (which is, in effect, only a
cheerfully clear trifle, totally problemless) are dear to me, or valuable.
As for the new 17", which in my opinion is more integrated, goal-
oriented and richer in content than the others, this is still somehow
being kept at arm'’s length; but it is this symphony that | feel is more
significant and responsive to the present moment, not through song and
dance [chastushki i poplyasushki], but instead through serious thought
and intensity of emotion. But hey, it makes no difference. In any case |
am trying not to make use of this "recognition", as far as possible not to
notice it — | have absolutely no intention to shoulder any obligation to
produce exaggerated expressions of something that isn't me.

8 January 1940
... the C-magjor overture for Stalin’s 60’ s birthday didn’t come out well:
it is somewhat repetitiously solemn, and monotonous in its sonority.
The worst thing is its lyricism — because of my hurry, it came out
sounding dull.
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18 February 1940

Now thisis aready the second quartet in which | feel | have found my
own style of quartet writing — it's aso not bad in terms of sound, it
seems. | should try again.

Regarding Asafyev’s Cantata-Song about Stalin; I've got it | like the
introduction but the rest is cold; as regards warmth, my Stalin overture
didn’t come out either ...

Mapuna Ppoaosa-Bokep

O MOJEPHU3MA 10O COIUIJAIIMCTUYKOI'
PEAJIN3MA 3A YETHUPU I'OOUHE:
MJACKOBCKHN U ACADJEB

(Pesume)

YcnocraBibame COLUjaIMCTHYKOr peann3Ma y My3unu He Tpeba cMaTpa-
i noGefoM "mposierepa” (wWiaHoBa Pycke acouujauuje ipoaeitiepckux my3u-
uapa — PAIIM ) wuajg wMopepHuctuMa (IpUNAgHUIMMA Acouujauuje 3a
cagpemery mysuxky — ACM). YIpaBo cy HEKH Off PaHHjUX MOJEPHUCTA KOjH CY
6unu rpynucanun oko ACM-a yTpiu nyT cOlujaTicTUYKOM peann3My, Kao Ha
npuMep Mysukonor Bopuc AcagjeB m xkommosmtop Hwmkonaj MjackoBcku.
ok cy cumgonnje H. MjackoBckor, mucaHe JABajfieCeTHX TOfMHA, Ouie
eKCIPECHOHNCTUIKE W TIpefcTaBibalie je3rpo pemeproapa ACM-a, merosa
Cumdonnja 6p. 12 (1931), uncnupucana 60pGOM 3a KOJEKTUBH3ANHU]y, MO-
cTaja je MOJieNl 3a My3UKY KakBY je COBjeTCKa fip:KaBa Tpaxkuna. b. Acadjes
je 1932. ropnHe TOKMBEO BEJMKHM yCIeX ca cBojuM OanetoM [lramenosu Ila-
pu3sa, 4uju je cuxke OasupaH Ha porabajuma u3 ®PpaHuycke peBoayuuje, a
MIPeCTaBIbao je MACTHII My3uKe (hpaHIyCKUX Komrmo3uTopa 18. Bexa u com-
CTBEHE My3HKe y TOM cTuiy. [la 1u cy oBa fiena npeficTaBbajla COLMjaaiucTuyd-
KU peanm3aM avant la lettre? Komyauctnuka GMpoKpaTtwja HHje HHWKaja Ha-
mycaja GMIIO KaKBa MPaKTUYHA YNYTCTBA 3a KOMIO3UIMjE COIMjaTHCTHYKOT
peamm3ma. Buiio je ocraB/beHO KpUTHYapUMa W KOMIIO3UTOpUMA Jla ce CIIOKe
OKO ToOra IIITa Tpeba la 3Haul 0Baj npasal,. HapaBHo, y AMCKyCUj1 HICY MOTTIN
[a y4ecTBYjy CBU KOjH Cy TO 3Kejenu. Behy TexXuHy cy uManyu CTaBOBH OHHX
KOjH Cy 3ay3uMajlu BULIY NO3ULMjy y Oupokparuju. HaBenena gena cy Ouna
MpUBIaYHA OMPOKPATHjH : OWiIa Cy CTHJICKM KOH3epBaTUBHA, a oOpabuBana cy
npuxBaTibuBe TeMme. Ha mpuroBope 3Hamama xakas je 6mo MBan Coneptus-
ckd, fa ce 6anet [laamenoeu Ilapusa He MOXe cMATpPaTH O30MIbHUM YyMET-
HUYKEM faenoM, B. AcadjeB je ofgroBapao fa je TO caMO MY3MKOJIOIIKA
npojekar. [la 6u ce MOTBPAMO Kao KOMIO3UTOP (YBPEAMO ce INTO I'a HHUCY
NPUMMIIH Y YAPYKEHhe KOMIO3UTOPA), HACTABHO je ia 0aBM KOMIIOHOBAIHEM.
CauyBana kopecnonfeHnuja m3meby H. Mjackosckor n B. AcadjeBa mpyxka
VBUJ Y YT KOjU CY OHU BPJIO OP30 MPELUTH U3 MOJEPHU3MA Y COLMjaTuCTHIKU
peamm3am. Y jeqaoM mucmy H. MjackoBckor u3 1932. rogmHe cTOju f1a OH YNHA
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cBe fja cabotupa uzBobemwa cBoje 12. cumgoHuje, nHave TOIIO npuxBaheHe ox
3BaHMYHUKA, jep je ce CTuau, cMaTpajyhu je KoMnpoMucHuM penoM. Kapak-
TepUCTHYHA je W HeroBa TBpAWa y mmcMy u3 1933. ropgmee, Aa je OH camo
pajo3HaIM IIOCMaTpad HOBE CTBAPHOCTH, a HE IIPABH YIECHHUK.

AyTop oBor pajia obanyje yBpeskeHe HapaTuBe O TTOBJIaYeHhy MOJAEPHH3-
Ma y CosjeTckoM caBe3y. C jeHe CTpaHe, IOCTOjU NOIyJIapHA POMaHTUYHA
Iprya O Tpareiuju XpaOpux yMETHHKa KOje je CIIOMHO TOYaK CTalbHHU3MA H
KOju cy Omnu npuHybeHu fla ce NOHMKaBajy NUIIyhu My3HUKY UCIOf CBOT [0-
crojanctBa. C ipyre cTpaHe, IOCTOJH M cajia MHOI'O Mame IOIyJapHa mpuya
OHHUX KOjU MMajy CHMIIaTdje 3a crajbuHu3aM. IIpeMa muMa, KOMIIO3UTOPH CY
yCIleM f1a ce cnacy of jeKajeHuuje Oyp>Koackor MOICpHH3Ma U yBepe ce Y
HCTUHCKO JOCTOjaHCTBO YMETHOCTH COIMjANMCTHIKOT peanu3Ma. [JaHac Ham,
MebyTum, u3riefa ga Cy paHM COBjETCKM MOJEPHUCTH HAUMHWIM IPEOKPET
TIpe HeTOo IITO CY ce CYOUMITN ca OMII0 KaKBOM peallHOM onacHoirhy. MHOTH off
UX Cy YXXKMBaJM NPUBUIIETHje KakBe HUje MMO3HaBalla BelnKka BehnHa cosjeT-
ckux rpabana.

UDK : 78.036 (=82) "193-" : 78.071.1 MjaskovskijN/AsafjevB
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Becna Ileno O HamneBy y MpaBOCIaBHOM IIPKBEHOM MOjamy...

Becna Ileno

O HAITIEBY Y IPABOCIIABHOM
IHPKBEHOM ITIOJABY
—ITPJIOT TUITIOJIOTUIN HPKBEHUX HAIIEBA

Aiuiciuparxui: Menoauje cpoiHe 1O CBOJUM PUTMHUYKHUM U MEJIOAMjCKUM Ka-
pPaKTepHCTHKaMa, y OKBUPY CBAaKOT IJaca ocMoriacja, FpyIuIly ce y Hale-
Be. Pasmarpame npe cBera TEpMIHOJOUIKNX ofipebera HaleBa U KpHTe-
pHjyMa 1o KOjuMa ce MEJIOfije CBPCTaBajy y pa3iNunTe HaleBe Y HOBH]jO]
TPYKO]j U CPIICKO] N0javKo] TPAAUIHj! IPEACTaBIba TEMY OBE CTYAH]e.

Kmyune peuu: Hames, mesnoc, putaM, Iiac, MEJIOAHjCKA 0oOpasal, OCMO-
riacje, IpKBeHe XUMHE, HOBHje TPYKO U HOBHj€ CPIICKO MOjame, MOCTBY 3aH-
THjCKa [0javka Tpagulyja.

Haymu cy mo3HaTy Menyp3u KOju Cy CBOjHM CTBapalialliTBOM 0Oe-
nexunu pasnmuute ¢a3e y pa3Bojy NOCTBU3aHTHU]CKOT IMOjarba, Kao 1
[JIaBHE TEHACHIHUje Yy BE3W ca KOMIIO3HMLMOHMM IOCTYNIUMa Koje cy
cipoBoyuan.' VINak, HEMOTIYHA ca3Hamba y BE3H ca TyMadyeHeM HeyM-
cKe HOTauuje,” TIpe HheHe HajHOBHje pedpopMe ¢ moueTKa 19. Beka, He-
NOTBpheH CTAaBOBM Y Be3U ca TEOPHUjCKUM HadyeslnMa Ha KOjuMa je mo-
yEBana Mojayka Ipakca Npe W HAKOH maja BusamTuje,” Kao m Hejlo-
BOJHHO NPOYYEHU MY3WUYKH PYKOIIUCH, IPE CBETa Ca acleKTa HBHUXOBOT
cajipskaja, oHeMoTryhaBajy mpoydaBaorie jia cariiefiajy u ob6jacHe MHOTE
npoGiieMe Kako u3 ~’crtape’”, TaKo ¥ U3 "HOBe™ Tpajulyje.

' M. Xet{nywakodune, Movoud yewdypage  Tovpxoxparies (1453-1832), Abfvo

1974; ucrtu, Xewpoypada exkkinoweotikijs uovoikrs 1453-1820, E6vikny Tpamela tng
EAladoc, AbMve 1980; Becua (Capa) IeHo, Inasnu iwiokosu y iwipaguuuju Gociieu-
3aHiiujcko? tojarsa, y: M3 xuaaungapcke iiojauxe pudnuue — Buxeniuuje Xuaanga-
pau, Hoeu Cap 2003, 15-25.

*  Jorgen Raasted, Thoughts on a Revision of the Transcription Rules of the Monumenta

Musicae Byzantine, Cahiers de I'Institut du Moyen Age Grec et Latin 54, Kopenhagen
1986, 13-38.

Yuop. m3pama u3 egunmje Corpus Scriptorum de Re Musica, vols. 1-5, Vienna
1985-1998.

4 . . .
”CrapuM METOJIOM W TPajunujoM’ ce y IPUKOj My3UKOJOIIKO] IUTEPATYPH

Ha3WBa MOjayka Ipakca mpe My3muke pedopme ¢ modyeTka 19. Beka. HajHoswja,
nak, ¢aza y NOCTBH3aHTHjCKOM IIPKBEHOM II0jarby O3HayaBa ce Kao "HOBH MeTop
wi "HoBa Tpaguimja. Ynop. Becha IleHo, Ilojauxa tipaxca y Ipuxoj iipasocaasHoj
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Meby HepemieHnM nuTamUMa 32 YMjUM he ce OfroBopuMa joII Ayro
TparaTy jecre M OHO KOje ce OJHOCH Ha fie(pMHHCAmhe KPUTEpHjyMa II0
KojuMma OM ce LPKBEHE NecMe, Kao CIeNU(PUIHI MeJIO-TIOETCKH MOJEINH,
CBpCTaBaJie y Mak-¢ WM BHIIE PA3IMUNTE Haileée. Y OBOM pajy heMo HacTo-
jaTH la ycTaHOBMMO Koja Cy TO Mepiia y3 ToMoh KOjuX je Tojiesia HareBa y
HOBHjeM IPYKOM ¥ CPIICKOM TI0jarby TeopHjcKy n3BeeHa. Kpurmiakn hemo ce
OCBPHYTH Ha nocTojehy THIosorujy Mesoca, a moce6aH akijeHaT cTaBHheMo
Ha pa3MaTpame OIPaBAHOCTH Y CPIICKO] IIOjauyKoj IPAaKCH YCBOjeHE
TEPMUHOJIOTHjE Kajia Cy y INTaly HAa3UBH ofipeheHrX HareBa.

skskek

Y nmpBOM LETIOBUTHjEM TEOPETHKOHY LPKBEHOT IOjama, HAKOH TEO-
PHjCKUX CICa U3 BH3aHTHjCKE M NMOCTBM3aHTHjcKe enoxe,” XpHcaHT,
jeman oj Tpojurie pepopMaTOopa HEYMCKOT NHCMa W HajBEpOBaTHHjE
ayTop OBOT 3HAYajHOT JieJia, HaBeO je BPCTe Iecama M yjefHO MeJIofirja
Koje y3 \ux uny. IIpu ToMm Huje cienno ogpebeHy n0oruky y pegocieny
XUMHH KOje MOMHUI-e, Kao IITO HUje 00jacHMO HHM KpUTEpHUjyMe 3a
HIXOBY Kilacuukanujy. XpucaHT, HanMe, yKasyje Ha caefiehe mecme’

upkeu garac, 360pHUK Matuie CpIcKe 3a CICHCKE YMETHOCTH M MY3uKy 16-17,
Hosu Cap 1995, 41-46.

5 . . . .
I'pukoM nojmy mesoc, Koju je omurtenpuxsaheH y Ipukoj 4 HHOCTPAHO] My3H-

KOJIOIIKO] JINTEpaTypH, Y CPICKOM je3UKy HajBUILIE OAroBapa IojaM Haiies, KOju
3HauYd: MENIOfiMja, ecMa, Kao M HaUMH NeBama IPKBEHHUX IecaMa. YTop. PeuHuk
CPICKOXPBAICKOZ KFUXCeBHOZ U HApOgHO?Z jeauka, Kib. XIV, CAHY 3 — Uucturyr
3a CpPIICKOXpBATcKy je3uwk, Beorpag 1989, 204-205. ¥ mocrojehmm pamoBmMma o
L[PKBEHOM II0jalby Ha HalleM je3uKy cpehy ce y3 TepMHUH HaleB M IOJMOBH: HAYUH,
2pyiia u iiesarse, Koju MehyTuM, Hemajy HeomxonHy npenu3Hoct. [IpBu mojam ce
acolyjaTUBHO Be3yje Ipe cBera 3a MHTepnpeTanujy. TepMuH 2pyiia 3axTeBa gopaT-
HO 0o0jallImberbe, Kao HIIp. 2pyiia ICTOPOJHNAX MENIOja Koje ce NeBajy Ha TEKCTOBE
CTHXUpa, upMoca 1 ci. TeK y OBOM KOHTEKCTY OH MOXE OUTH HEABOCMHCIEHO
cxBaheH, anmu ce mpM TOM cTBapa HEONpaBJaHa IIIOMAa3HOCT Yy (opMymnanuju.
Takobe, cMaTpaMO HENmOTPeOHNM IIUpPEHE Jiene3e 3HaueHa MHaye BPJIO jacHOT
ojMa flesarbe, HAPOYUTO aKO Ce MMa y BUy Jla ce Y HAIlMCHMa O LPKBEHOj MY3HUIM OH
KOPHCTH 4YeCTO Kao CHHOHUM 3a iojarbe. Ha many menonuje onpebenoj Bperu uim
BpcTaMa Iecama, Kao IOeTcKuM (popMama, OAroBapajy Hailesu — CHelu(pIIHI MEJIO-
AUjCKH >KaHpOBH. [IpyruM peumma, HaleBH Cy MENOAuje KOje ce MO CBOjUM Kapa-
KTEpUCTUKAMa Pa3NUKY]jy YIPaBo Y 3aBUCHOCTH Off TOTa KOjy BPCTY WIH, Y NOjeAUHIM
cllyyajeBHMa, BpcTe GorociyxOeHux TekcroBa npare. Hajsapn, y muby mzberaBama
NIOHABJbaa JEHOr MCTOr NOjMa YNOTpeG/baBaMo, Y3 HaleB, U IPYKH IOjaM MEIoC,
KOjH ce Y U3BOPHO] (pOpMHU KOPHUCTH U y IUTEPAaTyPU Ha EBPOIICKUM je3HIIMA.

XpuoavBov tod ék Maditov, BGewpnrikor Méya the Movoikrhg, Tepyéotn 18321,
BuCavtivég edkdoerg K. Zmovov — A6dva 1976-19772, Kouvitolpa — ABfva 19773
Becna Ileno, Ipuxu tiojauxku 36opHuuu, 360pHUK Matuie CpIcke 3a CLIEHCKe
ymeTHocTH U My3uKy 18-19, HoBu Can 1996, 226-227.

ITecme HaBOIMMO MpeMa XPHCAHTOBOM pefiocieny. Ymop. Xpvodvbouv, Has. ge-
20, 1976-19772, 178-180. Y3 nojefuHe mecMe, Koje Cy y CpICKOj I10jaykoj MpaKkch
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aHnkcangapuja,’ Bo3BaTebHn cruxosu (mc. 140, 1-2), cruxmpe Ha
”CnaBa... 1 HUIbE , IPOKNMEHH Ha BeUepmy M jyTpewy, Tpomapw,
OTITYCHM TPOTIAPH, BACKPCHE CTHUXHpE, CEalHy, HMAKOoju, aHTH(OHH, "
HOJII/IjenejI/I,11 Csjaxoje guxarnuje (mc. 150, 6; 148, 1; 148, 2), kaHOHHU,
one,” mpmocu, KaTaBacuje, KOHJAIM, MKOCH, BEIMTYaHHja, €T3aloCTHIAPH,
cruxupe Ha ~“XBanure”’, jeBaHbeJICKe CTUXHpPE, CIABOCIOBIbA, MOO0-
HH, CAMOTJIACHH, a3MaTHKe 1 MaTuMe,” THTmKa, * 6naxena, Tpuceeitia
mecMa, anmIyapuja,” XepyBUKe, IPHYACHH, KpaTuMe, * KanodOoHmIH:

Mame IO03HaTe WM 3a Koje He mocTtoje ofapebeHn Ha3uBu, HaBelrheMoO KpaTKO
ob6jammeme. 3a ocrane BupeTH: Bpcitie itiecama y: CreBan Ct. Mokpamar,
Lyxoena mysuka IV — Ocmozaacnuk, npup. Janmna IlerpoBuh, My3muko —
n3naBauko npenysehe "Hora” — Kmwaxkesan u 3aBoj 3a yIOCHMKE M HAacTaBHa
cpenctBa — beorpan 1996, 398— 404.

®  Amnmkcampapmja je Menonmja Ha mcamamcke cruxose (mc. 103, 28-35) koja ce

noje Ha Ofierby yOUH BEJIMKUX Npa3HWKa. HasuB noTuye Off IIOYeTHE pevnd Icanma
avoléavtdc oov TV yelpw ..., Y IPKBEHOCIOBEHCKOM IPEBONY W paws Tesk  puks.

Hnaxkoj je Tponap Koju je meBao unTaB Xop. ok 6u hakoH uMTao mcamaMcKe
CTHXOBE, HapOJ je U3a CBaKOr CTUXa I10jao MOCIEbY Ieo Tpomapa, a Ha Kpajy Ou
MOHOBWIM Tpomap y ueduHu. Ymop. Oadumie Toiwke, Emitouo Eykvkiomaidikd
Aeéikd tne Bu¢avriviic Movoikrc, ABvo 1993, 396-397.

' I'puropuje CraTuc cmaTpa na je mop aHTHoHEMA XPHCAHT MOJPA3yMeBAo

CIelMjajTHO KOMIIOHOBaHE XHMMHE 3a pa3jMuuTe Npa3HUKe, KOje ce MOojy Imocie
moJIujesieja Wik yMecTo hera. Ymop. [pnyoplov ©. Xtadn, Of avaypaupariouol kel
e palnuete the Pulavtivig pelomotieg, "ABMve 19943, 39, HamomeHa Op. 3.

IMonujenejem ce HasuBa 135. mcanmam Koju ce noje Ha jyrpemy. M3a cBakor
CTHXa Jloy1a3u pedpeH: jep je gosujeka muaocii wezosea, aaunyja. Ilonujeneju ce
nojy u Ha OpieHnjy mocie Tpehe KaTu3Me Ha jyTpemy U Tajja ce KOPHCTE, MOpen
cruxoBa 135. mcamMma, W oOcTamy IICaJaMCKH CTHXOBU KOjH OfrOBapajy THUIY
CBETHTEJba KOME Ce CIyxK0a BpIIN: My4YCHHANNMA, jepapciuMa, AOCTONNMA UTH.

12 . ..
Huje jacHo Koje je mecMe XpHcaHT MOPa3yMeBao IO OBUM NMEHOM.

13 . . . .
A3MaTHKaMa 1 MaTHMaMa ce Yy TPYKO] MOJayKoO] MpaKCH O3Ha4YaBa]y TEXHUYKU

BpPJIO KOMIUTMKOBaHE KOMIIO3UIIMje, Hajuelrhe MEITM3MaTHYHOT KapakTepa, Koje cy
3anucuBaHe y 300pHUIMMA TI0]] pa3iuuuTuM HasuBuma:. [laiaguxa, Axoayitiuja,
Asmatuuxa, Maitiumainapuon. Yuop. Oliver Strunk, S Salvatore di Messina and the
musical Tradition of Magna Graecia, Ilempayuéve 100 ©° Arebrode Bu(avtivoroyLkod
Ywvedplov, top. B 7, ABfver 1956, 274; Christian Thodberg, Der Byzantinische
Alleluiarionzyklus, MMB, Subsidia V111, Copenhagen 1966, 12-19.

' Tlop oBMM Ha3MBOM IPUKHM TOjIM O[PA3yMeBajy Meouje Koje ce Tojy Ha JIu-

Typruju Ipe Major BXofa. YKOIUKO je Hefie/bHa JIuTypruja, onpa ce nojy 102. u
145. ncanam, u 3aTuM OnaxkeHa. YKonuko je Jlutypruja y obuuHe gaHe, Taja ce
1I0jy TpH MO3HaTa aHTU(OHA: Moauiieamu bozopoguuu, moauiieama céeitiux ii6o-
jux u citacu nac Cune Boxcuju.

15 . . . . .
Anunyapuje cy OOMYHO CIIOXKEHE MENOJije Ha CTHX aauayja, Koje Ipunajpajy

TpyNu MaTuMa 1 OOUYHO ce Hanase y 300pHuKy [laiiaguka. Yrop. OAbpmie ToAtke,
Has. geno, 33.
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I/IpMOCI/I17 uty. HaBefeHe XuMHe CBpPCTaHe Cy Y YETHPH OCHOBHA Harie-
Ba: Cilapu I HOBU CIAUXUPADPCKU, UAUAGUKUJCKU T UPDMOAOULKU.

Citiapum clduxupapckum MeJ0COM JacKall ~HOBOr MeTofa’ je
Ha3Bao OHaj Koju ce Hanas3m y Ciuuxupapuma 3 nepuoaa ox 12. mo 16.
BeKa," JIOK je TOJ HoBUM CIIUXUPAPCKILM HATIEBOM TOAPa3yMeBao Bep3u-
jy Kojy je cpequHoM 18. cToneha cauyMHUO MO3HATH KOHCTAHTHHOMOJHCKU
mysuuap IMetap Ilenomnoneckn.” Citiapom ciliuxupapckom HameBy, TIO
XpucaHTy, IPUIANAjy pa3He BpCTe CTHXHMpa: BackpcHe, Ha ~"Crasa ... M
Humbe”, Ha “XBanure”, jeBanbhesicke, au 1 MOJOOHM U caMoriacHu (Sic!).
Y HOBOj BapuWjaHTH MeJioca ca MCTUM HAa3WBOM Cy, y3 MOOpOjaHe mecMme,
jOIII M er3anocTuiIapH, CjeflaTHI, aHTU(OHM, IeCMe Ha BXOJY.

Y peduHUNMjU NManagukujcKor Mejoca XPUCAHT je joIl Heoppe-
bennju. OH Hajupe Kake f1a je TO HaleB KOMe MPHUIaajy IpuJIacHu u
XEepyBHKeE, Ta 6W OIMax 3aTUM JI0Ja0 /la C€ Y NCTOM HaleBy KOMIOHY]Y
U aHUKCaHJapyje, BO3BaTEJbHU CTUXOBU, IPOKUMEHH, nomujeneju, Ceja-
Koje guxanuje, NIKOCH, BeJIMYaHWja, a3MaTUKe, MaTHMe, IIeCMe Ha BXOAY,
Tpuceeitia mnecMa, ammnyapuje, kpatume. Koncy3uju ponpuHOcH U
HallOMEHa Jla ce CJIaBOCNOBIba, OHUjeNeju, baajcer myxc U ClI4He IecMe
jaBIbajy ¥ KaO HOBY CTUXMPAPCKU 1 KAO MAMaiuKNjCKH MEIIOC.

Haj3anm, mpmosorku HanieB XpUCAHT Be3yje UCKIBYUIMBO 32 MEJIONHUje
u3 Upmonozuje Terpa Busantunna (18. Bek),” npeneGperasajyhu npu

16 . .
KpaTtume cy caMocTraiiHe KOMIIO3ULM]€ WIH, NIAK, JEJIOBU APYTUX KOMIIO3ULM]a,

HIp. NOJMjesieja, y KojuMa ce MeJIofidja pa3Bhja Ha clIorose 6e3 3Hauewa, Te, P,
peM, po, TO, He, Ha U 1. Y PYKOIUCHOj TPafMIMjH MOCTOjU U IoceOaH 300pHUK Y
KOju cy KpatuMme Genexene — Kpaimiumaitiapuon. Yuop. Tpnyoplov ©. Ztdén, Has.
geao, 4546, 99, 111.

17 .
KaJ’IOCbOHH‘IHe UPpMOCE Cy, KaO 1 MaTUME U a3MaTHUKE U OCTaJI€ KOMIIO3UIHje

CJIMYHE BPCTE, W3BOMWIM IIPEBACXONHO MOjIM HOOpOr riaca (rpd. kelopwveprc).
Peu je o menopmjamMa Koje ce M3BOJE YITIABHOM HM3BaH OOrOCIyXKema, 3a BpeMe
nelbera Hahope WK 3a BpeMe Tpajama o0efja y MaHacTUpUMa.

18 . . . . _ . .
Peu je o menonujckoj Bapujantu Ciiuxupapa Koja ce npumnucyje Jopany Kyky-

3espy 1 Manyniy [lykacy Xpucaducy, fakie mpe HOBHje Bep3Hje KOjy je CpeInHOM
17. Bexa caunnno Xpucacguc Hosu. Ynop. Jorgen Raasted, Koukouzeles' Sticherarion
n George Amargianakis, The Interpretation of the Old Sticherarion, y: Byzantine Chant —
Tradition and Reform, Acts of a Meeting held at the Danish Institute at Athens, 1993,
Monographs of the Danish Institute at Athens, vol. 2, Athens 1997, 9-21, 23-51.

¥ Tpnyoplov O. Ztdn, Trpoc Aaumaddpioc 6 Helomovioios 6 dmd Aaxesaiuovos: 1)

Cwn kal 10 éoyo tov (+ 1778), Aukwvikal Zmovdel 7, 1983, 108-125.

* Tpnyoplov ©. Ztdbn, H olypuon v towdr épwr (6ni. Mrepexémn,

Iledomovvnoiov kel Bugavriov), Bulevtwe 3, 1971, 213-251; Eipuoloyiov tov
karefeoiwy Ilézpov toD Iledomovvnoiov ueta tod ouvvrduov Eipuoloyiov IIérpov
Ipwroyditov o0 Bulavriov, &nynuéve kote ty véay thc Mouoikfic uéBodov peti
TPoofkng ikav@dr Mabnuatwv, wtv éotepodvto el TO Tadaldy: émBewpndévta Hom,
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TOM YMHE-CHUIY fla je ped O TUIY MOjauykor 300pHUKA KOjU MMa BPJIO
pyradky ucropujy. OBoOM HalleBy OH je MpuGpojao Tpomnape, OTIYCHE
Tpomape, BacKpCHe CTHXWpe, ajil M CTUXUpEe Ha CTHXOBE M Ha
”XBanure”, 3aTUM, ceflajiHe, ulakoje, aHTU(POHe, KaHOHE, Ofie, UPMO-
ce, KOHJlaKke, BeInyaHuja, er3anocTuiape, 0jgaxeHa, ClIaBOCIOBIba, TH-
[IMKa ¥ IeCMe Ha BXOJy, KaTaBacuje uTH.

