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PEY YPEAHUIIE

Munu-jy6uaej qaconuca Mysukoroiuja— objaBsuBame 25. Opoja — moKAama ce
obeAexxaBarmeM 70. ropumIbHIe pasa Mysukosomkor uncruryra CAHY, aan u ca
mpocaaBoM 90. poherpana Ap Haaexxae MocycoBe, HayYHOT CaBeTHHKA Y MIEH3UjH,
KOja je cBOj papHM Bek mposeaa y Mysukosomkom uacturyTy CAHY. Ha npary pecere
Aeniennje, Ap Mocycosa je u poasme BeoOMa aKTHBHA; YACT HaM je U 3aA0BOSCTBO AQ 25.
0poj 9acomuca HOCBETUMO YIIPABO H0j.

Y roaunu jybuaeja, onpepearan cmo ce aa Tema 6poja 6yae Mysuka u ucitiopuoi-
paguja. Flako ce TOKOM IPETXOAHHX AeIleHHja My3HKOAOTHja 3HAYajHO pasrpaHaAa,
IpeBa3HIIAQ CBOje HEKAAAIIbe TPAHMIIe M OCTBAPHAA MHOTOOPOjHE HHTePANCIIUIIAL-
HapHe NperAeTe, UCTOPHOrpadCcKa pasMaTpama 0CTajy cpxk oBe aucnunaune. [Ipoy-
JaBarbe IPHIMAPHIX U3BOPA, PEKOHCTPYKIfHja IIPOIIAOCTH IIOTKPEILAbEHa YOEASHBUM
AOKa3MMa, IIPeHCIIUTHBAKbE PAHHjUX TyMadera Beh obpabene rpabe, Te orkpusame
HETIO3HATHX AeTasa M3 XKMBOTA 3HAMEHUTHUX IPOTArOHUCTA MY3UYKe TPOMIAOCTH,
YHHH OKOCHHIFY METOAOAOTHje IIPHMebeHe ¥ papoBUMa 0bjeaumeHuM y Temu 6poja.
AyTopu pasoBa Cy CapaIlbU M OMBIIN CapapHUIM My3HKOAOIIKOT MHCTHTYTA
CAHY, opnoCHO capapHuIu Ha npojexty Hgenitiutieitiu cplicke my3uKe 0g AOKAAHUX
go irobarnux okeupa: iwpaguyuje, ipomene, usasosu (O 177004), koju puHaHcupa
MHuHHCTapCTBO IIPOCBETe, HAyKe M TEXHOAOLIKOT pasBoja Perry6anke Cpbuje (2011—
2018). Y TeKcTy Koju oTBapa 0By py6puxy, Busana Muaarosnh cipoBoan BUpTYyo3HY
AHAAM3Y APXUBCKUX M3BOpPa U PEKOHCTPYHIIEe oYeTak pasa My3HKOAOIIKOT MHCTH-
tyTa CpIicke akapeMuje HayKa, obeaexxeH yaoroM Ilerpa Komosuha, merosor ocuu-
Bada U rpBor Aupekrtopa. M apyru pap y Temu 6poja, ayropku Hsaxe Becuh u Aanke
Aajuh Muxajaosuh, mocsehen je npsum ropunama pasa IHCTUTYTa U yTeMenerby
MY3UKOAOTHje M eTHOMY3HMKOAOTHje Y Hamoj cpepunn. Becna Ileno u Aaekcanpap
Bacuh numy o npBoj cprickoj ucropuju Mysuke, us nepa /oybomupa Bommakosuha.
Mapuja Aymuuh Buaotujesuh pasmarpa ypbany momyaapHy Mysuky Ha Baakany u
Aaje CMepHHUIle 32 yTeMesemhe perHOHaAHe HCTOPHje My3HKe, Y3 TAPAACAHO CaTAeAd-
Bame CPOAHHX peHOMeHa y baakaHCKuM 3eMmama. Mapujana Kokanosuh Mapxosuh
PEeKOHCTpYHIIe HMjaHUCTUIKU PellepTOap POAOHAYEAHHKA CPIICKe YMEeTHIYKE My3HKe
Kopreanja Crankosuha, ca 0CBpTOM Ha YCAOBASEHOCT KOHIIEIIIIMje KOHIIEPTHUX
mporpama cpepArHaMa y kojuma je Crarkosuh HacTymao. Y paay koju sakmyuyje Temy
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6poja, Hapesxaa MocycoBa Adje CHHTE3Y CBOJHX AyTOTOAMIIELHX IPOYYaBamba OIep-
ckor omryca ITerpa Kowosuha.

Py6puxy Varia orsapa rexct Hejija CykaaHa 0 IIOAUTHYKHM KOHOTAI[MjaMa
typHeje Tpmhancke ¢puaxapmoruje o Cpbuju y npoaehe 1946. roause, Koju AOHOCH
IPErpIIT AOCAA HEIIO3HATHX ITOAATaKa. JacHa Besanosuh ckpehe maskmy unrasana
Ha anmyHOCT XajHpuxa Kpucroga Koxa, jepHOT 0A Haj3HAUajHHjUX My3HUKUX Teope-
tdapa Ha npeaacky u3 XVIII y XIX Bek, Te pasmarpa moryhuocT yBoljema merose,
AaHac 3a00paBieHe, TEPMUHOAOTHje ¥ CaBpeMeHy aHAAUTHUKY Hpakcy. CTaHuMupa
AepMeHnMjeBa pasMaTpa HOAMTUIIM3ALU]Y My3HKe Y BpeMe TOTAAUTAPHOT pexXKMa y
Byrapckoj (1944-1989), kao 1 MelycOGHY yCAOBAEHOCT IOAMTHKE, My3UMKOT XXUBOTA
U cTaTyca 6yrapcKux KOMIO3HTOPA YMETHHUKe My3HKe, AOK MBaH Myau moctaBsa
cMepHHuIje 32 6yayhe KOMITapaTHBHO HCTpaXKUBakbe My3HKe 3eMara MepuTepaHa u
baaxana, xoje cy moueTKoM ABaAeCeTOr BeKa yCIIOCTaBoaAe COTICTBEHE BepaHje Moaep-
HusMa. Hajaas, Hapa ViBanosuh O’Bpajen nmocmarpa peHoMeH 6ajku Kao apapurmy
32 CUMOOAMYKO HHTePIIpeTHpakhe IPOoljecaTpaHcPopMariuje eHepruje y MysHIId.

»Cpebpuu” 6poj Mysuxosoiuje 3aknydyje pybpuxa Hayuna kpuitiuka u tioremuxa,
KOja CapAp>U TPU OCBPTA.

Y ume xoaexruBa Mysuxosomkor nacTuTyTa CAHY )earv Hapesxan Mocycosoj
jOII MHOTO YCIIeITHUX, KPeaTUBHUX U ITPOAYKTHBHHUX FOAUHA.

Y Beorpaay, 1. serieMbpa 2018.
Ap HBana Meauh, raaBHa 11 OATOBOPHA ypeAHHITA



EDp1TOR’S FOREWORD

The mini-jubilee of the journal Musicology — publication of the 25th issue — coincides
with the celebration of the 7oth anniversary of the Institute of Musicology SASA, as
well as the celebration of the goth birthday of Dr Nadezda Mosusova, a retired prin-
cipal research fellow, who spent her entire career at the Institute of Musicology SASA.
At the turn of the tenth decade of her life, Dr Mosusova is still very active; it is with
great pleasure that we dedicate the 25th issue of the journal to her.

In the year of the anniversary, we decided that the main topic of the issue should
be Music and Historiography. Although over the past several decades musicology has
significantly expanded, overcoming its former borders and achieving numerous inter-
disciplinary interweavings, historiographic considerations remain the core of this
discipline. The study of primary sources, the reconstruction of the past supported
by convincing evidence, the review of earlier interpretations of the already processed
material, and the discovery of unknown details from the lives of the famous protago-
nists of the musical past, constitute the backbone of the methodology applied in the
articles unified in the main theme of this issue. Their authors are current and former
associates of the Institute of Musicology SASA, and/or collaborators on the project
Serbian Musical Identities Between Local and Global Frameworks: Traditions, Changes,
Challenges (No 177004), financed by the Ministry of Education, Science and Techno-
logical Development of the Republic of Serbia (2011-2018). In the article that opens
this section, Biljana Milanovi¢ performs a virtuoso analysis of archival sources and
reconstructs the circumstances surrounding the foundation and the early days of
the Institute of Musicology of the Serbian Academy of Sciences, strongly marked by
the role of Petar Konjovi¢, its founder and first director. The second article, by Ivana
Vesi¢ and Danke Laji¢ Mihajlovi¢, also deals with the first years of the Institute’s
work and the efforts towards establishing musicology and ethnomusicology in Serbia.
Vesna Peno and Aleksandar Vasi¢ discuss the first Serbian history of music, written
by Ljubomir Bonjakovi¢. Marija Dumni¢ Vilotijevi¢ considers urban popular music
in the Balkans and gives guidelines for establishing a regional history of music, with a
parallel overview of related phenomena in the neighbouring Balkan countries. Mari-
jana Kokanovi¢ Markovi¢ reconstructs the piano repertoire of the founding father
of Serbian art music, Kornelije Stankovi¢, with a reference to the dependence of the
concert programs on the environments in which Stankovi¢ performed. In the article
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that concludes this section, Nadezda Mosusova summarizes her decades-long study
of Petar Konjovi¢’s operas.

The section Varia opens with Nejc Sukljan’s text on the political connotations of
the Trieste Philharmonic tour in Serbia in the spring of 1946, presenting and discu-
ssing previously unknown data. Jasna Veljanovi¢ draws the readers’ attention to Hein-
rich Christoph Koch, one of the most important music theorists at the turn of the
19th century; she considers the possibility of introducing Koch’s, nowadays mostly
forgotten, terminology into contemporary analytical practices. Stanimira Dermen-
dzhieva discusses the politicization of music during the totalitarian regime in Bulgaria
(1944-1989) and the interdependence of politics, musical life and the status of Bulga-
rian composers of art music, while Ivan Moody sets guidelines for the future compa-
rative investigation of the countries of the Mediterranean and the Balkans which, at
the beginning of the twentieth century, established their own versions of musical
modernism. Finally, Nada Ivanovi¢ O’Brien observes the phenomenon of fairy tales
as a paradigm for symbolic interpretation of the processes of energy transformation
in music.

The “silver” issue of the journal Musicology concludes with the section Scientific
Reviews and Polemics, which contains three reviews.

On behalf of the collective of the Institute of Musicology SASA, I wish Nadezda
Mosusova many more successful, creative and productive years.

Belgrade, 1 December 2018
Dr Ivana Medi¢, Editor-in-Chief



TEMA BROJA
THE MAIN THEME

MY3UKA N NCTOPHUOIPAOUJA
MUSIC AND HISTORIOGRAPHY






DOI https://doi.org/10.2298/ MUZ1825015M
UDC 781(497.11)
78:061.6(497.11)"1947/1965"

AoniprHOC [TETPA KOBOBUERA
KOHCTUTYUCAY U ITIOYELIMMA PAAA
My3HUKOAOIIKOT MHCTUTYTA CPIICKE

AKAAEMUJE HAYKA 1 YMETHOCTU

Buwana Muaarosuh'
Mysuxonomku nHcTHTYT CAHY, beorpan

TIpumneH: 15. cenrreM6pa 2018.
Ipuxsaheno: 1. HoBeM6pa 2018.
OpHIUHAAHU HAyYHH PaA

ATICTPAKT

Cryauja je mocsehena mouernuma paga Mysuxoaomkor uHctuTyta CpIicke
aKapeMIje HayKa, Koju cy obeaesxxeH yrorom u ITerpa Komositha, ocHuBaya i mpsor
ynpaBHuKa MHCTHTYTA, 2 HCTOBpeMeHO 1 IIpBOT cekpeTapa Opeserma AMKOBHE
u Mysuuke ymerHoctu Cpricke akapemuje Hayka. IToaasehu op mpermocTaBke o
melyco6Hoj yeaoBsenoct (1) ycnocrassarba HHCTHTYLIMOHAAHOT TTOpeTKa 1 (2)
AHUCIUIIAMHOBAKa HAYYHONCTPAXXUBAYKOT PAAA Y IIPABIYY HACTAHKA My3UKOAOTHje
U eTHOMY3HKOAOTHje Y AOKAAHOM KOHTEKCTY, KOHCTUTYHCAbe U Pap MHCTUTYIIHje
npobAeMaTH30BaAAa CAM KPO3 AHAAU3Y APXMBCKE AOKYMEHTALIHje H CATACAAAA Y OKBUPY
TPH IOTHOTAABAA. I IpBO 0 HHX AOHOCH OCHOBHE HHPOPMAIIHje O PeOPTraHU3AIMjH
Cpricke akapeMuje HayKa y OKBUPHUMA KYATYpHe IIOAMTHKE HOBOT PesKKMa 1 6aBu ce
acrieKTMMa popMasHOT OcHuBarba MHcTuTyTa (1947) M KOHTEKCTYaAM3ALMjOM IIPBUX
HPOrPaMCKHX IIPOjeKIIHja BerOBOT PaAd. APYTO ce OAHOCH Ha pasHOPOAHE IpobaeMe
KOjH Cy IIPATHAM OAAATaHbe IOYeTKa MHCTUTYTCKUX aKTUBHOCTH,  3aBPIIHA IIeAUHA
nocseheHa je meproay oa aHraXxosama IPBHX CapapHUKa A0 Kpaja Komosuhesor
yrpaBaama Mysuxosomkum ucturytoM (1948-1954).

KavaeE PE4n: [letap Kowosuh, Mysukosomxu uacruryr CAH/CAHY, Openeme
AnkoBHe u My3make ymernocr CAH/CAHY, My3ukoAoryja, eTHOMY3HUKOAOTHja

Cryauja je pe3yaTar papa Ha nipojexty Hgenttiuiieitiu cpiicie my3uke 0g AOKAAHUX GO IA06arHUxX OKBUPA:
iwpaguyuje, iipomere, usazosu Mysuxoromxor uacruryta CAHY, xoju dpunancupa Munucrapcrsa
IIpOCBeTe, HayKe M TeXHOAOMIKOT pa3Boja Pery6anke Cp6uje (OH 177004).

1 milanovic28o1@gmail.com
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JyOuaapHe ropuism1Ile HHCTHTYIHja 9€CTO Cy IIOBOA 32 IIHCAlbe Pelpe3eHTaTHBHIX
XPOHOAOIIKHX IIPErA€Ad Pasd KOAEKTHBA U HerOBUX IPOTATOHMCTA U CTBapame
TOXeSHHX CAMKA y KyATypH cehama. OBa cTyAHja, HACTaAQ y OKBUPY OOeAeKaBarba 70.
ropmImHIie pasa Mysukosomkor uacTHTyTa CpIICKe akapeMuje HayKa M YMeTHOCTH,
yCMepeHa je y ApyraurjeM Ipasily. Y 10j IOAA3MM OA CTaBa Ad jyOHAej MOKe YUHHUTH
IIOTOAAH TPEeHYTaK KPUTHUYKOT 3aXBaTa y HEAOBOASHO HCTPaskeHe CerMeHTe IPOIIAOCTH
caMe CTpyKe U HeHe HHCTUTYIIMOHAAN3AIM]je, Majyhu y BHAY IPOOAEMCKY CAOjeBH-
TOCT ¥ IIOTEHIIUjAAHO AICOHAHTHE OAHOCe H3Mel)y MAeja 1 MHTepeca HHAMBUAYAAHHX
aKTepa, KOAeKTHBHHX I'DYIHCaka M TOKOBA 3BAHMYHE HayYHe U KYATYPHe IIOAMTHUKe
Y AGAOBalY HHCTUTYIIHje.

ITepuop ycmocTaBsama u moyeraka pasa Mysukoasomxor uHcTHTyTa CAH
obeAexeH je yAOroM KOMIIO3uTOpa 1 Myaudkor nucua [lerpa Kowosuha (1883
1970), OCHUBaYa 1 MpBor ynpasHuka UHcTutyTa (1947-1954).> Hherosu Hanopu
ok0 $popMHpama U Bohema Te yCTaHOBE OMAM Cy HEOABOJUBH OA YAOTE aKaAeMHUKa
u cexperapa Opemerba AnkosHe u Mysuake yMmerHoctu CAH. Kowosuh je 2. mapTa
1946. mocrao npasu yaaH Akapsemuje ymerHoctu CKA/CAH, a op 22. MapTa 1948.
TOAMHE PEAOBHH YAAH, KA0 U IPBH ceKpeTap HoBopopmuparor Opesemna, 0baBmajyhu
cexpeTapcKy QyHKUHjy y TpH y3acTomHa MaHAaTa (1948-1954) (Huxuh, XKyjosuh,
Papojunh-Koctuh 2007: 148).

Y AuTepaTypu ce He HaBOAE MAM CY HeNPeLU3HO U3HEeTH I0jeAMHH IOAAIIH
o koHcTUTYyuCawy MucTuTyTa. I30CcTajy 3HaYajHM AATYMH, KaO U pasMaTpame
npurpeMHe $pase papa 0p HEroBor POpMaAHOT OCHHBAK-A KPajeM 1947. A0 aHTaXKOBakha
IPBHUX CAPAAHHKA AerieMOpa 1948. roaune.’ Taj meprop MPeACTasa0 je BaKHY IIOAA3HY
OCHOBY papa My3HKOAOLIKOT MHCTUTYTA, 11a A CarAeAaBaM Kao $pa3y KOHCTUTYH-
cama y OKBHPY A€AOBakba OBe ycTaHOBe oa yrnpasoM Komosuha. McTpaxusama
CaM 3aCHOBAAA HAa AHAAM3H apxuBcKe rpahe u nHGOpMarHjama Koje cy objaBrUBaHe
y Toguwrwayuma CAH. IaaBHY IjeAMHY NpUMapHHUX 3BOPA YMHHAA je HeITOMMCaHa
30HpKa KOja CaAp>KHU PA3HOBPCHY M OOUMHY CAY>KOeHy AOKyMeHTaIjy o paay MHcTu-
TyTa.* ¥3 By caM KOPUCTHAQ U 3aIMCHUKe cKynoBa Opesera AMKOBHE M My3UYKe

> Tlpeaparnu Hasus Cpricka kpasencka akapemuja (CKA) 3appsxaH je HeayTo mocae ApyTor cBeTKor
para, pa 6u 6o npometser y Cpricka akapemuja Hayka (CAH), a op 1960. roauste y Cpricka akapeMuja HayKa
nymernoctr (CAHY). CxopHo TOMe, y TeKcTy KopucTum oarosapajyhe ckpahenrme: CKA, CAH u CAHY.

3 Ouwucropujary Mysukosomxor urcruryta CAHY Maso je mucano. CaMo jepaH TeKCT OCMUIIIbEH je
Ka0 HCTOPHjCKHU IIPETAEA ACAOBatha HUHCTHUTYIIH)Ee (HeTpOBMh 2010), a 06jaBieH je, 3ajeAHO C IPUAO3HMMA
0 6ubAMOTEIH, APXUBCKUM U APYTHM $OHAOBHUMA, Kao ¥ brorpadujama i 6ubanorpadujama capapHIKa
OBe yCTaHOBe, y yacorucy MysukoAoiuja Op. 10 U3 2010. TOAMHE, KOjH je y ieaocTn noceheH obeaexapamy
60. ropumbuie papa Mysuxosomxor uacruryra CAHY. Takolye, HeKOANIIMHA ADYTHX IPHAOTA AOTHYE
ce, y Maw0j ran Behoj Mepy, ojeAMHNX HHPOPMALHja O AeAOBarsy FIHCTHTYTa M BEerOBUX CapaAHUKA,
aAu ce mpuMapHo ycpeacpebyje Ha Apyre Teme (ump. Ilejosuh 1994; Mocycosa 2010; Muaanosuh 2016;
Tomamesuh 2016; Aajuh Muxajaosuh 2017; Medi¢ 2017).

4 Apxus Mysukoaomxor uncruryra CAHY, s6upka: Apxusa Mysukoaomkor uscruryta CAH/
CAHY (y pasem Texcry: AMU CAHY, Apxusa MU CAH/CAHY); rpaba je passpcrana y perucrpe

O KOJUX Cy 33 OBA HCTPAXXHBatba OMAN PEAeBAHTHH PETHCTPH 6P. 1, 3, 4, S U 8.
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ymerroct CAH, moxpamene y Apxusy CAHY, koje je BOAHO M OTIIHCHBAO CeKpeTap
Komosuh.*

Y oxBHpHMa My3HuYKe KyAType Ha moapydjy Cpbuje nmpe popmupama
Mysukxosromxkor uacturyra CAH mocrojasu cy mpumepu HCTpaXxuBama
TPAaAMIIMOHAAHE, IIPKBEHE M YMETHHUKe My3HKe, a Mopep My3ukorpaduje, ycmo-
CTaBM&>EHH Cy 3a4elly HCTopHorpaduje u Aekcukorpadcekor u 6ubanorpadcekor
paaa. Iojeansn mysnaapu nonyT Baagumupa Bophesunha (1869-1938) u Kocre
Manojaosuha (1890-1949) 3HaTHH]je Cy Ce OKpeTaAU TaKBUM aKTUBHOCTHMA. U cam
ITetap Komosuh, Hexapammsu mpodecop ucropuje mysuke y Cprickoj My3HdKoj
mkoAn (1907-1913), ayTOP My3HYKHX KPUTHKA U €Ceja, OTAEAA O My3HLH U 1030~
PHILTY, K20 U jeAHOT OA IIPBHX NCTOPHjCKHX Iperaeaa cpricke Mysuke (Komosuh 1919),
HPHIIAAAO je KPYTY HCTAKHYTHUX My3HUYKUX ITHCAIIA KOjU je 06YXBaTao i ABa AOKTOpPa
mysukoaoruje, Muaoja Muaojesunha (1884-1946) u Bojucaasa Byukosuha (1910
1942). AeAyjyhu mapaseAHO Ha pasAMMUTIM [OSUMA, OA KOMIIOHOBarba 1 U3BohaTsa
AO My3HYKe KPUTHKe U TIeAArOrHje, OBH My3HYapHU HHCY ce mocBehnBaAr KOHTUHYH-
PaHOM M CHCTeMATCKHU CIIPOBOI)eHOM HCTPAKHBAUKOM PAAY, IITO je CYIITUHCKU 61AO
oapeheno HepocTarkoM Oprosapajyher uscTHTyIIMOHAAHOT KOHTeKCTA. MK, y roau-
HaMa HeIlOCPeAHO IIpe U ITocAe APYyror CBeTCKOT paTa YOUSHBO je II0jadaHo 3aAarame
33 MHCTUTYLMOHAAU3AIIM]Y ¥ 0OAACTH CaKyILbakha U YyBakba My3HuKe OAIITHHE, Ka0
U CBECT O TOMe AA AOCTYIIHOCT ¥ 00paAa NPHMapHUX H3BOPA IPEACTaBAAjy OCHOBY
3a YCIIOCTaBAakbe HAYYHOT PaAd. JOII TOKOM ABaAECeTHX opAnHa, MaHojaoBuh je y
yao3u ,A06poBosHOT KycToca”“ Openera 3a Mysuuku poakaop ErHorpadexor mMyseja
y Deorpaay 610 aHraxxoBaH Ha yTeMeneby 30MpKe HOTHHX 3aIIHCA TPAAUIIMOHAAHE
MYBHKe, 2 y KpaTKOM BpeMeHCKOM HHTepBaay (1931-1932) UMao je moryhHOCT A2 paan
Ha QOHOrpadCcKOM CHUMAIY OBe BpcTe HayyHHX u3Bopa (ym. Aajuh Muxajaosuh
2017: 241-43). Kao ocuuBau u npsu pexrop Mysuuke akapemuje (1937-1939)
Manojaosuh ce nocserno opmupamy Mysuuke 6ubsnoTexe, Mysuduxor apxusa,
Te My3HUKOT My3eja CacTaB&SEHOT 0A YeTHPH OAeseHha, OA Kojux je I'pamodoncko-
PoHOrpadcKo opeserme YKa3HBaAO Ha HACTABAK HerOBUX AKTHBHOCTH 3aII0YeTHX Y
Ernorpadckom mysejy (ym. Ilepxosuh 1917: 23; Aajuh Muxajaosuh 2017: 241-43). Y
HOBHM, IIOPATHUM YCAOBUMA, Y BpeMe APYTOT pekTopckor MaHaata ITerpa Komosuha
(1945-1947), Ha Mysnuxoj akapemuju popmupat je Mysnkoaomkn uHCTHTYT (1945).
yHIHCTHTYT je 610 usrpahen Ha ocHoBama peppaTHOr MaHojaosuheBor ‘Apxuscko-
ucropuckor u ®onorpapckor oacexa™ (Ilepkosuh 1917: 36), a Boanaa ra je Crana
‘Bypuh-Kaaju (1905-1986 MocycoBa 2010). YIPKOC 1eTOBOM PeAATUBHO 6p3oM
raiesy ycaes peopraHu3aliyje IpocBeTe M HayKe Ha HHBOY AP)KaBe, HEOCIIOPHO je Ad
je OBa OpraHHM3aIfOHa jeAuHMIIa My3uuke akapeMuje YUHHAQ AUPEKTHY IIPETXOAHHITY
HoBodopmMupanor Mysukoaomxor nHctuTyTa CAH 11oa, ynpasom Komosuha, uuju

5 3amMCHULM CKyIOBa 0A ocHuBama Openerma AUKOBHE U My3HuKe yMeTHOCTH (y AabeM TeKCTy
OAMY) a0 1990. roaure Hanase ce y Apxusy CAHY (y pamem rexcry: ACAHY), a cBpcTanu cy y
KyTHje, IpeMa XpOHOAOIIKOM PeAOCAeAY. 3AIUCHUIIM U3 KaCHUjUX TOAMHA YyBajy ce y IpOCTOpUjaMa
OAMY (Musasosuh 2016).
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cy npsu capapHunu 6uau ynpaso Kocra Manojaosuh u Crana Bypuh-Kaaju (ucto).®

Vimajyhu y BuAy HaBeAeHe OKOAHOCTH, Pe3yATaTe HCTPAXHMBAIHA CATAEAAAA CAM U3
HEKOAMKO Pa3AMYMTHX MEPCIIeKTHBA KOje 0CBeTAraBajy ABa MehycobHo obankyjyha
nponeca: (1) yCHoCTaBsabe HHCTUTYLIMOHAAHOT IIOPeTKa U (2) AUCLUIAMHOBatbe
HayYHOHUCTPAXUBAUYKOT papa y IPaBIly HACTAHKA AOKAAHE MY3HUKOAOTHje H
eTHOMY3uKoAorHje. PopMupame CrelnjaAn30BaHMX, HAYYHO YCMEPeHHX Ipoduaa
CTPY4maKa, Ka0 M AUQepeHIIparhe HayYHIX 1042 Te ABe AMCIIUIIAMHE, OABUjAAH CY
ce Kpo3 HOpMHUparbe IPOrpaMa M 3aAaTaka OA BpeMeHa aHIaKOBaba IIPBUX CapaAHHKa
y Mysuxoaomkom uHCTHTYTY CAH. ToMe cy y Ay’keM BpeMeHCKOM HHTEpBaAy
AomipuHean 1 ocHuBabe Opemerba 32 HCTOPHjy MysHKe (1948) 1 MysudKu GOAKAOP
(1949) Ha My3HuKOj akapeMHjHU U ycaBpIIaBatba IPEACTABHAKA HHCTHTYTCKOT KaApa
y HHOCTpaHCTBY. MelyyTnMm, camo KOHCTUTYHCatbe 1 IIPBe FOAMHE PaAd M OIICTAHKA
MucTuTyTa OUAK CY YCAOBASEHH APYTHUM PAKTOPHMA, KOje CaM IIPOOAEMATH30BaAA KPO3
aHaAM3Y apXHBCKe AOKyMeHTanuje. IToce6HO Cy ce H3ABOjHAA IIUTAHA O IOBE3AHOCTH
HMucTHuTyTa C MIMPUM OPTAaHU3AMOHUM OKPYXeHheM U HayYHOM IHOAUTHKOM
CAH, kao u o 3yuemhy u yro3u 3Hauajuux npepcrasHuka CAH y TokoBuma
HHCTHUTYIJMOHAAM3AIMje My3HuKe HayKe. [Ipo6AeM CTHIabA ACTUTUMHOCTH Y jaCHO
XHjepapXHU30BaHUM OAHOCHMA ITOKA3a0 Ce Ka0 BeOMa CAOjeBHT, jep je MHcTHTYT, ¢
jeAHe cTpaHe, IPEACTaBAA0 HAYYHY jeAMHUITY AKapeMuje YMETHOCTH, OAHOCHO
Oaemera AMKOBHE U My3HUKe YMETHOCTH KOje je, C ApyTe CTpaHe, OHAO obesexeHO
HacAel)eM MapruHaAM30BaHOT OAHOCA IIPeMa YMETHHI[MMA Y OAHOCY Ha ApyTe
enTuTtere yHyTap CAH. KomoBuheBo mpeTXoAHO CTeUeHO HCKYCTBO y PyKOBODemwy
PasAMYMTUM HHCTHTYIHjaMa, YIOPHOCT U CTPATETHjCKU OCMHUILAEHO ASAOBAIbE,
CHaAQKeHe y IIOPETKY HOBe Ap)KaBe 0e3 HACOAOIIKIX CKpeTarha C O3UIHja rpal)ancku
YCMepEHOT IIPeAPATHOT HHTEACKTYAAITa, AAM ¥ CTPILSHMBO YeKarbe Ha II0jeAUHA pelllerha
HAAA@KHUX MHCTAHIM OMAM Cy IPECYAHH 34 HACTAHAK U OICTaHak MHcTuTyTA.
Dopmuparbe HayYHNX 33AATAKA U I[HHEBA U [IMTAkA BIXOBE peasnsaliije 00ANKOBAAH
Cy ce y TaKBOM KOHTeKCTy. CXOAHO HaBEACHHM aCIIeKTUMA, IPOOAEME CaM CaTACAAAd Y
OKBHPY TPH IIOTHOTAABAA. IIpBO OA BUX je YBOAHO M AOHOCH OCHOBHe HH$OpMaIiHje
o peoprauusaruju CKA/CAH y KOHTEKCTY KyATypHe MOAUTHKE HOBOT PEXHMMA U
6aBu ce acieKTUMa GOPMAAHOT OCHHBAA MIHCTUTYTa M KOHTEKCTYAAU3ALINjOM IIPBHX
MPOTrPaMCKHX ITPOjeKIirja BeTOBOT PaAd, APYTO Ce OAHOCH Ha Pa3sHOPOAHE IpobaeMe
KOjH Cy IIPATHAM OAAATaEbe II0YeTKa MHCTHTYTCKUX AKTHBHOCTH, A 3aBPIIHA IJeANHA
nocseheHa je mepuoAy oa aHraxoBama IPBUX CapapHUKaA A0 Kpaja Komosuhesor
ympassama MucTaTyTOM.

6 Mano ce 3Ha 0 peroBamy Mysukosomkor nacTuTyTa Mysuuke akapemuje. Y myOAnKaruju
nocseheHoj 80. roaumsuny papa Mysuuke akapemuje / akyaTeTa MysHIKe yMETHOCTU IIPHAONKEH
je AueBHu pep cactanka Caera Mysuuxe akasemuje 0p 28. jyHa 1947, KOjU IIOA §. TAYKOM IpeaBuba
,MsBemraj cexperapa Mysuxoaouxor uxcruryta“ (Tlepkosuh 2017: 32). Mosxe ce HpeTnOCTaBUTH A2 je
WHCTUTYT H3BECHO BPeMe PAAHO M IIOCAE AATYMa HABEACHOT CACTAHKA, Te Ad je IOMEeHyTH ceKpeTap Oraa
Crana Hypuh-Kaaju. Cehama na oBaj lcTuTyT 1 BpeMe A0 ocHuBarba Mysuxoaomkor uacruryra CAH
usHeo je Kocra IT. Manojaosuh y cBojoj ayrobuorpauju mop macaosom ITpurosu 3a mojy 6uoipadujy
(yn. Mocycosa 2010; Medi¢ 2017).
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®OPMAAHO OCHUBAKE U IIPBA IIPOJEKIITNJA NCTPAJKMUBAYKHUX
3AAATAKA MY3UKOAOMKOT MHCTUTYTA CAH Yy KOHTEKCTY
PEOPTAHU3AITHU]JE CPIICKE AKAAEMUJE HAYKA Y TOAMHAMA ITIOCAE
APYI‘OI‘ CBETCKOTI PATA

Y jyrocaoBeHCKOj Ap>KaBH Y IIPBUM rOAMHAMA IIOCAE APYTOT CBETCKOT PaTa YCACAUAU
Cy NMOKyIaj1 0GHOBE Ha CBUM IIOAKMMA HayKe B KyAType. LJeHTpaAuCTIYKO YCTPOjcTBO
®epeparusre Hapoane Perry6anke Jyrocaasuje (OHP]) unHuAO je moropaH oKBup
3a KpyTO NAAHMpame U OCTBAPHBakhe HayYHe, IPOCBETHE K KYATYpPHe IIOAUTHKE, KOja
Ce CIIPOBOAMAA KPO3 II0ja4aHO AAMUHUCTPATUBHO ACAOBAIbe M KOHTPOAY allapara 3a
aruTalyjy U IpoIarasay.’ VIHCTUTYyHOHaAM3aIija Y TAKBOM KOHTEKCTY OABHjaAa ce
Ha BHIIIe IAPAACAHUX HAUKMHA ¥ HUBOA, A FheHe Haj3HAYajHH]e IIOAyTe YHHHAK Cy 3aKO-
HOAQBCTBO HOBE BAACTH, yCIIOCTaBAamke H GYHKIIMOHUCAbe XHjePaXU30BaHOT OAHOCA
yCTaHOBa, Kao u pacropehusame ,Partiji odanih ljudi na istaknute funkcije®, Ha xojuma
Cy TH II0jeAUHIIU AeAOBaAH Kao0 ,jedan od najvaznijih faktora u celokupnoj kulturnoj
politici“ (Dimi¢ 1988: 49). YcrnocTasmarbe TOT I0Aa Y HECTAGHMAHOM U IIPOMEHAHBOM
HOAMTHYKOM KOHTEKCTY IIPOAA3HAO je, Y HaueAy, Kpo3 TpodasHy AMHAMUKY. 3aKAYIHO
C 1948. TOAHOM OHO Ce 3aCHUBAAO Ha COBjeTCKOM MCKYCTBY, yKaydyjyhu n uspurhu
HAA30P U [0javaHy LeHTPaAU3aLHjy HakoH cykoba ¢ upopmbupoom (1947), Aa
01, IIOTOM, CBEAOYHAO O KPUTHUYKOM OAOAIIMBAGY COBjeTCKE IIAPAAUTME U TPArarby
3a HOBUM TEOPHjCKMM H IPAKTHYHUM pemennma (1949-1950), @ OA 1951. TOAUHE H
0 MOCTEeNMEeHOM HeCTajakby aruTIPOIl allapaTa, AMOepaAHIjeM OAHOCY IIpeMa CTBapa-
AQUITBY M KyATyPHOM HacAel)y i modenima BUAHHjeT OKpeTarba CAPAABU M Pa3MEHH
HAgja ca CBeTOM (Dimic’ 1988; Mapkosuh 1996).

ITIpomene xoje je 3aXTeBaAO HOBO APXKaBHO PYKOBOACTBO yCMepaBaAe Cy ce H
Ha HHCTHUTYIIHje C AyTOM K 60raToM HCTOPHUjOM. JeAHA OA HajcTapHjux Mely muma
6uaa je Cpricka KpaseBcKa akapeMuja, oaAHocHO CpIicka akapeMuja Hayka, y Kojoj
Komynucruaxa napruja Jyrocaasuje (KI1J) uje ycreaa aa crexte ,,odlucujudi uticaj’
AAM je CXOAHO 3aKOHCKOj peryAaaTuBH ,bitno uticala na izbor akademika, a samim tim
i na idejnu orijentaciju te kulturne i nau¢ne ustanove“ (Dimié 1988: 61).* 3akoHoM 0

7 YcmocraBsarse arMTPIION aflapara 3aBpLISHO je KPajeM 1946. U IIOYeTKOM 1947. TOAUHE (Dimi¢ 1988: 76).

8  C 0631pOM Ha PA3AMYNTE MASJHO-TIOAMTHYKE CTPYje M OTHOpe HoBOM pexxumy y oksupy CAH, rpyma
aKapeMHKa Koja je 61aa yckaahena c peaoBamem KITJ mopHeaa je ocraske Ha Cxyrry jeAokyIHe AKapemuje,
25. anpraa 1947. Tpyry cy unaman npeaceark CAH Aaexcanaap Beanh v 11 yaarosa MucTuryTcKe koMucHje
Tpeaceprnmrsa CAH, koju cy cBOje 0cTaBKe 0OPA3AOKHAU THME AQ ,Mel)y YAaHOBUMa AKaAeMUjHHUM
HeMa CAArara y CXBaTakby HAyYHHX KPUTEpPHja 1 3apaTaka meHux . [Torom je Baapa Hapoaue Perry6arke
Cpbuje (HPC) o6pasosara Oabop y koju cy yman Asexcaupap Beanh, Muayrun Muaanxosuh, Besko
Tlerposuh, ITerap Kosenpnh, ITaBae Casuh 1 ITaja Joarosuh. Oa6op je Ha cepHMIM 6. Maja 1947. H3a6pao
3anmpepceprnka A. Beanha, a 3a cekperapa B. TTerposuha, i cacayimao ussemraj A. Beartha o Tome ,A2 je jeara
o pBrx OAGOPOBHX AYXKHOCTH BOheme Texyhux mocaosa i ckymmarbe rpalje 3a craBaare Ha PaCIIOAOXKEEbE
MepOAABHUM $AKTOPUMA [IPH U3PAAK HOBOT 3aKoHa 0 Akapemuju’. ITocae poonomera 3akona o Cprickoj

aKaAeMHjH HayKa OA 30. jyHa 1947, Baasa HPC ponena je pemmerse xojum ,Cpricka aKapeMHja HayKa Ipey3nuMa
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Cprickoj akapeMuji HayKa O 30. jyHa 1947, YpeaboMm o openemrma CAH 1 Ypeabom o
uncruTyTEMa CAH 04 S. Maja 1948. TOAMHE AOIIAO je AO ITPOMeHA KAKO Y OpTaHU3aIHjH
jeAMHHIA IleAe YCTaHOBE TaKO U y IPOIIHPHBAKY M PasrpaHaBamby HAYYHOT Papd Yy
OKBMPY e. YMEeCTO AOTaAAlllbe YeTHPH aKapeMuje 0QOPMAEHO je MeCT OAeHerha
(pUpOAHO-MaTeMaTHIKUX HayKa, TEXHUMKHX HayKa, MEAULIMHCKHX HayKa, AUTEPaType
¥l je3uKa, APYIITBEHUX HAYKa, AMKOBHE H My3HU4Ke yMETHOCTH), @ 3aKAYIHO C 1949.
FOAMHOM OCHOBAaHa Cy YakK 24 Hay4yHa HMHCTUTYTa. YTUIIAjU COBjeTCKHUX y30pa
IPHAMKOM PeOpraHu30Bama AKaseMuje i OpMUparba MHCTUTYTA OHAM CY IIOBE3aHU
C YCIIOCTaBAoAEeM COBjeTCKOT IPUBPEAHOT MOACAA M PEAAH3AIIHjOM IIeTOTOAMIILET
naana (1947-1952). IIpucycTBO THX yTHIAja GHAO je OYUIACAHO U y OPraHH30BalbY
Jyrocaosenckor akapeMCKOT caBeTa, KOJH je AyXe OA jeAHe AelleHHje PAAUO Kao
caBeropaBHH opraH CaBe3He BAaAe, HAIA3OPHHM U pyKoBoaehu opran akapsemuja
HayKa 1 peryOANIKIX aKaAeMCKHIX CaBeTa, Ad OH TeK 1959. TOAUHE H3I'yOHO CTATyC
U3 BpeMeHa [JeHTPAAU3Ma, 3aAPXKABIIN CAMO KOOPAMHAIIMOHY H YAOTY IIpe3eHTaljije
y nnoctpancrsy (Korolija 2017: 1162—63; 1167). VI Apyra HOBopopMUpaHa TeAa,
nomyt KoMuTeTa 3a HayuHe ycTaHOBe, YHUBEP3UTET U BUCOKe IMKoAe Baase HPC
KOjH je OCTBAPHUBAO ,,0INIIITe PYKOBOACTBO AKAAEMHUjOM HAyKa U FeHUM HHCTUTYTHMA"
(Ypeaba 1947, 4A. 4), IMaAa Cy 3aKOHCKH PeryAHCaHe HHTepPeHIHje HaA AAOBatbeM
CAH. To ce ucnosaBaso TOKOM OPTaHH30Baka CTPYKTYPAAHUX jEAMHHUIIA OBE
YCTaHOBe U YCIOCTaBbatba Mel)ycoOHMX, XujepapXH30BaHIX OAHOCA YHYTAap Hbe.

Y oxoAHOCTHMa HaBeAEHUX IPOMeHa $OPMUPaH je U My3UKOAOIIKY HHCTUTYT
CAH. IToparax A2 je OH OCHOBaH 21. OKTOOpa 1947. TOAUHE (HeTpOBI/Ih 2010: 12)
OAHOCH Ce, 3aIIPaBo, Ha jeAQH OA AaTyMa popMaAHe IpoOIjeAype OCHHBAmba, Koja ce
oABHjaaa y Bume kopaka. ITocae opayka uacrannu yaytap CAH, Ha xpajy je ycaeamaa
caraacHoct Beh momenyror Komurera 3a Hay4He ycTaHOBe, YHHBEP3UTET U BHCOKE
mkoae Baape HPC, koja je pooHeTa 12. pAerieMOpa 1947. roaute. To je u TadaH AaTyM
3BaHMYHOT OCHUBAKa OBE HHCTUTYLHje.’

IIpunpeme oxo ¢popmupama MHCTUTYTa MOKPEHYTe Cy 10. CENTeMOpa UCTe
FOAMHE Ha 32jeAHIYKOM CKyITy 4YAaHOBa AxapeMuje PUA030(CKUX HayKa U AKapeMuje
ymetHocTu. Tapa je mpeaceannk CAH, Aaexcanpap Beauh (1876-1960), usneo
opAyKy ITpeaceAHHIITBA Aa ce 15. celTeMOpa, ,¥ cAaBy Byka, Aanuunha u Bpanka
Papuhesuha®, oapixu 3ajepHIUKa cBedaHa cepHHIIA AKapeMuje $UAO30PCKIX HAyKa
u AxapeMuje ymerHocty, kojom 6u CAH yseaa yuemhe y mpocaasu jy6uaeja Byxa
Kapaguha. Y Auckycnju o TaukaMa AHEBHOT peAd HajaBoeHe CepAHHMIle yTBpheHo je

CB€ IIOCAOBE y OHAaKBOM CaCTaBy KaKaB je HIMaAa Ha AQH 2§ allpHAQ 1947 I'OA‘ ; CTaBA:ajth/I BaH CHare v pelieme

Baaae o popmupamsy nomenytor Op6opa (Huxuh, XKyjosuh, Papojunh-Kocruh 2007: XL, 383).

9 Hcru paTym ocHMBama mmojaBasyje ce y HOMMCHMA HepCOHAAHOT cacTaBa MHcTHTyTa, KOjU Cy
objassusann y Toguwwayuma CAH. TTomenytu akt Komurera IT.O. 6p. 298 0 12. AeieMbpa 1947. Huje
cadyBaH y AOKyMeHTanuju MHCTHTYTa, aAM ce Ha mera mosua u cam Kowosuh y cBojoj cayxbeHoj
TIpenucLy, Kao 1 y IPBOM M3BewTajy o papay MHctuTyTa, 06jaBmenom y Toguwmaxy CAH (AMU CAHY,
Apxusa MU CAH/CARY, perucrap 1. ITetap Komosuh ITpeaceannmrsy CAH — Hanpr pomuca, 24.
AetteMbpa 1947; ,M13BemrTaj o pasy Mysuxoaomxor uncruryra’. Ioguwmwax CAH LV (1948): 265).
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Aa ITerap Komosuh rosopu o MysuakoM $OAKAODY U H3Hece ,[I0Tpeby Aa ce mTo
npe ocHyje My3HKOAONIKM HHCTUTYT Kao AKapeMHjHHA YCTaHOBA Koja he xymutu
MeAOAHje HADPOAHMX TTeCaMa, KPUTHIKH U3AABATU AOCAAAIIbE 30MpKe TAKBHX MEAO-
AHja, KyIIUTH MEAOAUje HHCTpyMeHTaAHe Mysuke uta.” Takobe, ,JIHcTuTYT 6H
ce 6aBHO", KAKO je TO y HACTaBKy 3aMHCHHKA IIPEIIU3UPAHO, ,i U3AABAHEM A€Ad
CTape My3MKe Hallle, a TAaKO HCTO M KPUTHIKHUM H3AABaHeM KAACHYHUX A€AA HAIIMX
KkomrosuTopa“’® Ha caMoM cBewaHOM CKyIIy y 4acT nmoMeHyTor jybuseja Komosuh
jé HarAacuo A2 OH Y CBOM IIPEAAOTY O OCHMBalby My3HKOAOIIKOT MHCTUTYTa UMa
Y BUAY HauMH Ha KOjU Ce ,0TBapajy U APYTU HayYHH MHCTUTYTH PaAU IPOydYaBaka
HApPOAHOT )XMBOTA HAIlleT ¥ IPOIIMPHBAKBA U IPOAYOsSHBAbA HAPOAHE KYATYPE,
K0joj je 6am Byk oapeAro HenaMemHBO jacaH mpasarl. ™ ITOTOM je yCA€ANO U BeroB
3BaHMYaH IIPEAAOT O OCHMBaKy M opraHusanuju MHcTuTyTa, KOj1 je pasMaTpaH Ha
ABe y3acromHe cepnunie MuctuTyTcke xomucuje Ipeaceannmrsa CAH. Ipepaor o
OCHHBaby yCBOjeH je Beh Ha PBOj 0A HHX, 6. OKTOOPA, a 10 MUTAky OPraHU3aLINje
AoroBopeHo je aa ce mpepceprnk CAH ,jorm mpeTxopHO mocaseTyje ca CTpydmanuMa
PaAU IpeLM3Upamba NPOrpaMa MojeAMHHX IIPeAAoXKeHux oTceka (sic!) MucTuryTra“®
Ha ocnosy Beanhesor ussenrraja ,,0 pa3roBopy ca mpeaaaradeM’, Ha CEAHHIIU OA 21.
OKTOOpa OAAYUEHO je ,Ad Ce IPEeAAOKeHA OpraHHU3alluja y HaueAy npumu'. Mcrom
npuankoM Komosuh je npeproxen 3a ynpasuuka MucTuTyTa, a 0o Komurera
3a Hay4He yCTAHOBe, YHUBEP3HUTET M BUCOKE IIKOAE TPAXKEHO je H 0A0Operme
jeAHOMeCeUHOT OACYCTBA 3d CAMOT YIIPABHUKA, KOjU OH OTITyTOBAO Y HHOCTPAHCTBO
300r ,yII03HABaba OPTAHM3AIMje PAAd CAMYHUX YCTAHOBA HA CTPaHM.

Komosuh ce o ocuuBamy MysukoAsomxkor HHCTHTYTa 06parro IIpeaceAHHIITBY
CAH mMoAb60M Aa M3paau OTpebHe MeyaTe, KaKo 61 MOTA0 ,,3aTI0UETH Ca YCTPOjCTBOM
cAyx0e‘, aar 1 A2 006e36eAr HEOIIXOAHE YCAOBE 33 peaAusanujy mpepsuhenor
cayxbenor opcycrsa. ITyrosame y Ipar, Bpro, Bpatucaasy, Bey, Byaummemry u
BykypemT ocTBapHoO je 04 28. jaHyapa A0 28. pebpyapa 1948. roauHe, C HAEjOM Ad
HCKYCTBO CTeYeHO Y YIIO3HaBaky Pajd PeAeBAHTHHX HCTPAXKUBAYKUX HHCTUTYIIHja
Y CpPeARmOeBPOIICKUM I'PaAOBHMA OAMAX IO MOBPATKy MPHMEHHU TP OCMUIILSABAY
IIEPCOHAAHOT CaCTaBa U AeTAAHOT TTAAHA Papa HoBOpopMupaHe HHCTHTYLHje. [ToTom
je 60opasuo u 'y 3arpeby u /oy6aanu (3-8. anpua) ,paAn KOHTAKTa Ca TAMOIIIbHM

10 ,Koudpepennuja Akasemuje pruaozodckux Hayka u Axapemuje ymersoctu . logumrax CAH LIV
(1947): 94-96.