Y IpukuM TEOPETHKOHMMA, IITaMIAaHUM TOKOM 19. Beka yriasHOM
ce TIOHAaBJbAjy apryMeHTHMa HEOBOJLHO TOTKPEIJbeHW XPHCAHTOBH
craBosn.”' Y Behunn Teopujckux crynumja u3 20. croneha ce e TMMUYHO
VIOTNyHKYje y MOjaukoj MpaKCcH YCBOjeHa Mofesia Ha HPMOJIOUIKH,
CTUXMPAPCKH M NaNafuKijcKi MeJIoc, ajiu 6e3 KpUTHYHHUjer OCBpTa Ha
Bakehe KpuTepujymMe Ha OCHOBY KOjuX je m3BeieHa u O6e3 moTpebe 3a
peneduHncameM nocrojehux HasuBa, HAPOUUTO 3a NMOATPYIE YHYTAp
camux Hanesa.”” 3HauajHO je, MehyTHM, TOMEHYTH Ja NOje/IMHN Teope-
THYapH, Kaj TOBOpPe O KaTeropusaluju OOrociny>kOeHHX TEKCTOBa H
MeJIofyja, ToJjia3e Off HalloMeHa Koje y 60ToCIysKOeHNM KibUrama CTO-
je y3 came xuMmHe. [1o BepcnuKkanuoHoj CTPYKTYPH KaHPOBE IPKBEHE
XUMHOTrpaduje U MeJIOAMje KOje UX MpaTe MOXKEMO pa3BpCTaTU y TpU
OCHOBHe rpyrie: uguomeau (1dLopeie) camozaactu, apocomuju (TpoodpoLa)
flogo6ru u asitiomean (wbtouern) — camoiiogo6ru. CamormacaH je
IecMa Koja ce CBOjOM METPHUYKOM CXEMOM U MEJIOMjOM HU3fBaja Of
oCTanX, Ha IITa yKa3yje cam Ha3uB (16tov péloc — L8Lopueror — ocobeHa
Mesnonuja). [Tomo6Ha XMMHa ce Toje mpema ofroBapajyhem mpomuca-
HOM y30py Meby maumomenuma. CamoriiacHa mecMa uuja Bepcuuka-
IIOHA CTPYKTypa W MeNofdja ciyXe Kao o0pasal HNOZOOHHMA je Y
CTBapu caMoInogo0aH.

To pa ce mogoGaH neBa Ha MEIOAH]y caMONOOOHOT, TOipa3yMeBa
la Cy HUXOBM METPHUYKO-PUTMHUYKA cXeMa, fakje Opoj CTHXOBU H
CIIOTOBa yHYTap CTHXOBA, IITABHIIC M PACIOpe]] akleHaTa y peunma,
Mebycobno mopypgapHm. OBO TpaBmWiIo BaXkum 3a XUMHOrpadujy Ha
CPUYKOM je3HKy, Ha KOME je OHa of novyeTka O6umna nucaHa. Mebytum, y
IpPEBOAMMA LPKBEHUX IlecaMa Ha HEKHW JApPYrd, PEeLuMO CIOBEHCKH

kol GrpLBdc SLopBwdévta Tapk ToD AudaokdAiov Xouvppouliov Xaptodviakog, Ev T
Bpetavvikf Tumoypadie Kaotpov el Fadatav 1825%, ékd. Kovitolpa 19822

* Ymop. Gubmmorpadmjy ca TeopeTmkoHmMa: Dewpylov I Xoat{nbeodipou,

BiBitoypapia tiic Bugavrivig éxkinoiaotikiic povoiknic 1820 — 1899, TlatpLapyLkov
“Idpupe Matepikdy Medet@v, Oeooarovikn 1998, 215-249.

22 . .
Y HH3y TeOopeTUKOHa Ha TpuUKOM je3uKy wu3aBajamo cuefehe: A. I

Havaywwtomodiov, Bewpin kel mpkéic the Puievtivic povokns *Abfvar 1991; Zipwy
1. Kapd, MéGodos thic € Ainvikiic uovoiknic — Oewpnrikoy, Tou. A’ — B', *AbfvaL
1982; ABpaapn  Evbvuiadng, Mabruata Bulavrivic Exkinowortikrc  Movoikr,
Qcooadovikn 19883 Tewpytov N. Kowvotavtivov, Ocwpin kar Ipdén tn¢
Exrinoiaorikric Movoikrig, Adfve 1997.
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je3uk, Huje 6mo Moryhe cadyBaTH jeqHOOOPa3HOCT Bepcu(puKaImoHe
CTPYKTYpe M M3BOPHY METPHUKY IOETCKOT OpWTHHAJa,” Te je OTyla |
IIPHMHIUI T3B. KPOjea MOCTao HeMuHOBaH.” [IpyruM peunma, mogo6-
HU Cy C€ y CIIOBEHCKO] IT0jayKoj TPaAULUj1 OfyBEK MOjalH il0 MEJIOUjI
CaMONONOOHMX, Al Ce Ta UCTa MeJofuja Mopaja cKpahuBaTu miu
IIPOAY>KaBaTH Y 3aBUCHOCTH Off y>KUHE CTHXa — KOJIOHA.

Besza m3mehy menopuje u 60orociny:kO0eHUX CTHXOBa KOja ce y HaBe-
JIEHOj, BPJIO YOIIITEHO] HOfIe/IN IOCTaBJba Kao BasKHO MEPUIIO IIOCTOjU U
y KiacuuKanyji caMraX MeJIorja Y MPMOJIONIKH, CTUXUPAPCKH U Tama-
AVKMjcKu HameB. I1pu 0BOj KaTeropusauyju, HOBUjU IPUKU TeOpeTuIapu
HCTUYY Ha IPBOM MECTY PUTMHYKO — METPUYKY KOMIIOHEHTY MEJIOfHja.

Hpmomnomky Menoc, Yuju Ha3WB MOTHYE Off MPMOca KaHOHA KOju
Cy MOCIYXXWIIN KaO MEJOAUjCKU MPOTOTHIH — CaMOIIOAOOHH 3a IecMe
cnmuHe BepcuduKamuone cxeMe (Mogo6He),” MMa TpH CBOje TIOATpYIIE.
Cunabwynn (rpu. odvtopo) U pa3BujeHn (Ipy. apyo) HPMOJIOIIKH HANEB
pa3nuKkyjy ce caMo IO METPUYKO] MOAeIu. Y CHIaOMYHOM MPMOIONI-
KOM CJIOT peur OOMYHO IpaTH jeflaH TOH, KOju je Hajuyelrhe Hocuiall
jeflHe, a y M3y3eTHNM CIlydajeBUMa U JiBe jefluHUIE Tpajama.’’ Temmo
KOjUM ce IO0jy MeJofidje y OBOM HamleBy je Hajuelthe Op3. Y pasBu-
jEHOM MPMOJIOIIKOM MEJIOCY PUTMHYKE BPEIHOCTH Cy YABOCTPYUEHE, a
TeMno je ymepeno 6p3. Haj3an, kanmoOoHUYHU UPMOJIOIIKY HAIEB je
MeJM3MaTHYaH U BheMy MPHUIajajy IOMEeHYTH NPMOCH KaHOHaA, 3a Koje
Cy KapaKTepUCTHYHH KOMIO3UIIMOHN TIOCTYIIU MPEY3eTH U3 CBETOBHE,
4ecTo MHCTpYMeHTaIHe My3nke.” OBe MeJIOfmje Cy, Kao U YOCTANOM H

3 Ynop. Poman Jako6coH, JIunzeuciiuka u iioeitiuxa, beorpan 1966, 117-133.

O Kkpojemy y cprckoM mojamy BupeTH: Petar Bingulac, Crkvena muzka u Srhiji,
Muzicka enciklopedija, vol. I, Zagreb 1977, 369-372; Humutpuje Credanosuh, Pernomer
YcMeHe iUpaguuuje 'y ipeHoulerby UpasocaasHoz AUillypujckoz iojarba, 3060pHUK
Martuie cpricke 3a cueHcke ymeTHocTH 1 My3uky 10-11, Hosu Cap 1992, 13-16; Becna
Ileno, Kpojerve kao 06aukoitisopHu BPUHULIL Y UPKEEHO — HojayuKo] ipakcu, 300pHUK
Martuie cprcke 3a cieHcke yMeTHocTH 1 My3uKy 15, Hosu Capy 1994, 145-155.

*  Hpmocn y upKBeHOj XUMHOTpadHji IPeCTaBibajy IPBY cTpody CBaKe mecMe

KOja jeflHaKuM OpOojeM CIIOroBa, MOHEKaJl U Harjiacaka, i ICTOM MEJIOTHjOM CITYKU
Kao y30p Tpomapuma y apyrum crpodama. Ymop. Ievayiwdtng Xplotou, H
Yuvoypapia the dpyeikiic "Exxinoiag, Ocooatovikn 1959, 156-157; Bopbe Tpudyno-
Buh, A36yuHUK CPIICKUX CPegrbO8eKOBHUX KHbUicesHUX Tlojmosa, Beorpan 1990, 115.

26 : : .
Ha jenan cnor gonase ABe WM TPU jeJUHULIE Tpajama Kaja ce MHTEPBAJICKU

HEYMCKH 3HAK jaBU y KOMOUHANU]U ca HEKHM PUTMUYKHAM 3HAKOM KOjH FETOBY OC-
HOBHY PUTMHUKY BPEHOCT yBOCTpYuH win yrpocTpyuu. Takobe, ucry curyauujy
IMaMoO U y clydajeBHMa Kaja ce jefjaH CJIOT pedr NPOU3HOCH ca BHIIIE JUacTe-
MaTCKUX KapaKTepa, O KOjUX je JaKJie CBAKW HOCHUJIAL] jefIHE jeINHULE BpEMEHa.

27 .
3a TBOpUa KanogoHNYHUX UpMoca cmaTpa ce Teodanuje Kapukac, koMnosu-

TOp W NAPUTPajICKM MaTpujapx ¢ Kpaja 16. Beka. Mnmak, mpaBu mpomBaT OBaj KaHP
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CBE OcCTajlle MEeNU3MaTUYHE KOMIO3MIKje Y KOjuMa cy 00rocinykO6eHu
CTHXOBU OWIIM Y IPYrOM IUIaHy, IpeAcCTaBibalie CBOjeBPCHA Japmypia-
PTUCTHYKA OCTBapema, y YijeM U3BOhemy Cy IOjIi J0OHjaly IPUINKY
fla IOKaxXy CBOje I1acoBHe MOryhHOCTH.

CruxupapckoM Melocy Npunajajy IpkKBeHe MecMe UCIpes KOjux
ce meBajy oprosapajyhu mcanamcku ctuxoBu wid npunes ~Crasa... n
Huwbe”. [lonTnonena yHyTap OBOT HalleBa ce y TEOPETUKOHNMA Pa3Iid-
YUTO TEPMUHOJIOMKH ofipebyje. XpucanToBa HamoMeHa O cilapoj u
HOB0] MEJIOAUjCKO] BapUjaHTH CTUXHpA je JONYyHEHAa y CaBpEMEHUM
TEOPETUKOHUMA MPEIU3HUjOM KIIacU(PUKAIMjOM Y KOjOj TIIaBHY YJIOTY
MMOHOBO MMa PUTMHYKO-METpHUUKa CTpyKTypa Menoauja. Kao u upmo-
JIOIIKY, TaKO W HOBU CTHUXMPAPCKHU HAIEB IOCTOjH y CHIAOMYHOM M
pasBujeHnjeM BuAy. CHITabWIHN CTUXUPAPCKH MEJIOC j€ IO PUTMHYKAM
U METPUYKHM OCOOEHOCTMMA WAECHTHYAH CHJIAOMYHOM HMPMOJIOIIKOM
HaneBy. OHu ce MehyTuM, yHyTap ucTor riaca MebycobHo paznukyjy
IO OCTAJIUM MEJIOANjCKIM eJIEeMEHTHMAa, OCHOBHOM TOHY, KaO U APYTUM
TOHOBUMaA KOjU Cy y MEJIOAWjH TOMUHAHTHH, 3aTHM O HU3TJIEAY MEIOo-
IujcKuX 00pa3amna, a 9ecTo ¥ Mo JIECTBUYHO] CTPYKTYPH.

3a pa3BHjeHN CTHUXMPAPCKH HAIeB TEOpeTUYapH HUCY y MOTIIYHO-
CTH Yyje[lHaue€HW y TEPMMHOJIOIIKUM ofpebemnma. Y ImTaMIaHuM
HEYMCKNM 300pHUIIMA OBaj MEJOC ce O3HauaBa Kao apzo — pas3BH-
jenn,” a moHeKaj ra TOjIM y MPaKCH HA3MBA]y ApZOCUHGOMO, TITO OH
3HAYMIIO M3Meby pa3BUjeHOT U CHIAGMYHOT, AaKle CPelmhe pa3BhjeH.”
Hnak, oHO OKO yera Hema JBOjOe jecTe fa je y MeJiofimjaMa OBE BPCTe
yoOMJajeHo Jfla je CIor pedyn HOCWjal ABa TOHA W JBE jeIMHUIE
BpEMEHa, JaKJIe Kao U y Pa3BHjeHOM HPMOJIOIIKOM MEJIOCy.

he poxusetn ca crBapanamTBoM IleTpa bepekernuca, koju ce y HEyMCKHUM
pykonucuMa 18. Beka HasuBa ~oueM KanodoHmuHHX upMmoca’. ITodetkom 19.
croneha I'puropuje mpoTomcaiT je Kajdo(OHWIHE HPMOCE TPaHCKpHOOBAaO Ha
AQHAJIMTUYKY HEYMCKY HOTANHWjy ¥ IPUPEANO 3a MITaMIy Yy OKBHPY 300pHUKA IIOf
HazuBoM Kanogonuuna Hpmonozuja, xoju je mocpeacrsom Teonopa Pokejckor n
oGjaBiben y Koncrantunomnosmy 1835. rogumue. Ymop. [pnyopiouv ©. Etdbn, v
v Iérpwr..., 213217, Eipuoioylov kalogwyikdy, ueiomondév mapk Sadop@dy
TOLNTOV TEAXLOY T Kol VéWY SLOXOKAAWY HeTodpacBéy 8¢ elg THY véow Thg HouoLkfic
nébodov mope tod [pmyoplov IpwtolaAtov, viv mpwtov €kdobev elc timov Taph
Oeodudpov I1. Tapackod Pwkaéwg, Ev Kwvotavtivodmorel 1835.

28 , . . , . ,
Ynop. Awveoraowyuatdpior  apyor kar  ovvrouov, peromownBev  umo  Ilétpou

Acpmadaplov tou Iledomovvmolov kol SiaokevaaBéy uvmd Twavvou Ilpwrtoaitov, €.
Zom, Abrva 19901,

29 . . .
Humurpuje ITanajoTomynoc cruxupapcku HameB ofpebyje Kao aprocMHgomo,

anu y mopebemy ca MPMOJIOIIKAM, KOjU cMaTpa cwiabwdemMm. Ymop. A. T
Havaywwtomodiov, Oewple kal mpdfis, Has. geao, 136.
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3aHuUMIBHMBA je HAllOMEHa I'PYKOr TeopeTmdapa ABpama EBTumu-
jammca fa je TOHEKaj jefiWHa AUCTHHKIMja n3Meby criaGuIHOT UpMO-
JIOWIKOT ¥ CUIaOWYHOT CTUXUPAPCKOT, KA0 ¥ Pa3BUjeHOT MPMOJIOIIKOT
U pa3BHjeHOT CTHXMPAPCKOT MeJIoca, THII caMe IiecMe, OTHOCHO HeroBa
OPHUNAJHOCT CaMOTJIaCHUMA, C jeflHe CTpaHe, WM CaMOIIOloOHUMA U
nogo6HnMa, ¢ apyre crpaHe. CamoriacHe necme, mo EBTtmMmujapnmcy,
yBEK YKa3yjy Ha CTUXUPAPCKH, a CaMONO0O0HE M IOROOHE Ha HUPMO-
NomKY Hamnes.”

Ciiapum citiuxupapckum MeJIOCOM TpUKU INOjIM U TeopeTudapu
UMEHY]y MEJIM3MaTU4YHY MEJIOAUjCKY BEP3Ujy CTUXUPA KOjy HAJA3UMO Y
Jokcaciiapuony Jakosa mpotomncanta (+1800)" u Awnaciiacumaitia-
puoHy KOjH ce TIo mpefamy npumucyje Josany Jlamackuny.” Y oBEM
KOMIIO3UIMjaMa Ha jeflaH CJIOT ped’ JO0JIa3d Off YEeTUPH O OcaM, Ia U
BHIIIE jefuHNIa Opojamba U UCTO TaKO BEJIUKHU OpOj TOHOBA. 3a pas3uKky
Of IIpBa /iBa BUJAa CTUXMPAPCKUX Ilecama, Koje PUKH ICalTH MOjy Y
CBaKOJIHEBHUM W HEJCIHbHMM, 1A U MPa3HUYHUM OOrOCIyKEeHhIMa, OBaj
TIOCTIE/IHY je TOTOBO HECTAO0 M3 Mojauke mpakce cpefuHoM 20. BeKa
[laHacC ce MOXKe YyTU Ha MAaHACTHPCKUM OOToCiy:KemuMa, IIpe cBera Ha
OpeHWjIMa YOud TNpa3HUKA, U TO YKOJIMKO IIEBHHUILE BOAE HCKYCHU
nojiu.>

' Appody Evlvuiddng, Mabruata Bulavrivie Excinowaoricic Movours, Hae. geao,

345.

JakoB mporomncant, NO3HATA KOHCTAHTHHOIIOJbCKH KOMIIO3UTOP U3 Apyre II0-
nmoBuHe 18. Beka, caumHMO je Ha OcHOBY KanogouwduHor Ciniuxupapa T'epmana
enmckona Hoge ITatpe kpahy, anu jomr yBek focTa pa3BujeHy MEIOH]CKY BEpP3H]y.
OgBaj 300pHUK je Ha aHAJIUTHYKY HOTaNujy mpeBeo XypMmysuje Apxuap, a 06jaB-
JbeH je npBu nyT 1836. rogune y KOHCTaHTHHONOBY. YTIOpP. AokrotdpLlov TepLéXoV
0 SOEXOTLKE OAwY TQV S€OTOTLKOV Kol BeOopmToplk@dr €0pTAV, TV Te €0pTol OUéVQY
aylwv tod 8lou éviavtod, tod e Tpiwdlov kol Ievinkootapiov. Melomondéy mapd
TokodBou  Ipwrtoyoitov, T 7100 XpLotod Meyaing “ExkkAnoleg, €nyndév &€
AmopeAAGKTWOG €lg Ty véay Thg Mouoikfic uébodov, mapd Xovpuouliov Xeaptodirakog,
viv pdtov ékdoBév eig timov mapl Becodudpouv II. II. Iapdoyov Pwkéwg, Ek thg év
Fadat@ Tumoypadieac Todk 6é Kdotpov, qwAc.

? Ymop. Movowky, Bidiofrikn Sugpnuévn ele tépove kal mepiéxovon ‘Amdong Thc

&viwoiov "AkolovBiag to padiuate TdV dpxalwv éni thg Bulavtiwfg émoxfig kol pet’
0TV HOUOLKOSLENOKAAWY WeTE TPooBNkng TAV wéxpL Todde Greinynrwy, ékdidetal
éykploer kel ddele thg A. O. Tloveyidtnrog kel tAc Tep. Zuvddov mopd TV
povotkodidaokadwy  the  IHatprapyikfic  ZxoAfic The  ékkAnoiaotikfic  pouotkfg
Aveddpeoy otV Te kel tdr ¢Liogolowy cuwdpount@dr. Téu. A, B, Ev 1§
HotpLapyikn Tumoypadia tf SievBuvouévn vmd tod K. B. A. KaAlippovoc 1868, 1869.

3 Ynop. A. T'. Tevaywwtomodrov, Gewple kal mpdfic, Has. geao, 137.

34 . . ..
ITopen maHacTupckux GpaTcraBa,koja ce Hapounto Ha CseToj I"'opu u3nBajajy

no pobpmMm mojuuMa (Bartonenum, daHwiejum u Ap.), BPEOHO je NOMEHYTH Ja
I'puko—susanitiujcku xop, KOju MOA ynpaBibakbeM JIukyproca AHrenomyioca jie-
nyje y upksu Csete MpuHe y ATHHH, Ha peTOBHIM O0OTOCIy>KeHhIMa 4eCTO U3BOAU
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3a mamagujcKu HameB je TUNUYHA pa3BUjeHa Menoduja Koja
JNOMUHEpPA Hafl 60rocnyk06eHM TeKcToM. CTUXOBY WU TOjeAUHE Peyn
ce y OBOM MeJIOCy TPEeTHpajy 3HATHO CIOOOAHMjEe HEro HITO je TO
CIlydaj y MPMOJIOIIKAM ¥ CTHXHpAapCKUM Kommosmmmjama.” Yect je
cly4aj yBobema cioroBa KOju HeMajy HUKAaKBO 3HaueH€, Kao HIp. ile,
pu, pem, He, HU, HO U cJl. BehnHa managukujcKux Meofiija ce U3BOAU Y
CIIOPOM TEMITy, alli MOCTOje W OHE KOje ce MOojy y Op30M WM Mak,
YMEPEHOM TeMITy, KapaKTEepUCTHYHOM 3a HPMOJIOUIKH, OJHOCHO 3a
CTHXMPAPCKH HaTEB.

Y HeBenuKoM OpOjy TEOPHUjCKUX CIHCa KOjU Ce OTHOCE Ha HOBHje
CPIICKO IIPKBEHO TI0jalbeé HE MOCTOjU yjelHauYeHa Kiracupukalmja
HaneBa. C 063WpOM Ha YMHCHUIY f1a je y MO0javyKoj MpaKCH, ajld U y
neJaroruju PKBEHOT Mojakba ToKoM 19. m 20. Beka, Kao yocTajaoM U
flaHac, HajBa>KHUjU 300pHUK OM0 Ocmo2aacHuk, HallEBU Cy NTPEBACXOf-
HO ogpebuBanu mpeMa nmecMama Koje ce y leMy Hajase.

Kao kputepujym nopene menoca IMpeBacXOJHO ce HABOJU BpCTa
6orocny:xx06eHe XUMHE U YCTPOjCTBO MEJIOAUjCKUX o0pa3ana. Purmuuky
KOMITOHEHTY MEJIOfIdja HAIllM MPBHU MeJorpadu cy IOMUKAIN jeJUHO Y
HOJIeNIN CPICKOr IOjara Ha MaAA0 WIU KPAWiKO U gy20, 6€AUKO UIH
Kuitirbacitio.”” Mokpamar fieuHuIIE KPaTKO TOjarhe Kao OHO y KOMe
ce “cBaKkW HEHarJIAlIEHW CJIOT TEKCTa IleBa 3a jefjaH Max, a HaIJlalleHH
CIIOT MOKE TpajaTH JBa WM BUILE MaxoBa U I peud TEKy jeHa 3a
fpyroM 0e3 BEJHMKOr 3ajpsKaBarba Ha MOjeIMHAM CIIOroBUMa . Y IyroM

. . 38
nojarby ce ~’CBaKM CIIOT MOXKE MEBATH Ca MEJIOAMjOM Off BHIIIE MaxoBa’;

Henan Bapauku y yBomy cBoOje CTyamje, MOJA PagHUM Ha3MBOM
Obpacuu ocmozaacHoz lZOjUULba,39 roBOpH O TOME fa 3a CBaKu HAaIlEB
MOCTOjM HApOYWTH Kanyn miu obpasan. HanmeBm mory OuTu pasnu-
YUTH: CAMOTJIACHHU, TOJOOHU, TPONAPCKH, aHTU(OHCKHU, KaTaBaCH|CKH,

HaIICBE pa3INIUTUX MajCTOpa BI/IBaHTI/IjCKe u HOCTBI/I3aHTI/IjCKe €I0X€, 1 TO HEPET-
KO BpJIO Ayradyke U1 YMETHUYKA U TEXHUIKU 3aXTECBHE KOMHO3I/II.II/Ije.

¥ Ymop. I. ©. Ttdén, O avaypauuariguol kel @ uabfuata thg Pulavrivic

uelomoting, 60-155.

36 Ymop. I'. N. Kwvatavtivov, Ocwpia kar Ipdaén tne Exkinowxoriktic Movouks, 13.

7 Ynop. C. Mokpaman, Has. geao, 4-5; Kocra I1. Manojnosuh, Ciiomenuua

Citiesarny Ciu. Mokparuy, Beorpan 1923, 172.; J. 2Kuskosuh, [Ipegzoeop, HaB.
meno, IX; I1. bunrynan, Ciuesan Moxparwau, Hanucu o My3uiy, YHUBEP3UTET
ymeTtHocTH y Beorpagy 1988, 48.

38 Yuop. C. Mokpamar, Has. geno, 4.

39 _ _ . _ . _ _ _ _
Ynop. Obpacuu ocmozaacroz iojara y Hoitie 3a jegaH 2aac cluasuo u upouty-

mauquo ipoinojepej Henag Bapauxu, iipogpecop y tiensuju, 1938. Pykonuc y Apxu-
Bu My3ukonomkor uactutyta CAHY.
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er3anocTUIapcKu, KOHJadKH, CIABOCTOBCKHM — cBeuanu.” YecTo ce
felaBa, uctude bapadky, fa u M0 HEKOJIUKO HaIleBa UMajy JefHy UCTY
KaJIYNCKy (pOpMy, Kao HIIp. TPONMAPCKU U aHTH(POHCKH WM aHTH(OH-
CKM M KaTaBacHjCKM HUTJ. 3a Ipynucame MeJOoAHja y jeflaH Off moMe-
HyTHX HaneBa bapaukor onpepnesbyjy ciefehu enemeHTu:

1. 3 KonmKO ce MejopujcKux craBoBa (oGpasaua, mpum. B. IT.)
CacToju JOTUYHU HATIEB;

2. KaKO ce IIOHABJbAjy OBM CTAaBOBM M IIO KOM pEROCIEfy ce
HaJI0Be3yjy jefaH Ha ApYIHy;

3. KOJIMKO NojeuHA oOpaciy UMajy "OUTHUX W TJIaBHUX yaapa y To-
4 .
HOBHMa KOjH CITy’Ke Kao KapaKTepPUCTHKA JOTHYHOT HareBa

4. KaKO ce MeJIONMjCKU 0Opacly 3aBpIlaBajy, ~BUCOKO MU HUCKO,
OJ103T0 WJIU OJI03]10, TOPE UM JIOJIE, HA aP3UCY WU TE3UCy .

Bbapauku, nakie, HaneBe ofpebyje HCKIBbYYNBO MpeMa KpUTEpHjy-
My MeJOAujcKuxX obpasana, anu 6e3 NCTHIama BaKHOCTH CaMe pHUT-
MHYKE KOMIIOHOHETHe y HbuMa. OH jelNHO IIOMHUIE TEMIIO KOjUM ce
oapebenn HameBW IOjy, ajny pas3iuKe Koje ce IO OBOM IapaMeTpy
youaBajy off riaca Jo riaca He 06e36ebyjy My 3Hauaj HEKOT ToceOHOT
kputepujyma. Hanme, camoriacam HameB y HajpeheM Opojy TiracoBa
mofipa3yMeBa CIiop TeMIIO, peMzia je y Tpehem m cemMom riacy, mo
BapaukoMm, oH ymepeHo Op3. Tpomapcku Mesoc ce IeBa U yMEPEHO
6p3o (y mpBoMm, Tpehewm, IIeCTOM M CEIMOM TJjacy), alli U YMEpPEeHO
noJako (y Apyrom, Ye€TBPTOM, IETOM B OCMOM), IOK j€ 32 aHTH(OHCKH
TUNWYaH Op3 TEMIIO.