1 AMU CAHY, Apxusa MU CAH/CAHY, perucrap 1, ,IIpeasor cedarom ckyrry Cpricke akapemuje”
(Komosuhes npeaaor o ocauBamy Mysuxoaomkor uacturyta CAH, pykormic), HeaaTupaso.

12 ,Cepnune MucruryTcke komucuje Ilpeaceannmrsa Cpricke akapemuje Hayka. — VI cepnuna 6.
OKTO6pa 1947. T0A“ (Tauka 7). Toguusax CAH LIV (1947): 277.

13 ,Cepnune Mucruryrcke komucuje ITpeaceanmmrsa Cpricke akapemuje Hayka. — VII cepnuria 21.
OKTO6pa 1947. T0A“ (Tauxka 5 ). Togumureax CAH LIV (1947): 281-282.

14 AMM CAHY, Apxusa M1 CAH/CAHY, perucrap 1. ITerap Kowosuh ITpeacearnmrsy CAH
(HaupT AOIIHCA), 24. AeneMbpa 1947; ,VsBemrTaj o papy Mysuxosomxor uncruryta“ Ioguwmwax CAH
LV (1948): 265.
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My3HYKUM U HayYHUM PAAHUIIMMA, CIIEIIUjaAHO C OHUMA KOjH ce OaBe OeAexermeM
¥ IIPOy4aBameM My3udKor Gpoakaopa“ (KCTo, 266). 3a OCHUBAIbE U OPTAaHU3ALMOHH
naan UHcTuTyTa noce6Ho cy ce untepecosaau 3oatan Koaam [Zoltdn Kodaly
(1882-1967)] u Emua Axcman [Emil Axman (1887-1949) ], ynpasaux Mysuukor
apxusa Hanponaasor myseja y Ilpary (ym. Mocycosa 2010: 154-155), MaAa A€TamU O
TOMe 3a capa HUCy mo3HatH. Y 3arpe6 u /oybsany Komwosuh he, mehyrum, n kacuuje
OAAA3HTH U PA3MEIBATH HAEje U AUTEPATYPY C IIPABHUIIMMA CPOAHIX HHCTUTYIIHjA,
®panne Mapoarom (1891-1951), OCHHBaYeM H yrpaBHUKOM DOAKAOPHOT HHCTHTYTa
y /oy6arann u Bunkom JKranuem (1890-1976), ocHusadem u ynpasaukom MHcruryTta
32 HAPOAHY yMjeTHOCT, KacHuje 1 peAceAHHKoM (1952-1957) MebyHapoaHor caseta
3a Mysuuku Gpoakaop [International Folk Music Council].

Ipu ucnymaBary NOYeTHHX, OPMAAHHX KOPAKA Y OCHUBAMKY My3HuKoAOIKOT
uncrutyta Komosuh je nmao ounraepry noapmxy Asexcanapa Beanha, xoju my je,
IIO CBOj IIPHAMIIY, IIOMOTA0 M OKO AO0OHMjamba jeAHOMECEYHOT Iy TOBakha Y HHOCTPaH-
crBO. M3Aa3aK 13 3eMide y AATOM TPEHYTKY IPEACTABAAO je BEAUKY IIPUBHAETH]Y, THM
npe mro je Komwosuhes urnxepep obyxsarao u 3amap, 1 IITO y AUCKYPCHMa HOBO-
IIOCTaBAEHOT yIpaBHUKa FIHCTHTYTa HIje OMAO HH IIOMEHA O YTAEAAlbY Ha COBjeTCKa
uckycTsa. MehyTum, mosuBame Ha mpoyyaBarme ,HAPOAHOT KMBOTA“ M ,HAPOAHE
KyAyTpe” y HaBepAeHHM jaBHUM Hapanujama Bearha n Komosuha cacBum ce ykaamaao
Y HA€j€ O HOBOM, COIIUjaAMCTHYKOM YOBEKY U HAPOAHO] AeMOKpPaTHjH, HAKO je OHO
y cy4ajy MHCTHTYTa 6UAO yAQHEHO OA KOMYHHCTHYKE AOKTPHUHE, OCAamajyhu ce Ha
BPEAHOCHE KaHOHe IIPeAPATHe, HAIJMOHAAHO OpHjeHTHCaHe Oy pikoacke KyAType.

O rome je Hajbose cBepournio Komosuhes npeasor o ocuusawy HMHcTHTyTA
IPOYUTAH HA IOMEHYTOM CBEYAHOM CKyIIy.* Y IPEAAOTY Cy IIAQHHPAHe aKTHBHOCTH
IPEACTaBAeHe y OKBUPY IeT IPYIIA 3aAATAKA, Y KOjEMA CY AOMUHHPAAE aKTHBHOCTH
cabupama H3BOPa, AOK je TPAAUIIMOHAAHA, OAHOCHO GOAKAOPHA MY3HKa, YMHHAA
TAAQBHY IIpeOKyIanujy paaa. Tako je mpBa rpyma npepsubeHnx 3apaTaka o0yxsa-
TaAa IIPUKYILAARE M OTKYII TOCTOjehyX, PyKOIMCHHX 1 IITaMIIAHKUX 30UPKHU U3 IIepa
AoMah¥X M MHOCTpaHHX My3Hdapa ¥ 3alIMCHBAYa, KAO M OPTAHU30BAbe TePEHCKOT
3aIHCHBaba ,My3UYKOT pOKAOPA y CBUM HAIINM, y IIPBOM PeAY, CPIICKHM KpajeBUMa’,
Kako je ucrunao Komosuh, nmajyhu y Buay ynorpeby caBpemenunx cpeacrasa 3a
CHHMambe 3ByKa, Te OeAexere BApHjaHTH ,llecaMa Koje Ce y HapOAy IIeBajy, Urapa,
HIPAYKHX U KOPeOorpadCKUX eAeMeHaTa M MOTHBA' . 32 OTpebe TOr papa MAAHHPAO je
H3PaAy yIyTCTaBa, 4 y OPraHM30Bakby KPYTa ,CAPAAHHKA HA CAKyILAAYKOj MEAOTPadCKOj
AKIMjH" PAavyHAO je HA AHTAXKOBAKbe AAPOBUTH)HX YUHTEAA U YIUTESULIA, ,KOjH O1 Y

15 A0 1948. ropuHe Jyrocaasuja ce AOXKHBAABAAA K20 ,A€0 OpaTckor Mo3arka Ha deAy ca CosjeTckum
Casesom’) a Mcrok, ipe cera Cosjercku CaBes, cMaTpaH je MeCTOM HallpeTKa Ha cBUM nosuma. I1Iro
Ce [TaK CAMHX ITy TOBakba THYe, CUTYAI[Hja je II0YeAd Ad Ce MeBa 0A 1950. ToprHe. Tapa cy, u3amelyy ocrasor,
yBeAeHe U CTUIICHAHje 32 CTYAUPambe § Pa3AMYUTUM 3eMAaMa, Koje Cy MOCTaAe BaKaH M3Aa3 y CBET 3a

Maape unTeAekTyaste (Mapkosuh 1996: 73, 112, 246).
16 AMU CAHY, Apxusa MM CAH/CAHY, perucrap 1, ,IIpeasor cBeyanom ckymy Cprcke

.«
axapemuje” (Komosuhes npeaaor o ocuusary Mysuxoaomkor uacruryta CAH, pyKomic), HeAaTupaHo.
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1pBoj $asy, Ppasu nprbUpara” MOMaraAn y ,IpOHAAKEsY AOOPHUX [leBaya 1 3HAAALA
YHCTOT HAPOAHOT MeBama“ (KCTO).

Apyra rpyma 3apaTaka OAHOCHAA ce Ha ,cpeluBambe, kKaacudprroBarme 1 0pa6uparse’,
a Ha Kpajy U peAaKIvjy IpUKyILseHOT MaTepujasa, ¢ upejom aa CAH ,mpucrynu
PeIpe3eHTaTUBHOM U3AAY [IEAOKYIIHOT HAlllel HAPOAHOT MY3UUKOT GpOAKAODA') UiMe
6u ce 06e36eArAa HeroBa MPUCTYIAYHOCT ,CBIM ADYTHM CAABEHCKUM U OCTAAUM
KyATypHHM HapopuMa“. Komosuh je pauyHao u Ha AOCTYIHOCT 3amuca ,HaIIuM
KOMITO3MTOPHMA Kao 60raT u3060p 1 OCHOBY 32 YMETHHUUKY 0OpaAy ‘ Kao 1 ,, P OKIM
CAOjeBUMA” KOjU UMajy TOTpeby ,A2 YIIO3HAjy CTBapaAauke 0COOMHE CBOra HapoAQ'.

Tpeha Bpcra 3apaTaka 006yxBaTaaa je CaKyIlbare ITAMIIAHUX U PYKOIHCHUX
IpHMepa My3HYKHX AAQ M CBHX APYTHX AOKyMeHATa KOjU CBeAOYe ,0 HCTOPHjCKOM
pasBujamy yMeTHHYKe My3HKe Kop Hac". Komosuh je melyy Te akTuBHOCTH yBpCTHO
1 00jaBsHBabe CBEra ,0HOTA IITO MPEACTABS>A YMETHUYKY BPEAHOCT, Y CTPYYHOj U
KBAAMTETHO] PEAAKIIHH , & C IIMSEM AQ Ce CTBOPH ,CAUKA O PA3BOjy Hallle yMeTHUUKe
My3HKe, HAPOUHTO Y IAPAACAH CA PA3BOjeM My3HUKe KYATYPe KOA APYTHX CAQBEHCKHX
Hapopa'". Kao oce6aH npuopureT Buaeo je motpely ,AepUHITHUBHE PEAAKIIHje U U3AAEHA
AeAa TpojuLe OCHHBAYa cpricke Mysuke, Kopreanja, Moxpatia 1 Mapuskosuha, kao
1 jeAQH KPUTHYKHU 3aXBaT Y BUXOBO CTBapare U YTBphHBarbe yTHIIAja HA AASH PA3BOj
Hallle TOHCKe yMeTHOCTH . PadyHAo je U Ha M3Aaba KOMITO3HIIMja MAalHIX, ITa U caBpe-
MeHHX AOMahHX CTBApAAAIja, ¥ TO OHUX OCTBAPEkha KOja MMAjy ,PeIpe3eHTaTHBAH 3HAYa]
IO HAIIIy KYATYPY YOIIIITE", a [IPOM3AA3e ,H3 OCHOBA HAPOAHOT MY3HUKOT CTBAPAAAYKOT
AyXa HallleT ¥ 3aCAYXKY]y Ad Ce YUHHe IIPUCTYTAYHUMA CBeM KYATYPHOM CBETY, 4 Y IIPBOM
PpeAy cAaBeHCKUM HapoauMa“ (1cTo).

3acebHy TeMaTCcKy cdepy MPEACTABHAAO je ,IPUKYILbatbe, UCIIMTUBAbE, PEATO-
Bame 1 00jaBAUBaFbe OHIX HHTEPECAHTHHX TUIIOBA HAPOAHE I]PKBEHe My3HKe — 0e3
063upa A2 AM IPaBOCAABHE, KATOAMYKE HAM APYTe Koje Bepoucnosect” (ucto), y
KojuMa je yrBphusame MelycobHor yruiaja nsmely npkseHe u pOAKAOpHE My3HKe
BHAEO KA0 HajBXHUjU HCTPAKUBAUKHU 3aAATAK.

Y mocaepy, nety rpymy Komosuh je yBpcTrO ,,0praHn3oBame OIIITEr HAYYHOT
My3HKOAOIIKOT Paaa, koju he uspurhe moBe3nBaTH Hallla My3HUKOAOIIKA HCTPAXKUBAEHA
M HACTOjarba C My3HKOAO3HMA, y IIPBOM PeAy, CAaBeHCKUX Hapoaa“. CMarpao je aa ce
aHra)xoBameM AKapeMuje HayKa MOTY YCIIOCTABUTH TaKBe YIIOPEAHE CTyAHje, a Kao
jeAQH OA IIPBHX TOCAOBA Y TOM KOHTEKCTY IIPeABUI)a0 je H3paarbe My3HIKOT AeKCUKOHA
,C 06POM Ha My3HU4KU OAKAOP HAIIET M APYTUX CAABEHCKUX Hapoaa“ (UcTo).

Y npeasory je paBopHU30BaH My3HUKH GpOAKAOD, KAO OCHUBAYM CPIICKE My3UKe
usasojenu cy Kopueauje Cranxosuh (1831-1865), CreBan Mokpamar (1856
1914) 1 Jocup Mapunxosuh (1851-1831), a MHCa0 O CPIICKOj HALIMOHAAHOj My3HLH
MOAPA3yMeBaAA je IIHPH jyrOCAOBEHCKH KOHTEKCT H CAOBEHCKY y3ajaMHOCT. ACIIEKTH
KOjU Cy AOMHMHHPAAH Y IIPOLIeCUMA KaHOHH3AIIHje CPIICKe MY3HKe joIl oA moyeTka XX
Beka, a KOjiMa je Ha pasAuduTe HauuHe ponpuHocuo u cam Komwosrh (Muaanosnh
2018), 6MAH Cy, AaKA€, IOAQBUILTE C KOjer je Tpe6aro IPAANTH U OCHOBE My3HYKe
HayKe Kao HAIlMOHAAHE AUCLUIIAMHE, T€ PEUHTePIPETUPATH KAHOH M ¥ HOBOM
Bpemeny. IIpu Tome, Komopuhes npepAor ykasuBao je 1 Ha pesarjyje ¢ IpeTXOAHUM
HCTPaKMBAYKIM AMHHUjaMa, Koje Cy U caMe buae yrpalyeHe y AMHAMUKY KaHOHM3AIHje.



24

MY3UKOAOTHUJA / MUSICOLOGY 25-2018

V3 mera ce MOXXe MIIYHTATH IIOBE3AHOCT C TOMEHYTHM CaKyILAAUKUM, 61orpadcKum
1 6MOHAOrpad CKMM aKTHBHOCTUMA U IIPBHUM IIOKYIIAjUMa HHCTHTYI[OHAAM3AIIH]jE,
ykawyayjyhu u acriekre Hemro panujer MokpamyeBor paaa y oksupy Eraorpadckor
oabopa CKA (Maapenosuh 1971; Muaanosuh 2014, 2018).

HMaxo Beh mouerax peroBara FIHCTUTYTa AOHOCH IIPOLIMPUBAKE M PA3TPAHABAbE
npepsubennx saparaka, op Komwosuhesux moaasumra nehe ce MHOTO opcTynuTH,
a MCIIUTHBAKhA TPAAUIMOHAAHE MYy3HKe, CTapHUje 1 HOBHje yMEeTHUYKe MYy3HKe K
OIIITe My3H4Ke IpobAeMaTHKe ycMeprhe ce Ka pOpMUpary HHCTUTYTCKHMX OACEKA.
ITo nuTamy Tepmunosoruje Komosuh y mpepsory ocuusamwa MHCTUTYTa KOpHCTH
CHHTarMe ,My3H4KU $OAKAOP H ,ICTOPHjCKH Pa3BOj yMETHHYKe My3HKe", jACHO
pasaABaja OBe 06AACTH, AAU HX IIOABOAHM IIOA HA3UB MY3HKOAOTHj€, K0 jeAHHCTBEHE
aucnunanze. OBa mpakca 3appxahe ce n 'y moTomum ropuHaMa QyHKIIMOHHCAbA
HHCTHUTYIjHje, A Ha3MBH €THOMY3HKOAOTHja H eTHOKOpeoAoruja Kacuuje he yhu y
ymorpe6y.”

IIPOBAEMU KOHCTUTYUCAKA NHCTUTYTA YU BOPBA 3A
AETUTHUMMUTET CTPYKE

ITo 3aBpmeTky popMaAHUX KOPaKa y OCHUBaKhY My3HKOAOMKOT MHCTUTYTA
YCAEAHO je 3aCTOj, jep Cy CapaAHHIM 3BAHIYHO IIOCTABASEHH TEK Y AeLleMOpy 1948.
ropuse. ITocrojaau cy mpobaemu Koje je Tpebaso pemuru yuyrap CAH, nomyT
ybpsaBama papa MHCTHTYTCKe KOMHCHje U AOA€AHBABA PAAHHX IPOCTOPHja
U OIIpeMe, a IOCeOHY HHEPILUjy CTBAPAAO je dekame Ha opayke Komurera o
yaanoBuMa HayuHor caBeta 1 mepcoHasHoM cactaBy MucTuTyTa. Ay6su yspoun
OBHX IIpo6AeMa GUAU Cy CAOXKEHH. 3a PA3AHKY OA CTPYKa KOje Cy y oAroBapajyhum
aKapeMHjaMa, OAHOCHO OAedemuMa mocepoBase oppeheny npodpecnonasny
CHary y KoHcTeAanujama mohu y oxsupy CAH, ma caMuM THM U yrmopHIITe 3a
CTBapame HHCTUTYTCKe CTPYKTYpe M IPOrpaMcKe IIOAUTHKe, HacTajyhe HayuHe
AHCIMIIANHE y 00AACTH My3HKe HaAa3HAe Cy Ce y He3aBHAHO] mosunuju. OHe cy
Aearae nipobaeme Openerma AUKOBHE U My3HUYKe YMETHOCTH, KOje je Y TPeHYTKY
IIOMEHYTOT 3aCTOja OHAO ¥ popMupamy.”

17 OBO je CBaKaKoO y CKAAAY Ca IMPHM KOHTeKCTOM. Tpeba MMaTH y BUAY Ad je CaM Ha3UB ,eTHOMY3H-
KOAOTHja’) KOjH je XoaaHACKH ucrpaxusad Jan Kyner [ Jaap Kunst] npsu myT ynorpe6uo 1950. ropue,
6110 y TO BpeMe CaCBIM HOB M Ad Ce yCBaja TOKOM PaHHX ITeAECETUX, KaAd €THOMY3HUKOAOTHja [IOYHbEe
A A€KAapUIIle AUCLIUTIAMHCKY HE3aBUCHOCT Y OAHOCY Ha MY3UKOAOTH]Y, RHTPOTIOAOTH]jY U ADYT€ AUCITH-
IIAVIHE, OCTajyhH M Addbe HHCTHTYIIMOHAAHO eTabAMpPAHa IIPETEXHO HA YHUBEP3UTETCKIM OACEIIMMA 32
MY3HKY U aHTPOIIOAOTH]Y, Y €THOTPapCKMM My3ejuMa U HCTPAXKMBAYKUM HHCTUTYTHMA HAIIUOHAAHHX
akapemuja Hayka (Pegg 2001).

18 ITocaepmu ckym AxapeMHje YMeTHOCTH OAPIKAH je 10. MapTa, a mpBH cKyl Opemema AMKOBHE 1

My3IYKe YMETHOCTH TeK 15. Maja 1948. roause. ACAHY, 3amucauk II cxyma Axapemuje ymernoctu CAH,
10. MapTa 1948; 3anucuHuk I ckyma OAMY CAH, 15. Maja 1948.
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Camo Openerse YMHHAO je HAjMAy CTPYKTYpasHy popManuyjy Melyy jeaunuama
CAH u jepnHy KOja je okymnasa yMeTHHKe. OHO je THMe HOCHAO CBOjeBPCTaH TepeT
crenuUIHOCTH U CTaAHe 60p6e 32 CTATYC CBOjHX AMCIUIIANHA KA0 MABUHCKUX U
MapTHHAAM30BaHHX y OAHOCY Ha CTpyKe APyTux opemerba (Muaanosuh 2016). Mysuxa
je MMaAa HajHe3aBUAHU)HU IIOAOXKA]. BuineaenieHHjcko 0ACYCTBO My3udapa y YAaH-
cTBY AKaseMuje IIpeKuHyTO je ympaso u3bopom Ierpa Komwosuha.” C o63upom Ha
nporce, MelyTnM, mMpo6AeM BHUXOBE MAAOOPOJHOCTH MOTAO Ce PelIABATH IIOCTYIIHO,
IIa ce TOKOM IocMarpaHor nepuopa y Opeseny GOPMUPAO Hajy>KU HYKACYC My3H-
4apa, TaYHHje KOMIIO3uTOpa Koje cy mopep Komwosuha unnnan Cresan Xpucruh
(1885-1958), Muxauao Byxaparosuh (1900-1986) u Cranojao Pajuunh (1910-
2000).* UcroBpemeno, Opememe je 0p IOYeTKa Pasa 06YXBaTaAO YeTHPH, @ AO
kpaja KomosuheBux cekpeTapcKix MaHAATa 6POjaAO je yKYIIHO IIeT MpeACTABHHIKA
AMKOBHe yMeTHOCTH.” MelyTrM, 3a AOIPUHOC eTabAMpPaty YMETHHYKHX AVCLIUIIAMHA
y peopranusanuju CAH moce6an 3Hayaj MMaAU Cy MCTAKHYTH II0j€AUHIIM U3 BPXa
HHTEAEKTyYaAHe eANTe, KOjH Cy HCTOBPEMEHO ACAOBAAM Y PAAHOM CACTaBy YMETHHYKOT
u Apyrux opesera CAH. To cy o moyetka 6uau Besxo Ierposuh (1884-1967) u
UBo Auppuh (1892-1975), pepoBrn uaanosu Openerba AUTEPAType U je3UKa, a 04
1949. ropune, Ha Komosuhesy Mmoa0y ITpeace AHUIITBY, 1 AoTMcHE YAaH Vcuaopa
Cexyanh (1877-1958), koonTupana u3 ucror Openerma, Kao U aKAAEMULHU U3 chepe
IPUPOAHHX HayKa, Ayroroaummsu gpaaytuctu Msan BHaja (1884-1957) u Cunnma
Craukosuh (1892-1974).* Mako je mehy muma 61ao nojeannana Beoma 6AMCKUX
BAapajyheM pexxuMy, ped je 0 MpeACTaBHUI[MA eAHTe HEKAAAIIbET, IIPeAPATHOT
rpabaHcKoOr cBeTa, KOjU Cy U Y HHCTUTYLIHOHAAHOj HOMEHKAATYPU HOBOT CHCTEMA
3aysuMaAu BuCOKe nosuruje. Ha Toj aunmju 6uan cy 6ancku Ierpy Komosuhy.

Kao cexperap, Komosuh je umao myny moppmky Opemera y 3axTeBUMa 3a
no6omiame OAHOCA TPeMa YMETHOCTH M YMETHUIIUMA U 32 IbUXOBO BHAMSHUBHU]jE
npucycrso y CAH, xoju cy BpemeHOM, y Mak0j uau Behoj Mepu yBakaBaHH
(Muaanosuh 2016). Peaxnmje Openerba HopApasymMeBaAe Cy B KPUTUKY HEOATOBa-

19 Ilperxopru uaan, Cresar Crojanosuh Mokpamart 6110 je n3abpan 3a oomucHika Cpricke KpaseBcke
akapemuje 3. debpyapa 1906, pakae 4ak 40 ropuna npe Komosuha. O nsbopy 1 oeA0Bamsy 0CTaANX
My3HYapa, PEAOBHHUX, AOIICHIX, [IOYACHHUX M HHOCTPAHUX YAAHOBA AKAAEMIIje, Te BBUXOBOM MaAOM 6pojy

U cAaBHjeM CTaTyCy y OAHOCY Ha AUKOBHe yMeTHHKe: Muaanosuh 2016.

20 Xpuctuh je AOIIMCHY YAQH 0A 1948, PEAOBHH 0p 1950; Bykaparosuh pormcHu 0p 1950, peAOBHH OA
1961, Pajirauth AOIIHCHY OA 1950, PEAOBHH OA 1958. TOAMHE (ucro).

21 Y3 cauxape Ilajy Jopanosuha (1859-1957) u Ypoma Ilpesnha (1857-1953) u Bajape Hopha
JoBanosuha (1861-1953) Tomy Pocanpuha (1878-1958), cankapu Muao Muaysosuh (1897-1967) u
Bophe Anapejesuh Kyn (1904-1964) u Bajap Cperen Crojanosuh (1898-1960) mocrasu cy AOHHCHH
YAQHOBH 1950. roaute (Mesxuncku-Muaosanosuh 2011), € TUM IITO Cy ABa cTapa YaaHa, [Ipeanh u

JoBawosuh, y6p3o npemunyaa.

22 ACAHY, 3anucuunu III ckyma OAMY, 2. anpuaa 1949; IV ckynma OAMY, 29. ampuaa 1949.
Cranxosuh u BHaja 6uau cy waanosu Opemerba IPUPOAHO-MAaTEMATHIKIX HAayKa, a Haja 1 MeAuIMHCKIX

Hayka. Y Melyyparnom Beorpaay aktusHO cy Mysunupaau y ancambay Collegium musicum.
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pajyhux mpormuca, Koju cy ce OAHOCHAH Ha PeryAHCame HAyIHOT,  HCKAYIHBaEbe
YMETHHUKOT papa akapemuka.” Crora je yBolere HayYHUX aKTHBHOCTH Y ACAOKPYT
Oaenema, npepBuh)eHnx papoM My3HKOAOIIKOT HHCTUTYTA, HIIAO y IPHAOT
CBOjeBPCHOj KOHCOAUAALIUjU OBE YMETHHYKE jeAUHMIIe C KOHTEKCTOM AOMUHAHTHOT,
HAy4HO yCMepeHOT YCTPOjCTBa Iieae AKapeMuje.

Cam Komosuh je jom Tokom popmupama Opesema AMKOBHE M My3HUKe
YMETHOCTH MMaoO jacHe HAeje O MapaAeAHOM YCIOCTaBsalhy CTBAPAAAYKOL U
HAyYHOHCTPAKUBAYKOT PaAd ¥ chepH yMETHHUKe IpoAyKIuje mop okpusem CAH.
Beh na npsom Cxymy Openemsa, 15. Maja 1048. TOAMHE, H3BECTHO je YAAHOBe O (paszama
OCHUBaka My3UKOAOIIKOT MHCTUTYTA, IPEACTABUBIIN 1 IPEAAOT HAIIPTa 32 OCHUBaKe
MHuctuTyTa 32 AMKOBHY yMeTHOCT.* TokoM 60paska y 3arpe0y u /oy6manu moceb6Ho
ra je THTEPeCOBAAO CTame y 00AACTH CAKYILobakha MY3HIKOT GOAKAODA, KAO H HAUMHU
U KPUTEPHjyMH OLiebHBakba U OTKYIa POAKAOPHHX 36upku. CMaTpao je Aa cy TO
IpBa IIUTakba OA KOjUX Tpeba rmohu y KOHIUIMpary 3apaTaka My3HKOAOIIKOT HHCTH-
TyTa.** MehyTnm, y 3arpe6y je y cBojcTBy cexperapa Oaemema moceruo u Illrpo-
cMajepoBy raaepujy JA3Y, Bepyjyhu aa he meros yBup y paa Te HHCTUTYLHje AQTH
HMITyACa KOHKPETHU30Baky MapaA€AHHX IPOrPaMCKUX CMEPHHUIA ¥ OCMUIILAABAKY
paaa Opemerba ¢ Berosa ABa HayyHa HHCTHTYTa. KomoBuhesu craBoBu o moTpebu
3a CUCTEMATCKUM CaKyIlsbakeM M IpOoydYaBameM CTapHje U HOBUje CPIICKe My3HKe
OHAM Cy, HA4EeAHO, CAMYHH U I10 TIUTAlbY MPHCTYIIA AMKOBHOj yMeTHOCTH.>® MelyyTrm,
opAyKa IIpeaceAHMIITBA O IIOAEAM CBHX HAYYHUX MHCTHTYTA TAacuAa je aa Openeme
AMKOBHE U My3U4YKe YMETHOCTH ,MMa 33 Capa caMO My3HKOAOIIKY HHCTUTYT .
Aamy paspaay IpeaAOTa 3a OCHUBA€ jOII jeAHOT, AMKOBHOT HHCTHTYTa, HACTaBUO
je Benxko ITerpouh, aAn 0Ba HHHIMjaTHBA, YIPKOC 3aAaramuMa YaaHoBa Opemerba,
HHje HauIIAA Ha moapiuky ITpeaceannmTsa. Y MelyyBpemeny ce mojaBuo u mpeasor o
ocuuBamy l'asepuje CAH, ma cy Hamopu BpeMeHOM IIpeyCMepeHH ¥ TOM IIPaBITy, a OA
3aAarama 3a GOpMHUpaEbe TOMEHYTOT MHCTUTYTA OAYCTAAO ce.”®

23 Y rome ce Huje yBek ycnesaAo. Ha mpumep, y cayuajy AkTa JyrocAOBEHCKOT aKaAeMCKOT CaBeTa
0 CAABY AEAeraTa Ha HaydHe KOHIDece M CTyAHjcke 6opaBke, uaaHOBH Opemersa 3aXTEBAAH CY
unTepseHyujy [IpeacepnnmTsa, xoje je CaBery Tpebaro aa 06jacHM 3HAYAj HHOCTPAHHUX ITyTOBAKHA
ymernuka (Muaanosuh 2016). Ynopuu u 6esycremsu 61au cy noxymaju Openemsa Aa ce Ha OCHOBY
nomeHyTor Akra Komwosuhy nspejcTByje Ayski, ABOMeceuHH 60paBaK y HHOCTPAHCTBY, KOjU HUje MOTao
Aa ce 06e36ean yobuuajernm mytem y oxsupy CAH (ACAHY, 3anuchuxk I ckyna OAMY, 25. de6pyapa

1952, TAuKa 3).
24 ACARY, 3anuchuk I ckyma OAMY, 15. Maja 1948, Tauke 2 1 3.

25 AMU CAHY, Aokymenranuja MU CAH/CAHY, perucrap 1. Ynpasuuk MU CAHY Ilerap
Komosuh Ynpasuuky nocaosa CAH, 19. mapTa 1948; Yupasuux MW CAHY Ilerap Kowosuh
TIpeaceanmmrBy CAH, 26. MapTa 1948.

26 ACAHY, 3anucuux I ckynma OAMY, 15. Maja 1948, Tauka 3.
27 ACAHY, 3anucrux II ckyma OAMY, 12. jyHa 1948, Tauka 4.
28  Buaeru np. ACAHY, 3anucumiu II ckyma OAMY, 25. Mapra 1950; IV ckyma OAMY, s. jyna 1950,
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AeaaraocT Openersa Ha My3HYKOM Iosy o0yxBaraaa je Komosuhese maanose
0 papy MysHKOAOIIKOT MHCTUTYTA, C TUM ITO je Openere AOAATHO Tpebaro Aa ce
HOCBeTHU 00jaBsHBaKY IAPTUTYPA, IIPe CBEra H3AABMMA CTapHje My3HKe ITOUeB OA
Aeaa Kopreanja Crankosuha u CreBana Moxkpaibla, a TOTOM U CaBpeMeHOT CTBapa-
Aamrsa (Muaanosuh 2016). ITaaHOBH 0 YBPCTOj MOBe3aHOCTH AeaoBamba VHcTUTYTa N
Oaemersa PEACTABAAAN CY, € jeAHe cTpaHe, aeo Komorhesux HacTojama Aa y OKBUpPY
CAH o6e36eau ITO 605y MOAPLIKY YMETHUYKOM M HAYYHOM PaAy ¥ OOAACTH My3HKe.
C Apyre cTpaHe, OHE Cy Ce y OPTaHU3AIMOHO-MaTepHjaAHOM CMHUCAY IIOAPA3yMeBaAH,
CXOAHO 3aKOHCKUM mpomucuMa. Tokom Kowosuhesor ynpassamwa MHCTUTYT je 6110
¢unancupan u3 6ynerckux mapruja CAH u Huje mocep0Bao concTBeHH padyH, Beh je
IIeAOKYTIHO ITOCAOBatbe 06aBba0 Ipeko $puHaHCHjcKe cAyx6e CAH.

Haxo je Mysukoaomku HHCTHTYT Beh op npse ceprnite Opemera YMHUO CTAAHY
TEMY O KOjOj ce AUCKYTOBAAO, IIOAPIIKA KOjy je OH A00ujao Mely akasemunuma u
AOIIMCHHM YAQHOBUMA HHje O1Aa AOBOAHA HA CAMOM MOYETKY, Kapa ce u Openere
HaAa3uAo y pasu koHcTUTyHCama. Crora ce Komwosuh mo popmasHoM ocHuBamy
MHCTHTYTa TPYAUO AQ AEAYje M CAMOCTaAHO, HoKymaBajyhu aa npesasube 6pojue
Ipemnpeke U Ad yOp3a IMOYEeTaK pasd Te UHCTUTYIHje.

Jeana op mpempexa Be3nBaAa ce 3a 4eKame Ha AOACAY HHCTHUTYTCKUX IPOCTO-
puja. Kowosuh y npojexroBamy cMemTajHux moTpe6a MysHKOAOIIKOT HHCTUTYTA
OPUCTYTa C MAKCUMAAUCTHYKHX IO3HIIMja, BEPOBATHO MOACTAKHYT YTUCIMMA U3
HHCTUTYLja KOje je II0CeTHO TOKOM OOpaBKa y HHOCTPAHCTBY. Tako y cAyx6eHOM
asomucy CAH HaBoAM Aa je 3a ITeT MHCTHTYTCKHX OA€AEHA II0 PEKOHCTPYKIHUjH
srpape CAH motpe6HO ,0curypary IeT BUAHUX IPOCTOpPH]ja, pauyHajyhu ¢ TUM Aa
Ce Y jeAHY OA BUX HMa Ad CMeCTe KapTOTeKe M ACKOTeKe 33 My3H4KH POAKAOD®, a
Y APYTY ,6u6AM0TeKa My3uKoAomKOr HHCTUTYTa . AOAdje U Ad je ,[IOTpeOHa jepAHA
Mama ABOpPAHa 3a 3ByYHA CHHMaka, CMeIITamke KAABHPA U OCTAAMX MHCTPYMeHaTa Kao
U jeAHOT eAeKTPO-PaAHO allapaTa, C THM A2 ce ¥ TOj Behoj MpOCTOpHUjI HAK Matb0j
ABOPaHM MOTY APXKaTH M HAyYHO-My3H4Ka IIpeAaBaka Kao M MAAM KOHIIePTHU-TIPHKa3H
HApOYHTHX AEAQ U3 KAACHKE HAH HOBH]je My3HKe KaMepHOT KapakTepa.”® Moryhxocru
jaBHOT PeACTaB&»akbha HAYYHOT Paaa M OPraHU30Bame KOHIlepaTa CaCBUM M30CTajy 110
KOHAYHOM AOOHjarby CKPOMHOT M CKy4eHOT MPOCTOPa HaMemeHor MIHCTUTYTY, Maaa ¢y
4YUHMAE IIPeTevy IpaKce Koja je AelleHHjaMa KaCHUje YCIIOCTaBsbeHa y BUAY Mysiakux
Beuepu [aaepuje CAH.»

Tauke 3 ¥ 4 1 V ckyma OAMY, 21. jyaa 1950, Tauka 3. lFaaepuja CAHY samoueaa je pap Tex okTo6pa
1968, aau je mpepsor Tome Pocarauha o mweHoM ocHuBamy (1950) PeCTaB»A0 MOYETAK Y OCTABAALY
KOHLjerITa dopMuparba ymeTHuake 36upke CAHY (Mexurcku-Musosanosuh 2011: 35).

29 AMMU CAHY, Apxusa MU CAH/CARY, perucrap 1. Yupasuuk M CAH Ilerap Kowosuh
Ynpasuuky mocaosa Cpricke akapeMuje HayKa, 19. MapTa 1948.

30 Ilpocropuje popenere y jyHy 1948. 6uae cy ucniop Komosuhesux ouexusama. To cy 6uae ,ABe,
OAHOCHO TPH IIPOCTOPHj€ aKO Ce BEAHKH XOAHHUK IIPeA YAA30M IIPErPAAH , A [IPU TOME OHAO je HEOIIXOAHO
XUTHO 06e36eAUTH OCHOBHU KaHIeAapujcku HamemTaj (AMU CAHY, Apxusa MU CAH/CAHY,
perucrap 1. Yipasuuk MU CAH Ilerap Komosuh IMpeacearnmrsy CAH, 23. jyHa 1048).
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Y mehyBpemeny, He uekajyhu pemmerse o Aooaean mpocropuja, Komosuh y aoorosopy ¢
Ipeacearnxom CAH npeaysuma kopake oxo obpasosarma Hayuror caBera, pauyHajyhu
HajBHIIIe Ha KoAere ¢ Mysuuke akapeMuje, 32 KOjy je 1 caM 61O IpOodeCHOHAAHO Be3aH.™
Byayhu aa meros npeasor uaanosa Hayunor caBeta 6p3o opobpasa MucTuTyTCKA
komucuja CAH, Komosuh npoMnTHO opraHusyje u pBy CEAHHITY OBOT TeAd, KOje
nopea pomuchuka Xpucruha ynne [Ipeapar Musomesuh (1904-1988), Mapko Tajuesrh
(1900—1984) , Iletap Bunryaary (1897—1990) u Bpauko Aparyrusosuh (1903—1971).
Beh c apyror cacranaka Hayunor caBera CTIXe M IIPEIIOpyKa 3a MOCTaBAAbe IPBUX
capapnmka — Kocre Manojaosuha 3a xoHopapHor crpyusor capapauuka, Crane Hypuh-
Kaaju u [Tasaa Credanosuha (1901-1985) 3a crapuje acucrente u Mupke ITaBaosuh
(1924) 3a MpUIpPaBHUKA, Y3 IPEAAOT Aa Ce IITO Ipe 06e36eae CPEACTBA 32 IIOCTABAABE
AabOpaHTa, ABA KOIIUCTE, AAKTHAOTPada, ABOje CTUIIEHAUCTA U AAMUHUCTPATUBHOT
cayx6ennka.”” OAAMYHO IPOMHUIINEH U300 TPOje capapHuKa Koju 61 y Mysuxo-
AOILIKOM UHCTHUTYTY CTBOPHAU HYKA€YC HCTPKUBAEA M3 0OAACTH MY3HIKOT (pOAKAOPA
(Manojaosuh), ucropujcke (Bypuh-KaajHoBa) 1 cucTemarcke My3UKOAOTHje H My3HYKe
ecreruke (Crepanosuh) Huje 610 npenosHar, HuTH Cy 0A Komurera cTusaan oArosopu
y Be3u ¢ opobperseM uaaHoBa CaBeTa M IIOCTaBAAMEM CAPAAHHUKA.

Komosuh y jyny npeasaxe npomupeme Hayunor caBeTa, y koju 61 ymau u
Ocxap AaHoH (1913-2009), Muxamao Byxaparosuh u Muaerko JXuskosuh (1901-
1964), AOARjyhu 1 AeAMMHUYHO M3MeeH NpeaAor capapHnka VIHCTHTYTa, KOju
y3 Kocry Manojaosuha u Crany Bypuh-Kaaju oBora nmyTa yxaydyje jom camo
Muoppara Bacusesnha (1903-1963 ), Ka0 XOHOpapHOT capapHHKa.? Aeo Harmopa OKo
AOTAAQIIBUX IPEAAOTa A0OHja GOpMAAHY BAXKHOCT TEK 20. cenTeMbpa, kasa Komurer
notsphyje Xpucruha, Aanona, Bykaparosuha, )Kuskosuha, Muaomesuha u Apary-

31 ITopanu o KomosuheBoM peroBarsy Ha My3HUKOj aKapAeMHjH Pa3AMKYjy Ce y 3aBUCHOCTH OA
usBopa. Y HajobuMHMjoj 6uorpadckoj u 6ubanorpadckoj cryauju o Kowosuhy croju: dpynxuujy
PpexTopa 06aB;20 je 1939-1943. U 1945-1947, 61O je peAOBHH Ipodecop A0 HeHsHOHHCamba (1939~
1950); Ha MO3OPHUIIHOM OACEKY IPEAABAO je AMKIHjY, PeKHjy H HCTOPHjy O30PHIITA, @ HA OACEKY
3a KOMIIOSUIUjy HayKy 0 $OAKAOPY U FOBOpHY maacTuky Tekcra (Tomamesuh 2011). Y my6aukanuju
nocsehenoj 80. ropummuim papa Mysiruke akapemuje / Pakyarera My3iuKe yMEeTHOCTH HABEACHO je
caepehe: pexTOp 1939/40-1941/42. M 1944/ 45-1946/ 47; peAOBHE IPOdECOp 32 AUKIIH]Y ¥ BOKAAHOM
CTaBy, MHCTPYMEHTALHjy, AMPHTOBatbe 1 HCTOPHjy I030pHINTa, 1939-1951 (Tleprosuh 2017: 270; 285).
Waxo 6u y 6yayhum ncrpaxuBamuma Tpe6aro yTBPAUTH TAYHOCT [OAATAKA, TPEHYTHO je BAXKHO
Haraacut Aa je Kowosuheso pykosohemwe MucruryroM 1 OpesereM TEKAO TAPAAEAHO C BeTOBHM
PaaoM Ha AKaAeMMjH, a HACTABUAO Ce M TI0 HeroBOM MeH3HOHUCAbY.

32 AMU CAHY, Apxusa MU CAH/CAHY, perucrap 1. Yupasuuk nocaosa CAH ynpasauxy MU
CAH, 6. anpua 1948; ITerap Komosuh Crepany Xpucruhy, ITpeppary Musomesuhy, Mapky Tajuesuhy,
Tlerpy Bunryary, Bpanky Aparyrunosuhy, 12. anpuaa 1948; Ynpasuuk MU CAH Iletap Kowosuh
Hucruryrckoj komucuju CAH, 14. anmpuaa 1948; 1. jyHa 1948.

33 AMU CAHY, Apxusa M1 CAH/CAHY, perucrap 1. Ynpasaux MU CAH ITerap Kowosuh
Hucruryrckoj komucuju CAH, 1. jyHa 1948.
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tuHoBKha 3a uaanoBe Hayunor casera.** ITo muramy capapuuka ycaeauhe, mehytrm,
jom jeaHa BapujaHTa npenopyke. ¥3 Beh nmpepaarane xanaupate — Manojaosuha,
Bypuh-Kaajuosy u ITaBaosuhesy — crimcak obyxsaTuTa i Ap Boraana Muaanko-
Buha (1885-1966) us Capajesa, kao cTaAHOT Hay4HOT capapHuKa.* CaraacHocT
Komurera cTimke Tek 1. Ae1jeMOpa, Kapa ce KOHAYHO OAOOpPABa [IOCTABA>AME CAMO TPOje
capapHuka Mysukoaomkor uncruryTa — Crane Hypuh-Kaaju kao craanor u Kocre
Masnojaosuha i Boraana Muaaskosrha, Kao XOHOpapHUX CapaAHHKA. ™

KpaTak #3BOA 13 6pOjHIX AAMHHHUCTPATHBHUX AOTIHCA Koje je Komosuh yropro
CAQ0, Te MOAOH 1 YeKarba Ha OAAYKE, AOBOSHO je HAYCTPATHBAH AQ YKAXKe Ha TEXHHY
U OATOBOPHOCT HeTOBOT ITIOAOXKAja M BpeMe U CTPILberhe KOje jé MOPao Ad YAOXKH IIpH
HeM30eXHOM YKAYUHBaEy Y HHEPTHE polieAype bupoxparckor amapara. ITpu Tome, kao
jearHo Amiie GOopMaAHO OCHOBAHOT MIHCTUTYTa OH je CBe aAMUHUCTPATUBHE II0OCAOBE
YTAQBHOM 00aB»a0 caM, Ad OM y APYTOj IIOAOBHHH T'OAMHE AOOHO CaMo IIOBpeMeHy
apmuHKcTpatuBHy nmomoh ITpeaceannmrsa.” KapakrepuctuyHo je, mehyrum, pa cy
cepnnite Haunor caera opprkaBaHe Beh 0p MapTa 1948, HaKo je cacTaB OBOT TeAd 3AyTO
610 opo6peH camo y oxksupy CAH, Te KacHuHje U peAyKOBaH, CXOAHO KOHAYHOj OAAYIH
Kommurera. Ha cepHmIama ce pacrpaBsaA0 0 6pOjHUM IUTAHMMA OPraHU3AIMOHE, AAH K
crpyuse npupoae. Taxo je IHCTUTYT y U3BeCHOM CMHCAY U PAAHIO, jep Cy IpeAy3UMaHH
M HeKM KOHKPETHH Kopanju Kojuma he ce 6aBuTH KacHuUje aHTraKoBaHH capapnmiy. Ha
TIpHMep, Ha CEAHHIIN OAPYKAHO] 25. AIIPUAA OAAYUEHO je Aa ce u3Mel)y Georpaacke paaro-

34 AMMU CAHY, Apxusa MU CAH/CAHY, perucrap 1, Yupasuuk nocaosa CAH Hophe Kpaxruc
ynpasuuky M CAH, 29. cenreM6pa 1948. ABe roaute kacHuje y cacra Hayusor caBera yhu he u
Tajuesuh, kao 1 Bunryaan u Bacuaesuh, xoju cy ncroBpemeno 61au xoHopapHu capapuuny HMHcruTyTa,
Aok he u3 Casera otihu Ockap AaHoH.

35 ITpeaaor Hayunor Beha oa 9. okTo6pa jeaHOraacHo je opobpe Ha III ckymy Opemera. ACAHY,
3amucruk I1I ckyma OAMY, 11. okTo6pa 1948.

36 AMM CAHY, Apxusa MU CAH/CAHY, perucrap 1. Ynpasuuk nocaosa CAH BHophe Kpaxruc
Mysuxoaomxom uncruryty CAH, 4. periembpa 1948. IToBopom nocrasama Crane Bypuh-Kaaju
yuumeHa je rpemka, Te ce Komwosuh tim nosopom o6parrno CAH. On ucruye aa ce C. Bypuh-Kaaju
HHje jaBUAA Ha CTAAHY AY’KHOCT, jep jOIll yBeK HUje paspelleHa Ay>KHOCTH y MUHUCTapCTy mpocBere,
opHOCHO y Mysuukoj akapeMujH A€ je Ha paay. Kaxo je, melyyTnm, meH moaoxaj pepepenra yKHHYT, TO
je moTpe6HO A Ce IMEHOBAHA IITO IIPe Pa3pelly AYXXHOCTH y MHHHUCTAPCTBY U YIIyTH Ha HOBY AYXKHOCT
y Mysuxoaomku uacruryt CAH. Yipasruk Moan poa CAH noxxypu xop MuHHCTapCcTBa paspelierse OBe
AYXKHOCTH ¥ 1eHo yryhusame y IHCTHTYT. YjeAHO yII030paBa Ad je PHAMKOM IIOCTaBAAKbA YUHEbEH
Ipellka, Te je MIMEeHOBaHa II0CTaBAeHA 32 ACHCTEHTA-TIPUIIPABHUKA, HAKO je IIPEAAOXKeHa 3a CTapHjer
ACHCTEHTa, IITO OAIOBAPa M IeHOM NPETXOAHOM II0AOXKajy 1 maari. Crora je morpe6Ho aa ynpasa CAH
3aMOAM MCIIPaBKy HaBepeHoT pemrersa Komurera. ITocae Komosuhesor pomrca rpeika je ncnpabmena,
Te je Crana Bypuh-KaajH nocrasa acHCTeHT IOYeB 0A 1. MApTa, € AATOM 0A 4.700 aur (AMM CAHY,
Apxusa M1 CAH/CAHY, perucrap s. Yupasrrk MU CAH Ilerap Kowosuth Cprickoj akasemuju HayKa,
24. janyapa 1949; Pememe CAH 6p. 322, 10. MapTa 1949).

37  Bupern unp. MU CAHY, perucrap 1. Ynpasuuk MM CAH ITerap Komosuh ITpeacepnnmrsy MU
CAH (ITepcoHaaHo opemetbe), 10. ABIycTa 1948.
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cranulle ¥ VIHCTUTyTa KOOPAUHUPA Pap OKO CaKyTLbaka My3UYKOT POAKAOPA M Ad Ce
3a VIHCTHTYT KOIIMpajy CBe HAPOAHE MEAOAHje KOje PaAHo Toceayje. Yiryhet je n mosus
CaKyILAAYMA U BAACHHIIMMA MY3HYKUX 30MPKU HAPOAHHX MeAOArja Aa FIHCTUTYTY CBOje
36mpke MOHyAe Ha oTkyTL. Ha Taj osus oaassaau cy ce Baapo Musomesuh (1901-1990)
u3 Bamasyke u Mapxo TajueBuh, 1ma cy MaTepHjaAn KOjH Cy OA BUX IPEY3ETH YeKAAH
npenucuBaibe. Takole, Ha CeAHHI OA 10. Maja IIPEIU3UPAHH CY 3aAALH AO KPaja FOAUHE:
1. cipeMatbe 6ubAnorpaduje o MysuukoM GOAKAODY; 2. OpPraHU3OBakbe MeAOrpadcke
kapte HP Cp6uje; 3. oTKyIpHBarbe 30MPKH 3aI1KCa HAPOAHHX MEAOAU]A; 4. KOTIHParbe
36upke $OAKAOPA PAAMO-CTAHHUIIE; 5. OPTAaHU30BAMKbE CAKYILoAbA MY3HIKOT POAK-
AOpa y TOKY A€Ta; 6. IPUKyILrarbe rpahe 3a MoHorpaujy o Crarkosuhy, Moxpamiy u
Mapunxosuhy. Aa 0OBH IIAQHOBU HUCY Y TIOTIIYHOCTH OAAATaHH YCAEA YeKArba Ha OAAYKeE
0 IIOCTaBAAY CAPAAHUKA CBEAOUH H CEAHHITA OA 23. OKTOOPA, Ha KOjoj Cy IpHjaBreHa
Tpu pasa koju he CaBeTy 6uTH moAHeTa Ha AUCKYCHjY: Paj yImpaBHUKA 0 Muaojy
Munojerhy 1 paposu Muaenka JKuskosuha ,ITurarme ToHAANTeTa y HAIIEM My3HYKOM
poaxaopy” u Bpanka Aparyrusosuha , AOCAAAIIEN Pe3YATATH HA CAKYILASARSY M HAUUHY

“38
IpOoy4YaBamba My3UIKOT GOAKAOpA'.