CBe IOMEHyTe HaleBe He Hala3uMo y CBUM IitacoBuMma. Mebyrum,
CBaKM IJIac ©Ma CaMOTJIACHU M TPONIaPCKU MeJIOC. Y caMOTJIaCHU HaleB
Bapauknm cBpcraBa: cruxupe Ha ~Tocrmogu Bo3Bax” W Ha ~Xsamute”,
JIOTMATHK, jeBaHbelCKe W JINTHjCKE CTUXHMPE, CTUXMPE HAa CTUXOBE O
Ipa3HANMMA Ca HBUXOBUM OOrOpPOAMYHIMA. Y TPOIApCKH HameB yopa-
ja: Tpomape u BUXOBe G0OropoAanyHe, cefanHe (y MpBOM, APYTOM, YeT-
BPTOM, OCMOM TrJjlacy) U KoHjake (ocuM y Tpehem riacy), BackpcHe
CTUXHpE Ha CTHUXOBe, cTeneHa (aHTugOHE), MPOKNMEHe, KaTaBacHje,
Yecitirbejutyjy, CIaBOCIOBIbE Ca 3aBPUIHUM TPOIAPOM U OiiaxkeHuMa (y
npBoM, TpeheM, meToM M mecToM riacy) Kao W KaTaBacHjy y IPBOM
rnacy. ITono6uu HamneB, mo Bapaukom, o0yxBaTa CTHXHpE Ha OIENY
nocie JeBanberba, mOHEKe cTUXMpE Ha cTUXoBe (penuMo Ha Benukwm
ITeTak) y Apyrom riacy, 3aTUM IIOHEKe cTuxupe Ha ~T'ocronm Bo3Bax’™
u Ha “XBanmure” y YETBPTOM, IIECTOM W OCMOM TIJjacy, JUTHjCKE H

40 . . .
C 063upoM Ha YumCHULY Jia je Bapauku cBojy cTyaujy 3acHOBao caMo Ha Ilec-

MaMa us3 OCMOZ/ZCICHL{K(Z, OH HC IIOMUKE 8€AUKO HOjaH)C.

“' ”Vnapu y TonoBuMa 6poje ce ogaaTpar”’— fonaje Bapauku.
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CTHXOBCKE CTUXHpE O HeKuM mpasHunuma (Hmp. 3a CB. Hukomny), 3a-
THM T3B. ACXaJlHE CTUXUPE (3a KOje Cy THIMHYHK — fofaje bapauku —
HAPOUYUTH MEIOUjCKH €JIEMEHTH) y MEeTOM Tiiacy. ¥ aHTH(POHCKOM
MEJIOCY CY BacKpCHE CTHXOBCKE CTHXHMPE W HUXOB GOTOPOJMYAH, CTe-
neHa (aHTU(OHN), IPOKUMEHY, KaTaBacuje, Yecilirbejutyjy Mo NeBeTOj
MeCMU KaHOHA, CJIABOCIOBJbE Ca 3aBPIIHUM TPOMApOM U OlaxkeHa y
NPYroM, 4eTBPTOM M OcMoM riacy.” ErsamocTunapckm Hames Ipefi-
CTaBIbajy €r3amoCTUIapy, MPa3HUYHH CBJETHIIHN ca GOTOPOMYHUMA Y
IpyroM riacy (M3y3€B CBjETHJIHMX O NpasHUIUIMa KOjH Ce TOjy II0
“BenukoM’”’ HameBy). KOHauku HameB ce OJIHOCHM CaMO Ha KOHJaKe
Tpeher rimaca, a ClaBOCIOBCKM HameB bapauku wu3fBaja y Be3u ca
CITaBOCITOBJBEM KOje ce TI0je, HApOUNUTO YOUH BETUKUX MPa3HuKa, Kao u
ca HEKWM TMcajiMmMma y mectoMm Tiacy. Haj3am, mo karaBachjcKom
MEJIOCY ce TieBajy KaTaBacuje (KaHOHM), CTUXOBU ca Yecitirvejutyjy Ha
JIeBETO] TMecMH M OJlaskeHa — YeTHPHU MOCIeNiha CTUXa ca rmecMama y
OCMOM TJ1acy.

Bpanko lIBejuh y cBOM Yyuberuky upksero? iiojarsa u iipasuaa y3
BEJIUKO I0jalke NMOMHUIE jJOII CaMOIJIACHHU, aHTU(MOHCKU ¥ TPONapCKH
Hanes.” ”CamoriacHo nojarme HHje jeJHOCTABHO Ka0 TPOINAPCKO HIIH
aHTH(OHCKO, HETO je KOMIUTMKOBaHHje, CAaCTaB/LEHO U3 BUIIE OTCEeKa
(Menoaujckux obpaszana, npum. B.IT), ma mpema ToMe u TeXe, ald U
MHOTO JIeNIe Hero Tpomapcko u aHTudoncko”* OBom Memocy, mo
LiBejuheBum peunma, mpumapnajy cruxupe Ha ~Tocmogu Bo3Bax~ Ha
Beuepmy U CTUXHpe Ha ~XBaiauTe  Ha JyTPEemY Y CBUX OCaM IJIacoBa.

“Tponapcko Mmojawme je HajjeqHOCTaBHHje, IpeMa TOMe W Hajllak-
IIe... IecMe ce Mojy o6m4Ho O6pkuM TemrioM” . Y oBaj HaneB LIBejuh,
kao u bapauku, cBpcraBa Tpomnape u 60ropopuvHe, cefjaTHe, KOHIaKe
y CBHX OCaM TIJlacoBa, CTUXUpPE Ha CTHXOBE M IHMXOB OOropoguyaH y
TpeheMm, meToMm, IIEeCTOM U CEAMOM IJlacy, IPOKHMEH amocroja y
LIECTOM M OCMOM IJ1acy, aHTH(OHE U IPOKUMEH Yy IIECTOM IJIacy.

AmnTtudoHcknM HaneBoM ce 1o LIBejuhy mojy ctuxupe Ha CTHXOBE,
MPOKVMMEHH, OGaXkeHa Jpyror, 4eTBPTOr M OCMOT Tiaca, Kao W Mpo-
KUMEHH arocToja y ApyroM U 4eTBPTOM rJacy. lIBejuh HaBogu u TO fa
y IIECTOM IJlacy aHTHU(DOHCKU HaIleB HHje 3acTyIUbEH y IecMaMa U3
Ocmozaacruka, Beh camo y kpahuM CTHXOBHMa: BEJIUKOM CIaBOCIIOB-

42
3a ocmu riac bapauku mctuue ja cy caMo IpBa YeTupH OjaxkeHa y aHTH-

¢onckom HamneBy.

Ynop. Bpauko LlBejuh, Yubenux upkeenoz iiojarsa u iipasuaa, beorpay 1950,
pykonuc y Haponnoj 6u6nuorenu Cpbuje, PM — 32.

“ Hcro, 289.
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by (ocobuTo o mpaszuuiuMa), y necmama Tebe boza xeaaum u C Hamu
boz, xao u ncaaMmumMma.

W TIletap bBunrynam je pgao mopeny HameBa, Ipemja je HHUje
NOBOJbHO 00pa3noxuo. OH pasnukyje eauku, CamozaacHu, ogooHu,
wipoiapcku M aHiiugpoHcKku HaIEB, ajy HarnaiiaBa, Kao u bapauku,
[a HHUCY CBM IIPUCYTHH y OKBHPY jeJHOTr riaca, Beh TeK y IOjeuHUM.
Kao u y lIBejuheBoj mopenu, HajcMIIaOMYHUjU Cy TPOHAPCKU M aHTH-
¢oucku, Mmeby kojuma, mo BUHTyTUYeBOM MUIIIbEHY, U HEMA CYIITHH-
CKe pa3nmKe, OCHM ITO je Tpomapcko ~ceevannje”.” Togo6HE Meoc
je mo cBOjUM ocoOMHaMa u3Meby Tponapckor U caMoOIJIacHOT, KOjH je
[IaK, HajHAIleBHUjU M ca MEJIU3MHUMa y KajeHIlaMa MeJIOAMjCKuX obpa-
3ana. Haxanocr, Bunrynan He HaBoAM BpcTe Iecama Koje ce I10jy 1o
OBMM HaleBWMa, KaKo OWM MOHEKIIe 00jacHHO pasyore 300T KOjuX je
KOPHCTHO TOMEHYTE Ha3WBE.

Beh ce Ha ocHOBY HaBefjeHNX HaleBa CPIICKOT IOjaka W HBUXOBUX
YONIITEHO WM3HETHX OJIIMKa MOXE YOUHUTH CIUYHOCT ca OHHMA U3
rpuke Tpagunuje. MOKpamueBO 3alaXame O 3aBUCHOCTH MEJIOAUjCKe
MeTpHKEe O METPHKE peud y KpaTKOM Iojamy NOAyfapa ce ca Ipa-
BUJIMMA KOja Bake 3a CHJIaOM4He MeJloce, UPMOJIOLIKY M CTUXHPAPCKH.
ITopekso BeMKOr Win Ayror mojama 0e3 CyMmbe je y MeJIM3MaTH4HOj,
Managukjckoj MEJIONINjCKOj BapUjaHTH.

[Tornogena cunaGuyHOTr HaleBa Ha aHTU(OHCKU U TPONAPCKU U
UCTHLAK-E Pa3BHjeHHje—CcaMOrJIacHe BaphjaHTe OCMOIIACHUX MEJIOAMja
MOXeE Ce JOBECTH Yy Be3y ca MPMOJIOIIKUM, OJHOCHO CTHUXHPAPCKUM
MesocoM. MebyTum, HaBegeHa TEPMHUHOJIOTHja KOjOM C€ O3HayaBajy
CPTICKH HaTIEBHU HHje IOBOJHHO jacHa. ™

3a ynorpeby mojma aniiugponcku lipejuh He pmaje ybeasbuBy, a
Bapauku u Bunrynan He fajy HukakBy aprymentanmjy.” ITopcehamo
HA TO Jla je MPBOOUTHO awnitiughonuja (Of TPUKE PEUU GVTLPWIEW —
OJIBPATHTH, OIFOBOPHUTH) TOJIpa3yMeBana Hau3MEHUYHO MOjarbe Mca-
JaMa, a KacHHUje M CBHX OCTAJIMX LPKBEHHX IlecaMa, Off CTpPaHe ABa XO-
pa, ca fecHe W JeBe mneBHHUNe. [lopex o3HaKe 3a HAuWMH IOjamba,
aHTH(OHNMA Cy ce BPEMEHOM Ha3Baju ofpeheHn mcaJaMcKi CTHXOBH
KOjH ce TOjy Y OKBUDPY Pa3iUYUTHX CIYKOW W y3 paziuduTe BpPCTE

Bunrynan ucruye ja moypesy Ha oBa JiBa Mejoca UMajy camo Tpu ruaca — II, IV
u VIII). Ynop. P. Bingulac, Crkvena muzika u Sbiji, mas. gemno, 371.

46 . . .
HI/I_]G IIO3HATO Of1 Kajia € HaBE€JI€Ha TEPMHUHOJIOIAja IoYeJia fia ce yHOTpe6J’baBa

3a HaleBe CPIICKOT II0jama. Y CBaKOM CIIy4ajy, OHa ce OJHOCH Ha HOBH]Y TPaiuLHjy
— HOTHOT TIOjama.

“ W Usejuh u Bunryar mofesy Ha TPOIapcKo i aHTH(OHCKO TOjarbe Be3yjy 3a

IL, IV u VIII rnac.
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necama.” Crora LlpejuheBo oGjammerme fa cy necMe aHTH(OHCKOT
Mejoca JoOuiIe uMe MO BAaCKpPCHUM aHTH(OHMMAa W aHTU(OHHUMA Ha
jyrpemy Bemukor IMetka,” xoju makme, npesicTaBibajy caMo jefiHy of
neT nocrojehux rpymna aHTH(OHA, Tpasku AOMYHCKE ONPETHHALIE.

HeonxofHo je ykKa3aTu W Ha HENPEUU3HOCT HA3WBaA pOoiapcKu
HameB. Y HalllO] MOjayKoj MPakCH ce TpomapoM (Tpd. TpomepLov) Haj-
yemrhe cMaTpa mecMa Koja cap>Ki KpaTak OMuC Mpa3HuKa OWiio fa je
Tl'ocnopwu, Boropognuam mim CBeTor, Koja ce Moje Ipe OTIycTa Ha
BeUEepHEM OoToCIyXkewy, nocine Hure otiilywvajeuiu, Ha jyTpemY
nocne boz [ociiog u Ha Jlurypruju nocie [lpuguitie iiokaoHumcja.
MebyTuM, U3BOpHO 3HAaUEHE IIO0jMa TpOHap ce OHOCH Ha TOTOBO CBE
BpcTe cTpocha HMPKBEHOr NecHMmTBA.  IIpeMa pasIHUATHM TeMaMa
OHHM ce MOcCeOHO MMEeHYjy, la TaKO MOCTOje BaCKPCHU, KPCTOBACKPCHY,
6OrOPOIMYHH, KPCTOGOrOpOAMdHH, oTmycH: u ip.” Tponapu u y rpu-
KOj M Y CPIICKO]j PAaKCH Y OKBHPY HMCTOT Ij1aca MOTY UMaTH Apyradmje
MEJIOAMjCKe KapaKTepHCTUKE, HaKO MO CBOjUM PUTMHUYKUM OCOOEHO-
CTMMa Tpumajajy Tumy cuinabmydor HameBa. Otyga je ymorpe6a
OfpeNHUlle ipoilapcku HENPEeNn3Ha jep ce OMHOCU CaMoO Ha jefjaH Of
napaMeTapa Ha OCHOBY KOT'a ce IecMe IPYIHIIy.”

“ To cy: 1) anTH(OHE KaTH3Me KOjU Ce TNOjy HA jyTpemwy, 2) aHTH(OHH H30-

6pasurentu (mc. cr. 102. u 145. n GnaxkeHa ca Tpomapuma 3. u 6. mecMe KaHOHa)
KOjH ce HOjy y cy0OTHe, HefielbHe U HeKe Apyre NMpa3HUYHE faHe Ha JIUTYPruju, 3)
aHTH(OHM cBakupammbu (ctuxoBu w3 mc. 9, 92. m 94. Koju ce MOjy ymecro
n300pasuTe/bHAX Yy HENpasHU4YHe flaHe), 4) NMpa3sHUYHH aHTH(OHH (IPOPOUKH
CTUXOBU W3 IIcaliaMa) M 5) CTENeHCKU aHTH(OHU — CTelleHa (CacTaBJbEeHU W3
CTHXOBa y3€THX M3 IeTHaecT ncanama of 119. mo 133.). Ynop. Jlazap Mupkosuh,
Ilpasocaasna auiuypauxa |, beorpan 1982, 221-222.

49

Ynop. b. Lisejuh, nas. geno, 161.

50 _
Ynop. 'b. TpudyHoBuh, A30yunuk cpilckux cpegr08eKOGHUX KHoUNICCBHUX

Hojmosa, 355. Y HajcrapujuM m3oBopmMa, Kao mTo je Turmmk Benuke upkse y
Iapurpany u3 10. Bexa, yak Ccy ce u nmecMme Koje cy ce IeBajie Iocie IcantaMcKux
CTHXOBa HasmBajie Tponapuma. Ymop. Danica Petrovié¢, Osmoglasnik u muzickoj
tradiciji Juznih Slovena, Muzikoloki institut SANU, posebna izdanja, knj. 16/I, Beograd
1982, 19.

51

Ynop. JI. Mupkosuh, ras. geno, 228-229; B. Tpudynosuh, ucro.

52 . .
3a pa3nuKoBame TponapcKor u antugoHckor Hanesa lIBejuh Hje 1ao HOBOb-

HO apryMmeHarta. M mopej Tora IITO HarjaliaBa HBHXOBY CIMYHOCT, OH IOjeJMHE
necMe 6e3pa3iIosKHO MPHINCYje jeAHOM, OAHOCHO APYroM HameBy. Ymop. PomaHa
Pubuh, ”Yubenux upkeenoz tiojara u tpasuna’ Bpanka ILlsejufia y paseojy
HosujeZ cpiickoZ upkeenoZ tojarba, Beorpax 1995 (IUIIIOMCKY paj y PyKOIHCY),
13-14. openy Ha iupoiapcku u anitiugponcku n lpejuh n bunrymnarn Be3yjy camo
3a II, IV m VIII rnac. MiBana IlepkoBuh Tpomape II u IV riaca Koju ce mojy Ha
BeuepmeM yOpaja y TpolapcKu HalleB, a Tpollape Ha jyTperwy y UCTHM IlacoBUMa
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Haj3an, kao mTO cMO IIOMEHYJIH, CAMOIJIACHU — UAMOMENHN Ipef-
CTaB/bajy CBOjeBPCHE MEJONOETCKE THIIOBE, TAKO [la C€ 3HAUCHE OBOT
[I0jMa HEeOIpaBJaHO Cy>KaBa Kajia ce MoJ] ’bUM IoApa3yMeBa caMo jefaH
KOHKpeTaH HameB. Kao mTo cMO y IPEeTXOAHOM H3Jaramy U3HENu, U y
CTapujeM ¥ y HOBHjeM TIpPYKOM II0jalkby CaMOTJIaCHUM IlecMaMma ce
cMaTpajy cBe BpcTe cruxupa. MebyTtnMm, y HEYyMCKAM My3WIKUM 300p-
HHUIEMa [OCTOje IBe HUXOBE BapHjaHTe: CHHOMO M apro Koje ce pas-
JIUKY]y 1O CBOjUM PUTMHYKHUM CBOjCTBUMA, a Y NMOjeUHUM IJIacCOBUMA U
0 MeJOAMNjcKIM ocobeHocTuMa. OBa 1ojaBa je KapaKTepUCTH4YHA U 3a
CPIICKO TOjalkheé MaKo y HeMy He MOCToje cuiaabuyHa W pas3BHjeHUja
BapHjaHTa 3a CBE BPCTE CTHXMpA, Ko y IpuKoj mpakcu.” CTEXHpe Ha
“Tocnofu Bo3Bax~ W Ha ~XBanuTe”’ Cy PUTMUYKHU pa3ybeHHje, Meso-
nujcKku OoraTwje W NPWIAajy pa3BUjeHHjeM HameBy (HAJIMK Ha apro
CTUXMPAPCKH), MOK Cy CTUXUpE Ha ~CTUXOBe CUJIaGMYHE W TOjy ce
yBeK y Op:KeM TeMIly Off OcTalluX CTHXHpa, Tako fa mopfcehajy Ha
CHUHJOMO CTHXUpapcKu HameB. OBa pa3inKa je HajBepOBaTHH]jE W OIpe-
pmemuna Llsejuha m Bunrynmna ma cruxupe Ha “cTHXOBe™ y HaBeJeHUM
nojesaMa of raaca o IJlaca pa3BpcTaBajy y caMOINIacHH, aHTH()OHCKH
YLIIM TPOIAPCKH Meoc.”

Tpeba MOMEHYTH U TO Aa CYy KaKO y BU3aHTHjCKOj, TAaKO U y MOCT-
BHU3aHTHjCKO] TPagULUji JIBE OCHOBHE IOjauke KIUTE, Y PyKOMUCHMA
HA TPYKOM W CJIOBEHCKOM je3uKy, omne Mpmonozuja n Citiuxupap.”
Hpmonozuja je npBOOUTHO cafip>kaBajia vpMoce KaHoHa u3 Ocmozaac-
Huxa, Muneja, Tpuoga n Ileniuukociiapa, y cBUX ocaM IJlacOBa, a
BPEMEHOM je JIONyHhaBaHa 1 OCTAJIMM BpcTaMa Iecama Kao ILITO Cy ce-
NaJIHK, KOHJIAIM, CTeNeHa, ersanocTuiapu u ap. hophe Tpudynosuh

y aHTudoHcku Menoc. Ynop. WM. Ilepkosuh, Mysuka cpiickoz OcmozaacrHuka
uameby 1850. u 1914. Zogune, Beorpag 1997 (Marucrapcka Tesa y pyKomucy), 28.

® Vesna Peno, Stichera melodies in new Serbian and Greek chanting based on
Octoéchos, Theorie und Geschichte der Monodie, Osterreichische Byzantinische Gesel-
Ischaft und Institut fir MUsikwissenschaft der Universitét Wien, 24-41.

54
ITetap Bunrynan nop anTuOHCKUM HaneBOM HOApa3yMeBa CTHUXHMpE Ha CTH-

xoBe. Ynop. P. Bingulac, nas. geao, 371.

® T. 0. Stddn, Te Xewdypaga Buiavrivic Movowdc “Ayiov “Opoug, xatdioyoc

TepLypadLkds TOV YeLpoypadwy Kwdlkwy PulavTivfc WOUCLKAG TOV GTOKELUEVWY &V
Tl BpArobrikaie TV Tepdr Movav kal Zkntdv tod ‘Ayiou “Opoug, Tepd Xivodog
the ExkAinolag thg ‘EAAdSog - “ISpupa Bulavtiviic Mouoikoroylag, téu. A’, B/, IV,
"AbfvaL 1975, 1976, 1993; Dumurpuje Bornanosuh, Kaitionoz hupuackux pyxoiiuca
manaciiupa Xunangapa, beorpan 1978; D. Petrovi¢, Osmoglasnik u muzickoj tradiciji
Juznih Slovena, 18-19; AHpupuja JakoBimbeBuh, UHeenitiap my3uuxux pyxoiiuca
manaciiupa Xuaangapa, Xunaagapcku 36opHuk 4, beorpap 1978, 193-234.

* VYmop. Avtdviog E.  Alvyldkne, Melwduata  axoroewr  AeLtovpyiki,

Beoonrovikn 1992, 23-24.
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cMmatpa aa cy MpmoaoZuje mpeBefieHe ca I'PUKOT jOII Yy HajcTapuje
BpeMe CIOBEHCKE KibIKeBHOCTH. Off moceOHe je BaKHOCTH HEToBa
HaloMeHa fia Cy NPEeBOAHMOLM WM NPaTWIH Pefociief] peyd IPUYKor
MIpEIIONIKa WM, MaK, HICY MPAaTHIN PEefocie]] PeUr, alli Cy TEXKUIN
MECHUYKOM OOJMKY KOjU je ciudaH TPYKOM OpHWTWHAIy, TaKO fa ce
MOTJIO JIaKO H3BOPHO TojaTh.” OBa UM-EHUIA W€ y MPUJIOT CTABY /A
moflyAapHOCTH n3Meby cunaGuyHNX mecama TPUKOT U CPIICKOT IMOjama
HHUCYy CllydajHe, Te Jla Ce 3alcTa MOXe OBOPUTH O HHXOBO] NMpUIaf-
HOCTH j€[THOM HCTOM — HPMOJIIOIIKOM HaTeBy.

Casipkaj U IpuKuX U ciIoBeHCKuX Ciiuxupapa JAHUIE Cy CaMo-
rnacHe cruxupe u3 Okitiouxa, Muneja, Tpuoga n Henitiuxociuapa.™
N3 mpakTnyamx pasznora u3 Ciiuxupapa cy ce u3BOjIIe Kao mocebHe
My3uuKe 36upke AwHacitiacumaitiapuon unu OcmozaacHux (=Bockpec-
HMK)SQ, Munejuux nnm Jokcacitiapuon n Tpuog — Ilenitiukocivap. Ho,
U cafp:Kaj OBUX 30MPKHU BpPEMEHOM CE MEHa0, TaKO Jia Cy OHE CBE Mame
Owmire mojaukm 300pHUNM oOfjpeheHOr Thma CTHXHWpa Koje ce MOojy Y
onpebennm cinyx6ama u y oppebeHo goba LpKBeHE TOJUHE, & MHOIO
BHUIIIE CBETa MPAaKTUYHE MOjauke KIUre Y KOjuMa Cy ce MOjI MOTId Op30
CHAJla3UTHU y TOKY 6orocnyxkema. Tako je OcmozaacHuk Kao 300pHHUK
KOju je Tpebaso fja MOCIyXH TOjIrMa MOCTa0 CBOjeBpCHA aHTONOTHja
mecama Koje ce I0jy Ha BeuepmeM y cy6oTy, jyrpewy u Jlutypruju y
HeJesby, LITO 3HAUU f1a Cy Ce HOpeJ] CTUXUPA Y HeMy BPEMEHOM Halllle
U IlecMe Koje ¢y MpBOOUTHO npunajaine Upmoaozuju.

Henpenms3aoct 1o caga KopuimheHWX Ha3WBa 3a HAMeBe HOBUjET
CPIICKOT MOjama U norpeda caodbpakaBakba TEPMUHONIOTHjE OHOj Koja
je mocrojana y CTapuHH, U KOja je cauyBaHa y CaBpPEMEHO] T'pyKoj

57

Yuop. 'b. Tpudynosuh, Has. geao, 115; Munom Bemmmuposuh, Ciipykiiypa
CIIAPOCAOBEHCKUX MY3UHKUX UpMOA02a, XWnaHTapcku 36opHUK I, Beorpan 1966,
139-161.

® O cagpxajy Cliuxupapa macao je A. Gastoue, Introduction a la paleographie mu-

sicale byzantine, Paris 1907. Ymop. takobe: A. Alvywlakne, H Okrarjyoc ortny
eldnvikr  Aettovpyikrl  wuvoypagin, Ocoowiovikn 1985. 115; I'. O. Xtabn, 7w
Xewpoypaga Bulevrtiviic Mouvowfic  “Ayov "Opovg, tou. A ', A ’; Moawvding
Xat{nyLacobung, Xewodypada exkinoiaotikne povoikrs 1453-1820, 232; Oliver Strunk,
Seecimina Notationum Antiquiorum, Monumenta Musicae Byzantine, Ser. principale,
val. 7, Pars Principalisi Pars Suppletoria, Copenhagen 1966; C. Hoeg, H. J. W. Tillyard,
E. Wellesz, Monumenta Musicae Byzantinae, Ser. Principale, vol.1, Copenhagen 1935,
13-25; O panoj tpapummju Cinuxupapa xop CnoBeHa mmcao je m [umwutpuje
Credanouh. Ynop. D. Stefanovié, The tradition of the Sicheraria MSS, Okcdopn
1967 (moKTOpCKa TEe3a y pyKOIHCY).

*  IlocmoBas mpeBOR TPUKOr Ha3uBa Awaciliacumaiiapuorn — Bockpecuuk cpehe
ce Tpe CBera y XWJIaHAapcKoj PyKONUCHO] Tpapuuuju 19. Bexka, Kao u y 6yrapckum
PYKOIIICHUM U3BOpHMa M 6yrapckoj caBpeMeHO]j IIPKBEHO] IIPaKCH.
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M0javkoj MpaKCH, JOJIa3M O M3paxkaja HaKOH YIOPENHE MEJIOMOETCKE
aHalm3e CPICKUX W TPUKUX Iecama, IpeicTaBHIKa ofipeheHnx Hamega.
Cpakako Tpeba uctahu u yMmbEHULY fAa je U Ipuka Kiacuduxaiuja
HarneBa (hIIeKCHOMITHA, HAPOUMTO Y TIOTJIENly Pa3IMKOBaka CHIIaOUMIHIX
U pa3BHjEHUX UPMOJIOIIKUX U CTUXUPAPCKUX MEJIO/Hja, ajli U KOMIIO-
3WIHja MENMU3MAaTHIHOT KapaKTepa Koje Hajla3uMO y CBa TPH OMHMCaHa
Menoca, Te Ja 61 ofroBapajyhum ofpegHunaMa OUI0 HEONMXOAHO YKa-
3aTH Ha pa3iiuKe.

Oga crynuja mocinyxkuhe Kao yBOJ 32 MHOTO CJIOKEHH]je UCTPaKHU-
Bame Koje OW ce OJHOCHIIO Ha:

1. ycraHoBIbaBal-e¢ IPUMEHBUBOCTHU j€THOM YCBOjeHE Kiacuuka-
yje Ha MeJIoiWje 3alicaHe HEYMCKOM, OTHOCHO NETOJWHHU]-
CKOM HOTAIMjOM Y TPUKHUM 1 CPIICKAM 300pHUIAMA IIITaMIaHIM
TokoM 19. 1 20. Beka;

2. nepuHKCakEe BEJIUKOT Opoja m3y3eTaka Meby IpPKBEHUM XHUM-
HaMma, Koje ce He MOTY CBPCTaTH IO 3ajefHNYKUM MepmiinMa ca
OCTaJIUM [IeCMaMa MCTe BPCTE Y UCTH HAIIEB;

3. JokasmBame MOAyAapHOCTH Meby MejlocMMa HOBHjer TI'PYKOT
(=HOCTBU3aHTHUjCKOT) M CPIICKOT TI0jakha.

Vesna Peno

ON THE ORTHODOX CHURCH "MELOS'—
A CONTRIBUTION TO THE TYPOLOGY OF CHURCH CHANT

(Summary)

Many unresolved questions related to post-Byzantine church chanting present
obstacles to understanding some aspects of church music since the 19™ century. One
of those problems concerns the need for strict definitions of criteria according to
which a church melody is classified as "melos' (Serb., napev). In this article the
actual classifications of new Greek and Serbian chants are given. The most impor-
tant Greek theoretical sources (theoretikon) are taken into consideration, as well as
writings in which Serbian theoreticians and chanters explain the classification of
hymns in Serbian church singing. The terminology related to "melos" in Greek and
Serbian church chanting practice is critically examined. Attention is also drawn to
elements common to new Greek (neumatic) and Serbian (staff notation) "melos".
This article is an introduction to more detailed research whose aim will be to
establish similarities and distinctions between the two church singing traditions that
have the same origins in Byzantine church music.