HAYYHOUCTPAXKHMBAUYKA IIOAUTUKA U PE3YATATH PAAA
My3ukoAomKor UHCTUTYTA CAH 1mop yIIPABOM
IIETPA KOBOBUEA

My3HKOAOIKHY HHCTUTYT PAAHMO je TOKOM IPBHX FOAMHA Y HEaAeKBATHUM YCAO-
BHMa, MCIIpBa Oe3 mucahe MamuHe, kKaaBupa, papHo-amapara, rpaMmodoHa u ypehaja
3a CHUMambe 3ByKa. /\e0 OBUX CPEACTBA 32 PaA IMOCTEIEHO je HabaBAaH, a IpUBpe-
MeHe IIPOCTOpHje KOHAYHO Cy 3aMereHe BehuM U 605HM paAHUM IIPOCTOPOM 1951.
ropnHe.” Hako y MaA06pOjHOM U IIPOMEHAUBOM CACTaBy, KOjU je jeAHO BpeMe 06yx-
BaTa0 U CTUIICHAHUCTE, IpBU capapHuiy Mysukosomkor uacruryra CAH Tpacupasn
Cy PasAMMHUTe aclieKTe NCTPXKMBAYKOT M HayaHor papa (Ta6eaa1).*

Pap je 610 moaeseH Ha OACEKe, AAM OHUM HUCY OMAU CTPUKTHO OABOjeHH, a
MOjeAMHH CapaAHHIIU AGAOBAAU CY HA Pa3HOPOAHMM IIOCAOBMMA. AOK Cy apXMBCKO-
HCTOPHjCKHU U OACEK 32 POAKAOP IIPEACTABAAAU OCHOBY Paad, OACEIIH 3a CaBpeMeHy
My3HYKY YMETHOCT U OIIITY My3UKOAOTHjy OHAM Cy Marber 00uMa. Y u3BemTajuma
CY Ce BUXOBH HasHBU HABOAMAU Y Pa3AUYMTUM BapHjaHTama. ITaan oaceka 3a caspe-
MeHy MY3HKY HCIpBa je 00yXBaTao U My3HUKY IIEAATOTH)Y, AOK je OACEK 3a OIIITY

38  ,MsBemraj o papy Mysukoaomxor uncruryra’. Toguumwax CAH LV (1948): 267.
39 ACAHY, M3sernraj My3HKOAOIIKOT MHCTUTYTA 3a 1951. TOAUHY, IpHAoKeH Vapemrajy OAMY 3a roa. 1951

40 Y TabeAd 1 IOMKCAHHU CY CBH CTAAHH, XOHOPAPHM CAPAAHHIIM, CTUIIEHAUCTH, KA0 U HEHAYYHO
0cobme Koje ce I0jaBsyje y U3BEIITAjUMA O PAAY Y IEPHUOAY 1949-1954. Y AOKYMEHTALHjH Ce HABOAE
U II0jeAMHY APXMBUCTH, MCTOPUYAPH, IIPENIMCHUBAYH HOTA, KOjU Cy IOBPEMEHO OMAM aHra)KOBAHU Ha
nojepuHnuM mocAosumMa. OHM HUCY HaBeAeHH y TabeAr, 6yayhu Aa HHCY YMHHAY TepCOHAAHH CACTaB

HucruryrTa.
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MY3HKOAOTH]y YKAy4HBao i 61barorexy. Ha modyeTky je mocrTojao u aAMUHHCTpa-
THBHO-OPTaHU3AIIMOHH OACEK, KOjHU je 610 BaxkaH 360r usrpahusama yHyTpamme
crpykrype MucruryTa. KacHuje ce Texnao ocHuBamy HoTorpadcke aaboparopuje
Kao0 HOBOT, 3aCe0HOT 0ACEKa, ,KaKo 61 ce oMOryhrAo akapeMUIMa KOMITO3HTOPHMA
¥ My3HKOAOIIKOM HHCTUTYTY 00jaBsoHBabe AeAd KOja CAAPIKe HOTHH TeKCT .+ YIpKoC
ycBajamy oBor mpeaasora Ha HuBoy Ilpeaceanmmrsa CAH, ocHuBame aaboparopuje
Huje omoryheHo, Te Cy U Adse OMAM aHIAKOBAHH I10jeAMHH HOTOrpadH, KOjH Cy
PaAMAM Iperrce HOTHUX MaTepujasa y Opesewy u MHCTUTYTY.#

O paay MucruryTa Komosuh je poeTanHo n3BemTaBao daanoBe Opererba AMKOBHE
u My3iake ymerHoctH. Ha ckymosuma Openersa ¢ maxmoM cy npaheHe akTHBHOCTH,
4HTaHe Cy pelleHsHje Koje Cy IIPeTXOAHO op0OpaBaHe Ha cacTaniuma Hayunor Beha,
IPUMaHH Cy IPEAAO3HU O OTKyITy rpab)e, HabaBIIM KIbHTa, O XOHOPAPHMA 32 HAYIHH Pa,
a opAyKe 10 oBMM Taukama rpocaehusane cy ITpeacepannmTsy. Opemerse je AOHOCHAO
HoTpebHe 3aKmyUKe U 0A0Opera y Bear ¢ papoM MHcTHTYTa, Adjyhu My IyHy moApuiky
(Muaanosuh 2016). Yaarnosu Opemerba H3HOCHAHU Cy U CyTrecTHje 1o oapehenum
nuTamuMa, ask je Komosuh, CXOAHO CBOM OUHMTAEAHOM ayTOPHUTETY Y OBOj IPYIIALMjU
aKaAeMHKa, IMAO MOTYyhHOCT A2 oGl IIpeAAOTe KOje je CMaTpao HeoAroBapajyhum.
Ha npumep, mumsere Cunume Crankosuha pa 61 u3ydaBarme My3uukor GOAKAOPa
Tpeb6ano Aa Oyae TeXXHINTe papa Huje MOTAO pohu ¢ 063upom Ha Komosuhesy omacky
Aa MIHCTHTYT 06yxBaTa U ApyTe OACeKe, ITa TAKO U ApyTe 3apaTke.** Hu cyrectuja Ve
Anppuha pa 61 VIHCTHTYT MOTao Ad ce IIOCBETH IIPOOAEMATHIIH ,Hallle MACOBHE ITecMe
KojoM ce 6aBe u CaBe3 KIIDKeBHUKA K YAPYKetbe KOMIIO3UTOPA, HUje HAIlIAA TIPUMEHY
melyy mporpamckum saparmma, nako je Komosrh Haseo pa he To muTame nsHeTH mpe,
My3HUKOAOIIKY HHCTUTYT.* Y Be3H C KOHKPETHHMM LiH/>eBHMa, TIOAHETHM pelieH3djaMa
U Pa3HUM IIPEAAO3HMA KOjH Cy cTu3aAu u3 MHcTuTyTa HUje 6uao cropewma. Ckopo
HCTO BaOXXHAO je U 3a IIPEAAOTe HOBUX CapaAHIMKa, KOju Cy IIpe Aasme nporieaype y CAH
nopuomenu Oaenemy. CaMo jepaH 0p BUX, KOjH Ce OAHOCHO Ha aHraxoBame IlaBaa
Cre¢anosnha Kao CTAAHOT HAYYHOT CAPAAHHKA, HHje 610 mprxsahen y Oaemersy.** Taxo,

41 AMU CAHY, Aoxymenranuja MM CAH/CAHY, perucrap 3. Yupasuux MM CAH Ilerap
Komosuh Cprickoj akapemuju Hayka (ITaan pasa MU CAH 3a 1949. roauny), 15. debpyapa 1949.

42 ACAHY, 3anuchux III ckyma OAMY, 26. ampuaa 1951, Tauka 2.

43  ACAHY, 3anucuunum IV ckyma OAMY, 31. maja 1951. u VIII ckyna OAMY, 27. AerieMbpa 1951.

44  ACAHY, 3anucuux VIII ckyna OAMY, 27. HoBeM6pa 1950, Tauxa 36.

45  ACAHY, 3anucuux III ckyma OAMY, 2. anpraa 1949, Tauka 4.

46 Ha ckyny y aenembpy 1949. Xpucruh je moBoaom anraxosamwa Crepanosrha nmao opBojeHO
MHUILIbEEbE, T1A je OAAOKEHO AOHOIIEeHhe OAAYKe. MHUIIberhe je y MAPTY 1950. TOAHE 0OPa3A0XIO
TBPABOM O HEAOCTATKY CTPYYHOCTH KaHAMAATa: ,IlaBae CrepanoBuh Hema ycaoBa 3a HaydHOT
capapHKKa My3HKOAOIIKOT MHCTHTYTA, jep He MOXe AA IIPABK MY3UUKY aHAAM3Y AeAd, Oyayhu aa je 6es
crpyuHe crpeMe.” THM IIOBOAOM yCA€AMAQ je Ay>Ka ABCKYCHja y K0joj cy yuectBoBaau C. Crankosuh,

B. Ilerposuh, IT. Kowosuh, T. Pocanpuh u H. Haja. Oaayuero je aa ce op Hayusor casera ,3aTpasku

obpasaoixere CTpydHe CripeMe U Aoocapamnbux pasosa ITaBaa Crepanosuha, ma Tex OHAA Aa ce AOHece
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3anpaso, o1 KomoBrheB pBoOUTHHI MPEAAOT CApAAHHKA, TIOAHET jOIII Y AIIPHAY 1948.
FOAHHE, Hije OHO Y IIOTITYHOCTH OCTBAPEH.

Komosuhes n360p capapHuKa y OCMHUIIAABAKY HaydHe MOAUTHKe MHCTHTYTA
IIOAPa3yMeBao je KpUTepHujyMe CTPYYHOCTH, HHTeAEKTyaAHe IIMPHHE, IIPAKTUYHOT
HCKYCTBa U MOTHBaIUje 3a Hay4HH paj. CBecTaH YuIeHHIle AA Ce KPO3 aHIKOBakbe
M3a0paHHUX MTOjeANHAIA OOAMKY]yY TOYeTHH AUCIIUIIAMHAPHH OKBUPH, Y jEAHOM OA
00pasA0Kema MPeAAOXKEHHX KAHAUAATA H3HEO je caepehe:

MysukoAoruja je KOA HaC cacBUM MAapa Hayka. Oprauusyjyhu my, cacBum us
IOYeTKa, MOpPa Ce Ipe CBera MUCAMTH Ha 30Upame Kappa U3 KPyra CTPYYHUX
/5YAU: Yy TIPBOM PeAy OHUX KOjH He caMO GOPMaAHMM KBaAMQuUKallMjaMa Hero u
MPAKTHYHIM AOCAAAIIBUM PAAOM, — CKOPO HCKAYUHBO IIEAATOIIKUM, — T00Yhyjy
yBepeme U A2jy AOKa3 Aa OH, aKO ce yCpeACpeAe Ha IPOyYaBame U pelaBambe
usBecHUX oppel)eHux 3apaTaka U3 06AACTU My3HKOAOTHje KOjOj je, Y CBOj HeHOj
LIeAUHH AOMEH M PaAHM KPYT My3UKOAOIIKY MHCTUTYT, IOCTUTAM HAy4HH yCIex

Y HayYHY pemyTanujy."

M3 pasmaTpaHe AOKyMeHTaIHje ITOCPEAHO ce Moxxe yount Komosuhesa pasodapa-
HOCT HEAOBOSHUM MHTEPEeCOBamheM 3a HayYHa HCTPAXXUBAKhA Y My3HIKUM KPYTOBUMA
beorpaaa, aau He 1 HeroB MOBpeMeHH ITeCHMH3aM, 1 YaK U TIOMHCA0 Ha OAYCTajambe
op 6opb6e 3a HOBY nHCTUTYLH)jY. O TOME, KA0 K O AUYHOj MOTHUBALIUjU U OATOBOP-
HOCTH ITpeMa HHCTUTYTCKOM MOAMAATKY, KomwoBuh je mmucao cA0BeHaUKOM My3HKO-
aory Aparoruny L]serxy (1911-1993), Kora je y okBupy pasa MucruryTa n Openema
AHTXOBAO 3a IHCame MoHorpaduje o AaBOpuHy JeHKy:

[...] od kako sam osnovao Muzikologki institut, u ove dve i po godine, doziveo
sam mnogo neuspeha, zavla¢enja i nerazumevanja, da sam se nekoliko puta
ozbiljno bio zamislio nad pitanjem da li da sve to ostavim i pustim ‘niz vodu’ i,
¢ak, ponekad, i da predlozim likvidaciju same te institucije. Uprkos tome, $to
je osnova i organizacioni plan Instituta bio, od pocetka, takav da je izazvao Zivo
interesovanje i u inostranstvu (Kodalj u Budimpesti, pok. dr. Arman /sic!/ u
Pragu, i dr.), ja ovde osim izvrsnog ali na zalost brzo izgubljenog Koste Manoj-
lovi¢a, i, nesto kasnije, Stane Klajn, nisam ni kod jednog ¢oveka iz Muzicke
akademije, a i oko nje, mogao da razbudim stvarni interes za tolika, i razno-

opayka (ACAHY, 3armucruru IX ckyma OAMY, 21. perieMbpa 1949, Tauxa 4 u IT ckynma OAMY, 25. Mapra,
1950, TauKa 2). Y AOKyMEHTALHjH1 HeMa IOTBPAE AQ je YCAEAHO HACTABaK CAYYaja, AAH je BPEAHO Maxibe
jeato Creganosuheso mucmo yryheno Kowosuhy, koje HaBoan Ha Meljyco6HO pasyMeBarbe 1o UTamy
CTPY4YHUX M METOAOAOLIKUX CTaBOBa U3Mel)y 0Ba ABa Mel)yCOGHO pasAMYnTa, @ Y HACOAOIIKOM IIOTAEAY U
yaaneHa unresekryaana (AMU CAHY, Aoxymenrartja MU CAH/CAHY, perucrap s. Pavle Stefanovié,
komentator i redaktor programa Radio-Beograda Petru Konjovi¢u, 15. decembra 1949).

47 AMU CAHY, Aokymenranuja M1 CAH/CAHRY, perucrap s, Ynpasaux MU CAH Ilerap
Komosuh ITpeacepnmmrsy CAH, 12. janyapa 1950.
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vrsna i vazna pitanja. Da ipak potisnem svoju skepsu i, ponekad, svoj pesimizam,
doprineli ste Vi, dragi doktore. Zato sam i nasao nacin i predlozio put da Vas
priblizim svom Institutu i poslovima, koji me interesuju i koje radim. Naravno,
meni bi prvenstveno trebali saradnici koje bih imao stalno ovde, u Institutu.
Tu, medutim, vidim da mi je sva nada u dana$njim studentima i podmlatku: za
njih, a radi same stvari, smatram da moram i da treba da nastavim i da produzim
putem kojim sam posao, uprkos svemu negativnom.**

AenoBame Kowosuha y popmupamy u Bohemy MHcTuTyTa 6MAO je, C jeAHE cTpaHe,
omehero HeBeArkuM MoryhHOCTHMA H360pa HAYYHOT IIEPCOHAAA Y TAAALIEH0j My3HUKO]
cpeaunu beorpapa, a ¢ Apyre, MOACTaKHYTO BUCOKHMM KPHUTEPHjyMUMa KOjHMa ce
PYKOBOAMO, IIOTPeOOM Aa Ce IITO Ipe YMPEXXH C IIOjEAUHIIMA K CPOAHHM yCTAaHOBaMa
y JyrocaaBuju ¥ HHOCTPAHCTBY, Te AA K CAMUM CapapHUIMA 06e36ean MoryhHOCT
HMHOCTPAHOT yCaBpIlaBama 1 IIpeACTaBramba. JKeaeo je, Ha mpuMep, Aa Kao CTasHOT
capapnuka MHcTuTyTa aHraxyje Mysukoaora Ap Aparana ITaamenna (1895-1983),
pobheror 3arpemyannna koju je Beh 610 3aro4eo cBojy IpopecHoHAAHY KapHjepy ¥
CAA, ma ce TM 10BoAOM Y poroBopy ¢ npeaceanuxom CAH obparuo ambacapopy
OHPJ y Bamunrrony.* Mako A0 aHra’xoBama HHje Aomao, [TaaMeHar je y Bume
HaBpaTa rocToBao y Beorpaay, a IHCTHTYT je 610 OpraHM3aTOp HeroBHX IIPeAABatha O

48  ITurar us micMa o6jaByeHor y kibusu Karapure Beaune, Povprecen nisem hotel biti. Korespondenca med
akademikoma Dragotinom Cvetkom in Petrom Konjovicem (1949-1968), Ljubljana: Znanstvenoraziskovalni
ingtitut Filozofke fakultete (2007: 30-31) mpeyser je 13 MocycoBa 2010: 154~155. 3HaTaH 6p0j ApPyTHX
LIMTATa U3 OBe MPEIIICKe HABEACH je Y AeTAAHOM pasMaTpatby capapte nsmely Komwosuha u ITserka, Te
yuenrha MAahuX MHCTHTYTCKHX CapapHHKA y HACTAHKY KibUre 0 AaBOPHHY JeHKY, 06jaBseHe Y U3AAmY
My3HKOAOIIKOT MHCTHTYTa 1952. ropuHe (Tomamesuh 2016). MHcTHTYTCKa AOKyMeHTauuja notsphyje
KomosuheBo saaarame 3a capapHnke FIHCTUTYTa, K0 U BeTOBY YIIOPHOCT AQ Y TIOjeAMHHM CAydajeBUMa
HAHOBO 00pa3AaXe MCIPABHOCT M300pa KAHAMAQATA KOje je IPeAAarao y GOpMHpaly H IOy HhaBaky
koaektusa. Ha npumep, To je 610 cay4aj ¢ Bumre myra npeasaranom Mupxom ITaBaosuh, mpodecopkom
Mysuuke mxoae Mokparay 1 CTYAEHTKHEOM UCTOPHje YMETHOCTH, 3a YHje 3aII0CAEHe HUjeAHOM Huje
AoHeTo opobpeme Komurera. Tako je Komosuh y3 o6asesne nndopmaruje o ITaBrosrheBoj y jeaHoM 0p
CBOjUX pormHca Haeo H caepehe: , JIHTeAureHTHa, Ca 3HAMEM CBETCKHUX je3UKA M C aMOHIIIOM AQ Ce H3rPaAR
Y My3HYKOT HayYHHKA M AQ AOKTOPHPA M3 My3HKOAOTH]j€, AaHI)KOBaHa cTaAHO y Papujy a y jaBHOCTH 32
TIOITyAApHA IIPeAABatha M3 06AACTH My3HKe, (...) 3aCAYXKyje A j0j Ce ca CTpaHe Hallle HayKe yKake MoryhHocr
u nomoh, kaxo 61 ce U3rPaAMA Y MAAAOT, OAMMYHOT HaydHOT pastuka’ (AMU CAHY, AokyMeHTanuja
MU CAH/CAHRY, perucrap s, Ynpasuuk MU CAH Ilerap Kowosuh IIpeaceannmrsy CAH, 30.
AetleM6pa 1949). Byayhu aa A0 dopmasHor aHraxxosama Huje o010, ITapaosuhesa je 61aa cripemua A2
ce y CAODOAHIM YaCOBMMA [IOCBETH MHCTUTYTCKIM 3aAALMMA, CMaTpajyhu Aa 61 joj ,Taj pap KOPHCTHO Y
(...) usrpabusamy Ha MysuKosomxom nosy“ (AMU CAHY, Aokymentauuja MU CAH/CAHY, perucrap
5. Mupxa ITasaosuh ynpasunky MU CAH Ilerpy Kososuhy, 24. jaryapa 1949). IToToM je pasuaa Ha

H3BOPHMA O ITeBAYKUM APYIITBUMA Y apXUBCKO-UCTOPHjCKOM OACeKy MHcTuTyTa.

49 AMU CAHY, Aokymenranuja MU CAH/CAHRY, perucrap s, Yupasauk MU CAH Ilerap
Komosuh IIpeacepnmmursy CAH, 30. aeieMbpa 1949.
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PeHeCaHCHOj My3HIjH, OKTO6pa 1950. ropute. Taxohe, Komosuh je paspasro peTanan
naan 6opaska Aabepra Bejrca Aopaa [Albert Bates Lord (1912-1991) ], npogecopa
YruBepaurera XapBapp, KOjH je Y A€TO 1950. TOAUHE HIITA0 Ha TepeHCKH paa y CaHIlak,
Lpny I'opy, Xepuerosuny u Makeponujy. Ha myTy ra je mparuo crunenaucra Muaomt
Beanmuposuh, npysxusim My momoh y CHUMary HapOAHHX Iecama.s AOpA je moTom
rocrosao y MucTuTyTy, a 28. jyHa Ha KoAapueBoM HapOAHOM YHUBEP3HUTETY OAPXKAO je
npepasame ,0 pasy Ha IpOyJaBamy jyTOCAOBEHCKEe HAPOAHE Ioe3uje Ha XapBapACKOM
yHHBep3HUTeTy U 0 poHOrpadpCcKOM 30Uparby HAPOAHMX Iecama 3a XapBapACKU
YHHUBep3uTeT S Y3 Apyre MHOCTpaHe TocTe, IHCTHTYT Cy moceTHAA ABa CTPYUmBAKA
U3 JyTOCAOBEHCKHX IleHTapa. Y3 Beh momenyTor I]seTka u3 /oybmaHe, ocTBapeHa je
capaaa ¢ L]sjerkom Puxrmanom (1902-1989), ynpasrukom MHCTHTYTA 32 HCTpaxu-
Bame poakaopa y Capajesy, ¢ KojuM je BoheHa u mpemrcka oko Mehycobue pasmene
3arnmca Mysuukor poakaopa.®® Micropemeno, cam Komosuh opaasmo je y 3arpe6 u
/Moyb6rany. Ha mosus AxapeMuje 3a rAa300 1 YAPYKema CKAAAATes, Y /oybraHu je
OAPYKa0 HH3 IIPeAABarba O CPIICKOj My3ULH (17—22. AIIPHA 1950), A2 61 IIOTOM IOCETHO
DOAKAOPHYM HHCTUTYT, Kao ¥ VIHCTUTYT 3a HAPOAHY yMjeTHOCT y 3arpeby, Te C IHXOBIM
ynpasaunuMa Mapoarom u JKranerjom AMCKYTOBaO O HajHOBUJUM Pe3yATaTHMA Paja
¥ IIMTAIbUMA , A€l Pa3Boja Halle Hayke o poaKAopy” (23-30. anpua).’* TloueTkom Te
HCTe TOAUHE, C IIFAeM AA Ce HaCTaBH ,JIPOyYaBarhe OMIITHX HAYIHUX IIPHHIIIA H METOAQ
KOjH Ce Y MFHOCTPAHCTBY IIPHMeRYjy y cabuparsy i IpoyJaBaiy GOAKAOpHe MaTepuje’,
MucruTyT ce yuaaruo y Mehysapoaru caser 3a Mysiaxu gpoakaop.s Komosuh je Boario
HPENUCKY C IPeACTAaBHUIMMA OBOT YAPY>Kerba Y UMjoj je OPraHM3aIlMj1 HapeAHe TOAUHE
oapkaH koHrpec y Onaruju (8-14. cenrembap 1951), KOjH je IIPATHAO YaK MECTOPO
npeacrasruka Mucruryta (Bacusesuh, Bunryaan, Bypuh-Kaaju, Vaujun, Aasapesuh,

50  ,Mysukosomxku nactuTyT. M3Bemraj o paay y 1950. roaunu’. Toguwmnax CAH LVII (1950):
487; AMU CAHY, AoxymenTanuja MU CAH/CAHY, peructap s, IIpepaBarme 0 My3HLy peHecaHCe;
o6asemrerse M1 CAH, 6e3 paTyma.

51 ,Mysuxosomku uHCTUTYT. M3BemTaj o paay y 1950. roausn”, Toguwwax CAH LVII (1950): 487;
AMU CAHY, AokymenTanmja MU CAH/CAHRY, perucrap 5. Ynpasuuk M CAH Ilerap Komosuh
TIpeaceanmmrBy CAH, 22. MapTa 1950.

52 AMU CAHY, Aoxymenranuja MM CAH/CAHRY, perucrap 5. Cexperap M CAHY Crana Bypuh-
Kaaju ynpasauky VIHCTHTYTa 32 HCTOUHE U 3aIaAHe CAOBEHCKE KIBHKeBHOCTH (06aBelITerse o peAaBatsy
A.B. AopAa) ) 24. jyHa 1950.

53 AMU CAHY, AokymenTanuja MM CAH/CAHY, perucrap 5. Llsejrko Puxrman us Capajesa
Mysuxoaomxom uncruryty CAH, 1. ebpyapa 1950.

54 AMH CAHY, Aokymenranuja M CAH/CAHRY, perucrap s. Yupasauk MU CAH Ilerap
Komwosuh ITpepceanrmursy M1 CAH, 13. anpuaa 1950.

55 ,Mysukosomku uscTuTyT. IIporpam paaa 3a 1950. roauny . Ioguwrax CAH LVII (1950): 482;
AMU CAHY, Aoxymentanuja M1 CAH/CAHY, perucrap §. Ynpasuuk mocaosa M CAH Bophe
Kpaxtuc ynpasanxy MU CAH, 13. pebpyapa 1950.
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Beanmuposuh).5° Hajsaa, capapHHLM Cy OAAQSHAY U y MHOCTPAHCTBO, @ MOTyhHOCTH 32
H3AQ33K U3 3eMie Koje Cy ce TokoMm Komosuhesor pyxosohersa FIHCTHTYTOM IOCTeneHO
MemaAe AUPEKTHO CY YCAOBAABAAE Taj BUA BHX0Be MobuaHOCTH. ITokymaju poobujarma
HHOCTPAHUX CTYAUjCKHX Iy TOBAkbA UCIIPBA Cy OMAM HeyCITeIHH. JOII CenTeMOpa 1949.
ropune Openeme mpepsaxe IIpeacepnnmtsy pAa ce Komosuhy omoryhe ,cTyanje
y HHOCTPAHCTBY PaAH AOBpIIaBama papoBa Peu u 3Byk’ u ‘Hayka o poakaopy™ ¥’
Ha zaxres IIpeaceannmrsa CAH, a mpema 3axTeBy Akasemckor caseta O@HPJ o
IPeAAO3HMA 32 ITyTOBame y HHOCTpaHcTBo, Komosuh ymyhyje aormce y dpebpyapy u
cenrreMbpy 1950, HaBoaehu moTpeby: (1) A2 yIIpaBHUK ,TPOGABH 23 Mecelia y 3anaAHIM
3eMmama’y Kako 61 ce HHGOPMHCAO O HAjHOBHjUM TEKOBMHAMA Ha IOy MY3HKOAOIIKE
HayKe ¥ MHCTUTYIMjaMa y OBOj OOAACTH, IIPH YeMy CY OA ITOCeOHe , BKHOCTH [TUTAkba U3
00AaCTH POAKAOPHCTHKE KOja Ce Y IOCACAIbE BpeMe BAHPEAHO Pa3BHAA Oalll y 3aIIaAHIM
semmama“; (2) aa Hayunu capapuuk Crana Bypuh-Kaaju Tpe6a aa ce ycaspmu y
CBOjOj CTPYLI jEAHHM AY>KHM OOpPAaBKOM y HHOCTPAHCTBY, IIpeBacxoAHO ¥ Beuy, rae 6u
YTIO3HaAQ IIPEACTABHHIKE MY3HUKOAOIIKIX MHCTUTYLIHja ¥ 00aBHAA HCTPAXHBabA KOja Cy
Ba)KHA ,,32 HALly My3HYKy HCTOpHOrpadujy’, a ,HapounTo ¢ 063upom Ha Bykoso poba
y Besu ¢ Kopreanjem Crankosuhem y Beuy, oHpaIImeM BaKHOM KyATYPHOM LIEHTPY
3a Caasene.* Opayke 1o oBuM muTamuMa, MehyTim, HICY cTu3aAe, ma je Openere
YIYTHAO HOBO, OMIHUPHO 06pasaoxeme 3a Komosuheso myroame,* a moToM u
npeaaor pa ce Kowosuhy, Cranu Bypuh-Kaaju u Mapky Tajueuhy, uaany Hayuror
caBeTa My3HKOAOIIKOT HHCTHTYTA, oMoryhu yuemthe Ha pecTHBAANMA K KOHIPeCHMA Y
HHOCTpPAHCTBY.” ToAMHE 1952. AOTapaIIbH cTUEHAMCTa Muaomr Beanmuposuh ycresa
AQ OAe Ha MAaTHCTAPCKe, TOTOM U AOKTOPCKe CTYAUje Ha XapBapAy, OCTBAPUBIIN HACTABAK
cBoje Kapujepe y AMepurp.” Tek TOKOM 1953. ¥ 1954. TOAMHE CAPAAHHIIMMA Ce OTBAPajy
pasamunTe Moryhxocru 3a mytoBama. Tako Aparytun Tocrymxu A06uja TpoMecedny
cruneHAHjy op KoMuicrje 3a KyATypHe Be3e C MFHOCTPAHCTBOM 33 CTPYYHO yCaBpIIaBarbe
y ITapusy.* ¥ rpaposuma Hemauke, Muoppar Bacunesuh octBapyje cepujy ycnemnmx
IpeAABarba MOA HACAOBOM , MeTpHUKE OOAHI HAPOAHE TTOe3Hje MY3HIKOT POAKAOPA
Jyrocaasuje” u ,borarcTBo 1 pasHOAMKOCT jyroCAOBEHCKOT GOAKAOPA” Y HEMAUKUM

56  ,Mysuxoromku nactuTyT. V3Bemmraj o papy y 1951. roaunn’. Toguwirax CAH LVIII (1951): 348.
57 ACAHY, 3anucuuk VII ckyrra OAMY, 9 centeM6pa, 1949, Tauka 3.

58 AMU CAHY, Aoxymenranuja MU CAH/CAHY, perucrap s, Yupasaux MM CAH Ilerap
Komosuh ITpepcepnmmursy CAH, 5. cerrrembpa 1950.

59 ACAHY, 3anucuunk I ckyna OAMY, 25. pebpyapa 1952, Tauka 3.

6o ACAHY, 3amucuux VII ckyma OAMY, 31. Maja 1952, Tauka 2.

61 Beammuposuh je cBoje nssemraje ¢ Xapsapaa caao MysukoaomkoM HHCTUTYTY. Beh xpajem
1954. TOAMHE, Kapa ce Beh yrosHao ¢ Eronom BeaecoM, Tpe6ano je Aa 3aBpIIM € HCIMTHAMA M AQ IIPHjaBH
Aokropcky tesy. AMH CAHY, AokymenTarmja MM CAH/CAHRY, perucrap 8. Muaom Beaumuposuh
Mysuxoaomkom urcturyry CAH, 17. okTo6pa 1954.

62 ,M3Bemmraj o papy uacTuTyTa Op€HEHA AMKOBHE M MYy3HYKEe YMETHOCTU. My3HKOAOIIKH
unctutyt' . Toguwrax CAH LX (1953): 311
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rpasosuma.” Taxohe, Komosuh Tpaxu jeanomeceure 60paske 3a Muaniry Vanjun y
Perenc6ypry,* Aparyrusa Iocrymkor y Iapusy,* xao u Crojana Aazapesuha, xoju je
Ipe 0AAACKA HA yCaBpIIaBarbe Ha KaTeAPH 3a BU3aHTOAOTHjy Ha IlpuHcToHY, Tpebaso
A2 OCTBApH jeAHOMecedHH OopaBak y ATHHH.*

C 063upom Ha 0TBOPeHOCT My3HKOAONIKOT HHCTUTYTA 32 CAPaABY C peAe-
BAaHTHHM HCTPKMUBAYKUM HHCTUTYIIHjaMa U yBOlerbe HOBUX METOAOAOTHja IIOYETHH
HAI[PT O paAy OBe HHCTUTYILHje n3aoxeH y KomoBrheBoM mpeaAOTy O leHOM OCHH-
Bamy 1947. TOAUHE IIPETPIIeO je 3Ha4ajHe u3MeHe. Mmak, He MOXXe ce OCIIOPUTHU HU
BEPHOCT OCHOBHHM HA€jaMa C KojuMa je 6yayhu ynpaBHHK IPUCTYIIHO OCHHUBAY U
AYTOTPajHOM KOHCTHTYHCAY OBE 3HAYajHe HaydHe YCTaHOBE.

C jeaHe cTpaHe, CAapaAHHIIU Cy OA IOYeTKa 6uau nocsehenn popmupamy dpyHaa-
MeHTaAHUX OCHOBA HAYYHOT UCTPAXKUBAKA, IITO je MOAPA3yMEBAAO paa Ha OpPTaHu-
3oBamy Oubanoreke, mocseheHocT 6rorpadcko-61bArorpadckoM paay, HCIHCHMA
U3 apXMBCKe AOKyMEeHTaIlHje, CaKyILobakhy apXHUBCKe AOKYMeHTAIHje, OpTaHH30Bakby
TEPEHCKOT PaAd Ha 3allUCHBARY eTHOMY3HKOAOIIKE M €THOKOpeOoAoIKe rpabye, Te
HOIKCHBAKY M KApTOHMpamy MaTepujasa. Ha Taj Haumnn 3anoveTs cy popmMupame u
00papa Pa3AMIUTHX APXUBCKUX U pOHOAPXUBCKHX 30HPKU.

C apyre cTpaHe, 3a pPa3ANKy OA AOMHHAILMje IIOCAOBA Ha CAKyILbaKy MaTepHjasa
y KomosuheBum nmpBo6uTHIM MpOrpaMcKiM BU3HjaMa, AAK M XeT€MOHHUX MTO3HIINja
‘OCHOBAUKHX AMYHOCTH YMETHUUKE MY3HKe M CAMOT MY3HYKOT pOAKAODA IIPUCYTHOT Y
rOTOBO CBMM TEMATCKUM CdepaMa AeAOBama IAAHUPAHe HHCTUTYIHje, ¥ paay Mucru-
TYTa 3HAYaj IIOUMIBY AA AOOHjajy M ACTIEKTH HAyYHHX Pa3MaTpParba U TEMATCKO IIUperhe
HAYYHUX 3aAaTaKa.

63 Ilpepasama je oppxao y Cemunapy 3a Mysuxoaoryjy (8. u 10. ge6pyap) u CAaBUCTHIKOM CEMUHAPY
Yuusepsurera y Xajaeabepry (9. de6pyap), Caasuctiaxom cemunapy Yausepsutera y Munxeny (15.
1 16. debpyap) u y Feorpadcrom unctutyTy y Epaanreny (17. u 18. debpyap), y3 jomm Heka, AOAATHO
OpraHH30Bakba IpepaBaa TOKOM 6opaska y Hemaukoj. OcTBapro je KOHTaKTe ca CAABHCTHMA U
My3Hukoao3uma Mely kojuma je 6uo u T. Teopruapec [ Thrasybulos Georgios Georgiades], Aupexrop
My3HKOAONIKOT MHCTHTYTa YHUBep3uTeTa y Xajaeabepry. OBH CTpyumalu Cy HOKAa3aAH BEAHKO
HHTepecoBarbe 3a PA3HOBPCHOCT METPHKe U PUTMHKE ,jyrOCAOBeHCKe HapopHe mecme’. AMI CAHY,
Aoxymenranuja MU CAH/CAHY, perucrap 8. Komucuja 3a KyATypHe Bese ¢ HHOCTPaHCTBOM
Mysukoaomxowm uncruryry CAH (TIpeamer: Muoapar Bacusesuh, nsemtaj), 19. anpuaa 1954,

64 AMU CAHY, Aoxymenranuja M CAH/CAHY, perucrap 8. Ynpasuuk MU CAH Ilerap
Komosuh Cexperapujary 3a yHyrpaime nocaose OHPJ, 23. jyaa 1954.

65 AMU CAHY, Aoxkymenranuja M1 CAH/CAHY, perucrap 8. Yupasuuk MU CAH Ilerap
Komosuh Komrcuju 3a KyATypHe Be3e ¢ HHOCTPAHCTBOM, 27. MAPTA 1954.

66 AMI CAHY, AokymenTanuja MU CAH/CAHY, perucrap 8. Yupasuux MM CAH Ilerap
Komosuh ITpepceannmrsy CAH, 29. Mmapra 1954. Byayhu aa ce Aasapesuhes oprasax y Amepuxy
mpubAMKaBao, a MAaHUpaH 6opasak y AtuHu Huje ocTBapeH, Komosuh Aazapesuhy opo6pasa
OACYCTBO A2 O COIICTBEHOM TPOIIKY OTITYTyje Y XHAQHAAD 360T Iperaeaa pyKomuca y MaHaCTUPCKO]
6ubanoreru (AMU CAHY, Aoxymentarmja M CAH/CAHRY, perucrap 8. Acucrenr MU CAH Crojan
Aazapesuh ynpasanxy MU CAH, 28. jyna 1954 ). O sonpunocy Komosuha, I]serxa u A. B. Aopaa
Beanmuposuhesom u CrojanosrheBom opaacky y Amepuky yi. Tomamesuh 2016: 136.
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Y CKAQAy C AATHIM MAaTepPHjaAHO-OPraHM3AIHOHUM MOI'yhHOCTIMA, CACTABOM 1
HHAMBHAYAAHUM CIIOCOOHOCTHMA M aQUHUTETUMA CapajpHKKa, BehrHa mocaoBa u
Ppe3yATaTa papa rpyIIHIe ce Y OKBHpe HCTOPH)jCKO-apXUBCKOT U pOAKAOPHOT, a IOTOM
M OACEKA 33 ONIITY MY3HKOAOTH)Y U OACEKA 32 CABPEMEHO CTBAPAAAIITBO.

Cam Komosurh moacTnifao je pap HHCTUTYTCKUX CAPAAHHKA Ha IIPOYYABAkSY CBOjeB-
PpeMeHO MaprUHAAU30BAaHUX AMYHOCTH, MY3UYKHX ITPAKCU U HHCTUTYIIMja, IpeAy3eo
je CBe HEOITXOAHE KOPaKe Ad BeroBa MAeja 0 MOHOTPadpCKoj 0Opasn JeHKOBOT pasa
AOOHje perpe3eHTATHBHY PeaAH3alHjy, AU je Y COIICTBEHOM MY3HUKOAOIIKOM PaAy
610 nocseheH perHTepIIpeTALHji KAHOHCKUX BPEAHOCTH CPIICKE YMETHHYKE My3HKe
y HOBOM BpeMeHYy, yKaydyjyhu n ¢paBoprsoBarbe KAHOHCKOT CTATYCa CAMOT MY3HYKOT
$OAKAOpa, IPUCYTHOT U Y HeTOBOM KOMIIO3UTOPCKOM CTBapaAamTsy. Haxkasoct, Huje
no3Har cappskaj KomosrheBrx maaHoBa o 3aceOHIM cTyAHjaMa 0 pOAKAOPY, OA KOJHX
je OAyCTao mocAe HEOCTBAPEHHMX MOKYIIaja Ad AOOHje CTYAUjCKH 6OpaBaK y HHOCTpPaH-
crBy. MelyyTrM, AOBOAHO je MMaTH y BHAY ABe MOHOTpadHje Koje je CpeMUuo TOKOM
pasa y IHCTHTYTY, Te 3aKyIUTH A je HeroB UCTPAKUBAYKH YACO, TIOpeA CBUX APYTHX
AOTIPHHOCA y OCHHBalby OBe HHCTHTYLHje, 010 BHAAH.” Beh 1949. ropnne, Komosuh
je cBOjy cTyAmjy o Muaojesuhy moaneo Ilpeacearnmrsy. ITomro je pykomumc Tapa
6uo npuxsaheH 3a o6jaBsuBarme y okBHpY mocebHux nsparsa CAH,* Kowosuh ra je
IIOBYKa0, C HAMEPOM AA T'a IpoIKpH ¥ $opMy MOHOTpaduje. Y MapTy 1950. TOAUHE
6opaswo je y HoBom Capy papr puKyTLsara ITOAATAKA M3 BpeMeHa MIKOAOBarba Mraoja
Muaojesrha u ncrpaxuBarba MOKparYeBIX PyKOIIHCA Y 3a0CTaBIITHHY Joana [punha
u apxuBu CpIicke BeArKe THMHa3uje. TUM aKTHBHOCTHMA, yCMEePeHHM Ha IIPHIIpeMy
CBOjHX MOHOTpaduja, IPUKAYIHO je U pap Ha cpehuBary MOKparsyeBe 3a0CTaBIITHHE,
KOjy je KOMIIO3UTOpOB ciH, MoMunao Moxkparmary, mokaonuo HMucturyry.®

3a pasauky op KomosrheBor cMHTETHYKOT IIOCTYIIKA, KOjH je YKAYINBAO eAeMEHTe
€CejHCTUYKOT, ICTOpHOrpadCKor U aHaauTHIKor mpucryma, Crana Bypuh-Kaaju
IIPEBACXOAHO Ce yCMepaBaAa Ha KOHTEKCTYaAU30BaHY My3UUKy UCTOpHOrpadujy
U Y CBOjUM MCTPAXXMBAKBIMA 3HATHO je MPOLIMPHAA AOTAAAIIBU OOMM MO3HABAbA
AOKaAHe My3HM4YKe IIPOIAOCTH. TokoM MpBUX roprHa pasa y IHCTUTYTY cTekaa je yBUA
y apxuBe neBaukux Apymrasa y [Tanuesy, Bpuity, Kukunau, 3pemanuny, CyboTuny,
Comb60opy u HoBom Capy, peraeaasa je A€o My3HIKOT MaTepHjaAa KOjU Ce HAAA3HO
y 6eorpaAcKuM apxuBHMa, 6aBHAA Ce HCIIMTHBAbEM CTamba usBohamrsa XIX Bexa uy
TOM KOHTeKCTy Noce6Ho nujaHucTkumbom JopankoM Crojkosuh (1855-1892), mucasa
je o cprckoj mysuiu A0 XVI Bexa Ha 0CHOBY Xaruorpadcke u Iy TOIMCHE AUTepaType,
ucropujcke rpabe u apredaxara AMKOBHE yMETHOCTH, PeIjeH3UPAAA je F PEAUTOBAAA
Beh1 6poj MHCTUTYTCKMX H3AA3, A 32 IIOjEANHA OA IBUX HAIKCAAA je U IPEeArOBOp,
IOPHKYIIHAQ je, CPeAMAA M HCTPA’KUAA 3a0CTaBIITHHY My3uKoAora Ap Bojucaasa

67  3a pasauxy op MoHorpaduje o Muaojy Muaojesuhy, xoja je mrammana y uspamwy Opemerba
(TTpuaor 1), monorpaduja o Cresarry MokpaibIty, Kojy je Takole IPHIIpeMUO TOKOM CBOT pykoBobera
HHcTutyToM, 06jaBmeHa je ko Apyror usaasada (Kowosuh 1956).

68 ACAHY, 3anucuukVII ckyna OAMY, 9. cenrreM6pa 1949, Tauka 2.
69  ,Mysukosomky HHCTUTYT. V3Bemrraj o paay y 1950. roaunn’”. Toguwrax CAH LVII (1950): 48s.
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Byuxosuha, Te merose opabpane eceje npupeanaa 3a mrammy.”” Hajzaa, papehu na
TIOITyHaBaky APXHBCKOT GpOHAQ IIPHPEAHAA je i PBO u3pambe rpabe. Ped je o mpom
npuMepy oTkyia rpahe us 3aocramrune Baapumupa Hophesuha, samogerom
Beh y jaHyapy 1949. ropuHe, u3 Kojer je npoucrekaa u npunpema Hophesuhesor
IMHOHHUPCKOT AeAa TTpurosu buoipadckom peuHuky cpiickux mys3u4apa, Kao Hajpa-
HUjer U3Aaha y OKBUPY eAULuje HHCTUTYTCKuX my6ankanuja (Ipuaor 1).” Tume je
Beh Ha caMOM MmoYeTKy OHMAQ O3HAYEHA jeAHA OA BXKHUX AUHUjA HAay4YHe MOAUTHKE
My3HKOAOIIKOT HHCTUTYTA, KOja Ce yCMepaBa Ha HCTPaXKMBake MAPTUHAAM30BaHIX
AWYHOCTH, II0jaBa M ITPAKCU Y KOHTEKCTHMA CPIICKe My3H4Ke IIPOIIAOCTH.
Mysukoaomke TeMe Koje Cy y Hajsehoj Mepu mpeACTaBb>AAE AATEPHATHBY Y
KOHTEKCTY 3BaHMYHe KYATYPHe ITOAMTHKE, aAH KOje Cy OIICTajaAe IoA OKpHsEM
CAH, opHOcHuAe cy ce Ha jpkBeHy My3uky. OHe cy 61ae 3acTymmeHe y paay ITerpa
Bunryana u Crojana Aasapesrha (1914-1989). Bunryaar je o6aBrao koMImapaTiBHa
HCTPaKMBakha CPIICKe U CHUPHjCKe I[PKBEHe My3HUKe, IPOY4aBao je IpuMepe u3
MoxkpamueBor OcMOTrAaCHYKA M PYKOIMCHUX 36upku Aasapa Aepe, ook ce Aazapesuh,
HOpeA TeMa Be3aHUX 3a MY3HYKU GOAKAOp, BUIle HHTEPECOBAO 3a HCTPAKHBAMKE HEYM-
CKMX PYKOIIHCA KaO CACBUM HOBE I'PaHe AOKAAHUX MY3UKOAOIIKHMX aKTUBHOCTH.”
Iouerak papa Ha OACeKy 3a poAKAOp Ipumasao je Maxojaosuhy, koju je ocTBapuo
Meaorpadcka ImyToBama y okoauHu Apanf)eaosua, kao u o Mcrounoj Cpbuju.” Ta
npBa 1 jeanHa ropuHa Manojaosuhesor paaa y Mysukoaomkom uncturyty CAH, a0
HeroBe CMPTH 2. HOBeMOPA 1949, 3HAYMAA je 32 OBOT HCKYCHOT MeAOrpada IoBpaTak Ha
TPAAUIIMOHAAHM HAUMH 3aIIHCHBAba MEAOAH]A, TIO CAYXY, jep je MarHeTO$OH HabaBmseH
TeK CPEAMHOM 1950. ToAUHe. Pepuropame 1 npunpemy 3a IITaMITy THX IOCAEABHX
Manojaosuhesux 3anuca 06asuo je Crojan Aasapesuh (ITpuaor 1). ETHOMy3HKOAOT
Muoapar Bacusesuh u xopeosor Muauna Manjun (1910-1992) ocrBapuau cy
BeAMKHU OpOj IyTOBama y OKBUPY MHAMBUAYAAHOT MAM KOAGKTHBHOT TEPEHCKOT
paaa peaansoanor y3 Aazapesuha u crunenpucre. Bacumesuh je mo poracky y
HucTutyT pasuo Ha cpehusamy Mesorpapckor matepujasa Kocre Manojaosuha
¥ Ha [IPUIIPEMH CBOje 36HMpKe 3amuca HapoAHUX Meaoanja us Canpaxa (ITpuaor

70  HaBepeHe nHpopMaIHje, KAO M OCTAAU IIOAALH O PAAY CAPAAHHKA, IPEY3ETH Cy M3 U3BEIITaja
o6jaBaennx y Fopummanuma CAH, yKOAUKO TO Huje Apyraduuje HaBeAeHO.

71 ACAHY, 3amucuux I ckyma OAMY, 18. janyapa 1949, Tauka 3a.

72 W Aasapesuh u cruneHancTH Kao HajMaaln YAaHOBH KoAeKTHBA 06aBbaAU Cy OpojHe ‘TToMohHe
[IOCAOBE IIPH PA3AMYUTHM BPCTAMA HCTPAXKHBaEha M IPUIIPeMaMa H3Aaba, 6aBehu ce Tako 1 pasHOpoAHEM
MY3HMKOAOIIKMM M €THOMY3HUKOAOIUIKUM TeMaMa, IITO je, IPETOCTaBAaM, TPebaro aa Oyae HAUMH
CTHIIaba 3HAKba M UCKYCTaBa Ha OCHOBY KOjHX O, IIOTOM, YCAGAMAQ U CIIeLjijaAu3anuja y oapehenom

AUCHUTIAMHAPHOM M TEMAaTCKOM AOMEHY.