UDK : 783.24.087.6 (=774=861)
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17. KOHI'PEC MEGBYHAPOJHOT
MY3UKOJOHWKOTI IPYIITBA

onpxkaH y JleBeny, ox 1-7. aBrycra 2002. rogune

Kao mrto ce u panuje gorabano, 17. kourpec MebyHapogHor My3uKOJIOLI-
Kor ppymTBa (IMS — International Musicological Society) okymmo je Bpiio BENHKH
6poj yuecHHWKa W3 LEJOr CBeTa — OKO IIeCT cToTuHa. IIpBH KOHTpec OBOT
ApymTBa, ocHoBaHOT 1927. rogmue y bazeny, ogpxaHs je y Jlmjexxy 1930. 3a
nomahnHa je moHOBO M3abpaH jeman Genrujcku Tpaj, Jlesen (Leuven), koju je
06e36enno capaamy cBor Katomumukor yHuBep3uTeTa (OCHOBAHOT joIr y 15.
Beky) 1 MebyHapogHOr 1ieHTpa 3a MpoydaBame XOJNaH/CKe MY3UKE, OJTHOCHO
donpganuje "Alamire" koja ¢puHaHCHjCKY TTOfIp3KaBa WkeroB paj. [1o Tpagunuju,
Ha CBEYaHOM OTBapamy je MpEeMHjepHO M3BEICHO jeTHO IENIO KOoje je MOPYIEHO 3a
oBy npmiuky: Busnje XKepoena [Ixoa (Jeroen D’ hoe) 3a kamepHE aHCaMOUL.

JIoK je mpeTxomHH KOHrpec, ofpxKaH y Jlongony 1997. roguse, umMao jegHy
[EeHTpaJHy TeMy Koja je fama medaT I[ejoM cKymy — 'Mysukonormja o
CEeCTPMHCKE JMCIMILIMHE: IMPOLILIOCT, CafalliibocT U Oyayhsoct"' — ckym y
JleBeHy HHje Tao MPETHOCT HUjEMHO] O ocaM NoHyhennx TeMa: 1. Ciymame —
u3Bobemwe — mmcamwe; 2. [IuHammka npomena y mysunu; 3. Ko mocenyje
my3uKky? 4. Musica Belgica; 5. My3uuke murpanmje; 6. PopMa u nHBeHIHja; 7.
My3HuuKE HHCTPYMEHTH: Ofi apXeoJoruje 0 HOBHX TexHoJjoruja; 8. M3Bopu.
PanoBu y okBHpPY CBake Off OBHX TeMa I'PYNUCAHU Cy Y yKe TeMaTcKe obacTy,
na Cy Tako, Ha IIpUMeD, 3acefama nocsehena 2. Temu Ouila ycMepeHa, u3Meby
OCTaJIOT, Ka pasMaTpamiMa O CTHJIOBHMA IOjeJUHUX €MoXa W KOMIIO3UTOPA,
6uorpad)cKMM MUTOJIOTHjaMa, IpoMeHaMa y KacHoM 2(. BeKY, KOHCTPYKIHja-
Ma MOJIEPHOCTHU M PEeKOHCTpYKIMjaMa HanuoHanHocTu. ITapanenHo ofBujame
BEJIMKOT Opoja ceHMIa OTeXKaBaJIo je Wi OHEMOTyhaBajo Jia ce IPUCYCTBYje
CBHMM M3J1aralkbiMa 3a Koja je cllylanal Morao fa Oyje 3auHTEpecOBaH, Ia je
ny0auKa HempeKugHO (IYKTyupasia jep Cy ce CIYIIAOUX CTAIHO CeJUIN U3
cane y cany. (Buio je 3rogHO 1ITO Cy CBe cajie mMaJie 110 iBa yJia3a, Tako fia Te
"My3W4YKe MUTpanyje" HICY peMeTHJIe TOKOBE H3lIarama 1 TUCKyCHja. )

Y JloHpoHY je TIaBHA TeMa KOHTpeca HaMeTaja IMPEUCIUTHBAKE TPIH-
1ja ¥ WHOBAaIKja Y MY3HKOJIOTHjH, CTaBJbajyhu y cpemuiinTe AUCKycuja pac-
IIpaBe O TaKO3BAaHO] HOBOj MY3HKOJIOTHjH. Y MehyBpeMeHy Cy ce JyXOBH Mallo
CMUPWIIH, 2 HOBE TeHJCHIHje TTOCTajle /Ieo MIMPOKNUX U Pa3HOBPCHAX HCTPAXKHU-
Bama y JlaHAIIKHO] MY3UKOJIOTHjH, 6€3 NMpeTeH3nja Ha eKCKIYy3MBHOCT. Tako,
nako je yoemsbuBo HajBehu Opoj yuecHuka gomao u3 CAJl, 3emmbe y K0joj cy
ce HOBU INIPaBIH 3a4elIH U CTEKJIM HAjBUIIIEe IPUBPXKEHNKA, HOBA MY3HKOJIOTHja

1 _ e —
Bupu npuxas M. Munun "Hoea" u "ciuapa" mysuxonozuja na XVI kouzpecy

Mebynapoghoz mysukoaowxoz gpywitiea y Jlongowny, og 14. go 20. agzycitia 1997,
360pHUK Matnne cprcke 3a CIeHCKe yMeTHOcTH U My3uky, 20-21, Hosu Cap,
1997, 232-234.
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HHUje Omia y mpBoM Iutany y JleBeHy. MHade, MOIJIO ce NPUMETHTH fia je Y
OJHOCY Ha paHMjU CKYyN 3HATHO MOPACTa0 YIEO MY3HMKOJOra W3 HCTOYHE
Espone, noce6no u3 Pycuje, Ykpajune, JlurBanuje u Byrapcke.

Y JleBeny je 6mo u Jlopenc Kpejmep (Laurence Kramer), jeman ox Haj-
UCTaKHYTHjUX U HAjJKOHTPOBEP3HUjUX NPEJCTABHIKA HOBE MY3HKOIOTHje (MIIN
KyJATypoJolke /cultural/ My3mkonoruje, Kako je y pa3roBopy ca MUCIEeM OBOT
mpuKasa pekao fa je pajmuje o3HauaBa). Ycpenacpebyjyhum ce Ha mpoGiem
CIMYHOCTH KOja ce MOXe younTn u3Meby Heka fiBa fiena, OH je Ha mpuMepuMa
| craBa BeroBeHnoBe "Meceuese" conaitie n lllonenoBe Panitiasuje-emitpomii-
iy (y MCTOM TOHAIUTETY, LHC-MOJNY) TOBOPHO O CIMYHOCTH Kao (hopMHu
HHTEPTEKCTYaTHOCTH, OHOCHO O PEIWKINpamy BeToBeHOBOr ceMaHTHYKOT
nepgopmatiBa. KpejMepa npu ToM HHCYy MHTEpecoBala NMHUTama yTHIAja U
>kaHpa, Beh MoryhHOCT fja ce ofpenu BaHMY3MUKO 3HAY€HE OHOTA IITO OH
neduHMIIe Kao Heycnex cyonumanuje kox lllonena y ogHocy Ha BeroBeHoB
y3op. Haume, ayrop pama youaBa fma ce y "Meceuesoj" conaiiu Tema WU3-
rpabyje u3 ¢urypamnmja, nox y @anitiasuju-emiipomiiitiujy apnebha se ycrmepajy
fa mpepacTty y Mejopujy wiam Temy. KpejMmep je oBaj TeKcT mpoyuTao Ha
3acefjalby MocBeheHOM MY3WMUKOj XepMEHEeYTUIM Ha KOjoj je mpencenaBajyha,
Burnuag Bpyn (Siglind Bruhn, CAJl, JaHcka), TymMaumia XepMEHEYTHUKH
TMPUCTYT Jiely Kao Hamepy fia ce oGjacHe My3HUKa 3HauCHa KOja ce y HeKoj
KOMINO3MIMjX MOry youuTH. Harmacuma je nma je MPUPONIa XePMEHEeyTHKe
HHTEpIpeTaTHBHA, IITO HE 3HAUM U cy0jekTuBHA. Ha mcroj cepumiy je Amam
Kpumc (Adam Krims, CAJl) roBOpHO O OfHOCHMa IOMYJAapHUX MY3UIKUX
>KaHpoBa npemMa "yp0aHoj reorpaduju”, oTHOCHO YpOaHOM aMOHUjeHTY 3a KOju
cy Be3anu. To je, y cTBapu, OMO jefiaH JJoCTa MOBpIIAaH KOMEHTAap NpejcTaBa o
>KeHaMa y BHJEO-CIIOTOBMMA IION MYy3WKe, NPE3CHTHpaH Ha IpHMepuMa
necama Cape MexkJladpaun u Ananuc Mopucer.

JepHa op moceGHO MHTEpECaHTHUX CefHUIA Ouita je oHa nocBeheHa Hapa-
TUBHOCTH U 3Hauewy. [Ipeacenasajyhu Epo Tapactu (Eero Tarasti, ®duncka),
NIPU3HATH CIENyjaicTa Y THM JUCHUIUIMHAMA, HarJlacuo je y CBOM YBOJHOM
eKcro3ey fia ce Haja fa he ckyn y JleBeHy OMTH MpUiIMKa Aa ce Mojava Aujaaor
n3Meby aMepuuKHMX M €BpOIICKMX Haparosiora. ['oBOpHwo je m O jgompmHOCY
HapaTUBHUX NIPHUCTYIA TPAJUIIOHAIHO] My3UKOJIOTHjH, CTaBIbajyhy TeXXUIITe
Ha HOBE METOJie KOMIIapaTUBHOT IpoydyaBama jiesla Koja NpuIajajy pas3imin-
THM YMETHOCTHMA, TaKolje ¥ 0 MOTYRHOCTHMa HOBHX TyMadema pa3HUX OfICTY-
nama y pajly ca TpajiuiMOHATTHUM MY3WYKUM obnunumMa (jep cy Ta OficTynama
YIIIaBHOM pe3yTaT HEKUX CeluUIHOCTH Y €KCIPECUBHOM Cajip3Kajy fiena).
Mehy mnpepcraBlbeHHM pajjoBEMa HM3ABOjWJIA Cy ce JABa,Ydje Cy ayToOpKe
Npanka CrojanoBa (lvanka Stoianova) u Mapra I'pa6ou (Marta Grab6ez), oGe
n3 Opannycke. [IpBa je npukazana pe3yiTaTe CBOjUX HCTPaskKMBamha HapaTUB-
HHUX Tpocefiea y HOBUjUM MY3MUKO-TE€aTapCKUM JIeJIMMa Y KojuMa Cy HprMe-
EHE HOBE TEXHOJIOTH]je, KOHKPETHO, Y ocTBapewnuma Jlyuana Bepuja (Outis),
CunBana bBycormja (Tieste) u Kapnxajuna IlItokxaysena (Licht). Mapra
I'pabou je, mak, cymupajyhu pesyinrate My3uuke HapaToJIOTHje, ykas3aja Ha
3HaYaj TeopeTHyapa JHUTepaType, UMjUM ce pe3yiTaTHMa OBa AUCHWILIMHA
KOPHUCTHIIA — PYCKUX (pOpMaNIuCTa U (PPAHIYCKUX CTPYKTYpPAJNCTa M CEMUOTH-
yapa. 'oBopehu o Tpu HauMHa KaKO HAPATUBHOCT MOXKE Jia MOCTOj! Y MY3HIIH,
OHa je HaBema: 1. HapaTHMBHM HpOrpaM AYOOKOT, CKPHBEHOT HHBOA, KOjI
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(pyHKUMOHUIIIE YITIABHOM Yy MY3HIM Kjiacuuapa (Ha mpumep, Kajja ce yodasa
OGWHapHa, OHOCHO KBajipaTHA apTHUKYyJalyja HapaTHBHE I'paMaTHKe, NaKo je
opranm3anuja ¢opMme TpojHa — coHaTHa win ABA); 2. yHyTpalimu Hapa-
TUBHY IIporpaM (Ha IpEMep, Y HHCTpyMeHTanHnM fenuma Jlucra, lllymana n
Illomena); 3. cnosp-M HApaTHBHM Hporpam, Kaga ce npuMehyjy jacHe kopec-
MOHAICHINjE€ ca CTPYKTypaMa Ipefmer IUlaHa y JIMTepapHAM U JApPaMCKUM
nennMma (npumepu kop llltpayca, baproka, CrpaBuHckor).

Tema Mysuuke muzpauuje IOACTaKIIA je YIECHUKE Jla Ce yCpescpefe Ha
pe3yiTaTe cycpeTa pasiMuUTHX MY3MUKHX KYJITypa KOjH Cy CIEAWIH IIOCie
HEKNX Off OpOjHMX MOKpeTa CTAHOBHUIITBA KOjUMa je WCIyEHEHAa HCTOpHja
cera. [IpukasaH je HOBM XHBOT jeJJHE PYCKe HapoOjiHE IecMe KOjy Cy pYCKH
JeBpeju nonenn y Uspaen (Tanuna Enupawm /Talila Eliram/, M3paemn), onucane
MUTpaIyje IIIaHCcKuX My3maapa y AmMepuky (Mapma ['emGepo ¥Ycrapos /Maria
Gemberro Ustérroz/, lllnanuja), M3M0XKEHN HEKM acCeKTH CTBapasallTBa MHoje-
AMHANA KOjU CY JIeo CBOT XXMBOTAa W paja Be3alll 3a CTpaHE CpPEefiHe: Mallo
MMO3HATOT WTAJMjaHCKOT KoMIo3uTopa u3 15. Beka Apronda bunapnuja xoju
je xxuBeo y Uranuju n Ppannyckoj (Japsun Cmut /Darwin Smith/, ®pan-
nycka), Xajupuxa Vcaka koju ce npecenno u3 Hemauke y Uranujy (hoBanu
Hanoseno /Giovanni Zanovello/, Uranuja), Xanca Aj3nepa KOju je U3 Halu-
crnuke Hemauke emurpupao y CAJl (Joxanec Kapa I'an /Johannes Carl Gall/,
Hemauka).

My3uukuM MATpanyjama y uctounoj Espomn 6mma cy mocsehena gak tpu
3acefiama, unju je opranuzarop 6mina Exarepunu Pomany (Ekaterini Romanou),
n3 ['puke. Y cBOM yBOAHOM KOMEHTapy OHa je Harjlacuia ja je 3ajeJHIYKO 3a
yeTupu n3abpaHe 3eMibe oBe peruje — I'puky, Byrapcky, Jyrocnasujy u Ykpa-
jUHY — TO IITO Cy CBE MPUXBATUIIC MPABOCIABHO XpUIThaHCTBO, al AaCHMUIIIH-
paJie eJleMeHTe ¥ U3 UCTOYHE U U3 3alajiHe KyJaType. Y HEeHTPY HaXKmbe yuec-
HUKa OuJe cy CBETOBHE MY3MUKE KyJIType OBUX Hapoja mperexxHo y 18. u 19.
BEKY, Kajia cy Kao IMJb NOCTAaBUIIC OCTU3ame 3alaHuX KYJATYPHUX M YMET-
HAYKUX HUBOA, MUCTOBpEeMEHO TeXxehw mocTm3amy cnennu(uyHIxX pasiuka.
IIpema nznaramy Aupe Ilamujese (Byrapcka), My3nka BeHOT Hapopja y IOC-
Jefba IBa BeKa, U3JI03KeHa MPBEHCTBEHO yTuiajuma nu3 Hemauke, ®paniycke
n Pycuje, 6una je y KOHCTAaHTHOM Tparamy 3a IPOHAJaXKCHEM KapaKTe-
PHCTHYHOT M3pa3a KojuM Ou ce achupmucaia Ha eBpoIcKoj cuenn. Ekarepunn
Pomany je roBopmia o mranujaHcKuM My3ndapuma y I'pukoj Tokom 19. Beka,
KOHKPETHO O FHHXOBOM JIONPHHOCY MY3M4YKOM XHBOTY Kpda, Koju, kao Hm
ocTajna OCTpBa y JOHCKOM MOpyY, HUKaj HHje OWO MOJ OTOMAHCKOM Bialrhy.
WHaTepecanTHO je ga cy HeKku off Tux MTanmjaHa KOMIIOHOBAIM IIPBE NMpUMEpe
rpuke HaluoHanHe My3uke. OBaj paj je OMO CKIagHO TEMAaTCKU JOIyHEH
npuioroM Kpucrune Bepragy-Maspypmaku (Christina Vergadou-Mavroudaki,
I'puka) 0 TPUKMM KOMIIO3UTOPHMA ca JOHCKUX OCTPBa Y UTAIHUjaHCKOM MY3U4-
KoM xuBOTY 19. Bexka. [Ipe Hero wmiTo je moyesa cBoje usnaramwe o "KujeBckoj
Pycujn" (naHammoj YKpajuHu) Kao NMPHUMAaolly M NPEHOCHUKY Pa3IuuUuTHX
My3WYKHUX yTHLaja TokoM 16. m 17. Beka — Huna I'epacumosa-Ilepcupucka
(Ykpajuna) m3pasuna je cBOje yBepele jia ce BpeMe My3WYKHX MHUrpanuja
3aBpIIIIIO, Majia he cBakako joI OMTH MUTpaldja CTAHOBHUINITABA, I CE OHE
Hehe cHaxkHMje ofpaXkaBaTH y My3uIM 300T yTHIaja HOBHX TEXHOJIOTHja U
Menmja. JIBa paga cy O6wmna mocBeheHa cprckoj mys3unm: Jolipuroc weutkux
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mysunapa cpiickoj mysuuu y 19. sexy (Karapuna Tomaiuesuh) u Pycka mysuu-
Ka emuzpauuja 'y Jyzocaasuju iocae 1917. zogurne (Menura Munun). CnoMeHIMO
oBfe yuemhe jomn jemHOT My3mkonora m3 Jyrocmasmje, Tatjany Mapkosuh,
KOja je Ha 3acefjamby jefiHe Apyre rpyle roBOpuia O CPICKOM MY3HYKOM pO-
MaHTH3MY U FeTOBUM CHEIM(PUIHOCTHMA Y OTHOCY Ha €BPOIICKIL.

On ocranux pajoBa KOje CMO 4yl Ha KOHrpecy Tpebano OM U3ABOjUTU
npmwiore [lo3eda Kepmana (Joseph Kerman, CAJl), Koju je TpOHHUITBHUBO
aHanm3upao nporec baxose npepape jenHe dyrere y ¢yry, ©3a30BHO Cyrepu-
myhu f1a je npBo, JOCTa HEKOXEPEHTHO JIENO, PefcTaBibano baxos nokymaj
n3beraBama 3akoHa ¢yre; 3atum paj Pouut Cetep (Ronit Seter, M3paeumn,
CA]l) 0 UICHTUTETY U HIUOMHMA Y jeBPEjCKOM3PACICKOj YMETHHUKO] MY3HIIH;
Xepmana [lanyzepa (Hermann Danuser, Hemauka) o peTopuukoj ¢opmu y
My3UIM, KOHKPETHO, KaKo ce MaHH(ecToBajlo Hacliehe My3muke peropuke
Tocie aHTHPETOPHIKOT 3a0KpeTa KpajeM 18. Beka; Banentune Canny-Henny
(Vaentina Sandu-Dediu, Pymynuja) o petopunu My3udkor o6nuka mnocie 1970.
ropuue; Llnonrson Ilo (Jeongwon Joe, CAJl) o jennom mpumepy UIMCKe
TpaHCIO3UIMje TpaJULOHAIHE KOpEjcKe oIlepe, NpH KOjoj Cy HacTalu
HHTEPECAaHTHN e(PeKTH y MHTEPaKIWji NIeBakha U roBOpema, MOCeOHO Kafa je
JUK Ha CHEHH KEHCKHW, a MOKPHBA ra IJlac MyIKOr HapaTopa KOju IieBa CBe
ynore. buno je ycmeno m 3acename nocBeheHO TUTBAHCKO] MY3HIM, HEHOJ
TpapnIyji, CenuIIHOCTIMA ¥ HAJHOBUjAM OCTBapEHIMA.

CenamHaecTu KoHrpec MebhyHapogHOT My3UKOJIOMIKOT APYIITBA IPYKHUO
je mpuuKy nyOJuIy Koja je Ouia cacTaB/beHa YIJIaBHOM Off CAMUX YUECHHUKA,
lla ce YIO3Ha ca HAjHOBUjUM CMEpPOBMMa M pe3yjiTaTHMa HCTPaskKuBamba Y
obyacti My3muKoJorgje y cBeTy. Ha OBakBHM CKyHNOBHMa C€ YCIIOCTaBIbajy
KOHTaKTH m3Meby Koiera ca Iese IaHeTe, KOju ce KacHUje OOMYHO OApKa-
Bajy W Ppe3yITHPajy IUIONHOM pa3MeHOM HH(poOpManuja M HCKycTaBa. 3a
CPIICKY MY3HMKOJIOTHjy OM Yy TOM CMHUCIY OWJIO KOPUCHO Jia Oyfie IpUCyTHHja Ha
CKyNOBMMa OBe BpcTe, ma Tpeba ovekuBaTh ja he Ha ciegeheM KoHrpecy
JpymrBa, koju he ce Kpo3 net roguHa oapxartn y llIBajuapckoj, 6utn 6pojHuje
3acTyIbEHA.

Meauitia Muaun

RETRO-GARDE, DAZZLEMENT, AND ISOLATION:
SEARCHING FOR MUSICAL IDENTITIES

Conference on musical identities held in August 2002 in Amsterdam

The twentieth century saw a development in the arts that had never occurred
before in history. Producers and recipients of art grew totally apart. Traditionally,
the production of art had always been dependent on commissions and public.
Around 1900, production began to precede the interest of potential commissioners,
spectators and audiences. In music, the gap was wider than in the pictoria arts: it did
not take the museums more than a few decades to catch up with the cubists, the
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surrealists, and the other painters who took leave from traditional depiction based on
the rules of central perspective. But the composers who challenged the rules of the
musical equivalent of central perspective, ‘central tonality’, suffered a different fate.
Even today, a symphony orchestra runs the risk of not attracting enough listeners
when putting too much Schoenberg or Webern on the programme. Should that be a
reason to restrict the diet of the audiences to Bach, Mozart and Mahler? Almost any
professional in music will resist this. So will any government agency responsible for
the creation and diffusion of artistic products. But here, we face a paradox: since
political decisions on the funding for the orchestra may depend on the immediate
attractiveness of the programmes for the audience, political demands for specific
guota of new music on the programme create a tension between introducing ‘ new’
music to the concert audience (and the label neue Musik continues to be used here and
there for music dating from before the Second World War) and the very conditions for
the survival of the musical body required to bring any new music to life.

The situation at the beginning of the twenty-first century seems to be different,
in some significant respects, from the situation one hundred years ago. Today, we
cannot point at a clearly identifiable avant-garde that breaks the rules (which rules
are still to be broken?) in order to develop new styles (which styles have recently
been established?). How will music history eventually identify the compositions
created in the present decade?

We are even confronted with what might be cdled a musicd ‘retro-garde’:
composers seeking to reach back behind the innovations of old-fashioned modernism,
and re-ingtalling forms of tondity influenced by Debussy, Cage and minima music
rather than by dodecaphony and serialism. Some of these composers reject the Vienna
School in outright terms. * Schoenberg was for me the filthy, rotten dirt damp of the
twentieth century.”*

In the summer of 2002, the University of Amsterdam organised a
conference entitled Redefining musical identities. This conference aimed at
clarifying some of the questions connected with these changes in styles and
circumstances, and at exchanging ideas and experiences concerning how to cope
with them. Several of our guests represented music life in major European
cities: Peter Davison, the artistic consultant to the Bridgewater Hall in
Manchesterz; Leo Samama, the artistic leader of the Residence Orchestrain The
Hague, and Wolfram Wagner, organiser of musical projects in Vienna. Samama
and Wagner both face a very divergent potential audience in their cities —
including many who have not been rooted in western European cities, and bring
the creative memories of their earlier dwelling places with them. These are
being integrated in today’s music life — they have to be, in order for the city to
form a community in which different ethnic groups feel at home. Vienna may
have been, in comparison with any individual other place, the city with the
greatest share in the development of the most classical of classical music, today
it is also the scene of experimental music ensembles exploring new styles as
well as reaching back to pre-modern styles. This is also characteristic of music

! John Tavener, The Music of Silence, a composer’ s testament, New Y ork, 1999, p. 14.

> Severa of our speakers explained their views in a book edited by Peter Davison: Re-

viving the Muse: Essays on Music After Modernism, Brinkworth , 2001.
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life in the Netherlands, where there has been a fruitful co-operation during the
past decades between the stimulation of contemporary music and the flourishing
practice of Early Baroque ensembles. Samama made the issue mentioned in our
introduction poignantly clear: his city government compels him to introduce
new music and to attract new audiences, including recent immigrants. Future
funding of the Orchestra depends on the results in these targets. But potentially
new audiences do not particularly care for new music, and the suggestion for
new money is not particularly popular with the city government
Nevertheless, the Residence Orchestra has shown great ingenuity in attracting
new target groups, for instance when it gathered 1,700 of the city’s young
Turkish inhabitants for a performance of both contemporary serious Turkish
music and Turkish popular music. Davison discussed the role of the concert hall
as the spiritual centre of the community. He referred to Nietzsche's ‘post-
religious’ philosophy in order to emphasise that music ‘transfigures a region in
whose chords of delight dissonance as well as the terrible image of the world
charmingly fade away’ 2 The decay of traditional religion enhances the
‘transformational’ value of music, and Davison claimed that concert halls such
as Bridgewater are ‘symbols of the transformation of our troubled Victorian
cities, providing a spiritual core and a source of identity’.

This line of approach offered a connection to the contribution by Dutch
musicologist Sander van Maas, who turned to the musico-religious project of
Olivier Messiaen. Messiaen himself had declared that he composed music in
order to ‘illuminate the theological truths of the Catholic faith’; he believes his
music to be able, by means of a synaesthetic mixture of sound and colour, to
bring the listener into a state of éblouissement or ‘dazzlement’, described as ‘a
breakthrough towards the beyond, towards the invisible and unspeakable’ 2
Basing on Nietzsche's followers in ‘post-secular’ philosophies, authors like
Derrida, Marion and Nancy, Van Maas pleads for a reconsideration of the
revelatory potential of music.

Messiaen’s music also played arole in a contribution by Roger Scruton, who is
best known as the leading conservative English philosopher, but who is aso a
composer and the author of an impressive book on music aesthetics” In a
remarkably well-documented lecture, with alot of musical illustrations from serious
music as well as from several sources of pop music, Scruton compared two ways in
which rhythm forms part of a musical composition. It may be added to a piece of
music ‘from outside’, like a beat produced by a drumkit, or be an organic part of the
music itself. It was in this sense that Scruton contrasted the indifferent sound
complexes produced by Stockhausen and his followers with the living rhythm in
Messiaen’s Turangalila Symphony, in which the barline ‘is the effect, and not the
cause, of the rhythmical order’.

Another composer mentioned by Scruton as an example of those who alow

rhythm to grow organicaly into their music was David Matthews, who was aso
personally present in Amsterdam to present his views on tradition and innovation.

Friedrich Nietzsche, The Birth of Tragedy, ch. 25.
See Olivier Messiaen, Conférence de Notre-Dame, Paris, 1978.
Roger Scruton, The Aesthetics of Music, Oxford, 1997.

4
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Matthews focused on Benjamin Britten, whose assistant he was at Aldeburgh, and
on Michael Tippett. These two composers convinced him of the continuing validity
of tonality, and of traditional forms such as the symphony and string quartet. Like
Stravinsky’'s and Bartok’s, their music clings to the tradition of folk music.
Matthews illustrated how his own compositorial practice was influenced by
traditional forms from both the popular and the classical repertoire by playing a
tango and a chaconne from his own works.

Dutch composer Klaas de Vries testified to the confusing situation that has
come about now that the avant-garde of the last century has not asserted itself as a
guiding light for the present generation; modernism has become a historical project,
that calls for preservation as an endangered species rather than celebration for
having overthrown earlier and more traditional styles. On the other hand, some
composers of the present generation, John Adams for one, prove that it is still
possible to reach awider audience for contemporary music.

My own contribution went back further in history to focus on a few earlier
moments in which the music world tried to escape its present condition in order
to bring about significant changes. Can theoretical positions, apart from the
actual development of compositorial practice, really influence the further course
of music history? Turning back to the Ars Nova and the Florentine Camerata, |
believe thisis indeed the case. Music history is man-made, and this implies that,
at any given moment, it is history in the making — steered by what was achieved
in the music of earlier periods as well as by new insights and intentions which
influence music but have a non-musical origin. Each individual piece of music
was, once upon atime, the latest product of music history; concert-goers would
be well-advised to listen to each composition as a developing forma formans
rather than as a completed forma formata. The other organiser of the conference,
Amsterdam musicology professor Rokus de Groot, pointed to the reorientation
in a geographical sense that took hold of western composers such as Karlheinz
Stockhausen and Ton de Leeuw in the seventies. In this process, oriental musics
and literary sources, from Byzantine liturgical chant to Javanese gamelan, made
their way into western compositorial practice. De Groot showed, starting from
Lully’s Le bourgeois-gentilhomme, that this musical invasion from the east was
not new; but although the sources are eastern, the conceptions of these sources
are western, and subject to the changes in western thinking. This certainly goes
for the constructions of spirituality which many western composers focused
their attention on.

A very concrete case of geographical reorientation was finally provided by
Serbian hoboist Borisav Ci¢ovacki, who has lived and worked in Amsterdam for
over a decade. Citovacki made a strong case for the reception of Serbian music
outside Serbia. He reminded his audience that the Wind Quintet by Ljubica Mari¢
had already met with a successful performance in Amsterdam in 1933, long before
she developed into the éminence distinguée of Serbian composing, and long before
Ci¢ovacki himself — with his Barka foundation — organised a concert of her chamber
works, again in Amsterdam. He illustrated how political isolation has caused an
important set-back for the reception of Serbian music, up until the present day. But there
is hope: Isidora Zebeljan’s fresh approach of melody and harmony has recently found a
warm welcome in the Netherlands, just as Ljubica Mari¢ had seventy years ago. This
includes the reception during the conference itself: Mari¢ and Zebeljan were both on the
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programme of the chamber music concert that formed part of the meeting, together with
Leos Janacek, Anton Webern and Dutch composers Peter Schat and Theo Loevendie.

The full proceedings of the conference will be made available at alater date.

Albert van der Schoot

Albert van der Schoot is a Dutch philosopher and musicologist who
organised, together with Rokus de Groot, this conference about the
shiftsin several dimensions of European music life at the outset of the
21st century.

MAGISTRO GEORGIO SEPTUAGINTA

C 26 mo 30 cenrsiopss 2002 roma MockoBckast koHcepBaTopust uMm. 1. W.
UHaiikoBckoro ormermia 70-1eTHuUi 100mreit mpodeccopa kadeapsl TEOPUU MY3bIKH
Opus Huxonaesuua XononoBa. YUeHHKH U KOJUIETH I00MIIApa MPETIOJHECIN €My B
MO/IapOK MATUAHEBHBIH (ectuBanb "My3bikansaeie Mupsl FO.H. Xonomosa", npuay-
MaHHBIHA M OCYILIIECTBICHHBIH KaK MY3bIKaIbHOE NPUHOUIEHI e CBOEMY Y YUTEITIO.

Bo muorom npenonpezaenus nytu Hosoii Hayku 0 My3blKe, paBHO KaK U caMOi
Hoesoii My3viku, FO.H.X0nomoB oauH W3 HEMHOTHX YBHJEN B HCKaHUSIX CBOMX
COBPEMEHHUKOB #HOe TIOHUMAaHUE MY3bIKaJbHOTO MCKYCCTBA U 3aKOHOB MM
ynpasistomux. OOmeHne U COTPYTHUYECTBO C BBIIAIOIMMUCS KOMIIO3UTOpamMu XX
BeKa, TakuMH, Kak AHpel Bomkonckwii, Kapnxaitan Tokxaysen, Danucon JleHu-
coB U ApyruMu no3ponmin FOpuro HukonaeBuuy 3arisHyTh B CYIIHOCTH KOMIIO-
3UTOPCKOTO TBOPUYECTBA, ITO3HABAs CKa3aHHOE aBTOPaMHU O ce0e caMHX 4epe3 SI3bIK
nx cobctBeHHOU My3blkH. Hemapom Anpapeit Bonkonckuit Bepro 3ametnin: "HOpwuit
HuxonaeBuu XoJ0MOB OTHIONb HE IPEICTaBIAETCS MHE yueHbIM-cxojacToM. OH
€O3J1aJ1 IIKOJIY H06020 THUIIA, IPUOJIM3MII HAyKy O My3bIKe K camoit My3bike".

®dectuBanp Havancs ¢ MexayHapoaHor koHdpepenuu "FO.H.XomomoB u ero
Hay4Has mkona" (XononoBckue urenus, 26-27 cenmsaops 2002), KOTOPYIO TOP>KECTBe-
HHO OTKpBUI peKTop MockoBckoil koHcepBatopuu, mpodeccop A.C.Cokonos, monu-
YEpKHYB OIPOMHOE 3HAYEHUE HAyYHBIX TOCTH)KEHHH FOOMIISIPA M CO3TAHHON UM IIIKOJIBL.

Hanee cocrostiace mpeseHTanus kuurd "Magistro Georgio Septuaginta’
[MGS] (penaktop-coctaButensr B. C.lleHoBa), 3agyMaHHONH Kak ocoObiil nap
IO0WIIPY OT ero y4eHHKOB. [IOMHMO TpaJMIMOHHBIX INPUBETCTBEHHBIX peYei,
CKa3aHHbBIX BbIIAlOIIUMUCA My3bikanTamu XX Beka (K. IlltoxxayseHom, A. Boi-
koHckuM, C. Cioaumckum, C. I'y6aiinynuno#, P. [llenpuasiM, A. JlrooumoBsivm, FO.
Kéxenem, b. TeBnuHBIM), B KHHTY BOIUIa WCUEPIBIBAIOIIAS WHPOpPMALNUI O
HayuyHbIX Tpyaax FO. H. Xomnomoga, ero padorax — onyonukoBanHbIX (cBbiire 700) u
HEOyOJMKOBAHHBIX, YCTHBIX BBICTYIUICHUAX, MOAPOOHBIN CIIMCOK YYEHHKOB, JaXe
C YKa3aHHEM M3JJaHHBIX UMH KHHT.

Hoxnan camoro lOpus HuxomaeBuya o CyHIIHOCTM MY3BIKHM IpEABAPHI
LIMPOKYIO TTAHOPaMy TE€M HayYHBIX BBICTYIUICHUH €ro Y4eHUKOB, IIPOCTUPABIIYIOCS
OT 310X CpeiHeBeKoBbs, Bo3poxnenus n 6apokko (T. Kropersn, P. ITocnienosa, H.
Edumosa, C. Jlebenes, M. Karynsan) no XX Bexa (T. MauBanu, M. IIpocusikos, H.
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Ierpycépa, A. Maknsirun, B. Lenosa, J[. lllynerun, P. Haconos, M. Haconosa O.
Hpo3nosa, I'. aynopasuuene, C. CaBeHko), uepe3 snoxu kinaccunmma (JI. Kupu-
mmrHa) U poMaHTm3ma (O. Crpydanuna, M. CamoHoB). 3aTparuBanich mpoOiIeMbl
naneorpadguu u donpkiopuctuku (I. Anekceea, T. CrapocTHHa), My3BIKATBHON
reonodtuku (T. YUepennmuenko), meromuku (A. AnexceeBa, E. J[BockmHa, M.
KapaceBa), HOBBIX MH(GOPMAIIMOHHBIX TEXHOJOTHH B My3bIkoBeneHHH (A.Bracos).
3aBepmmy  KOH(GEPEHLHMIO JIUTEPaTypHBIE hOMMage mo0wusipy B HCIONHECHHH
B.Bapckoro.

Ha Beuepe "Busam, Macucmp Mysviku!" 28 cenmsbpss B PaxMaHUHOBCKOM
3aje KOHcepBaTopuM ObLTa mpencraBieHa Kiaccuka HoBoit myspikm XX Beka,
H3YyYCHHIO KOTOPOH IIOCBSILICHBl MHOTME HayuyHble HCCliefoBaHus roOmimspa. Ha
KOHLIEpTe Mpo3By4anu kamepHble npoussenenus H. Pocnasua, C. Ilpokodnesa, A.
Jlypwe, a Taxxke xopoble coumHeHHs A. Bomkxonckoro, D.llenncoBa m U. Crpa-
BHHCKOTO B UCIIOJIHEHUH aHcamMbOis conuctoB "CTyans HOBOH My3bIKA" (TUpHKeEp —
U. IdponoB) coBmecTHO ¢ KamepHbIM X0poM MOCKOBCKOW KOHCEpBAaTOPHHU (XyI0-
YKECTBEHHBIN PYKOBOIHTENb 1 TIaBHEIN nuprxep — b. Tesnun).

Heusrnagumoe BrieyaT/ieHHE IPOM3BENIO Ha CIyLIaTeNed yBJIeKaTeJlbHOe
neiictBo 29 cenmsops — cuenndeckas Bepcus npomssenenus K. [ltokxaysena "Ino-
ri" (Iloxknonenus) IUIsi OPKECTpa U JKECTOB B MCHONHeHHH Muxawmna [IpocHsIKOBa,
mupekropa mHctuTyTa llIToKxayzeHa B Mockse, yuennka 1O. H. Xomnomosa. Ero
WHMBUIyaIN3UPOBAHHOE IIPOHUKHOBEHHE B 3aMbICE] aBTOpa 3acTaBWIIO IIPH-
CYTCTBYIOIIUX IEPEKUTHh HACTOSILYI0O MUCTEPHIO, BOBJICKast BCEX B HEKOE TAMHCTBO
Iloxnonenus.

3akmountenbHblid  KoHuepT ¢QectuBans "IOPBEB  JIEHB" (Mys3bikanbHO-
ro0uieiiHas koMmo3unus) coctosicst 30 cenmsbps B Maiom 3aie KOHCEPBATOPHUU.
Kaxnplii yuacTHUK B 3TOT jaeHb mnpuHec B nap IOpuro Huxomaesmuy cgoii
MY3bIKaJIbHbIH HOAAPOK.

B IIponozce mpo3Bydalu HapOAHBIC INECHH B HCIIOIHEHUU (OIBKIOPHOTO
aHcaMO1s1 MOCKOBCKOI KOHCEpPBAaTOPUM (XyIOXKECTBEHHBIH pykooxurens H. H.
lunsposa) u "Ammunyiis" ko aHioo Cssitoro [eoprust B wucnoineHun Eropa
Pesnukosa (ITapwxk).

B mepBoii yacTH KOHIEPTa NPO3BYYA (OPTEHNHAHHBIIN OIIyC caMOTro FOOHIIpa
"Tpu cnoBa AnrtoHy BebGepuy" (1960) B OnecTsineil MHTepIpeTalMu NHAHUCTA
M. ly6oga.

[To-koponeBckr BO3BEHIMIEHHO U Mpa3IHUYHO "Benmyana' oOwiIsipa opranHas u
KJIaBECHHHAsI My3bIKa CTapblX MacTepoB B McnosHeHHH acnupanTok 0. H. Xomo-
noBa — O. ®ununmnosoii, E. [Tomosoii, M. BouHoBo#.

Bo BTOpy!0 4yacTh KOHIEpTa BOLUIM COYMHEHUs, HanucaHHble B yecTh 0. H.
XonomnoBa. Bce OHM yIOUBUTENBHO IO-CBOEMY pEIIMIU XaHp My3blKanbHo20
NPUHOUWEHUS.

Pa3nuyHble TEXHUKH KOMIIO3MIMH PEANTN30BAJIUCh B Pa3HOOOpPA3HBIX Kamep-
HBIX COCTaBax U MPOJEMOHCTPUPOBAIH yIUBHUTEIBHYI0 KOMIIO3UTOPCKYIO H300peTa-
TenbHOCTh. [lapas BceBO3MOXHBIX aHcambieit otkpsut "Bone Pastor" B. Tapuomoin-
BCKOT0, UCIIOJIHEHHBIH B TEXHHUKE CpPEIHEBEKOBOW mapojauu. HeoObIuHbIH HMHCTPY-
MEHTAJIbHBI COCTaB OCTPOYMHO OCBEXKHJI MOMYJISAPHBIA MoTeT I miboMa e Maio.

He MeHee opHrHHAIBHO NPOAOKMIA "Auanmor" ¢ IoOWIIpoM Ibeca A.
PackatoBa "Abgesang" 11 MapuMObl U NeHus. B 3TOM yIUBHTEIBHO TEIUIOM U
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MEJMTaTUBHOM COYHMHEHHH, aBTOp oOpaTwics K cuMBoiuke Oyke mmenu 0. H.
Xonomnosa. Ha kakoe-To BpeMsi MOTJIO TIOKa3aThCs, Kak 3Bydalias MOHOrpaMmma Oyk-
BaJIbHO 3aBOPOXKMJIA 3aJI, MATUYECKH PACTBOPSSCH B MATOBOM TeMOpE HHCTPYMEHTA,
"neBiieM" BMECTE CO CBOMM HCIIOJIHUTEIIEM.

Amnorell aHCaMOJIEBO-CUMBOJIMYECKOTO TpuyMda mnpumencs Ha ¢(uHai, rae
npo3sydana kommnosuius M. Kedamuan "...s0 und auch s0..." mis conupyromeit
¢doHOTpaMMBI, (IEHTHI, KBapTeTa BaITOPH, (OPTENHAHO U BICKTPOHHBIX 3BYKOB.
HeoObluHOE CcOYeTaHME 3JIEKTPOAKYCTHKM M 3BYYaHMS HATypalbHBIX TeMOpOB
rapaHTUPOBANIO aKHOTaX. OJHAKO IVIABHBIMA CIOPIPU3 OXKUJAN CIyIIaTelel, Koraa
13 KOJIOHOK YCUJIMTENs, yCTAHOBJIEHHOIO Ha clieHe Maloro 3aia, JOHECIUCh 3BYyKU

. ronoca 0. H. Xononosa, HaX0AYMBO UCIOIb30BAHHOIO ABTOPOM B KaueCTBE
LEHTPAIBHOTO 3JIEMEHTa My3bIKAIbHOMN TKAHH.

Mysbika ans (opTenuaHo JEIMKaTHO OTTCHsJIAa B IIPOrpaMMe KOHLEpTa
OyHCTBO aHCAMOJIEBBIX KPACOK.

"®eitepBepk" UW. CoxomoBa, "Pemnkapuamums" 1O. Boponmosa, "llourn-
TeNIbHBIE BapHallid Ha TpH My3blkanbHble OykBel" P. Jlenenesa, "bBe3 crtpaxa u
yopeka" JI. CmupHoBa, mbeca s ¢oprenuaHo H. PakoBa (mepBoe coumHeHue,
nocesiteHHoe H0. H. Xononoy B 1988 rozy) — mpousBeeHUs, TOHKO U BBIPa3UTEIN-
BHO MHTEPIPETHPYIONINE HHCTPYMEHTANBHYIO CIENU(MHUKY POSUISL U Ty TBOPUYECKYIO
3ajady, pagu KOTOPOH OHHU 33 yMbIBAJIUCh CBOUMH aBTOPAMH.

[IpemocraBum crmoBo M. /[yb6ogy, camomy BepHOMY H0GoU My3vblKe TTHAHUCTY,
CBITPaBILIEMY BECh MBICIHMBIN ¥ HEMBICIHUMBIN (opTenranHoil periepryap XX Beka,
takke yueHuky lO. H. XononoBa. OH mOMHMO BCEro MpOYEro BBICTYIHI Ha 3TOM
KOHLIEPTE B HOBOM aMIUTya, WCIOJHHB OpPraHHYI0 IAPTUIO B IPOU3BEAECHUU
0. Kacnaposa "ITpuspak My3sikn" mis kiapHeTa, (parora u oprasa.

"FO6unelt XononoBa — coObITHE JUTST HAIIEH MY3BIKAIBHOW OOIIECTBEHHOCTH.
Bbu1o ouenp xopomo U s cedd 3HaUMMO HaONI0JaTh MPOUCXO/AIICE U y4acTBO-
BaTh B NMPa3JHUYHOM IIpOIlEcCe, ABHXKYILEH CHIION KOTOporo Oblia 3aMedaTesbHas
Banepust Credanona LlenoBa. Sl pag u ToMy, 4TO CTal B HEKOTOPOW CTETEHH
COaBTOPOM KOHIEMNIMK 3aKIIOYUTENIBHOTO KoHuepra. C Tex Mop Kak y MeHs
MPOCHYJICSI HHTEpeC He MPOCTO "MOIIynars' KIABUIIN POSUIS CBOUMH PyKaMH, HO U
MogyMatTh, y3HaTh, MOHSATh, KaKUM 00pa3oM COTBOPEHO TO, YTO Mbl HIpaeM Hu
ciymaeM, uMsi X0J01oBa ObUIO Il MEHSI CHHOHUMOM IOHATHS "TEOpusi My3bIKH".
V3nan IOpus HukonaeBuua TM4YHO 1 MHOTO MO3%€, B KOHCEPBATOPHU.

Vausurensao, FOpuit HukomaeBnd — denmoBek CTpoKaiimed IUCIUTUINHBL,
IIPEAEIbHO OPraHU30BaHHBIM, OyAy4yd OUYEHb CTPOIMM M IIYHKTYalbHbIM CO
CTYAEHTAaMH, CO3JaeT BOKPYT ce0s Takyro aTMocdepy, 4To ¢ HUM JIETKO — 001aThes,
yunTbes, paborarh. Kakoi-To CBET HCXOAWT OT HEro, Kak OT HOCHUTENS H
IIPOBOJHUKA TPAAULNH Hamled BeIUKON KynbTypsl. EMy 00s3aHBEI HE TOJIIBKO TEOPHS
MY3bIKM U TIOKOJEHHUS YYEHHKOB-MY3BIKOBEJOB, HO M MY3bIKAHTHI-MHCTPYMEH-
TAJIUCTHI U, YTO KpaifHe Ba)KHO, KOMIIO3UTOPBI, OT CTAPILINX KOJUIET ¥ COBPEMEHHHUKOB
IO HBIHEIITHUX CTYJEHTOB. TOYHO 3HAI0, YTO MHOTHE KOMITO3UTOPHI CUUTAIOT BIMSHHE
XoJonoBa Ha WX JMYHOCTh M MY3BIKYy OJHHM M3 ONpPEASILIOMMX. MOXKeT OBbITb,
CTOMJIO ObI BHECTH TOIPABKY B U3BECTHYIO XOJIONIOBCKYIO cTaThio "V3MeHstomieecs u
HEU3MEHHOE B HBOJIOLUHM MY3BIKAIGHOTO MBIIUICHUS'", JOIOJIHUB €€ eIle OTHOM
KOHCTaHTOH, 0COOBIM HEM3MEHHBIM (aKkTopoM — ghaxmopom Xononosa...".

Mapuna Bounosa
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HAINUOHAJ/IHA MY3HUKA Y 20. BEKY

Cummnosujym y Jlajomury, ogpkaH
ont 23. mo 27. oktobpa 2002. roguHe

My3HKOJIOIIKY MHCTUTYT YHuBep3uTeTa y Jlajnuury, Ha dujeMm je 4demny
npogecop Xenmyt Jloc (Helmut L0OS), opraHn3oBao je cKym Yujy je yH Ha3uB
Hcmiopuja my3uxe usmeby ucitioune u 3ailagne Eepoiie: Hauuonaana my3uxa
y 20. sexy. Komito3uiliopcku u couuokyaiiypHu acilexitiu. OBOM Hay4HOM
CaCTaHKYy je NPEeTXONMWIO HEKOJINKO ApYruX Koje je armiHu mpod. Jloc opra-
HU30Ba0 TOKOM IOCIEHUX IeCeTaK TOfIMHA, C TJIABHUM LUJBEM fla Cce MOCie
majia KOMYHHCTHYKIX JUKTAaTypa yCIOCTaBe MOCTOBH M3Meby Mysmkoiora y
3amajiHoj u cpefwboj EBponu, ¢ jeqHe crpaHe, u konera y ucrounoj Espomny, ¢
npyre. Tako je ocHoBaHO MebyHapoaHO APYIITBO 3a MpOydaBame MCTOPHje
MY3HKe Yy cpefr0j U UCTOYHO] EBponu, Hajnpe npu YHuBep3surery y Kemnuiy,
capa y Jajmmury. Op 1997. no 2002. ropuse [IpymTBo je 06jaBUIIO OcaM cBe3aka
CBOjUX caommTema. JegaH of MpojekaTa Ha KOMe Ce TPEHYTHO pajd je Ipupe-
buBame n3abpaHe NpenucKe My3udapa u3 pazTmuuTHX €BPOIICKUX PETUOHA.

Kaxko je To XenmyT Jloc Hariacmo y HajaBH CHMIO3HMjyMa, HCKYCTBa ca
HaIlMOHATHUM Y TPOIIIOM BEKY Pa3iiuKyjy ce Off 3eMJbe O 3eMJbE 10 CBOjUM
UCTOPHjCKMM TIpef3HaluMa, Tako fla Cy y HeKnMa OHa Omia HEraTMBHO
onpebena (Ha mpumep y Hemaukoj), mOK cy y Apyruma mpejcraBibaia HOpu-
6exmiTa cno6ope. [Tocie citomMa KOMyHH3Ma Y ICTOYHOEBPOIICKAM 3€MJbaMa
JOIIJIO je /0 peHecaHCe HalMOHAIM3Ma, IITO je y NMPOTUBPEYHOCTH ca Bila-
majyhuM TymauemeM Jja je TojaM Handje IojaBa M KOHCTPYKIMja Be3aHa
npeBacxoiHo 3a 19. Bek. Crora cy nmuTama O HalMOHAIHOM U JlaHAaC aKTyellHa
U NPOBOKATHBHA 3a pa3iMuUTe HaydyHe JUCHUIUIMHE, N1a TaKO M 3a MY3HKO-
norujy. VIHTepecaHTHO je [a y HOBHje BpeMe TeMa O YJIO3M HAIMOHAJIHOT
MUINUbEHA NpUBIavyn Behy Nakikby 1 HeMauKNUX MY3HKOJIOTa.

TpopHEBHN CHMIIO3UjyM je OKYIHO YETpAeceT MY3WKOJora M3 NeTHaecT
eBPOIICKUX 3eMalba, Off TPH Jp>kaBe OuBIIe Jyrociasuje Ha jyry, o Tpu Oaj-
THYKE 3eMJbe Ha ceBepy. [JoMuHMpaiy Cy yYeCHUIN 13 OUBIINX KOMYHHUCTHY-
KHX 3eMalba, alli Cy CBOj IONPHHOC flajle W KOoJIere U3 3eMibe Koja je IpyXKuia
rocronpumctBo u u3 llIBepcke. [IpuMemeHN Cy pa3iudWTH YIIIOBH carje-
flaBalka OCHOBHE TeMe, Off aHaJlu3e HAUMOHAJIHMX acleKaTa Y KOHKPETHHM
nenuma (Japmuna TaGpujenosa / Gabrielova/ u3 Ilpara roBopuna je o genuma
B. Maptunya, MjeuncnaB Tomammescku / Tomaszewski/ n3 Kpakosa o llInma-
HOBCKOM, I'paxkuna [JayHopasuhujene / Daunoraviciene/ n3 Buseayca o Bajopa-
Cy), IPEKO MCTUNama GUTHUX OCOOEHOCTH HAIMOHAIHOT ycMepemwa y I0jeu-
uum 3emibama (Enena CunkeBnu u3 KujeBa wm3nmarana je O YKpajuHCKO]
My3ulM TOCIHemux paeneHuja, Bura JlungenOepr /Lindenberg/ u3 Pure o
neToHcKo] My3umm, Mennra Munul n3 Beorpapga o cpnckoj, Hapja Korep u3
Jby6ibaHe O CIOBEHAUKOj), CBE IO ONIITHjUX 3aXBaTa y NpOoOJIEeMaTHKy Halu-
onanHor (Tubop Tanumjan /Talian/ 3 bygumnemre je mMao paj 0 MUCHjamMa H

' O Tome BusieTH omupHuje y pusiory Xenmyra Jloca 06jaB/beHOM Y MPOIILIOM

6pojy Jacomuca.
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omnmujamMa HayoHanHocT y My3uny, EBa Cepak u3 3arpe6a o crepeorunuma
u npobieMy uaeHTHTeTa). YuecHuunm u3 Hemauke cy ce ycpeacpeauin Ha
KPUTHYKHA W3OIITPEHY aHAIM3y Pa3NIMYUTHX OOJNKa HCIOJbaBama HaIWo-
Ha/lu3Ma y HeMadKoj MY3UIM y IPBHM jienieHnjaMa 20. BeKa: Ha YJIOory My3HuKe
y mpocnaBaMa uctopujckux jyouieja (Kmayc Boagraur Humenep Niemdller/
n3 Kenna), 3atum Ha npouec yrpabusama IllymaHoBoOr pena y HeMadku
MY3WUKH Tpe3op, Ipu deMy je MeHyencon Kao JeBpejuH GMBAao IMOTHCKUBAH
(Xenmyt Jloc), Takobe m Ha cynOuHy My3uke y XumiepoBoj Hemaukoj
(An6pext Purmunep /Riethmiller/ u3 bepnuna).

Y pmuckycmjama cy Hajuenrhe MOKpeTaHa NMHATama O THIMYHUM OInKama
U TPEeNo3HaTILUBOCTH ofpehbeHe HaluoHamHe My3HKe, a MOAPOGHO Cy pas-
MaTpaHH W NpobieMH peneniyje u yrunaja. MicTumaHo je ga HaIMOHAIIHO Y
YMETHHYKO] MY3HIM He Tpeba orpaHnyaBaTH Ha (hOJIKIOPHO, n3Meby ocrasor
3aTO WITO je (PONKIIOp BUIIE PETMOHAIHM HEro HanuoHamHu peHomeH. Heku
YUYECHHUIN CY MPUMETHIIN J1a je Tparame 3a TUINUYHO YEIIKHUM, HOJbCKUM HTH.
ocoOMHaMa y MY3WIM YIJIABHOM y3allylaH II0cao U Jla ce He Ipernopydyje
ofapebnBame MOjeIMHNX KapaKTePHCTHYHAX HWHTEpBaja Kao 3HAKOBAa HEKE
OceGHOCTH jep — KaKo ce MPOHUYHO YKa3WBaJIO — HEMa JIOBOJbHO MHTEpBaJIa ¥
OfHOCY Ha O6pOj MOTEHIUjaTHO 3aUHTEepecoBaHNX Haumja. Pag o Maprunyy 6mo
je moBof 3a IUCKYCH]jy O 3Havajy TpajguLyje peleniyje y JoKUBIbajy HEKOT fesa
kao HanuoHainHor (Y Yewkoj paiicoguju MapTuHy cTBapa "THNMYHO YEIKY"
My3HKYy YyHNoTpeOibaBajyhu jefaH NpPOTECTAaHTCKU Kopad u3 PpaHuycke Kao
cuMO0JI CBOje YellIKe IOMOBUHE).