73 AMU CAHY, Apxucka poxymenTanuja o papyy MM CAHY, Perucrap 4. Hayuna myToBama y
semau. Ussemraju — 1. ITerap Kowosuh, Mssemraj o myTy y Aybposruk — Ietume; 2 Kocra IT.
Manojaosuh, H3semrraj o meaorpapcxom myry y Mcrouny Cpbujy o 10. 05 — 16. 6. 1949; VsBemraj o
nyTy y Aupanhesosar — /oybecenro o 8 — 3. cenrrembpa 1949; Crana Bypuh-Kaaju, Hssermraj o myTy
y Bojsoauny.
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1), A0k ce Muauna VAujuH MOCBeTHAA 3aIIMCHMA CPIICKUX, CAOBAYKUX U PYMyH-
CKMX HapOAHUX UTapa ¢ HoApydja Bojsopune, kao u urapa u3 okoaune Beorpapa.
Y TOKy 1954. rOAMHE Y4eCTBOBaAa je y OKBUpY ekurne ETHOrpadckor MHCTUTYTa y
npoy4yasawy IIpuspena, papuaa je Ha nomnymasamwy GpoToTeke u 6ubAHOrpaduje
HAPOAHUX HTIapa, a 3ajeAHO C nmpeacTaBHUIUMA AHCambAa ,Koao® oapkasa je y
VIHCTHTY Ty ABOMECEYHH Tedaj HApOAHHX Mrapa (CaKyIuvarbe, Geaexerbe, IPOyYaBambe)
3a crypeHTe Mysmuke akapemuje, ykoyayjyhu u oBa cryaenra us CAA u 3amapHe
Hemauxke. 3ajeAHHYKH TEPEHCKHU PaA ¥ 1953. TOAUHH CIIpOBeAa je ¢ Aasapesuhem u
IManaponyaocom y Boku Koropckoj (Ip6am, [Tamrposuhn), a ¢ Aazapesuhem y
IMocasunu (O6penosa, Illa6an 1 okoaHa ceaa), AOK je Bacumesuh pasno Tepencke
sanuce y Kpymesiy, Tpcrenuxy u Kparyjesaukoj Jacenuru. IToce6Ho 3Hauajau
TePEHCKH Paj Y 3aIMCHBAkby TPAAULMOHAAHE My3HKe M UTapa OCTBapeH je Y OKBHPY
sajeprmuxe exure CAH y Boxu Koropckoj (1951-1953). Ha nnnimjarusy Komosuha
Y Ty CBPXY OApYKaHe Cy MHTEPHHCTUTYTCKE CEAHHIIe, HA KOjUMa Cy OMAHM 3aCTyILseHI
npeacraBEunu ErHorpadckor, Mcropujckor, HCcTHTYTa 3a CPIICKHU je3UK U
MucTuryTa 3a NpoyYaBame KIBIKeBHOCTH. , AICKYTOBAAO Ce O IIUTAkbIMa Y KOjuMa ce
TI0jaBAYje 3ajeAHHNYKA IIPOOAEMATHKA U y KOjEMa Ce FCKasaaa moTpeba sa mehycobHom
capapmOM.” 32jeAHMYKM TePEHCKH PAA OCTBAPHMAM CY U Ha IyTy Y AebaHe 1 OKOAUHY,
Aa 6H ce II0 TOBPATKY IIOHOBO CACTAjaAM M AICKYTOBAAH O Pe3yATaTHMA papa.’+ Meao-
rpa¢CcKu u KOpeorpadcku 3amucy ¥ MarHeTOGOHCKU CHUMIIM KopumheHH Cy 3a
aHAAM3Y, yTBphHBambe OPEKAA M OAHOCA IT0jeAUHUX My3HUYKUX H [TA€CHUX MOTHBA
Y KOHTEKCTY eTHHUYKMX M COLJUjaAHHX YCAOBA IIOA KOjUMa Cy HacTaAu. Tu acmexru
KOHTEKCTYaAHOT IIPHCTYIA, KA0 U MHTEPAUCITMIIAMHAPHA CAPaAha, IIPEACTABAAAH
Cy 3amIpaBo ImpBe MpUMepe HAyYHOT PaAd ¥ OKBHPHUMA IIPETEXHO CaKyMAAdKIX
AKTUBHOCTH KOje Cy y IIPBO BpeMe OHAe OpraHu3OBaHe.”

Omnmra My3MKOAOIIKA TPOOAEMATHKA OA IIOYETKA je OMAA 3aCTYILAEHA Y PAAY
Mucruryra, aan y Masom o6umy. Hanme, mopep came 616A0Teke u HeOCTBapeHUX
IIAQHOBA O TTOYETKY PaAa ,Ha HallleM TePMUHOAOIIKOM MY3HUKOM PEUHUKY U ITHCAIbY
pedepara 0 My3SUKOAOIIKUM MHCTHTYIMjaMa, YACOIIMCHUMA U II0jaBaMa y HHOCTPaH-
CTBY y Be3H Ca HAyUHHM Pa3BOjeM MY3HKOAOTHje, CIIELIMjaAHO Y CAABEHCKHM 3eMbaMa’,
y 0BOM OACeKy cy Beh OA IIpBe rOAMHE paja IIOCTU3AHH HAYYHHU PE3YATATH BE3aHU
3a pap Boraana Muaankosuha.”® Kako je Muaankosuh kao cmosHH capapHHK
xuseo y CapajeBy, OH je IMaO MaAO IIPUAMKE A AUDEKTHO AeAyje Mely uHCTH-
TYTCKMM KoAerama. Mak, merose Kiure o IUjaHU3MY U UCTOPHjaTy U KOHCTPYK-
uuju suoanse (IIpuaor 1), Koje cy o6yxBaTase pasAndUTe eAeMeHTe U3 06AaCTH
aKyCTHKe, TPAANTe»CTBA HHCTPYMEHATa, TEXHHUKE CBUPamha U acleKaTa HHTepIpe-

74 ,Mysuxosomky HHCTUTYT. F3BermTaj 0 paay y 1951. roaunn’. Ioguwrwax CAH LVIII (1951): 348.
75 M. VAujuH je cBOj pap 3aCHHBaAa Ha MeTOAAMa cecrapa Jankosuh, koje cy 6rae ocHHBa4YM
erHoxopeoaoruje y Cpbuju (ym. Rakocevié 2014). O ocobeHocTHMa eTHOMY3HKOAOIIKOT pasa M.
Bacumesuha yn. Papunosuh 2016.

76 AMU CAHY, Apxuscka poxymenTanuja o paay M CAHY, perucrap 3. Ynpasuuk MU CAH
Terap Komosuh Cprnickoj akapemuju Hayka (ITaan pasa MU CAH 3a 1949. roauny), 15. pebpyapa 1949.
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Taljlje MPeACTaBs>AAE CY TaKoe HOBHHY Y AOTAAAIIBOj AOKAAHO] AUTEPATYPH U
3HaYajaH AOIIPHHOC 00AACTH CHCTeMaTCcKe My3suKoaoruje. OACEeK 3a caBpeMeHy My3HKY
M OACEK 32 OIIIITY My3UKOTHjy AOOMAM Cy 3HAYAjaH MOACTHIIAj AOAACKOM AparyTHHa
TocTymkor, Xoju je 0a IIOYeTKa yBeO HOBe TeMe M IIPUCTYIIe, IIPHKA3aBIIN TOKOM
IIOCMATPAHOT IIePHOAQ CBOje IIPBe HayYHe PaAOBe O MPOOAEMIMA My3HIKe HOTAL[Hje
U MOTpebu yBohema moceOHUX 0O3HAKA 33 ArOTHKY, IUTAKMMA ATOHAAHOCTH H
AOAeKaQOHHje U3 MO3UIIHja My3HUKe TeOPHje U eCTeTHKe, KA0 U AKTYEAHHM Ipobae-
MuMa caBpemeHe pooMahe ormepe. ITope Tora, 3a Kowosuhesy kwury o Musojesuhy
cpeano TocTymku je 6ubanorpadujy, a pasuo je u Kao OUOAHOTEKAP U CEKpeTap
HucTuryTa.

ITpBO6UTHE MAgje O KPUTHYKHM M3AABUMA IAPTUTYPA CTAPHjHUX KOMIIO3UTOPA,
KOje Cy IIapaAeAHO ITOCTOjase y maaHoOBHMa 0 papy MucTtuTyTa m Opemema, HUCY
octBapere. Openeme ce yCMepHAO Ha 00jaBsHBakbe CABPEMEHOT CTBAPAAAIITBA
KOMITO3UTOPa-aKaAeMHUKA, & YIPKOC MPUXBATABY 34 00jaBsUBaAMKE [TOjeAMHUX
xomnosunuja Kowosuha, Xpucruha u Pajuanha, y mocMarpaHoM IIeproAy IITaMIaHa
cy camo ABa Komosuhesa ryaauxa ksaprera (ITpraor 1).”” Bpojuu npo6aemu Texumaxe
IpUpOAE, IIpe CBera HoTorpaduje, aau U nHepTHOCT upasamrsa CAH pompunean
Cy yCIIOpeHOj AMHAMHLY IITaMIIaka OBUX H3Aaka (Muaanosuh 2016). Canunn
npobaemu nocrojaau cy u'y MucturyTy. M cama cpeacTBa 3a 06jaBAUBambe KEBHTa
0¥Aa Cy OrpaHHYeHa, 2 Ha BUXOBO IITAMIIAKE AYTO Ce YeKAAO. JeAaH 300PHUK PapoBa
HMHCTUTYTCKHUX CAPAAHMKA, KOjH je 610 IpeAar y IITaMITy, Ha Kpajy Huje 00jaBreH.
Bes 063upa Ha Te okoaHoCcTH, KomoBuh Huje 0AycTajao op MAaHUpama paAa, ma je
1954. TOAMHE IIOKPEHYO M IIUTakba KOja Cy Ce, IPeMa IerOBHIM Bul)ermhrMa, HAMeTaAa y
IpPaBIfy IPOIIMperha AeAATHOCTH FIHCTUTYTA. JEAHO OA BHX OAHOCHAO Ce Ha ,TIOTpeby
Aa Ce TIOYHE C IIPUIPEMHUM PAAOBHMA 33 PEAAKIIU]Y U 3AAEbe IIOTIYHOT 300pHHKA
poaxaopHe mysmuke rpabe koju 6u 00yxBaTHO MaTepHjaA CAOPaH Y ,CPIICKOM AEAY
Jyrocaasuje, a o moryhHocCTH ¥ IIpeMa criopasymy Koju Ou ce UMao ocTHhu ¢ My3ud-
k0-$poakaopruM uHCTHTyTHMA Y DHPJ, 11 M3AamH€ IIeAOKYITHOT My3HYKO-QOAKAOPHOT
KopITyca JyrocaaBuje, OA€AEHOT ITpeMa perryOankama.” Apyri je 61o 6ausak chepu
TpPajHUX yMEeTHHYKUX MHTepecoBama Ilerpa Komosuha mo muramy cyopsHomema
je3HYKO-TOBOPHUX M MY3UYKHX GEHOMEHA, A HajaBAUBAO je HOBY MHTEPAUCIIUIIAK-
HapHy 00AACT HayYHUX UCTpaXKKBama. Besuao ce 3a Komosuhese pasrosope ¢
ynpasaukoM FHcTHTYTA 32 exciepuMenTasny porernky HPC, u muxose 3aksydke
0 ,KOPHCHOCTH 32jeAHHYKOT Papa Ha pelaBamy NpobAeMa U3 3BydHe 06AACTH:
ob6pahuBame 1 poyJaBarme KIIKEBHOT M IIECHUYKOT TEKCTA, KA0 yMeTHIYKe rpabe
Y BOKAAHO] ¥ BOKAAHO-MHCTPYMEHTaAHOj KOMITO3UIIM]U My3H4KOj, & C 003UpOM Ha
CBOjCTBA Haller je3uka.”

77  IlpBe HaMepe o MTaMIamky HAPTUTYpPA AKAAEMHUKA H3HETE Cy 1950. TOAMHE, Kapa je Oaeneme
npeAAoKHAO objaBauBame ABa Komosuhesa rypauka kBaprera, kao u ITecMe 3a COAO raac U KAaBUP
u Obpape HapoAHMX MmecaMa 3a coAo raac i kaaBup Cresana Xpuctuha. ACAHY, 3anucuuxk I1I cxyma
OMAY, 12. anpuaa 1950, Tauka 4.

78  ,M3BemrTaj o papy uucTHTyTa OpC/HSEHHA AMKOBHE M My3HYKE YMETHOCTH. My3HKOAOUIKY HHCTUTYT .
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HaBeaeHu IIpojeKTH HICY OCTBAPEeHH, AAH je HA€ja O BIMa IOHOBO IOTBphHBaAa
Aotapamse Komosuhese cTpareruje, Koje Cy ykasuBaAe Ha ICTOBPeMeHY ITOCTOjaHOCT
1 GAEKCHOMAHOCT IIPH 0OAUKOBAbY TEMATCKHX KOPITyCa X METOAOAONIKHX IPUCTYIIA.
IIporpaMcka moAMTHKA HAyYHOUCTPAXHUBAYKOT papa My3HKOAOIIKOT HHCTUTYTA
us3 Bpemena ITerpa Komosuha Moske ce o1jpTaT HEKOAUKHM OIIIITHM ACIIEKTHMA:
OCAamame Ha IPeApPAaTHA HCTPAXUBAYKA UCKYCTBA, 6e3 pymema HacaeheHnx
BPEAHOCHHX KAHOHA, AU Y3 CTAAHE H3MeHe y IpaBlly mupera obpahene rpahe kpos
HCTPAXHBAIbe 3a[I0CTABA>EHHX CTBAPAAAYKIX AMMHOCTH, U3BONAUKIX IPAKCH M HHCTH-
TYyLiUja; IIHpermhe OICera CHUMAEHOT M MeAOTpadpHCcaHOr POAKAOPHOT MaTepujaAa
PABAMYMTHX CEOCKHX M IPAACKHX IIOAPYYja, YKAYUyjyhu M pa3sAMUnTe HAIIMOHAAHE U
€THUYKE 33jeAHHI]e; YCIIOCTaBAbAe CACBUM HOBHX TEMATCKUX IIOAPYYja Y AOKAAHOM
KOHTEKCTY KOja A€CTAOMAH3Y]jy KOHIJEIIT MCKAYIHBO HAIHOHAAHE HayKe, yCMEePEeHOCT
Ka HHTEPAMCIIMIAMHAPHOCTU U OTBOPEHOCT 32 KOMYHMKAIIHjy U pa3MeHy HayYHHX
M METOAOAOIIKMX MCKycTaBa y Mel)yHapopnumM oxsupuma. OCHOBHA MPeTIOCTaBKa
OA KOje CcaM IIOIIAQ Y IIHCAkby OBe CTYAUje OAHOCHAA ce Ha Mel)ycoOHy ycAoBAeHOCT
(1) ycnocraBaarba HHCTUTYLIMOHAAHOT IOPeTKa U (2) AUCLMIANHOBabA HAYIHOMC-
TPa’KUBAYKOT Papa y IPaBIy HACTAHKA AOKaAHEe My3HKOAOTHje 1 eTHOMY3UKOAOTHje,
nokasyjyhu Aa je mpo6AeM HHCTHTYIIMOHAAM3ALIHjE My3HYKe HayKe; Y AATOM TPEHYTKY
6uo nsysetHo komnaekcad. Kowosuheso nosunuonnpame y CAH u crpareruje
HEroBOT AEAOBaHa AOIIPHHEAe CYy KOHCTUTYHCAY U ONCTaHKY MysukoAomkor
HMHCTUTYTA, Y YMjHM je OKBHPHMA Y TIEPUOAY OA CaMO HEKOAMKO TOAMHA YCIIOCTaBA»EeHa
naar$opMa My3HKOAOIIKe K €THOMY3HKOAOIIKe Hayke Ha moApy4jy Cpbuje.

Toguwrwax CAH LXI (1954): 161.
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Ta6ena 1. HayuHo, CTpyuHo 1 octano ocobse Myaukonowwkor uctutyta CAH (1948—1954)

TOAVHA

1948. 1949.

1950.

| 1951. | 1952. | 1953.

1954.

YnpaBHuk

aKanemuk Metap Korbosih,
npod. My3nuke akagemuje

akanemuk letap KorsoBu, npod. MA y nex3ujn

(TanHu unaHosu

(aHa hypuh-Knajh, acuctent

(raHa Hypuh-KnajH,
HayuHY CApaaHIK
Y CeKpeTap

(raHa Hypuh-Knaju,

CTPYYHY CaPAAHUK 11 CEKPETap

(raHa hypuh-KnajH,
CTPYYHY CaPAAHUK

Munmua Vnnjun, acucrent

(TojaH Jla3apeBuh, acucteHt

Panmuna Bykojuunh, npod. cpeatbe wwkone

[lparyTu [lparytux
locTywku, locTywkn,

npoo. cpeare npoo. cpeae
WwKone LIKONe I CeKpeTap

Kocta MaHojnosuh
HayuHY CapaHuK

1p boraan
raH H raH H
;(:Lf BSHaaCaMamn:M :osmﬁ, - g} 20 f:K Munankosuh,
Py P HayUHI CapaHIK paA
XoHopapHu Merap burrynad,
UNaHoBN CapajHIK, poueHt MA
Muoapar Bacubesuf, capagtuk, aoueHt MA
(repat Knokuh,
CTPYYHY CapAHUK
Jazap flepa,
1y KOeHIK
[lparomup
Managononoc
[lparomup A
CunexaucTu (CnobopaH Mlanagononoc Munow Bennmuposuh
_MA
(cTyn. MA) Xabuh Minows
Bepa Panyesuh
Benumuposuh
Hanexna Mocycoa
lopaaHa Onra
Mbanh, MaBnosuh,
XOHOPApHU | NOM. 3AMUIH.
0o ocobse | 2MIH MaHunynaHxT;
(eKpeTap (TeBaH
(cnyxb. Knokuh,
lpeaceaHn- | xoHopapHM
wrea CAH) | konuca
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IIpuaor 1. ITonuc MmoHOrpaduja, 36MpKU U IAPTUTYPa KOje CY 06jaBreHe HAU
IpHIIpeMAoeHe 3a ITaMITy Y OKBUpPY Mysukosomkor uHCTUTYTa M Opeserha AMKOBHE
u Mysuuke yMetHoctt CAH ( 1949-19 54.).
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Manojaosuh, Kocra IT. (1953) Hapogre mesoguje ucitioure Cp6uje, yp. I1. Kowosuh, pearosop 1 pea.
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/ Muzikoloski institut. Izvestaj o radu u 1951. godini. Godisnjak SAN LVIIL (1951): 346-348.
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Apxusciu ussopu
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3anucHuny ckynosa AkapeMuje yMeTHOCTH 32 1948. roauny. / Zapisnici skupova Akademije
umetnosti za 1948. godinu.

3anucHuny ckynosa Opesersa AMKOBHE M My3HUKe yMeTHOCTH 3a 1948, 1949, 1950, 1951, 1952,
1953. u 1954. roanny (3amucrunu OAMY). / Zapisnici skupova Odeljenja likovne i muzicke
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BUAMSAHA MUAAHOBUR
AOTIPMHOC ITETPA KOEbOBURA KOHCTUTYUCARY U TIOYEITUMA PAAA
MY3HUKOAOIIKOT MHCTUTYTA CAHY

BiLjaANA MILANOVIC

PETAR KON_]OVIé’S CONTRIBUTION TO THE CONSTITUTION AND THE

BEGINNINGS OF THE INSTITUTE OF MUSICOLOGY OF THE SERBIAN ACADEMY OF

SCIENCES AND ARTS
(SuMMARY)

In the text I deal with the period of establishment and the beginnings of the
work of the Institute of Musicology of the Serbian Academy of Sciences, which
is marked by the role of composer and music writer Petar Konjovi¢ (1883
1970), who founded and was the first director of the Institute (1947-1954). I
examined and problematized Konjovi¢’s efforts to establish and manage the
institution, which were inseparable from his role of Fellow of the Academy and
Secretary of the Department of Fine Arts and Music of the Serbian Academy of
Sciences (1948-1954), through the analysis of archival documentation. The basic
assumption that I started from was related to the interdependence between (1)
the establishment of an institutional order and (2) the disciplining of scientific
research in the direction of the emergence of musicology and ethnomusicology
in the local context. In particular, issues related to the Institute’s relationship
with the wider organizational environment and research policy of the SAN, as
well as the role and support of its significant individuals in the process of the
institutionalization of music science were especially highlighted.The problem
of acquiring legitimacy in clearly hierarchical relationships proved to be very
complex, since the Institute represented, on the one hand, a scientific unit of
the Academy of Arts, that is, the Department of Fine Arts and Music, which, on
the other hand, was marked by the inheritance of marginalized status of artists
in comparison to other entities within the SAN. The formation of scientific tasks
and objectives and the questions related to their realization were shaped in such
a context.

I analyzed these problems within three subchapters. The first of them provides
basic information on the reorganization of the Serbian Academy of Sciences within
the framework of the cultural policy of the new regime and deals with the aspects
of the formal establishment of the Institute (1947) and the contextualization of
the first programmatic projections of its work. The second question relates to
the diverse problems that accompanied the delay of the start of the Institute’s
activities, while the final subchapteris dedicated to the period from hiring the first
associates to the end of Konjovi¢’s directorship (1948-1954).

Konjovi¢’s strategies pointed to his simultaneous stability and flexibility in
the design of thematic areas and methodological approaches.The policy of the
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scientific-research work of the Institute of Musicology from Konjovi¢’s time can be
outlined in several general aspects: reliance on pre-war experiences, without the
destruction of inherited value canons, but with constant changes in the direction
of widening the scope of processed material through research of hitherto neglected
creative personalities, performing practices and institutions;melographed
and studied folklore material from various rural and urban areas, including
different national and ethnic communities; the establishment of completely new
thematic areas in the local context that destabilize the concept of purely national
science; the emphasis on interdisciplinarity and openness to communication
and exchange of scientific and methodological experiences in the international
context. Konjovi¢’s position at the Serbian Academy of Sciences, his experience
in managing various institutions, persistence and strategically planned actions, his
high criteria and consideration in the selection of associates, managing without
ideological divergences from his position of the bourgeois pre-war intellectual,
but also his patient waiting for certain decisions of the competent instances, were
crucial for the constitution and survival of the Institute of Musicology, within
which the platform of musicological and ethnomusicological disciplines in Serbia
was established in just a few years.

KeywoORDS: Petar Konjovi¢, Institute of MusicologySAS/SASA, Department of Fine Arts
and Music SAS/SASA, musicology, ethnomusicology
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Interest in the analysis of the constitutive period of Serbian music historiography/
musicology and ethnomusicology emerged as a result of the research we have
conducted in previous years (Becuh 2016; Laji¢ Mihajlovi¢ and Jovanovié 2012;
Aymuuh and Aajuh Muxajaosuh 2014) and was also inspired by the work of the Insti-
tute of Musicology SASA’s associates and collaborators from the past decade and
a half (Tomamesuh 2009; Bacuh 2012; Atanacoscku 2014; Koxanosuh Mapkosuh
2014; ITeno 2016; Muaanosuh 2016; Aymunh 2016; Mapjanosuh 2016; Atanasovski
2017). In addition to this, the writings of the musicologist Roksanda Pejovi¢ (ITejosrh
1994; 1999) which, among other things, largely contributed to the understanding of
history of music criticism and music research in Serbia from its earliest phases repre-
sented one of the important cornerstones for this research. Pejovi¢’s investigations
into the accomplishments of Stana Puri¢ Klajn (1905-1986) (Ilejosuh 1994; 2008)
— one of the most prominent figures in the institutionalization of historical musi-
cology in Serbia and Yugoslavia — were of particular value in this respect. Beside
Pejovi¢’s pioneering efforts in the study of the foundations of Serbian musicology,
overviews of investigations into folk music in Serbia written by Dragoslav Devi¢
(Aesuh 1960; 2004 ), Radmila Petrovié¢ (Petrovi¢ 1968; Ilerposuh 1973; 1974), Ana
Matovi¢ (Marosuh 1973 ), Mladen Markovi¢ (Mapkosuh 1994 ) and Sanja Radinovi¢
(PaaunoBuh 2016), also had a significant role in the shaping of present research.