AKo ce 3Ha Jla je jefaH Of IVIaBHHMX I[MUb€Ba CUMIO3MjyMa OHMO Ja ce
Ipy>Ke YIIOPEIHU YBUJM Y CXBaTamba Havejla My3W4YKU HAIMOHAJHOT Y pa3iu-
YUTHM 3€MJbaMa jeIHOT PErHOHA, OHJA je CKYI Y MOTIYHOCTH yCreo. Y YeCcHH-
I Cy UMM HEONXOJHY KPUTHUKY JMCTAHIy NpeMa IpeMeTy CBOT HCTpa-
KWBama, TaKo Ja HHje OWJI0 HWKAKBAX HEYMECHHX Tiopu(pUKanuja WIH
CBOjaTama KOMIIO3UTOpa. Y TOM CMUCIY je KapakTepHuCTH4aH paj Pupurepa
Purepa /Ritter/ n3 BpemepxageHna, Koju je mpoGieMaTH30oBaO0 NPHUIAJHOCT
CranucnaBa MomyIIka caMO jeHOj HAllMOHAJIHO] KYJATYpH, NOHYAMBIIN 3a
Bera, Nopefl TOJbCKe, W JINTBAHCKY M OEJOpPYCKY HAIWOHAIHY ORPENHUIY.
Bpno po6po je npumiber HacTyn Mukynama Beka /Bek/ n3 Bphaa koju je cBoj
paj O pelenuyju pa3lnuYuTHX BpcTa My3WKe KOJ Yellke MyOJHuKe 3aUMHHO
BpIIaBUM KOMEHTapuMma Ha TeMy HaluoHanHe Kyxuibe (YUyBeHe uerike
kueme!). MaTepecanTHo je fa je u PurMuniep yBojHe HaloOMeHE CBOT paja
NIOCBETHO HAIMOHAIHOM HJEHTHTETY U HEroBHM TpaHcopMmandjamMa Ha
npuMepuMa U3 KyJIrHapceTBa (nuie, xamMGyprepu uth. ).

CuMmosujym je ofpxkaH y mpocropujamMa MY3UKOJOIIKOT HHCTUTYTA
cMelTeHor y MeHeICOHOBO] KyhH, JIeNo pecTaypucaHoM 3amby Y KOJeM je
MeHpencoH kuBeo 1 ymMpo. Pextop Jlajunuiikor yHUBe p3uTeTa IPUPENo je y
BpJ1o cBeyaHoj CTapoj CeHATCKOj call IIpHUjeM 3a YISCHUKE CKyIa, ocje Jyera
je yclienno KOHIEePT MEIIOBUTOT YHUBEP3UTETCKOT XOpa KOjU je M3Beo fena
Baxa u Bpamca. ¥3 mocery uyBenom KouzepBatopujymy (Ha Kojem cy CTy-
AUpPAaN ¥ HEKM HaIlll KOMIIO3UTOpH, Kao Mokpamarn, [Tlaynosuh n Xpucruh),
nmoce6aH NOXMBIbA] je MPefiCcTaB/bao U obmiasak My3eja HHCTpyMeHaTa, KOjH
mocefyje OKO NeT Xuibajja MPETEXKHO PApPUTETHX EKCIIOHATa.
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YyecHNIM NAjUIUINIKOT CKyHma Cy OWIM NPUBIJIECTOBAaHM fla MOTY fa
NIPUCYCTBYjy HOCIefmeM jaBHOM Hactyny Jupsxkuja Pykaua (Jifi Fukag),
YIJIEJHOT YEIIKOT My3UKOJIOTa, JyTOrOAMIIIbET PYKOBOANONa My3HKQIOMIKOT
UHCTUTYTa Ha MacapukoBoM yHuBep3uTeTy y bpay. Jlok je Buime op cat
BpeMeHa TOBOPHO O MapKCH3My y MY3WKOJIOTHjH, MPOTKUBajyhu cBOje m3ia-
ramwe JyXOBUTHM 3alaxkamHUMa 1o KOojuMa je 6uo mo3Hart, npogecop ®Pykauy je
IeJI0BA0 IOMAalIo YMOPHO, ajdl HUKO HHje MOrao HHU Aa HacayTd Aa he my
TOKOM HOhM KoOja je yciefuna TONMKO MO3NMUTH, fa he MopaTu pa Oypae
XOCIUTANN30BaH. YMpO je y cBoM BpHy mocne mMame off Mecel faHa, 22.
HOBeMOpa. Jupxku Pykad je ofp:kaBao OAIMYHE KOJIETHjaTHE BE3€ ca TPYIOM
CPIICKUX MY3HKOJIOra, a OMO je M Yy4YeCHHK HEKHX Hay4YHUX CKymoBa Yy
Beorpany.

Meauitia Muaun

MEBYHAPOJHA MAHU®ECTAIINJA UTPE
O y0po6c g Gvin Kinpovomd

Konrpec nHa Kpdy (30. X — 3. X12002)

Y rpany Kpdy, Ha octpBy Kpdy, kpajem okTOOpa 1 MOUYEeTKOM HOBeMOpa
2002. opraHn30BaH je jeflaH 3aHMMJBUB M HECBAaKMAAIIH CKYIl NCTPaKUBAY-
KOT U (pecTHBANCKOT KapakTepa ca HaszmBoM 16" World Congress on Dance
Research, ca Temom Dance as Intangible Heritage (Mzpa xao negogupmuso
Hacaebe), WHTEpECaHTAaH M y HCTPAXUBAYKOM M Yy H3BODHAUKOM CMUCIHY,
OpHUjeHTHCaH NPEeTeXXHO Ha (oNKIOopHY obnacT. OBa je MaHudecTanyja 1o
CBOM HHTEpPHAIMOHAIHOM JIOMETy MpEeBa3WIlla OHE IIPETXOAHE, TakKobe
oprann3oBate y I'pukoj. Konrpec je oGjeanHno ucropmuape m TeopeTndape
urpe u u3Bobave (kaTkaga o0e aKTHBHOCTH y UCTOM JIMIY), y OpraHu3aluju
Cagera 3a urpy YHECKO. Ilpencegnuk Caseta, rocnogun Ankuc Padruc,
HUCTOpUYAp UTpe U Kopeorpad, COIMONOr H ETHOJOr, mpodecop YHHBEp-
3WTETa, OCHUBAY j€ M AUPEKTOP I'PUYKOT, OOMMHOTL 11O CBOjHM J€NaTHOCTHMA,
etHo-Tearpa [opa Citipaiiiy, jefUHCTBEHOT aHcaMObiia HAPOJAHUX Urapa y cBe-
Ty, KOju ce mojasuo u y Beorpany, Ha Beimnkoj cueHn CaBa-I[eHTpa CPEARHOM
mapra 2002.

Y BenuKM OpraHM3aTOPCKH TUM OWIIE Cy KOONTHpPaHE W ABE HAIE CY-
HapoJjHHMIle, Kao NpBa, 6allepuHa, CONUCTKUba Aja JyHr (IO3HaTa IO CBOjUM
MebyHapopHEM ycoecuMa Ha TOJby MOHoOazneTa, ca Kpeanujama Zelle n
[losegpuna), kao nenerat Casera 3a urpy YHECKO, oackopa mpepceqHuK
Hanuonansor caseta 3a urpy Cpouje u Lpne I'ope, ca cepumrem y Beorpany.
BaxBampyjyhu Aju JyHr, focra je peneraTa-pecgepenHata uz Cpbuje 6mio
MI03BaHO J1a Ha KOHIPecy Kaxe CBOjy MCTPaKMBauKy ped: nmopep ap OmmBepe
Bacuh, npoecopa PMY y Beorpaay, eTHOKopeosora (4jgaHa KOHIPECHOT
Hay4yHOr KomuteTa), [lecanka hophesuh, nHCTpyKTOpP M KOpeorpad, Jyroro-
AUIIba Wrpaduna Imo3HaTtor aHcaMbmna Koso, ap [parocnaB Ilapesuh,
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AQHTPOIIONOT W €THOJIOT, Kopeorpad), YMETHUUKH AUPEKTOpP aHcaMOna Dpyaa,
np Hapexpa MocycoBa, mysukosor, CrnaBuna MuxaunoBuh, yMETHHYKA
pykoBonumian ancambna Abpawesuh y KparyjeBny m acucreHT OmnuBepe
Bacuh y LlenTpy 3a mnpoyuyaBame Hapoguux wurapa CpOuje, Bnagumup
JloryHnoB, kopeorpad Hapopnor nmozopuinta y Beorpagy u, ma 3a0KpyskuMo
ca cycefuMa, — conucTkuma Oanera Hapopnor teatpa y Ckommy, Mckpa
CykaposBa, yuenuna JlaGanosor nenTpa y JIoHfoHy, 0 yeMy je pedepucana y
OKBHPY HCTPaXMBAUKHIX CECHja KOHTpeca.

He tpe6a vu Harnamasatu na 6u mu cBu Ha Kpdy pamo Bugenn u npyre
Haie cycefie, Pymyne, Mabape, XpBare (nmpucytHa Kao mocMatpay camo Encn
Npanunh-ynun, npogecop Dance Department UCLA y nen3suju), AnGanue u
CrnoBeHle, pagu pa3MeHe UCKYCTaBa, jep — (PONIKIOP je HeM3MepaH, HeroBr
VTHIAjU [[aJIeKOCEKHH, HUKAJ MO Kpaja HCTpakeHH. MopaMo mpm TOM fa
KOHCTaTyjeMo, 1a HUKO HH Off OMBIINX HU Of CafallibuX OaTKaHCKUX HApoja,
yKIbyuyjyhu Ty u Hac, (MHCIH ce Ha aHcaM0lle) Huje 3aurpao Ha OWHU rpaj-
CKOT' Kp(CKOT I030pHmTa (Ife ce Ie0 KOHIpeC W OfBHjao), IITO je BeHKa
wreta. Anu, npeaceguuk Pagruc je Texk 2001. roguHe 3amovyeo MaHpaT, KOju
SKeJIM Jla ICKOPHCTH 3a 30imkaBame 0aTKaHCKUX Hapojia MpeKo NpoydaBama
U HEroBama CBHX BpcTa urapa, Takobe M (ONKIOpHHX. Y TOM LHIbY,
n3ejcTBOBAO je ma orpanak Casera 3a urpy YHECKO uma cBoje cenumire y
ATHHH, ¢ THM HITO TIpeJJIake fla ce OCHYje PErMOHAJHHU ILIEHTap 3a Urpy y
Beorpagy. O ToMe je 6uno pasroBopa kaja je mpocecop Padruc gomao y
Beorpag mapra 2002. ca cBojuM aHcam6iioM /Jopa Citipaiiy, KOjH je IPAPERIO
U3y3eTHY NpEeJICTaBy, cCeMUHape 3a OOyKy M He3abopaBHY M3IIOXKOY I'DUYKUX
HaI[MOHATHAX KocTrMa y ETHorpadckom mysejy.

Y usBobaukoM, (pecTHBAJICKOM J[ielly HAcCTyHajle Cy Wrpadke rpyle Hu3
pa3Hmx KpajeBa ['puke, moce6rno ca Kpda, meby muMa mcTtakHyTH aHcaMOIl
Jlaogamac. Of cTpaHala NOjaBHIM Cy ce Kao Wrpaym yriaBHoM WHpycw,
ofcycrBoBanu cy Haxanoct Adpukannu (Kamepyn u Hurepuja), koju u3
HEKHX pasjora HUcCy AoOunu rpuke Buse. M3Bobemwa cy Ouna npahena mpepa-
BamkMMa, HM3J0XK0aMa HApOJHUX KOCTHMa, IMPOAAjHUM H3JI0XKO0aMa KIbHUTra
(I'pur MHOTO MUY 0 Urpama, Ankuc Padruc mMa Ha TOM nosby BuIle 3ama-
JKEHUX MyOJIMKaluja) U BUIEO Ipe3eHTaldjama.

HerpasknBauky paji Ha KOHI'pecy ce ofBHjao (Ha IPYKOM M €HIJIECKOM) Y
ceknmjama 3a pedepare, pefaBama-IeMOHCTpanyje u paguonnie. [Iporpam
je Ouo pasHOBpPCTaH C OO3UPOM fla CY y4ecTBOBAIM pedepeHTH U3 OJIUCKUX
3emasba (Jyrocnasuje, Makenounuje u Mranuje) n oHux ypamenux (PpaHiyc-
ke, Enrnecke, Pycmje, CAJl, Ypyrsaja, Janana, Muauje, Jepmennje u I'pysu-
je). Cprcku m3narayu cy TOBOPWIIM O HAPOJHUM UrpaMa M HUXOBOM OUYBakby
(LIagreuh — Folk dances and the problem of their preservation), o meTogama paga
u mpobiieMuMa y o0y4yaBamwy pasiINIUTUX I'pyna HapopHux urpada y Cpouju
(Bopbesuh — Methods of work and their problems when working with different
groups of folk dancers in Serbia), o TpaguumonamHO] opckoj urpu y Cpouju
(Bacuh — Traditional oro dances in Serbia), mro je 6mmo mpompakeno pe-
MOHCTpUpameM pedepeHTkumbe ca CrmaBuniom MuxaumnoBuh, 0 HCTOpPHjaTy
(onknopHux Ganera y mebypartnoj JyrocnaBuju (Mocycosa — Are folkloric
ballets anachronism today?); Aja JyHr je Ha nmpumMepy cBor MoHo6anera Zelle
(mocnenmu ganun Mate Xapu) npuka3saina (yCMEHO U Ha BHJIEY) KaKO Ce CTBapa
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6anercka MoHozipama (Making a dance solo), mok je JloryHoB (WHaue OBO-
TOUIIKBLYN JOOUTHUK Harpaje Jumuitipuje Ilapauh 3a xopeorpadujy Ganera
Hoxkitiop [lexua u Zociiogun Xajg) 06aBeCTHO MPUCYTHE O HPETXOJHO] CE30HH
y 6eorpagckom Hapopnom no3zopuiiry (Ballet season at the National Theatre in
Belgrade), Takobe npuka3zapiu genoBe cBOT OaneTa Ha BUJEY.

On apyrux pedepaTa nmoce6HO je OUO MHTEpECaHTaH XOJAHJCKU E€KCI03e
o ayrenTuuHoctu urapa (Frederick Naerebout — ‘Nice dance! But is it authentic’?
What actually is this ‘authenticity’ that everybody is going on about? Huriirta Mmame
3aHUMJBUBO M3Narame (1 IeMOHCTpUpae T3B. TpOymHor mieca!) Kunpanuna
CraBpoca Kapajanuca o opujeHTanHuM yTunajuMa Ha rpuky urpy (Performing
gender, class and nation. The tsifteteli and the politics of Hellenic dance), koje 6u
Tpebayo cBakako fa MOACTAaKHE Hallle MY3WKOJIOTe Ha Pa3sMUIIbamke O OpH-
jeHTaIM3MmUMa y CpIICKOj HapOAHO] (M KOMIIO3MTOPCKOj) MY3HUIIM, a €THOKO-
peoJiore Ha IPEUCIUTHBAKE CTABOBA O TOME /1a JI NCTOYHAYKY €JIEMEHTH Y UTPH
crazajy y cpucku ¢onkiaop. Tpeba ucrahu fa je yyecHMIMMAa U 3aMHTEPECOBaA-
HHMMa CTajalla Ha pacrojiaraiby KibUra HayqHUX IIPUAIIOra U CAOoMIITe ha, YHAIPEN
mrramnand 360pHuK ca S50 pedepara, (27 Ha enrieckom, 11 Ha rpukom) m 12
caommurema (10 Ha eHrieckoM W 2 Ha TPUKOM je3uKy). [lmckycmje cy Owmie
cajipsKajHe ¥ TIOJICTHI[AjHE, Y KOJIETHjaTHO] ¥ TIPUjaTeIbCcKOj aTMocdepH, Kao 1 e
KOHTpec.

Mebynaporau Caset 3a urpy He mupyje. OprannzoBahe HOBH cKymn mop
HacyoBoM Dance in the World Today 2 — The Situation in Southeastern Europe, y
Beorpany op 3. o 6. jyma 2003.

Hagexcga Mocycosa
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Anniversary JyGunej

HAJIEXJIA MOCYCOBA
Y3 75. ropnmms ANy KABOTA

OoGenexaBame jyouneja gp Hanexxpe Mocycose, yriefiHe U Ayrorofulil-
e capaguune Mysukonomkor uHctutyra CAHY, HayuHuka u npodecopa,
IIpeficTaBiba MPUIIMKY Jla Ce YKPAaTKO OCBPHEM Ha H-EH JOCAJAllbi IOTIPHHOC
CPIICKO] MY3UKOJIOTHjH, a OH je, Beh Ha MpBHM TWOTrJefd, O He3a00UIa3HOT
3Havaja. Mako npunoxkeHna 6ubnuorpacduja o ToMe HajoOJbe CBEAOYHU, HOME,
IO IPUPOJH CTBApH, HE MOTy OuTH obyxBaheHe MHOTOCTpYKe mpodecruoHaIHe
AaKTHBHOCTH Hallle CIIaBJbEHMUIIE, KOj€ CY YIpaBo 300T CBOje IMIMPHHE U pasrpa-
HATOCTH 4ecTO "HeBUJbUBE" KYJITYPHOj, Ia U Y>KOj CTPYYHO] jaBHOCTH. 3060T
Tora he o wuma OUTH BUIIE PEYd Yy OBOM CKPOMHOM OMaxy.

OG6pa3oBaHa Kao KOMIIO3UTOP, IIITO UMa HecyMmbuBa npemmyhcrBa, Mo-
cycoBa je Omiia BpJIO paHO, jOII HA CTy[WjaMa, 3aMHTEPECOBAaHA 3a MYy3MUKY
TeOopHjy, KacHHje U 3a MY3HKOJIOTHjy, U TO IIpe CBera 3a Ipoy4yaBame CTBa-
panamrsa [lerpa Komosuha. 3axBabyjyhn Bpiio MOBOJBHOM MHUIUbEHY KOje
j€ O ’BeHNM CIIOCOOHOCTHMA CTE€KA0 OBaj HAIll BEJINKU KOMIIO3UTOp, MO3BaHa je
ma pagu y My3uKOIOIMIKOM HHCTUTYTYy. TOKOM BpeMeHa mpopayOibaBaia je,
yIIaBHOM CaMOCTAJIHO, CBOja 3Hamha U3 MCTOPHUje U ECTETUKE MYy3HUKE, IITO jOj
HHje MOTJIO MPeACTaB/baT! MpoOIeM ¢ 003UPOM Ha M3Y3E€THO HIMPOKO OIIITE
obpasoBame Koje je Beh y Miragoctu nocegoBana. Meby meHIM IprjaTebuMa
U KoJleraMa je IO3HAaTO KOJHUKO Cy MOY3/laHa HheHa 3Hama U3 00JIacTU OMINTe
HCTOpHj€e, KOJIUKO Cy HeHU YBUAH Y JIUKOBHE YMETHOCTH NPOAYOIbEHH, a (pOHN
MIPOYUTAHE JIeNe KIIDKEBHOCTH OoraT M pa3HoBpcTaH. HapaBHo, y TuM 3Ha-
IBIMa IOoceOHO MECTO 3ay3uMajy OHa Koja Cy Be3aHa 3a CJIOBEHCKH IPOCTOD,
HapOYMTO CPIICKY U PYCKH, KOje MCTpaKyje ca crpainhy Koja HAKaja He cinaGu.
ITpunuka je ga ce oBie HamoMeHe fia je MocycoBa U MOJNUTIIOTa, C 003UPOM Ha
TO Jla BJIafla PyCKHM, HEMauyKWM, (PPaHIyCKUM H CHIJIECKAM je3WKOM, IITO
IpejcTaBiba BENINUKY IPEJHOCT 3a CBAKOT MY3HKOJIOTra.

Mapna Hema morpebe fa ce y OBOM MaJOM TEKCTy HABOJAE NOfald W3
JeKCUKOHa 0 mpodecroHanHoj ouorpaduju Hapmexxae MocycoBe, HEKH MO-
MEHTH 3aCIIyXKyjy Aa ce W OBe cIoMeHy. To cy, Ipe cBera, y4ecTBOBama Ha
MHOTOOpPOjHUM HMHOCTPAaHMM cHMIO3ujymMuMa, of MocksBe u KwujeBa, mpeko
Bpnua, Xajnen6epra, Crokxonma u Jlonmona, fo OtaBe. Ha muma je mpe-
3eHTUpala 3HauyajHe IpWiore Hajuenthe o CpICKOj M CIOBEHCKO] MY3HLHU U
BUXOBOM Crienn(pUIHOM Pa3JIMKOBAaKy Of] 3amajiHe, unMe je MehyHapogHoM
CTPYYHOM ayIUTOPHjyMy OMIIO OMOTYheHO [a CTeKHe jeffHy CIOKeHY M M3HU-
jaHCHpaHy TIpefcTaBy O CTBapalallTBY KOje MYy je YIriIaBHOM HEIO3HAToO.
IToBpeMeHa 3ajefHMYKA HACTyIama Yy MHOCTPAHCTBY OWia Cy NMpHIINKa fa ce
yBEpHM ca KOJIMKO yBaXkaBama Cy ce KOJIere U3 IeJIOT CBeTa OfHOCHIIe peMa
B0j, YeCTO joj yKa3yjyhu mouact ma npefacefasa cegaunama. llltera je mro cy
TaMO TIPOYWTAaHH TEKCTOBH, KOjH Cy HAKHAJHO MITaMNaHW y 300pHAIMMA
pagoBa, OCTany YriiaBHOM HEMO3HATH JoMahoj Hay4yHOj jaBHOCTH, ajld BEpyjeM
ma he ce jegHOTr maHa OHM 00jaBUTH U KOJ Hac y mpesoAy. [Iurtam ce, mebyTnm,
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ma gu he 3a TakaB IOCAao Hallla ipara ClaBJbeHUIA Hahm BpeMeHa y CKOpOj
O6ynyhHOCTH, jep OHa HEYMOPHO HacTaBjba [a pajgd "Ha HEKOIHMKO pa3boja’.
Camo y mociegmux HEKOITUKO MECE YIeCTBOBaJIa je Ha KOHTPECy crermja-
nucra 3a urpy Ha Kpdy, Ha cuMnosujymy nocseheHoM MO30PHIIHOM U Olep-
ckoM peautelby Jypujy Pakutuny y Beorpany, kao u Ha [{Ba CKyna y OpraHu3-
anuju Pakynarera My3MYKEe YMETHOCTH. YIOPEAO IUIIE jOUI NpuUjiore 3a
OIIEPCKH JIEKCHKOH, NpUNpeMa 3a mraMiny u36op u3 KomosuheBe KopecnoH-
[EHIje Y OKBHUPY jeSHOT MebhyHapomgHOT mpojekTa, a BepyjeM fa pajgd W Ha
ApYrMM TeMaMa O KojuMa HumTa He rosopu. He usnenabyje, crtora, kap
MIOHEKaJ IIACHO MOKeJH fja IaH Tpaje YeTpAecT ocaM catu!

Tpeba moaceTuTu Ha TO fa je MocycoBa IIecHaecT TOAMHA [ieloBala U
kao npodecop Ha Onceky 3a My3ukosorujy Pakynrera My3HuKe YMETHOCTH.
IIpepaBama cy oGyxBaTajna paHd pOMaHTH3aM, HalluOHANHe 1IKoje 19. Beka u
pycku umnpecronnsaM. TOKOM jefiHe MIKOJICKE TOfiMHE NpeflaBana je AHaIu3y
GaneTcke My3uKe Ha PakyaTeTy ApaMcKuX yMeTHOCTH y Beorpany.

IToceeheHOCT KOMIOHOBAKY YCTyIANIa jeé TOKOM BpeMeHa MECTO MY3HKO-
JIOIIKOM pajly, ali He BepyjeM fia je MKaja cacBUM mpecramna. Meby kowmrmo-
sunmjama H. MocycoBe moce6HO MecTo 3ay3uMajy Panitiasuja 3a KIapuHET U
KJIaBUpPCKM KBapTeT, Piéce romantique 3a kiaBupcku Tpuo u HHilipogykuuja u
Jlapzo 3a rymaukum opkecrtap. OBa Jella M3BOAWIM CYy HAaIlW MO3HATH YMET-
HHUnu, u3Meby ocranor u Ha JyroclnoBeHCKOj My3H4Koj TpuOuHN y OnaTuju.

IlInpokn crnekTap HEHNX MY3MKOJOIIKMX MHTEPEecOBama KOHICHTpUINE
Ce OKO HEKOJHMKO MehycoOHO MmoBe3aHHX Tayaka. Y CpPEeUIITY je CPICKO (1
jYrocioBeHCKO) My3uuKO crBapamamTBo 19. u 20. Beka, alnu MOCTaBBLEHO Y
mMpK 6ATKAHCKH, CJIOBEHCKH ¥ €BPOIICKH KOHTEKCT, IITO YKIbYUyje 1 HauellHa
IIUTamka TPAHCTIO3UNHjE (POIKIOPHUX €JIeMEHaTa Yy YMETHHUKY My3HuKy. OBOj
npobnemaTuiy je nocsehena Beh cnomenyTa JoKTOpcKa AucepTanyja, y Kojoj
ayTopKa JOKa3syje fa T3B. HalUOHAJIHE IIKOJIe HUCY caMo nepucgepHu deHo-
MEH y OKBHPY €BpOIICKOI poMaHTH3Ma, Beh Ja oHe mpejcTaBibajy HEToB
HHTETPAJIHA [Ie0, 3acTynajyhu Te3y o "IpofysKeHOM POMAHTU3MY" y CIOBEH-
CKUM 3eMJbaMa M HapouuTo Koy Hac. [ToceGHy maxKmy je mocBeTmiIa HHUTa-
WBUMa My3M4Ke CleHe, KaKo onepe, Tako u Oanera. OHa je, yocTajoM, 4iaH u
koopauHaTop mpojekta CAHY "CaBpemeHa cpicka My3muka creHa', y
OKBHUPY KOjer je ydecTBOBalla y OpraHM30Bamy HAyYHUX CKYIOBa moceeheHmx
125. rogumsuim Hapomaor mo3opuiira y Beorpany (1993) u 75. roguintsuim
Beorpapckor 6anera (1996). Tokom cBojux 60opaBaka y HHOCTpaHCTBY Mocy-
COBa KOPHCTH CBaKy NPWJIMKY jia BUY Ha CIEHHU felia Koja je 0 Taja 3Haja
caMo M3 MapTHTypa WM Ca CHUMAaKa, IIa jeé CacBUM CHTYPDHO OHA Halll Haj-
BPCHU]U 3HaJIal] CBETCKE ONEepCcKe U GaneTcke GallTHHE — KaKO HOTHHX 3aIica
THX JieJ1a, TAKO U BAXOBOT XXUBOTA Ha CIICHH.

HenoBawe H. MocycoBe oOyxBaTa M pa3Ha 3aJyXkewma y CTAIEIKUM
opranu3zanyjama. OHa je unaH YapyXewa Komnosutopa Cpouje, jyrocioBeH-
ckor CaBera 3a Wrpy, Kao u wiaH MebyHapopguux mysukonomkux (Interna-
tional Musicological Society, Gesellschaft fir Musikforschung) u Teatposomkux
npymraBa (Société des bibliothégues musicales et des arts de spectacles, Fédéra-
tion international e des recherches théatrales, United European Theater), Takobe u
Society of Dance History Scholars m Council of Dance (UNESCO).
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Hapesxnma MocycoBa je Ha IpBOM MeCTy ayTOPHTET Ha MOAPYYjy CpICKe
Mmysuke 19. u 20. BeKa, Kao U My3HMUKO-CIIEHCKOT CTBapajalTBa y CBETY 1 KOJ
Hac. [Tocneamux roguHa nmoceGHy maxmwy nocBehyje muTamuMa pycke yMeT-
Huuke emurpauyje y Cpouju u Jyrocnasuju. ITorpe6Ho je fa ce jour Harmacu
na MocycoBa, opesi Tora IITO cBoje GOraTo 3Hame CIPEMHO MOKJIamba Mia-
buM Koserama, moceOGHO CTYAEHTHMA, OOMIATO MMOMasKe ¥ CTPAHUM KOJIETaMa,
nofcTHUyhy MOBpEeMEHO KOJ] HUX MHTEpECOBabe 3a 0aBIbEHE CPICKOM MY-
3ukoM. Ca KOIHKO je caMO NOXPTBOBAaHOCTH IIOMarajga My3HKOJIO3UMa W3
KOMYHHUCTHUYKHUX 3eMasba fia oby y Jyrocnasujy, mro je npe naga bepmaunckor
3mJla MPeJCTaBbalo UTEKAaKO KOMIUIMKOBAH U IyroTpajaH nocao!

Y ume pepakumje "My3ukonorgje” yecTUTaM CIaBJbeHHULU jyOmej, y3
CpRadHe XeJbe fla ca NCTOM MacHOHUpaHoImhy 1 AMHAMIKOM HaCTaBH, 3aBPIIH
7 3alI0YHE CBE 3ajjaTKe Koje je cebu mocraBmia. MHoraja jpeTal
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3. Eric Emery, La gamme et le language musical, Paris, 1961, Zvuk 56, 1963,
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Petar Konjovi¢ na sceni Beogradske opere, Scena 6, Novi Sad, 1968, 622-636.
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Ieiuap Korwosuh - In memoriam, Pro Musica, 50, 1970, 29.

Chopin in Serbien, Chopin-Jahrbuch, Wien, 1970, 183-195.

1971

Heitiap Komosuh - In memoriam. ITo3opumna kyntypa 1, Beorpag 1971,
49-50.

O "Kostani" Petra Konjovica, Arti Musices, 2, Zagreb, 1971, 153-166.

Ipeiiucka usmeby Ileitipa Korwosuha u Tuxomupa Ocitiojuha, 300pHUK
Martuie cpricke 3a KBUXKEBHOCT U YMETHOCT, Kib. XIX ¢B. 1, HoBu Cap,
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Meciuo Ciiesana Mokparbua meby HAUUOHAAHUM ULKOAAMA €6DOTICKE
my3uke, 360pHUK pagoBa o CreBany Mokpawiy, CAHY, Beorpan, 1971,
111-135.

Vielseitigkeit der Ausdrucksmittel schauspielerischer und gesanglicher Art in
den russischen Opern des 19. Jahrhunderts, Bericht tiber den Internationalen
musikwissenschaftlichen Kongress, Bonn, Kassel, 1971, 515-517.

Bbubnuorpaduja pagosa Iletpa Kowosuha, Cnomennna nocsehena
npemuHysIoM uiaHy [letpy Komosuhy, CAHY, Beorpagn, 1971.
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Baznepos geciiusan y bajpojiuy 1971, Ilozopumna kyatypa, 1, bBeo-
rpap, 1972, 53,54.

Deciuusan y Caaubypzy, [lozopuiina Kyntypa, 1, Beorpan, 1972, 54.

Petar Konjovié (u npyre jequante), Enciklopedijski leksikon - Mozaik znanja
— Muzicka umetnost, Beograd, 1972, 272-274.

Miloje Milojevié, skica stvaralackog lika, Zvuk, 124/125, Sargjevo, 1972, 138-141.
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37.

38.

39.

1973

Ilpobaem Hauuonanne mysuxe u Citiesan Moxpawau, Pa3zpurak, 2, 3a-
jeuap, 1973, 76-79.

Heao Kopueauja Cinanxosuha u pomaniniuzam, Cprcka My3mKa Kpo3
BekoBe, Beorpap, 1973, 185-191. (Ha cprckoM U (hpaHIyCKOM je3UKY)

Opernwerke Petar Konjovi¢' im Lichte von Janaceks dramatischer Prinzipien
und der Sprechgesangtheorie, (Colloguium “Musik und Wort”, Brno, 1969),
Musikwissenschaftliches Kollogium der internationalen Musikfestspiele, Brno,
1973, 259-261.

Savremena muzika na televizji, Zvuk, 2, 1973, 213, 214.

1975

Rhapsodische Inspiration als schdpferisches Prinzip in der instrumentalen Musik
des 19. und 20. Jahrhundert. Report of the Eleventh Congress Copenhagen 1972 of
the International Musicologica Society, Copenhagen, 1975, v. |1, 561-563.

1976

Jmuiupuj Hlocitiakosuy (25. 1X 1906-9. VIII 1975) - In memoriam,
Togmmmak CAHY LXXXII (1975), 1976, 202-203.

Petar Konjovié i problem "Kostane", o6jaBmeHo Kao Kodtana u operi,
Teatron, 7, 1976, 89-91.

1977

Das balkanische Element in der slidslawischen Kunstmusik, Balcanica, VIII,
1977, 779-790.

Milan Vlajin (1912-1976) - In memoriam, Zvuk, 3, 1977, 63-64 (ca Pagmuiom
[TeTposuh).

1978

The Influence of French Impressionism and Symbolism on Russian Opera and
Ballet Saging in the early 20th Century, SIBMAS Congress, Wien, 1978, 85-92.

1979

The Position of Music Theatre and Concert Activities in Yugoslav Contem-
porary Culture, Institutionen des Musiklebens in Europa, Wien-Minchen,
1979, 61-65.

Dordevié Vladimir (jenmanna), Leksikon pisaca Jugoslavije, Novi Sad, 1979,
tom 11, 45.

1980

Richard Wagner und die russische Romantik, Bericht tUber den internationalen
musikwissenschaftlichen Kongress, Berlin, 1974, Berlin, 1980, 392-394.
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1981

40. Ciniesan Mokparsau, y jyZocaoeeHckoj u eépoiickoj my3uuu (My3UKOIOMI-
ku ckyn y Heroruny, 1980; tekct nmpouutan Ha |lI mporpamy Papumo-
Beorpapga 1981.).

41. Ipobaem nauuonaaue mysuke u Ciesan Mokparwau, Pro Musica, 6poj
nocsehen Mokpamly, nocebHo usame, 1981, 15-17.

42. Jpazowun llseitixo, goajen jyzocaosencke mysuxoaozuje, Pro Musica,
110, 1981, 15.

43. Hayunu cxyi "Kopueauje Citiankosuti u wezoso goba", Pro Musica, 110,
1981, 30.

44, Operski opus Stanojla Rajicica, Muzikoloski zbornik, XI1/2, (PectmpudT
nocehen nmpodecopy LBeTky), Ljubljana, 1981, 85-100.

1982
45. The Saging of Film and Television Opera, SIBMAS, Beograd, 1982, 58-61.

46. Drame lvana Cankara na operskoj sceni, Slovenska opera u evropskom okviru
(36opHEK pagoBa), Ljubljana, 1982, 143-152.

47. Sogodisnjica Petra Konjoviéa, Oslobodenje, Sargjevo, 11. X11 1982, 78.

1983

48. [Ileiuap Kowosuh u mwezoso geao (My3UKONOWIKH cKyn y Herormny,
1983), 06jaBbEHO TOA HACIOBOM KoOMio3uitiop uUckpeHe ciisapanayixe
axiiusHocitiu Pro Musica, 116, 1983, 16-18.

49. Ceaecitipan ymeiiHuK, citlo 2oguHa 0g pobera komiiozuitiopa Ileiupa
Komwosuha, 3aBuuaj, 279, 1983, 27.

50. "Kostana" Petra Konjoviéa, aHamATHYKa CTyAdja y3 KOMIUIET IUIOYa OBE
omepe, PGP, Beograd, 1983. (TekcT crymmje U JHOpPETO Ha CPICKOM,
€HIJIECKOM M HEMAUKOM je3HKY).

51. Otiepcko ciusaparve Ileitipa Korwosuha, TekcT 06jaBlbeH y Iporpamy 3a
npemujepy "Oran6une” y beorpany, Haponto nosopurre, 1983.

52. "Oimaybuna" Ileiupa Korwosuha, Pro Musica, 120, 1983, 14-16.

53. Influence of Stage Design on Music Drama, Performing Arts Resources, New
York, 1983, 49-54.

1984

54. K hudobng situacii Juznych Sovanov v Rakousko-Uhorsku v podednom desatroci
Haydnoveho Zivota, Josef Haydn a hudbajeho doby, Bratidava, 1984, 120-123.

55. Konjovi¢ Petar, Alojz Kalauz (u npyre jemuaune), Leksikon jugoslovenske
muzike, Zagreb, 1984, tom |, 446-448.

56. Ilpearosop 3a apyro usnamwe kwure Citnesan Mokparau Ilerpa Komwo-
Buha, Matuua cprcka, Hosu Can, 1984.

57. XIX Moxparsuesu ganu, Pro Musica, 1984, 31,32.
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65.
66.

67.

68.

69.

70.

71.
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73.

1985

Die Renaissanceidee in der Musik der Siidslawen im XIX und XX Jahrhundert,
Jakob Gallusin njegov ¢as, Ljubljana, 1985, 162-168.

Cunmiiozuym "Jaxko6 aayc u wezoso epeme" y Jbybmanu 23-25. ceiiitiem-
6ap, 1985, Pro Musica, 29.

Serbische Musik zwischen "Jenufa" und " Totenhaus",(Colloquium “ Dvorak,
Jana¢ek und ihre Zeit”, Brno 1985), Brno, 1985, 133-137.

Citiesar Xpuciuufi (0 CTOTOIUIIBHLN pobema), Pro Musica, 125, 1985, 14-15.

Cuencko uzsoberse "Ilacuje iio Maiuejy" Joxana Cebaciuujana baxa, Pro
Musica, 127/128, 1985, 24.

1986

The documentary Value of Theatrical Collections for Staging Classical and/or
Historical Plays by Yugoslav Authors, Proceedings of the SIBMAS Congress,
London, 1986, 81-84.

Mesto Miloja Milojeviéa u srpskoj i jugoslovenskoj muzci, Miloje Milojevié,
kompozitor i muzikolog (36opHuk pagoBa), Beograd, 1986, 39-59.
Cegamgecetu iietti zoguna "Ilaasoz jaxaua", Pro Musica, 131, 1986, 38-39.

Jeguncitiseno geao @Ppanua Jlucitia (Ppann Jluct in memoriam), Pro
Musica, 132-133, 1986, 18.

1987

Stravinsky's “ Petruschka” : from Street Entertainments to Diaghilev's Seasons,
Maske und Kothurn, Heft 1-2, Wien-Koln, 1987, 151-157.

Folklor i kompoztor, Folklor i njegova umetnicka transpozicija, (360pHUK
panmosa), Beograd, 1987, FMU, 141-146.

1988

The Heritage of Ballet Russse in Yugoslavia between two World Wars, Pro-
ceedings, Society of Dance History Scholars, Riverside, 1988, 111-120.

Die modale Harmonik in den Werken jugoslawischen Komponisten, (Colloqu-
ium “Probleme der Modalitét”, Brno, 1988), Brno 1994, 95-99.

1989
Interpretacija narodne pesme u operskoj muzci, Aspekti interpretacije (36op-
HUK pajoBa), Beograd, 1989, 105-111.
Ciiuncxa opujeniiauuja Ileitipa Korwosuha, Kusot u peno Ilerpa Ko-
woBuha (36opHuK pagosa), CAHY, Beorpap, 1989, 39-44.
"Oxpugcka nezenga" Citiesana Xpuciiukia (Féerie, folklore et Fin-de-siéc-
le), ®onkyop m Wmerora yMeTHHUIKA TpaHCNO3UIMja, (300pHUK panoBa),
Beorpapn, ®PMY, 1989, 289-301.
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74. lzvori inspiracije "Ohridske legende" Sevana Hristica, MuzikoloSki zbornik
XXV, Ljubljana, 1989, 67-79.

75. Die serbische Musikszene in Vergangenheit und Gegenwart, Balcanica XX,
Beorpap, 1989, 159-167.

76. Huna Kupcanosa - In memoriam, Pro Musica, 140, 1989, 23.

77. Das Problem der beschleunigten Entwicklung der Musik bei den slawischen
Volkern im 19. Jahrhundert (Colloquium "Hudba versus vedy", Brno, 1981),
Brno 1989, 303-309.

1990

78. "Sowakische Lieder" von Vitezsav Novak und "Mein Land" von Petar Konjo-
vi¢, (11 Novakovi dani, Brno, 1989), Zpravy Spole¢nosti Vitezslava Novaka,
19, Brno 1990, 18-22.

79. The Importance of the Archives of the Belgrade Musicological Institute in
Historical Research into Musical Theatre, Theatre Colections and the Public,
SIBMAS Congress, Mannheim, 1990, 160-163.

80. "The Legend of Ochrid" by Stevan Hristi¢, (Féerie, folklore et Fin-de-siecle),
Folklor and Its Artistic Transposition, Belgrade, FMU, 1990, 161-172.

1991

81l. Mecino Citiesana Xpuciuuha y jyz2ocao6eHcKoj u espoiickoj myauuu, ZKUBOT
u ieno CreBana Xpucruha (360pauk pagosa), CAHY, Beorpap, 1991, 1-7.

82. Nationalism as an Aesthetic Cathegory in Savonic and Balkan Music Cultures,
Folklor i njegovaumetnicka transpozicija, Beograd, FMU,1991, 241-246.

1992

83. The Art of Acting Singer - lllustrated by Rajicié's TV Opera "Diary of a
Madman", (18th International Congress of the SIBMAS: Records and Image of
the Art of the Performer, Stockholm, 1990), Stockholm, 1992, 89-91.

84. Aniuorun /leopicax u Caosenciuso, Pro Musica, 147, 1992, 10, 11.
85. Codghuja Apaycamn —In memoriam, Pro Musica, 147, 1992, 30.

86. Russian Emigration: Tradition and Avantgarde, Musikavantgarde im Osten
Europas, Heidelberg, 1992, 172-182.

87. ldgja jugoslovenstva i Policeva "Majka Jugoviéa" (simpozijum "Slovenacka
muzika u prodlosti i sadasnjosti”, Ljubljana, 1988), Ljubljana 1992, 233-238.

88. Romantik als Stilbegriff oder Weltanschauung (Colloquium ,,Romantik und
Musik”, Brno, 1987). Brno 1992, 25-27.

89. American Dance Abroad: A View From Yugoslavia, Proceedings, Society of
Dance History Scholars, Riverside CA, 1992, 123-132.

1993

90. Nationalism as an Aesthetic Cathegory in Savonic and Balkan Music Cultures,
History of European Ideas, vol. XV1/4-6 jan. (USA) 1993, 709-712.
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Symbolismus als Ausdrucksweise oder Sl in der Kunst, Literatur und Musik
um die Jahrhundertwende, (Brno, 1985, Colloguium "An der Epochen und
Stilwende”) Brno, 1993, 31-36.

Ieiuap Kowosuh, 100 Hajznamenutujux Cp6a, beorpan, 1993, 524-528.
Ciiesan Xpucinuh, 100 Haj3namenuTujux Cp6a, Beorpan, 1993, 535-538.

"Christ recrucified” by Nikos Kazantsakis and Bohuslav Martinu (Colloguium
“Bohuslav Martinu: His pupils, friends and contemporaries’, Brno, 1990),
Brno, 1993, 116-119.

"Cumonuga" Muayiuiuna bojuha, Jocuita Kyaynyuha u Cinanojaa Paju-
uufia (cro ropuHa on bojuheBor pobemwa u yeTpgeceT rofuHa Of cTBapa-
wa Pajuunhese onepe), Pro Musica 150, 1993, 11, 12.

Otiepcra u 6aneiticka "ulyimiyjyha iozopuwinua" usmeby gea ceeiticka pa-
ila u beozpagcka Otiepa, IlyTyjyhe no3opwuiae apyskune y Cp6a go 1944.
rogune, (36opHuK pagosa), [Tozopuirau my3sej, beorpan, 1993, 159-165.

1994

Ludwig van Beethovens Kompositionswidmungen zwischen 1800 und 18I5 als
Spiegelung der politischen und sozialen Geschehnissen in Europa, (Collo-
quium “Musica ac societas 1740-1815", Brno, 1989), Brno 1994, 47-51.
Sanojlo Rajici¢, "Smonida" (jemuuuua), Pipers Enzyclopéddie des Musikthe-
aters 5, Werke Piccinni - Spontini, Minhen-Zirich, 1994, 153, 154.

Cpiicka my3uuka cuena y upowaociiiu u cagautrbocitiu, Pro Musica, 152,
1994, 8-10

Pycka ymeitinuuxa emuzpauuja u my3uuko iozopuwiiie y Jyzocaasuju
usameby gea ceeiticka paitia. Pycka eMmurpanuja y cpnckoj Kyiarypu XX
BeKa, 2 ToMa, 360pHuK pagosa |1, Beorpap, 1994, 139-149.

1995

Huxkoaaj Pumcku-Kopcakos Ha cuenu Hapogro? iiozopuwitia y Geozpa-
gy, IToBogom 150-roguiimuiie KOMIO3UTOPOBOr pobewa u 125-ropumi-
wule Haponnor no3opumita, Pro Musica, 154-155, 1995, 10, 11.

La musique savante des Saves du Sud et la musique populaire des Balkans,
Frank Martin, musique et esthetique musicale, Actes du collogque de La Chaux-
de-Fonds 1990, ed. La Revue Musicale de Suisse romande, Y verdon-les-Bains,
1995, 63-71.

IIpenrosop 3a 36opHuk Cpiicka mysuuka cuena (yp. Hamesxxma Mocy-
coBa), 36opHEK papgoBa, My3mkomomkn uHCTUTYT CAHY, Beorpan,
1995, 1,2.

Cpiicka my3uuxa cuexa (125 rogmaa Hapomaor mosopwmmra), Cpricka
My3HW4uKa cleHa, 300pHUK pafoBa, Mysukonomku wHCTHTYT CAHY,
Beorpap, 1995, 5-36.

"Zlatni petao" na Beogradskoj sceni (se¢anja Anatolija Zukovskog), Orchestra,
1, Beograd, 1995, 22.
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Koreografska ostvarenja Leonida Mjasina na Beogradskoj sceni, Orchestra, 2,
1995, 16, 17.

Razgovor o baletu, Milica Zajcev "Igra &o Zivot znaci", Vreme, Beograd,
266/V1, 27. novembar 1995, 39.

1996

Tociiosarwa Beozpagcke oiiepe - Baagumup Josamnosuh, "Beozpagcka
oitepa y Espoiiu - zociiosarwwa og 1954. go 1969. zogune", Hosu Cap,
1996, 300pHuK Matuue cpicke 3a CUeHCKE YMETHOCTU U My3uky, Hosu
Cap, 6p. 18/19, 1996, 239-240.

The Importance of Collecting the Russian Emigration Theatrical Material in
View of the Influence the emigres exerted on the World Art and Culture,
Collecting and Recording the Performing Arts: Why and How? International
Association of Libraries and Museums of the Performing Arts, 20-th
International congress - Antwerp 4-7 September 1994, Antwerp, 1996, 57-59.

"Trorogi SeSir" Manuela de Falje u Beogradu, Orchestra 3, 1996, 18.
Baleti Kurta Josa izmedju dva svetska rata u Beogradu, Orchestra 4, 1996, 18, 19.
"Josif " i "Til" u Beogradu - kreacije Piei PinaMlakara, Orchestra5, 1996, 16, 17.

1997

Boris Knjazev u Beogradu (- jedna propustena prilika - ), Orchestra 6, 1997,
16, 17.

"Pjeretin veo" na sceni Narodnog pozorista, Orchestra 7, 1997, 16, 17.
Umetnik i patriota - Sergej Djagiljev (1872-1929), Orchestra 8, 1997, 58, 59.

becega 3a Tpugeceiuigpyze Mokparuese gane, Ilonmutuka 11. oktobap
1997, 22.

1998

Yeogua peu Ha oitisaparby ckyila o Muaojy Muaojesuhy 25. Hosembpa
1996, Kommo3utopcko crBapaiamTBo Mwunoja MwuiojeBuha, 360pHUK
panoBa, beorpan 1998, 1-3.

Muanojesuhies itipeitimar gpoakaopa y iiosHom oiiycy, KoMIo3uTopcko cTBa-
panawmrso Musnoja Munojesuha, 300pHuK pagosa, beorpan 1998, 178-193.

"Bbeozpagcka ouiepa y Espouu" Baagumupa Josanosuha, Ilozopuire,
9/10, 1998, 29.

1999
Anattioauj XKykoscku (1906-1998), ITozopumre, 1-10, 1998/99, 72, 73.
Tamapa Iloaoncka (1920-1998), Iozopumre, 1-10, 1998/99, 77, 78.

Ilegeceiu zoguna oiiepe Cpiickoz HapogHOZ Ho30puuiilia, TIPUTIPEMUIII
Becna Kpumap, Muoapar Munanosuh u Jymanka Pagmanosuh, HoBn
Cap, Ce3ona 1997/98, ITozopuuirte, 1-10, 1998/99, 85.
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123.

124.

125.

126.

127.

128.

129.

130.

131.

132.

133.

134.

135.

Heitioitipe6na tionemurxa (moBofoM Kmbure [legeceiti zoguna oiiepe Cpii-
cK0Z HapogHo? o3opuwita), Ilonutrka, 14. pebpyap 1999, 12.

Muzika i teatar u operi "Tajni brak” Domenika Cimaroze, ananusa onepe 3a
mporpaM IITamIlaH 3a mpemujepy 26. janyapa 1999 (Kamepna omepa —
Madlenianum), 5-12.

"Nasilje nad Lukrecijom" Bendzamina Britna, -kamerna muzic¢ka drama-, ana-
JM3a omepe 3a ImporpaM ImTaMmiaH 3a npemujepy 10. okrTobpa 1999 (Ka-
MepHa onepa —Madlenianum), 6-10.

2000

Hzop Ciupasuncku (1882-1971) u Ieiuiap Kowosuh (1883-1970), -Ceha-
1€ Ha jeflaH HeoCTBapeH cycpeT-, 36opHuK Matuie Cprcke 3a cleHCcKe
ymeTHOCTH 1 My3uKy, HoBu Cap, 6p. 26/27, 2000, 149-153.

Konjovic, Songs from My Country, Folk songs from Yugoslavia, premiere
recordings, Mila Vilotijevic, soprano, Francesca Giovanelli, piano. Ilpukas
KOMIIAaKT fUicKa ca mecMmama u3 36upke Moja 3emmwa Iletpa Komosuha,
npoaykiuja Chandos Records Ltd. Colchester, Essex, England, 1999, 360p-
HUK Matnne Cprcke 3a CIEHCKE YMETHOCTH M MY3HKY, Op. 26/27, HoBu
Can, 2000, 221-223.

"Mudrica" Karla Orfa -Bajka Brace Grim u modernoj muzi¢koj interpretaciji-,
aHaju3a omIepe 3a Mporpam HITaMmmad 3a npemujepy 13. okroGap, 2000
(Kamepna onepa — Madlenianum), 17-20.

2001
Ilyitiesu cpiicke mysuxe og 1919. go 1944. 2ogune, My3ukonoruja Op. 1
(beorpayp), 2001, 13-24.
Od pesme ka operi i od opere ka pesmi, Zbornik radova Trec¢eg pedagoSkog
foruma, Katedra za solfedo, FMU, Beograd, 2001, 56-64.

Tozowes teaitiap aiicypga Ha my3uukxoj cuenu, Opera — od obreda do
umetnicke forme, Zbornik radova, Katedra za muzikologiju, FMU, Beograd,
2001, 173-183.

Zivot posvecen sceni (Intervju sa Anom RadoSevi¢), Orchestra, poseban otisak
19/20, 2001.

"Dve udovice" Bedrziha Smetane, -Salonski komad i opera konverzacije kao
¢esko nacionalno naslede-, ananu3a onepe 3a Iporpam IITaMIaH 3a IpeMu-
jepy 23. mapta 2001 (Kamepna onepa — Madlenianum), 10-13.

2002

Ipetiucka usmeby Ietupa Korwosuha (1883-1970) u 3gemwerxa Xanabane
(1899-1962), My3ukomoruja, 6p. 2, 2002, 57-105.

Mysuuko-xpuwhancka ceeitikosuna y Jepmenuju (PectuBan u cummo-
3ujyM y JepeBany, centemOpa 2001, "TpagunuoHanHa U 1yXOBHA My3UKa
—mHacnebe goBeuancTBa"), My3ukomnornja 6p. 2, 2002, 298, 299.
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136. Mysuka xao eug ymeitinocitiu (Banentuna H. XononoBa, Myssika kax
sug uckycciiea, yae6noe nocodue, Cankr-IlerepOypr, 2000), My3ukomno-
ruja 6p.2, 317, 318.

137. Are Folkloric Ballets an Anachronism Today?, Dance as Intangible Heritage,
16" World Congress on Dance Research, Corfu (Greece) 2002, 108-117.

138. Mebynapogna manugpeciiauuja uzpe, Konzpec na Kpgy (30. X — 3. XI
2002), My3ukonoruja 6p. 3, 2003, 249-251.

139. /leao Bpauaosckux u cpicka mebypailina cueHa y ozaegany Kpuitiuke,
Mysukomnoruja 6p. 3, 2003, 81-113.

140. Mysuuku iueaiuap Jypuja Jbeosuua Paxuitiura (y IITaMITH).

141. Symbolism and Theatre of Masques: the Deathly Carnival of La Belle Epoque
(v mrrammm).

142. BoiinoweHue KOCOBCKOZ0 3tioca 8 cepOCKUX oilepax u baaeiliax 8ilopoil
foaosunsl 20 ciioneitius. (y IITAMIIN)

Y pagy: monorpaduje o Iletpy Kowosuhy u CreBany Xpucruhy, cryauja o
CreBany Mokpasblly.

PanoBe Ha crpane jesuke npeopunu 3opuna I'ppanmuku, Hapa hypuunja-
Iponanosuh, [Ton Munep n Cuexxana [Tonaguh (enrmeckn), Bianka Kpayc,
Hwukona Kpemsep m Bpurnta Cummh (Hemauku), Mwunmsoje Mcamnoswuh,
Anekcangapa Mokpamar ((ppaHIycKn).
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PAIMUIIA IIETPOBUHh
(21.01.1923- 4.01.2003)

Ha mecty oBOr mocMpTHOT citoBa Tpebaso je fa croju Beh npunpemibenn
jyounapuu 3anuc o 80. rogmumuiy pobewa Pagmuine Iletposuh, uctakayror
€THOMY3HUKOJIOTa, jeJHOT Off HAIINX Haj3Ha4yajHMUjUX Nperajana Ha MoJbY Ody-
Bama W INPEJCTaB/bama CBETY CPIICKe KyaTypHe OamruHe. IToTmyHO mocBe-
heHa OBOM BeJMKOM 3a/laTKy, OHA je CBOj paJHM BeK, KA0 HAyYHH capagHHUK
Mys3ukonomkor nHcTuTyTa CpIcKe akajeMuje HayKa 1 YMETHOCTH, IPOBea y
CakyIUbaly U NpoyyaBamy My3uukor ¢oiakiopa Cpba — y Cpbuju, Ha Ty
6uBIIIe JyrociaaBuje U y ANjacloOpH.

AxagniemMcko obpazoBame Pagmuiie ITeTpoBuh ofiBujano ce mapanenHo Ha
lBa KoJloceKa, o0a TOAjeHaKo 3HadajHa 3a Mpoduincame HEHOT HAaUWHA
MUIUBbEHA W HAYYHOT ycMepema. [Iumioma Punosodekor dakynrera Ha Ka-
TEApH 3a SHIJIECKHU je3UK M KIIDKEBHOCT onpeneniia je Pagmmny IleTposnh
3a aHIJIOCAKCOHCKY HayuHy jurepartypy. Tako je, cpehom mo Hamry Hayky,
HalpaBWja BeJUKU KOpaK HaIpesd Ha NyTy ocaBpeMemHBama CPICKE €THO-
MY3HKOJIOTHje. Y3 TO, Kopulrheme eHITIeCKUX HayYHUX N3BOPa MCKIIEecao je,
je3MYKu U MHUCAOHO, H€H HAUUH M3paxkaBama, KOjU ce OJIMKyje jacHOhoM u
caxerourhy.

IIxonoBawe Ha My3mukoj akajemuju y beorpany, rie je mumiommpana
Ha HacraBHIMYKOM OficeKy, PY>KMIIO jOj je My3WIKO-TEOPHjCKY MOAJIOrY HEOII-
XO[HY 3a INpoyyaBame MY3MUKe JUMEH3HWje TpajuuuoHanHe Kyartype. ITo-
ceOHO je, KacHUje, AparomeHa Omia capafma ca npodgecopoM Mmuopparom
BacuwbeBuheM, Koi Kora je 3aBplIMiIa Marucrapcke cryiuje, a Koju joj je
IIPEeHEO CBOj€ BENIMKO IO3HABAaHkhEe HAPOAHE My3UWUKe KYJIType, Kao U eHTY3Hja-
3aM ¥ NIPEJaHOCT y ICHOM CaKylbalby M IpoydaBamy. JlOKTOpcKa Aucep-
Talnuja nofx HacnoBoM Cpiicka HapogHa my3uka — [lecma kao uspas Hapogroz
MY3UUKOZ MUlbersa, ofopambeHa Ha duno3opcekoM pakyarety y JbyOibanu
n o6GjaBibeHa y m3fawmy Cprcke akajemuje Hayka M ymeTHocTH (Oneibeme
APYIITBEHUX HayKa) U AKaleMUjUHOT MY3UKOJIOUIKOT HHCTUTYTA, HOJl UCTUM
HaCJIOBOM, TIpeJiCTaB/ba €THOMY3MKOJIOMIKY MOHOrpadujy Koja Ha jegHOM
MECTy CHHTETH3yje OCHOBHE HaydHe mocTyiate Koje je Pagmmna Iletposuh
Beh Ouia 3acrynana y cBOjUM PaHUjUM HayYHUM pajoBUMa.

OBa, y HaIllO] €THOMY3UKOJIOTHjH jeIMHCTBEHA W 3a HAIlly HAYYHY MHCAO0
BeOMa 3HauajHa KIbUTa, IPOMOBHIIE HOB MOJIENl carjefiaBamba HapoAHe My3HU-
Ke KyJaType, Koju je Pagmua IMetpoBuh ycBojuna GopaBehu, mo paznmautum
OCHOBaMa, BEOMa 4YECTO Y MHOTUM BEIIMKHM CBETCKHM E€THOMY3HKOJIOIIKHM
neHTpuMma, Hapouuto y CjequmenuM AmepuukuM [IpskaBama. Hajmpe je To
610 HacTaBaK CTHIAFkha HOBHUX, CAaBPEMEHHX 3HaWba W3 Tajia jOIl YBEK peja-
TUBHO MIlajie HayyHe UCLUIINHE KaKBa je Oumna eTHomy3ukoioryja. ITorowm,
Kao jefaH Off MPU3HATHUX W IEHEHNX CBETCKUX E€THOMY3WKoJora, Pagmmia
ITetpoBuh je akTHBHO yuyecTBOBasa y OpraHu3alyju U, Npe3eHTyjyhu HayuHe
pamoBe, y pany MebyHaponHux HaydyHuUX KOH(EepeHIH]ja, Ipe CBera y OKBUPY
CBETCKe eTHOMY3HUKoolke opranu3anuje "International Folk Music Council” u
UNESCO-a. Bbenu Hay4H# puiio3u 00jaB/bUBAHU CY Y EMUHEHTHUM MHOCTPAHUM
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eTHOMY3uKoJomKM mybnaukanujama (Journal of the International Folk Music
Council, Yearbook of the IFMC, Grove Dictionary of Music and Musicians, uty).

CywmTrHCKa KOHIENIja CaBpeMEHOr Hay4yHOr IIpUCTyIa, Koju je Pagmu-
na IlerpoBuh npBa mpeHena y Hally CpefuHy, 3acHHBaja ce Ha CBEOOYX-
BaTHOM caryieflaBalby HapoOfHE MYy3W4YKe KYJIType KpO3 OFHOC MY3UKE W
ApYLITBEHE 3ajeHuIe, leHOT XuBoTa U norpeda. P. [lerpoBuh je HacTojana
[a My3WYKH CHCTEM OTKpHje Y caMOM Hapofy, NpoydaBajyhum HapOAHO HCKY-
CTBO W HapOJHY TEPMUHOJIOTH]Y Be3aHy 3a My3uKy. OHa je Ha TepeHy Hapoj-
HUM NIeBaynMa 1 Ka3uBauynMa npuia3mia yBeK ca cppavyHolrhy Kojom cpehemo
[pare mpwWjaTelbe, OTBOPEHA CpIla 3a CBE INTO Cy MMalld f[a jOj Kaxy WM
OTIEBajy. YBeK je BHIE ClylIaja BUX Hero LITO je caMa Npuyaja, a U TO Cy
O6miya yriraBHOM A00pO CMUIIUbEHA NMUTalka OHMMA Off KOjUX je O4YeKrBaja ja
joj mpeHecy HapopHO Bubeme TpajunuoHaIHe My3uKe. HecTo cy nopanu Koje
je mobmjasia OUIM jeAMHH Tpar AaBHAIIE KYJIType, Koja je HecTalla U3 XKHUBe
n3Bobauke Ipakce W MOIJIa cé PEeKOHCTpymcaTtu camo u3 cehamwa crapmujux
reHepanyja.

Borara 3aocrasmtuna Pagmune IlerpoBuh o6GyxBaTa, mpe cBera, HEKO-
JUKO XWbafla CHUMJbEHUX HApOJHUX MeJofuja u3 cBuX KpajeBa CpOuje, ca
BpJIO [ETabHOM IPONPATHOM JOKYMEHTAaUMjoM (IEeTaHTHO OelesKeHUM, a
YecTO M CHUMaHMM BEIITO YCMEPEHUM pas3roBopuMa ca M3Bobaumma — o Io-
PeKIy mopopunIia, MyTeBAMa HIXOBOT 0cesbaBama, O MPUINKaMa 1 HaunHIMa
u3Bobeme oOpepma, obuyaja, CEOCKMX M MOPOAMYHUX CBEUAHOCTH, 3a0aBa,
MYy3HKe, UTH). 3aTuUM, Ty Cy OpOjHM HOTHHM 3amKCH Hecama — jacHu W Beh Ha
IIPBHU TIOTJIEN] JIAKO YNTIHUBYU; OHHU (DUKCHPAjy CYIITHHY HApOJHE IecMe, MCTH-
yyhu y mpBH IUIaH HEH OCHOBHU CMHUCA0, a M30CTaBlbajyhu GpojHe Mame
BakKHE IIOjeJUHOCTH, NaKO CE OHE MOTY CIIYXOM 3ala3uTH. 3HavyajHe Cy, TaKO-
be, miuoue TpagUUIMOHANHE CPICKE HapoOJHE MY3UKe, ca CTPYYHHM KOMEH-
TapuMa, U3y3eTHH €THO-(MIMOBH, pabeHn yriaBHOM y capapmu ca Pagmo-
TeneBm3njoM beorpajy, n OpojHe Hay4HO-TIOMyJIapHE PajMoO M TEJEeBU3HjCKe
emucmje. U, Haj3an, cpxk pgompmHoca Pammuine [letpoBuh Hamioj GamTuHU
IIPe/iCTaBibajy je3rpOBUTO W HENPETEHIWO3HO HANWCaHe HaydHe CTyAuje,
00jaB/beHE Y HAJUPECTIDKHUjUM NOMahMM M CcTpaHuUM CTPYYHHM ITyOJIMKa-
nujama. OHe, ¢ jeHe cTpaHe, Ka0 MUHM MOHOrpaduje, ca cucreMaTH4yHOIThy 1
KkpuTHuHOUThy mocrasibajy Mo NPBU IYT PA3NuKe ¥ CeUU(pPUIHOCTH HApOJHE
My3HUKe Tpajuiuje IOjeMHUX pernoHa (HaBOgUMO caMo Heke — HapogHu
meaoc obaaciiu Tuitiosoz Ywcuua, Mysuuxa twpaguuuja y Komynu Jletio-
casuh, Hapognu meaoc Byxosoz Jagpa, Hapoghe meaoguje Xancke obaaciiu),
a c Apyre cTpaHe, HCTPaKyjy NOjeINHE acleKTe HapOJHOT XUBOTA U KYJIType —
reHe3y W CeU(UIHOCTH TOjeJUHAX, HAPOUATO CTapHX, apXamdHUX OOmdJaja
(kao HHp. Hapogne menoguje y upoaehinum obuuajuma), mMebhysaBucHOCTH
TEeKCTyaJHEe ¥ My3WIKe KOMIOHEHTe, IpoOJieM JIeCTBUIa M TOHAJIIHUX OfHOCA,
MOp(OJIOMKY CTPYKTYpY HapOfHHX MeJIOfifja, THIOBE ABOTIJIAcCja, MpoIec
aKyJITypauyuje, HapouuTo TpaH(opMaldje Koje HapojHa MecMa JIOKUBJbaBa
TIPUIIMKOM CIIEHCKOT M3Bohema, 1 MHOTE Ipyre My3nuKe (peHOMEHe Be3aHe 3a
cprcke HapopHe necme. [lopen ceockor conkmnopa, Pagmuna Ilerposuh je
IpoydaBajia U TpajcKy Tpagunyjy. IToce6HO je 3HaYajHO HEHO HCTPAKUBAKE
My3nuKe Tpaaunuje Bpama u mmpe OKOJMHE, IJie je OHa M3Y3eTHO H00po
cariiefiaja KyJTypHY CJIOjeBUTOCT KOjOM C€ OJNIUKYje OBa O0JacT — CyCpeT
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BHUIIIE BEKOBA CTape CPICKEe HAapOJHE MY3MKe, KOja ce 10 CBOjIM OCOOMHama
MOKe CBPCTaTH y HajcTapuje CllojeBe, C OPHjEHTATHOM MY3MYKOM KYJITYPOM.

Cnuka penatHoctu Pagmune ITerpoBuh He Ou Ousa moTmyHa, Kaja ce He
6u cnoMeHyna mbeHa capaima ¢ ETHorpadckum mysejom y Beorpany u 6poj-
HOM My3ejuma mupoM Cpbumje, Pagmo-tenmeBmsmjom Beorpaj, ancamGiom
"Kono", kao 1 meHa aKTHUBHOCT Y CTPYYHUM OpraHusanujama — YJpyXemy
donknopucra Cpbuje, CaBesy yapyKemwa ¢onkiopucta Jyrocnasuje, CaBesy
amarepa, KynrypHo-npocBeroj 3ajepnunu CpOuje. buna je y ypegHUIITBY
OpOjHHX HAIINX YacONHNca, YiIaH XXHUpHja WIN OpraHu3aIoHor ofdopa (ecTu-
Balla y 3¢MJbU U HHOCTPAHCTBY.

Amna Marosuh
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AYTOPU / CONTRIBUTORS

OJAHKA JTAJIMh-MUXAJJIIOBU'R, eTHOMY3UKOJOT, HCTpakuBay-ca-
panuuk y Mysukonomnikom uHetutyTy CAHY. [Munnomupana je Ha Paxyi-
TeTy My3nuke ymMeTHocTH y Beorpaay ca Temom Csagbenu obuuaju u iiecme
Llprozopaua y baukoj. baBu ce MpBEHCTBEHO MPOYyUYaBakbeM TPATUIIMOHATHIX
HapOJHUX MY3WUYKHX HHCTpyMeHaTa (MarucTapcky Te3y IOof HaclioBoM [ ajge y
Bojsogunu onopanuna je 2000. roguHe Ha Akxafemuju ymetHocTd y HoBoMm
Capy). YuecrBoBana je Ha MehyHapoOJHMM Hay4YHUM CKYIIOBHMa y 3€MJbU U
HHOCTPAHCTBY.

DANKA LAJIC-MIHAJLOVIC, ethnomusicologist, M. A., Assistant at the
Institute of Musicology in Belgrade. She finished her studies at the Faculty of Music
in Belgrade with the work Wedding Customs and Songs of Montenegrins in Backa.
Her primary professional interest is leading her towards research into folk musical
instruments. She obtained her M. A. degree at the Academy of Artsin Novi Sad
with the thesis Bag-Pipes in Vojvodina. She took part at several international ethno-
musicological conferencesin Y ugoslavia and abroad.

JEJIEHA JOBAHOBUWT, e€THOMY3HMKOJOI, UCTpaXKMBauy-CapajHUK Y
MysukononikoM uHctuTyTy CAHY. Iume o cpuckoM TpajuliuOHAIIHOM CEO-
CKOM II€Baly, MPBEHCTBEHO HAa OCHOBY COINCTBEHUX TEPEHCKUX UCTPAKMBaba
y nentpanHoj Cp6uju (Illymaguju) u y pymyHckoMm baHaTy, kao u o Moryh-
HOCTHUMaA ITOHOBHOT' OKHMBJbaBabha CPIICKE TPpAJUIMOHAIHEC MY3UKE Yy I'PAICKUM
cpenmHama. baBu ce m mpoydaBameM MPOXIMAaka PA3THIUTHX Tpagundja y
CpIICKOM NeBaukoM Haclieby pymyHckor banarta (HacnoB ogOpameHe Marucra-
pcke Tese: Ilesauko Hacaebe Cpba y I'opwem bawnaitiy y Pymynuju y ceeitiny
aytioxiiore u ipey3eiiie My3uuKe Ipaxce).

JELENA JOVANOVIC, ethnomusicologist, M. A., Assistant at the Institute of
Musicology in Belgrade. The main area of her research is Serbian traditional folk
singing, according to her own field-recordings in Central Serbia (Sumadija region)
and in Roumanian Banat, as well as the possibilities of revitalising Serbian
traditional music in urban surroundings. She also researches different traditions in
Serbian musical folklore in Romanian parts of Banat (Snging Tradition of the Serbs
in Upper Banat in Romania: Autochtonous and Overtaken Musical Practices).

EKATEPMHU POMAHY je crekma 3Bame Marmcrpa My3HKOJIOTHje
1974. ropuHe Ha YHuBep3ureTy VHnujana y Baymunarrony, CAJl, a gokropu-
pana je 1993. roquHe Ha YHUBEP3UTETY Y ATHHU. buna je My3uuku Kputudap
ATUHCKOT JHEBHWKA Kailiemepunu W TpefaBala Ha KOH3EpBaTOpHUjIMa Y
Arunan, Kamamatn u Bomocy. O 1994. ropune npenaje Ha Oficeky 3a My3UKY
YHuBep3uTeTa y ATHHH, Ka0 acUCTeHT-ipodecop. HiaH je ypemHHIITBa Yaco-
muca Mysukoaozuja (1985 — ), mpBOr My3HWKOJOMIKOT Yacomuca y ['pukoj.

273



My3sukosoruja 3-2003 Musicology

OGjaBuna je kwure: Jlyiiajyha nauuonasna mysuxa 1901-1912, y asa Toma
(ATuHaa, 1996) u Hciiopuja Hosozpuke ymeitinuuke mysuke (Atuaa, 2000).

AIKATERINI ROMANOU obtained a Master of Music degree in Musicology
(Indiana University, Bloomington, Indiana, USA, 1974) and PhD in Musicology
(University of Athens, 1993). She was a music critic at the newspaper He Katheme-
rine [The Daily] (1974-1986) and taught in various music conservatories in Athens,
Kaamata and Volos. Since 1994 she has been teaching at the Music Department of
the University of Athens, as an Assistant Professor. She is a member of the board of
directors of the periodical Musicologia (1985 -), the first musicological periodical in
Greece. Books: Ethnikes Musikes Periegesis 1901-1912 [Wandering National Mu-
sic 1901-1912], 2 volumes, (Cultura: Athens, 1996) and Historia tes Neohellenikes
Entechnes Musikes [History of Neohellenic Art Music] (Cultura: Athens, 2000).

KPUCTMHA BEPT'ANY-MABPYJJAKMU je pobena y Atmrm 1973.
roaure. Crypupana je my3ukoiorujy Ha Opceky 3a My3WuKe CTyAuje YHHU-
Bep3uTeTa y ATHHH, a CTPyYHE My3MUKe IIPeMETe U BU3aHTH]CKY MY3HUKY Ha
I'pukom n Haumonamnom xonzepBaTopujyMmy. Cafa muime JOKTOPCKY JAUcep-
Tanujy U3 UCTOPHjCKE MY3UKOJOTHje O KUBOTY U papy Huonucmoca Popo-
TeaToca, jOHCKOr kommosuTopa u3 19. Beka (MenTop: Onummnuja Ppanry-
Icuxomnenwmc). ObjaBuIia je HEKOIMKO PajjoBa O TPUKOj My3HIIH.

CHRISTINA VERGADOU-MAVROUDAKI was born in Athensin 1973. She
studied musicology at the Department of Musical Studies of the University of
Athens as well as piano, harmony, counterpoint, fugue and byzantine music at the
Greek and National Conservatories. Sheis aPh.D. candidate in the field of historical
musicology. The principal objective of her dissertation is the life and works of
Dionysios Rodotheatos, an lonian composer of the 19" century. Her supervisor is
Olympia Frangou-Psychopedis. Some of her articles on Greek music, as well as
three papers for conferences have been published.

MEJIUTA MMWJIMH, BHayuyHu capafHUK My3UKONOIIKOT HHCTUTYTa
CAHY u npocecop Ha YHuBep3utetry y Humy. ITnme o cprckoj mysunu 20.
BEeKa Yy €BpPOIICKOM KOHTeKcTy. BaxkHuju pagosu: TpaguuuoHasHo u HO80 y
cpiickoj mysuuu tocae [pyzoz ceeitickoz paitia (1945 — 65), Tuiioaozuja cpii-
CKOZ My3uuko-cueHckoz cideapanawitea 20. eexa, Ilpexcuseitiu ca 3syuuma —
HUcitiouna Espoiia iiocae iipeokpeiia 1989, Mysuxoaozuja u cecitipumcke
gucuuiiaune ganac, Cidapa cpucka upkeeHa My3uxka y geauma caspemeHux
Komiio3uitiopa, Hgeja o cpiickoj Hauuonaarnoj mysuuu 'y 20. eexy.

MELITA MILIN, researcher at the Institute of Musicology in Belgrade and
professor at the University of NiS. Her main research area is 20th-century Serbian
music in European context. Her works include: The Traditional and the New in
Serbian Music after World War 11 (1945-65), A Typology of 20th-century Serbian
Compositions for the Music Stage, Surviving with Sounds — Eastern Europe after the
Turn 1989, Musicology and Sister Disciplines Today, Old Serbian Church Music in
the Works of Contemporary Composers, The Idea of Serbian National Music in the
20th Century.
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HAOEXIA MOCYCOBA, HayuyHu caBeTHHUK MY3MKOJIOIIKOr MHCTH-
tyta CAHY u npodecop dakynarera My3uuke yMETHOCTH, Y eH3Uju. ['naBHe
TeMe HBEHOT IPOoyvaBama Cy My3MUKU HAIMOHATIN3aM y CPIICKO] U IPYTUM CJIO-
BEHCKUM KyJITypama, omepcka u Oanercka cueHa 19. m 20. Beka u cTBapa-
nawtBo [Terpa Kowosuha n CreBana Xpucruha. Baxkuuje crynuje: "Ieitipy-
wka" CllpasuHckoz. og yauunoz iozopuuiitia go "Pyckux 6aaeitia" [ljazu-
wesa, Oiiepcka geaa Ieitipa Korwosuha y ceeitiny Janauekosux gpamamicKux
upunuuila u ieopuje "wiipexzesanza", Pycka ymeiiHuuka emuzpauuja u
My3uuKo dosopuwite y Jyzocaasuju usmeby gea caeiticka paiia, Cumboauzam
u meaitiap macku. kapHesaa cmpiniu 'y "Belle Epoque”.

NADEZDA MOSUSOVA, musicologist and composer, worked at the Institute
of Musicology in Belgrade and as a professor at the Faculty of Music, now in
retirement. The main themes of her research include musical nationalism in Serbian
and other Slavic cultures, opera and ballet in the 19th and 2oth centuries and the
works of Petar Konjovi¢ and Stevan Hristi¢. She is the author of numerous studies:
Sravinsky's "Petrushka': From Street Entertainment To Diaghilev's Seasons,
Operas of Petar Konjovi¢ in the Light of Janacek's Dramatic Principles and the
Theory of Sprechgesang, Russian ArtistssEmigrés and the Music Theatre in
Yugoslavia Between the Two World Wars, Symbolism and Theatre of Masques:. the
Deathly Carnival of La Belle Epoque, etc.

AHACTACHIJA CHUOIICH je mpodecop My3uKoIoruje Ha My3uuroM
ofespery JoHCcKkor yHUBep3uTeTa y rpagy Kpdy zHa octpBy Kpdy y I'pukoj.
I'maBHa mojba KEHOT MHTEPECOBamA Cy €CTETHKA M TMOJNUTHKA Y MY3HUIH
(mapounTo omepckoj), mpBeHcTBeHO Y Hemaukoj u I'pukoj. [Topen Tora mTo je
ydecTBOBaJIa Ha HayIHIM CKYIIOBHMA, /IO Cajia je Hamucana HEKOJIUKO WIaHaKa |
Kibura y I'pukoj 1 ’HOCTpaHCTBY.

ANASTASIA SIOPSI is an Associate Professor in the field of Musicology at
the Music Department of lonian University, Corfu, Greece. The main fields of her
interest are aesthetics and politics of music (especially opera), mostly in Germany
and Greece. She has presented papers in conferences, and has written articles,
chapters and books in Greece and abroad.

KAH-UB BOCEP je My3uKoa0r u KOMIO3UTOp, AUpekTop y HannoHnan-
HOM IICHTPY 3a Hay4Ha HCTpaxkuBama y [lapm3y. CTyampao je KOMITO3UIH]Y
kop K. llltokxay3zena u A. ITycepa y Kenny. Ogbpanno je fp>kaBHH JOKTOpAT
n3 ¢uno3odcke ecretnke Ha YHmBep3urery [lapm3 |. Baxkuumje kmure:
My3suuxe pesoayuuje (ca Jomuuauk bocep), Peunuk caspemerne mysuke, 36y4-
Ho u susyearo, [lon Keju, My3suxa u sudyeane ymeiliHOCIU: UHIlepaKuLje.
['maBHM CHUMIIM KOMIIO3WIFja HA KOMMIAKT-TUCKOBUMA: Yciiomene 3abopasa,
Caiuujes cawn..., [lepo, Bpeme xoje je iioiuipebrno, Xonz-Konz sapujauuje.

JEAN-YVES BOSSEUR, musicologist and composer, director of research at
the Centre national de recherche scientifique in Paris. He studied composition with
K. Stockhausen and H. Pousseur in Cologne and obtained his Doctorat d’Etat
(philosophie esthétique) at the Université de Paris I. Main books. Révolutions
musicales (with Dominique Bosseur), Vocabulaire de la musique contermporaine, Le
sonore et le visuel, John Cage, Musique et arts plagtiques. interactions. Main CD
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recordings. Mémoires d'oubli, Satie's Dream..., La Plume, Le temps de le prendre,
Hong-Kong Variations, Messe.

NBAHA JAHKOBWHR (1975) pumuiomupana je My3WKOJOTHjy Ha
dakynrery My3umuke ymeTHocTH y Beorpamy 1999. rogune. Capma 3aBpmiasa
Maructapcky te3y Teopuje u iipakce c6eo0yxeaitinoz ymeilinuuxkoz geaa y 20.
eexy. On centemOpa 2002. je my3muku ypenuuk y Tpehem mporpamy Pammo
Beorpaga. YdecrBoBasna je Ha HayYHUM CKYIIOBHMA Y 3€MJbH M HHOCTPAHCTBY.
O6jaBuna je cnomenuny [legeceiti 2oguna my3uuxe wikoae y Pymu. Buna je
yPEeOHUK W3[laba KOMIAKT-gucKa Kaasupcka mysuxa Jocuiia Caasenckoz n
Cpiicka coao iiecma. AKTHBHA je Kao MUjaHUCTKUbA.

IVANA JANKOVIC (1975) graduated musicology at the Belgrade Faculty of
Music in 1999. Currently she is working on the MA thesis Theories and Practices of
the Total Work of Art in the Twentieth Century. Since September 2002. she has been
musical editor at the Third Programme of Radio Belgrade. She took part in scientific
meetings in Serbia and abroad. She published the book Fifty Years of the Musical
School in Ruma. She was editor of compact discs entitled Piano Music by Josip
Savenski and Serbian Solo Song. Sheisalso active as a pianist.

MAPUIJA KOCTAKEBA je crymupana u pgokropupaia Ha Kon-
3epBatopujymy y IletepOypry. [Jo 1988. je paguia Kao AOLUEHT 3a UCTOPHjY
My3HWKEe W OIIepCKy ApaMaTyprujy Ha Mys3mukoj akagemuju y Cocujm u Ha
My3suuko-niegaromkom nHcTuTyTy y ITnosauBy. O 1990. xxuBn y Hemauxkoj,
e je Kao rocryjyhu moIeHT npefaBaia Ha My3HKOIOMIKOM MHCTUTYTY Pyp-
cKkor yHuBep3uTeTa y boxymy (1992-1994; monoso o 2000), Ha YHUBEP3UTETY
y XamoOypry (1994-1996) m YmMerHnukoj akagemuju y Hucemmopdy (1997).
Buna je crunennuctkuma gorganuje [Tayma 3axepa (1995). O6jaBmina je HA3
cTynuja u Kwury Mmazunapuu pog. O mysuuko-iieaiiapckom geay hepha
Juzeitiuja (1995). ITpunpema kmury o kacHuM fenuma A. lllauTkea.

MARIA KOSTAKEVA studierte und promovierte Musikwissenschaft am Pe-
tersburger Konservatorium. Bis 1988 arbeitete sie als Dozentin fur Musikgeschichte
und Operndramaturgie an der Sofioter Musikakademie und am Musikpéadagogischen
Institut in Plovdiv. Seit 1990 lebt sie in Deutschland und ist als Gastdozentin am
musi kwissenschaftlichen Institut der Ruhr-Universitdt Bochum (1992-1994; auch ab
2000), Universitdt Hamburg (1994-1996), Kunstakademie Disseldorf (1997) tétig.
1995 — Stipendiatin der Paul Sacher Stiftung. 1996 verdffentlichte Kostakeva ihr
Buch "Die imagindre Gattung. Uber das musiktheatralische Werk G. Ligetis'
(1995). Im Vorbereitung ist ihr nchstes Buch tiber das Spétschaffen A. Schnittkes.

MAPHHA ®POJIOBA-BOKEP npepaje nHa My3uukoMm (pakyareTy u
qnaH je kosena Kiep y KemGpuny. Crygupana je My3WKONOTHjy Ha MOC-
koBckoM Kon3zepBaTopujymy, rae je u gokropupaina 1994. rogune. I[Ipe Hero
mTo je gouwa y KemOpur, npemasaia je Ha MOCKoBckoM KoH3epBaTopujymy,
Ha YHuBep3ureTy y Auncrepy, Koneny 'ongemut y JIoHgoHy u Ha YHuBEp-
sutery y CayremnTony. beHa riaBHa nmosba paja cy: HeMauyku pOMaHTH3aM,
PYyCKa U COBjeTCKa My3WKa W HallMOHAJIA3aM y MY3HIU. TPEHYTHO NHUIIe KHUTY
Pycuja: my3uxa u nauuja, Ha npoyu6uny Jejn Jynusepcutu Ilpeca.
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MARINA FROLOVA-WALKER is University Lecturer in the Faculty of
Music and Fellow of Clare College. She studied musicology at the Moscow Conser-
vatoire, receiving her doctorate in 1994. Before coming to Cambridge, she taught at
the Moscow Conservatoire College, the University of Ulster, Goldsmiths College
London and University of Southampton. Her principal fields of research are German
Romanticism, Russian and Soviet music and nationalism in music. Sheis currently
writing Russia: Music and Nation, commissioned by the Ya e University Press.

BECHA ITEHO, My3uKOJIOT, HCTpaXkHBa4-CapafiHUK Y My3HKOIOLIIKOM
unactutyty CAHY. BaBu ce npoyuaBameM CpICKe U PUKe — IIOCTBU3AHTHUjCKE
L[PKBEHE MYy3HKe. Y:Ke NOJbe HEeHOI MHTEPECOBambha jeé CTBApaIalITBO KOMIIO-
suTopa 'epmana, ennckona Hose ITaTpe n3 17. Beka, y TpUYKUAM U CIIOBEHCKUM
(xmmaHmapcKUM) HEYMCKUM pyKONHCHMa. 3HavajHUje crymauje: [Ipasocaasho
upkeero iojarwe Ha baakany y 19. gexy — Ha lipumepuma cpiicke u zpuke
mipaguuuje (onbpameHa MarucTapcka Tesza) u M3 xuaamgapcke fojauke pus-
Huue — Buxeniiuje Xunangapau, (KiUTa ca KOMIAKT-THICKOM).

VESNA PENO, musicologist, M. A., Assistant at the Institute of Musicology
in Belgrade. Her research is focused on Serbian and Greek — postbyzantine — church
music. More narrowly, she is interested in the works of the 17" - century composer
German, the episcope of New Patra, that are preserved in Greek and Slav (Hilandar)
neumatic manuscripts. Her studies include Orthodox Church Snging on the Balkans
in the 19" Century — according to Examples from the Serbian and Greek traditions
(title of the m.a. thesis) and From the Hilandar Chant Treasury — Vykenty from
Hilandar (book with a compact-disc).
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