The explorations of art, traditional folk, church and popular music practices from the
19th and 20th century on the territory of Serbia that took place in the previous decades
dealing with phenomena such as the expansion of ideas of national state and culture,
formulations of state cultural and public policies, the role of public and private sphere,
development of urban cultures, emancipation of music journalism and music criticism
etc. offered a rich and multifaceted image of the processes of music making, perfoming,
publishing, consumption and evaluation. Although they were based on diverse theore-
tical positions and methodologies and focused on problems that were not directly interre-
lated, their findings led to several assumptions: 1. there is a larger body of phenomena rele-
vant for the research of music in Serbia in the above-mentioned period than was indicated
in previously published musicological and ethnomusicological work, 2. certain accepted
historical “truths” should be approached with much reserve, 3. Serbian musical historio-
graphy was deeply influenced by the dominant intepretations of the concepts of nation
and national culture in the political and public spheres of the time. Moreover, the lack of
thorough and systematic investigation of musicological and ethnomusicological research
in Serbia including its history, methodological aspects, ideological grounding, research
interests was more or less openly brought to the fore.

It was the absence of critical evaluation of studies on art, traditional folk, church
and popular music from the early, formative period of national music historiography
in Serbia stretching from the second half of the 19th century to the early 1960s* that

3 As we have conlcuded during our research, the early 1960s represented a significant point in the
history of the Institute of Musicology SAS/SASA (after 1960 the name was changed to Institute of Musi-
cology on account of changes in funding and organization of the scientific research on the federal level),

primarily as a result of appearance of transformative processes in the domain of research, above all the
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provided an important motivation for carrying out our research. Its aim was to delineate
the main currents that appeared in this period, particularly through the undertakings of
the Institute s researchers, as well as to point out the values on which they were based,
topics selected, key perspectives, interpretations and methods. For this purpose we used
the results of our own previous research (Becuh 2016; Laji¢ Mihajlovi¢ and Jovanovi¢
2012; Aymunh and Aajuh Muxajaosuh 2014) complementing them with findings from
archival exploration centered mostly on administrative documents of the Institute of
Musicology SASA in Belgrade. The documents analysed, preserved at the Institute’s
Archival Collection, date back to 1947 and go as far as the late 1960s. Among them are
various materials such as registries, minute-books from the meetings of different boards
and committees, research reports, annual reports, five-year and six-year plans, etc.
Before discussing the approach to studies of diverse musical practices in Serbia
developed in the initial period of functioning of the Institute of Musicology SAS
(1947-1965) it was necessary to establsh the tendencies in this domain before the end
of World War II. On account of this, we were able to identify similarities and distinc-
tions in the work of Institute’s researchers and their predecessors. Moreover, it was
possible to detect crucial moments in the process of institutionalization of studies of
music in Serbia with an emphasis on its methodological and ideological basis.

AN OUTLINE OF RESEARCH INTO ART, FOLK, CHURCH AND
PoPuLAR MusIC IN SERBIA BEFORE THE END OF WORLD WAR 11

Although it is not possible to speak about scientifically grounded research into
music in Serbia before the beginning of the 20th century, certain attempts at histo-
riographical and ethnographical explorations can be traced from the beginning
of the 19th century (Cf. Vasi¢ 2007: 28-37). Most of them originated outside the
borders of the Principality of Serbia, later the Kingdom of Serbia and were initiated by
intellectuals, teachers and priests. Later in the 20th century, up to the 1940s, research
into music in Serbia as well as Serbian music was mostly under the deep influence
of the disciplines of music journalism and music criticism, which dealt with diverse
musical issues in a less rigorous manner — without procedures and methods charac-
teristic of a scientific approach. In case of church and folk music, investigations were
greatly shaped by practical motives. These oral traditions were written down mainly
for use in specific social settings — primarily as didactic material in regular schools and
seminaries or as objects for creative elaborations in art music practice.

Contrary to predominant models, there were many examples in which a tendency
to use some methods and techniques from the disciplines of humanities, particularly

selection of research topics and methods, creation of research plans etc. This was influenced both by
changes in the leading personnel (director of the Institute, leading researchers) and the organizational
structure of the Institute (the division of work among departments and their overall orientation) and
shifts in the subsidizing policies of scientific institutions as well the management of scientific work in

the whole of Yugoslavia.
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history and ethnography, was manifested. Among the first authors who displayed such
ambition both in the study of folk and art music in Serbia were the brothers Tihomir
and Vladimir Pordevi¢. Tihomir, a renowned ethnologist and a multidisciplinary
oriented scientist, laid the foundations of a systematic approach to music pheno-
mena, basing his explorations on the combination of critical analysis of primary and
secondary sources with insights from ethographic field research. This was manife-
sted not only in his work on folk dances in Serbia (1907), but also in his writings on
the role of the Roma minority in the expansion of the field of popular and folk music
(‘Bophesuh 1910, reprinted in 1923) and the development of art practices — archi-
tecture, painting, music, dancing, theatre — during Prince Milo§ Obrenovi¢’s first rule
(1815-1939) (Bophesuh 1921). Using the data from published travelogues, archival
documents, historical studies and press, Tihomir Pordevi¢ brough insight into the
musical legacy in Serbia from the Ottoman period in the domains of folk, church and
art music. Apart from sketching the main characterististic of various musical prac-
tices at the time, Pordevi¢ pointed out the role of Roma and foreign musicians in
the musical life of Serbia and identified the names and activities of male and female
vocal and instrumental performers engaged at Milo§ Obrenovic’s court as well as the
household of his brother Jevrem Obrenovi¢ (see Hophesuh 1910; 1921: 11-15, 73-80).
He dedicated a large part of this study to the life and work of musician Josif Slezinger
describing in detail his undertakings in the establishment and the activities of the
first official orchestra of Prince Milo§ (knjaZevska banda) primarily on the basis of
thorough research into the documents of the State Archives (1921: 73-80).

Despite the scarcity of Tihomir Pordevi¢’s writings on music, his contributions
to research into music in Serbia were significant. Not only did he reconstruct certain
unknown segments of 19th-century musical life in Serbia, but he also presented
synthetic observations on the development of diverse musical practices in its regions,
possible foreign influences and the role of minority ethnic groups grounded on
data from various sources. Investigations and interpretations of this kind were not
common before the end of World War Two, making Pordevi¢’s efforts historically
significant.

Of similar historical value were the research activities of Vladimir Pordevi¢
concerning various musical practices in Serbia. In parallel with his extensive melo-
graphic work and very important studies of folk instruments, including those for
children, with the emphasis on the process of instrument-making and organology
(‘Bophesuh 1926; Dordevi¢ 1928), together with explorations of Turkish influences
on Serbian folk melodies (1923), Pordevi¢ left an outstanding legacy for research
into music in Serbia with his pioneering biographical and bibliographical investiga-
tions (‘Bophesuh 1950; 1969) part of which were published before the Second World
War I1 in the journals Mysuuku iracrux (1922; Cf. Bacuh 2012), Diacnuk Eiunoipagexoi
myseja (Hophesuh 1931), Cpiicku xrouxcestu irachux (Hophesuh 1931) and Sveta Ceci-
lija (Dordevi¢ 1936). The examination of data from various sources neccessary for the
creation of a bibliography of published and unpublished musical works both from
composers of Serbian origin and composers who lived in Serbia as well as writings
on music and brochures of music societies and institutions started early in the 20th
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century and was modified and complemented several times in the following decades.
The collecting of biographical data probably started in the later period and part of
the results were presented in the periodical Mysuuxu iracnux (1922). It is impor-
tant to note that manuscripts of both Pordevic’s studies — Oiseg cpiicke mysuuxe
6ubauoipaduje go 1914. iogure (Hophesuh 1969) and Ipurosu 6uoipagckom peuruxy
cpiickux mysuuapa (Bophesuh 1950) were bought out by the officials of the Institute
of Musicology SAS in 1950* and, consequently, its employees had exclusive access to
this precious materijal.*

Besides the work of brothers Tihomir and Vladimir Pordevi¢ in the domain
of musical research that were known only to a small number of music specialists
and experts, there were other noteworthy contributions in this regard. Above all,
these were the studies of folk music conducted by Kosta P. Manojlovi¢ (Cf. Aajuh
Muxajaosuh 2017; Vesi¢ and Peno 2017), explorations of folk dances by Ljubica and
Danica Jankovi¢ (Cf. Manjun 1974; Bacuh O. 2005; Rakoéevi¢ 2014) and investiga-
tions of musical form, musical language, aesthetics and philosophy by Miloje Milo-
jevi¢ (Muaojesuh 19263, b, 1933) and Vojislav Vuekovié.

The undertakings of Manojlovi¢ and Milojevi¢ are particularly interesting conside-
ring the objectives of this paper. Manojlovi¢’s collaboration over more than a decade
with the Ethnographic Museum in Belgrade (1924-1936) (Cf. Aajuh Muxajaosuh
2017; Vesié¢ and Peno 2017) and the research he initiated at the State Music Academy
in Belgrade (from 1937) resulted in fruitful work in the field of the exploration of folk
music heritage particularly from “Southern Serbia” (Cf. Aajuh Muxajaosuh 2017;
Atanasovski 2017b). Besides using traditional techniques of writing down folk music
“by ear”, Manojlovi¢ was among the first melographers from Serbia who had access
to sound recording tehnology in situ in field research (Cf. Aesuh 1960: 108; Aajuh
Muxajaosuh 2017: 241-243). Not only did he discuss melodic and rhytmic charac-
teristics of folk songs and dances collected together with the social settings of its
performance in the manner of his predecessors (Stevan St. Mokranjac) (Cf. Aesuh
1960: 105) and contemporaries (Vladimir Dordevi¢, Miloje Milojevi¢ etc.), but he also
worked on the systematization of published and unpublished melographic material.
The creation of the inventory of folk melodies that Manojlovi¢ started at the Ethno-
graphic Museum in Belgrade included the writing down of each melody with addi-
tional meta-data — the name of the song, its location, the name of the singer and the
melographer etc.

Finally, Miloje Milojevi¢ with his discussions on musical styles, the significance of
folk material in art music creation and particularly with his doctoral thesis dedicated
to a detailed harmonic analysis of works by Bedfich Smetana (1926b), including an

4  Cf. Institute of Musicology SASA — Archival Collection [IM SASA — AC], Archive of the Insti-
tute of Musicology SAS/SASA [A IM SAS/SASA], Registry no. 5 (1949-1950), Draga St. Jankovi¢’s
letter to the Scientific Council of the Institute of Musicology of the Serbian Academy of Sciences, no.

41, Belgrade, 31 May, 1950.

5 This occurrence will be discussed below.
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emphasis on identification of scales, chords, and harmonic progression, introduced
an approach to musical research similar to the systematic musicology developed later.

While it is interesting to perceive how boundaries between more or less scientifi-
cally orientated writings were regularly distorted and how authors on music in Serbia
after World War I combined different historiographic, ethnographic and journalistic
traditions together with traditions of art music criticism, we found it important to note
the ideological basis of narratives on music created at the time. As was broadly discu-
ssed in Ivana Vesi¢’s doctoral thesis (2016), interwar music intellectuals took an active
part in the process of the construction of Serbian music, which included intepreta-
tions of musical practices and key figures from past and present as well as predictions
of future developments based on several ideologically distinctive positions — conserva-
tive, liberal and leftist. The norms and values characteristic for each position determined
the approach to the concept of national (Serbian) music including the understanding
of the canon of composers, the hierarchy of music genres in art music and the signi-
ficance of diverse music practices (art, traditional, church and popular) and different
types of traditional folk music (urban, rural; music of Serbs, music of ethnic minorities).

Owing to the fact that some proponents of liberal views (Miloje Milojevi¢, Petar
Konjovi¢, Kosta P. Manojlovi¢, Stevan Hristi¢, Stanislav Bini¢ki, Petar Krsti¢) held a
dominant place in Serbian and Yugoslav public and music spheres, being appointed to
the symbolically most prestigious posts in academic and cultural institutions, media
and state bureaucracy, they had the possibility not only of extensively propagating
their visions of Serbian and Yugoslav music but to claim them as the only legitimate
visions (Becuh 2016: 301-309). Since many of them were involved in diverse activi-
ties related to music including teaching, lecturing, composing, performing, creating
music policies and writing music critiques and studies on music, they were in a posi-
tion to impose their judgments on a broader scale (Ibidem). Because of their presence
in the public sphere and close connections with influential political and intellectual
circles together with widespread cultural activism, a number of musicians from the
liberal group made the sphere of music an important tool in the process of national
identification and the creation of national culture (Ibidem).

Assuming the autonomous status of nation and national culture as a prerequi-
site for intellectual progress, liberally orientated music experts saw great potential in
the constitution of Yugoslav state for the realization of the process of cultural deve-
lopment. This process encompassed music development which could be reached
under the following conditions: 1. the preservation of “authentic” folk music, 2. the
creation of art music based on the intertwining of complex compositional methods
based on a deep, psychological immersion of composer in the substance of folk music.
Since the present and future of art and folk music were considered a priority, the
musical past was understood as a means for the justification of the values and goals
on which they were based. Therefore, the interpretation of Serbian music from the
19th century to the end of World War I was, in a way, restricted to finding the precur-
sors of a “progressive” national art music style while leaving individuals who did not
conform to its aesthetic and compositional principles on the margins. In addition, it
was grounded on the ethno-nationalist stance which favoured composers of Serbian
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origin while disregarding others. This criterion was validated through belief in the
strong connection between cultural and biological elements necessary for the consti-
tution of an authentic and autonomous national culture. The idea that ethnos and bios
were fundamental to the rise of elevated culture and arts played a crucial role not only
in explorations of 19th and early 20th century art musical practice in Serbia and Yugo-
slavia, but also in the reception of interwar music production.

The two criteria embedded in the concepts of progressive national art music and
ethnic type of national identity resulted in an exclusivist version of Serbian music history
in interwar period. It was grounded on the following assumptions: 1. That the status
of the first great composer belonged to Stevan St. Mokranjac, 2. That his predecessors
and contemporaries of Serbian origin were believed to have made contributions to the
development of art music but were not perceived as equal to Mokranjac, 3. That many
Czech, Hungarian, Austrian professional musicians and composers who were active in
Serbia in the 19th and early 20th century were not given credit for their achievements, 4.
That art music of more commercial type was thought irrelevant as well as their authors,
s. That urban folk music was approached as potentially dangerous to the preservation of
authentic folk music practices, and 6. That popular music was interpreted as problematic
because of its lack of aesthetic and formal sophistication (Cf. Becuh 2016: 226247, 306).

These assumptions were a product of the amalgamation of the ethnic concept
of nation and culture with the concepts of composer-genius, serious art music
and “authentic” folk music, resulting in a reductionist conception of the history of
music(s) in the territory of Serbia that encompassed only a handful of composers,
music genres, musical practices, processes and events. It is possible that many mili-
tary, foreign and “less progressive” musicians would have been permanently erased
from the historical narrative and, consequently, from the collective memory without
the writings and explorations of a small circle of liberally orientated experts such as
Tihomir and Vladimir Pordevi¢ and Petar Krsti¢, whose interpretations were less
influenced by ethno-nationalist views.

While the period of the German occupation (1941-1944) strengthened conser-
vative “readings” of Serbian music history (Cf. Vasiljevi¢ 2019), there were not many
shifts in the organization and form of music studies. Among the rare initiatives that
appeared at the time in this field was Svetolik Pag¢an Kojanov’s proposal for the foun-
dation of a specialized centre for the collection of traditional folk music.’ Still, it was

6  Paséan Kojanov’s proposal was devised during World War IT and submitted to the Assistant Minister
of Education in July 1943 in order to contribute to the establishment of the Serbian cultural plan - one
of the priorities of the collaborationist government of Serbia at the time. According to his conception, a
centre for collecting traditonal folk music should be established as part of broader etnographic research,
including the transcription, sound recording and audio-visual recording of traditional folk songs and
dances along with collecting of musical instruments under the supervision of professors from the State
Music Academy and Secondary Music School and teachers previously trained for carrying out this type
of activity. Among the main aims was the publishing of collections of folk music without harmonization,
and exchanges with other countries. Pag¢an Kojanov’s proposal was discovered by Maja Vasiljevi¢ in
the Military Archives of Serbia and was discussed in her PhD (forthcoming). thesis. See Vasiljevi¢ 2018.
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only after the end of the Second World War that various processes were instigated
thoroughly, affecting the domain of music research.

THE FOUNDATION OF THE INSTITUTE OF MUSICOLOGY SAS:
TowARDS NEW PERSPECTIVES IN THE RESEARCH OF MuUsIC?

A few years after the end of the War, a significant step was made concerning the profe-
ssionalization and thorough restructuring of the investigation into art, folk, church
and popular music in Serbia and Yugoslavia. As a result of the reorganization of the
Serbian Academy of Sciences that formally came into existence in 1947, numerous
scientific institutes were established and new disciplines were introduced (Appendix:
Figure 1).” Simultaneously with the development of organizational units that covered
the disciplines of ethnology, history, archeology and literary studies, the idea of crea-
ting a body dedicated exclusively to music research began to materialize.

According to archival sources, the proposal for the foundation of the Institute of
Musicology was prepared during 1947 and was planned to be presented at the cere-
monial conference in honour of Vuk KaradZi¢, Puro Dani¢i¢ and Branko Radi¢evié
that took place on 15 September 1947 at the Serbian Academy of Sciences (Appendix:
Figure 2).} Although it is hard to assess whether there were other musicians and experts
involved in this process besides Petar Konjovi¢, who took the leading role and was appo-
inted the Institute’s first director by the authorities in December of 1947 (Appendix:
Figure 3),° the proposal represents a valuable document with an embryo of research
priorities and the organizational shape of the future Institute of Musicology.

Despite thorough modifications of the projected scopes and goals in the first years of
Institute’s functioning as a result of analysis of the work of institutions dedicated to music
research in Yugoslavia (Zagreb, Ljubljana)® and abroad (Czechoslovakia, Hungary, Austria

7 In1947 thirteen institutes started to carry out their research. Six institutes including the Institute
of Musicology were officially founded but needed to submit research and organizational plans, three
more were expected to be constituted in the short period of time, while the opening of four institutes
demanded further discussion. According to IM SASA — AC, A IM SAS/SASA, Registry no. 1 (1947-
1948), A. Beli¢’s memo to the Director of the Institute of Musicology SAS, undated.

8 IMSASA - AC, AIM SAS/SASA, Registry no. 1 (1947-1948), Proposal to the ceremonial confer-
ence at the SAS, undated, unsigned (probably written by Petar Konjovi¢, judging by the characteris-
tics of handwriting).

9  The foundation of the Institute of Musicology SAS was officially approved on 12 December 1947 by
the Committee for scientific institutions, universities and colleges (no. 2928) and Konjovi¢ was named
its first director. IM SASA — AC, A IM SAS/SASA, Registry no. 1 (1947-1948), Petar Konjovi¢’s memo
to the Presidency of SAS, 24 December 1947. On the foundation and early history of the Institute of
Musicology SAS see also Ilerposuh 2010 and Mocycosa 2010.

10 The trips to Zagreb, Ljubljana and cities outside Yugoslavia were undertaken by the director Petar
Konjovi¢ immediately after the Institute was formally founded. As he stated in the preserved memos, his

aim was to explore the organizational structure and approach to research in various countries and institu-
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and Romania)," appropriation of new approaches, methodologies and research perspec-
tives, but also problems with material and “human resources”, the organizational and rese-
arch frame sketched out in the proposal remained relevant in the following decades.

There were several research tasks and topics that were given a central position.
Among the main priorities was the work on collecting all existing folk music and folk
dances primarily from Serbia. It was spread over several steps. The first step consisted
of gathering all published and unpublished melographic material (collections) prima-
rily from domestic, but also from foreign authors. The second step involved extensive
field research particularly from the diverse regions of Serbia aiming at the recording of
songs and dances, mostly from Serbs, that were previously not written down, as well
as variants of material already preserved. For that purpose, it was planned to apppoint
only able melographers, together with teachers whose task was to find skillful folk
singers and connoissers of “pure folk singing”** The collected material was meant to
be classified, examined and prepared for publishing in a monumental edition in order
to be presented to Slavic and other nations together with the broader Yugoslav public.

The second research priority consisted of the reconstruction of the development of
musical culture in Serbia through various historical epochs on the basis of the examina-
tion of manuscripts and printed or archival documents. One of the main objectives was
the publishing of previously redacted and expertly studied material, in this case — musical
works. Of special importance was the publishing of critical editions of the complete works
of Kornelije Stankovi¢, Stevan Mokranjac and Josif Marinkovi¢, who were considered to
be the founders of Serbian art music. Apart from that, the exploration of compositional
methods of the above-mentioned composers with emphasis on their influence on the
further expansion of Serbian music was held to be very important. There was also a plan
to prepare critical editions of the works of younger generations of composers.

The third priority was the collecting, examination, redacting and publishing of
examples of folk church music practices of diverse kinds (Orthodox, Catholic and
others) and the study of their interrelations with church music.

Finally, general musicological research based on the exchange of knowledge and
methods of Yugoslav and Slavic experts and comparative analysis of diverse music
traditions was deemed essential.

The outline of research subjects and objectives given in the proposal became the
starting point for the establishement of several Institute’s departments in the late
1940s and early 1950s — the Department for Folklore Studies, the Historical-Archival

tions dedicated to study of music. IM SASA — AC, AIM SAS/SASA, Registry no. 1 (1947-1948), Memo
of the Director of the Institute of Musicology SAS to the Presidency of SAS, no. 3, March, Belgrade, 1948.
11 Konjovi¢ spent one month in Budapest, Prague, Brno, Bratislava, Vienna and Bucharest from
January to February 1948. IM SASA — AC, A IM SAS/SASA, Registry no. 1 (1947-1948), Approval for
work trip of Petar Konjovi¢ signed by Dr. V. V. Migkovi¢, Secretary of the SAS, Serbian Academy of
Sciences, no. 307, 24 January 1948.

12 Cf.IM SASA - AC, A IM SAS/SASA, Registry no. 1 (1947-1948), Proposal to the ceremonial
conference at the SAS, undated, unsigned, pp. 1-2.
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Department, the Department for Contemporary Music, the Department for General
Musicology. The organization of each department, its capacities, research orienta-
tions and plans underwent more or less pronounced changes throughout the 1950s
and 1960s and, consequently, a distancing from the original conception. In parallel
with these internal shifts, analysis of the early history of the Institute of Musico-
logy SAS indicates fluctuations concerning the importance of pre-WWII narratives,
methodologies and topics. Both aspects seem crucial as regards the investigation of
the process of the institutionalization of music reserach in Serbia. Since the majo-
rity of research activities in this period were initiated by the Department of Folklore
Studies, the Historical-Archival Department and the Department of General Musi-
cology, our focus was directed primarily at their annual reports, yearly, six year and
seven-year plans and other material.

In case of the Department of Folklore Studies, echoes of pre-WWII views and
percspectives were manifested on various levels. This is confirmed by reports both
from late 1940s and late 1950s, particularly in the explanations of reasons behind the
process of collecting folk music. In the manner of pre-WWII researchers who appe-
aled to the authorities and the public for the preservation of the uniqueness of local
folk music threatened by urbanization and modernization by the organized work on
its complete notation (see Milojevi¢ 1920 and Gjorgjevi¢ 1922, according to Becuh
2016: 231, 234-235), Petar Konjovi¢ concluded the following after his exploratory trip
to Dubrovnik, Cetinje and Boka Kotorska (Herceg Novi, Risan, Kotor):

The living folk music still exists among the people, but its older layers are disappe-
aring while influence from other places, from towns and foreign countries is beco-
ming visible in the lyrics, content and melodies. Therefore, it is high time to start
making written records, or, even better, to use sound recording techniques in order
to preserve the lyrical folk music material.”

Similar observations were repeated ten years later in order to support the claim of the
necessity of recording folk music in all regions of Serbia. In the six-year plan for the
period from 1960 to 1965 prepared for the Council for Scientific Research, the prin-
cipal tasks of the Department of Folklore Studies were described in the following
manner:

The aim of the Department of Folklore Studies is to collect, classify and explore
musical folklore on the territory of the Peoples’ Republic of Serbia. But, since in
the present social circumstances folk material is rapidly perishing and the larger
part of the territory is still not covered, our main focus is mostly on the process of
collecting. Of course, after every field research and recording the material is being
classified and arranged. Still, the comprehensive analysis and more serious study
of the material can be expected only after the sources are completely collected

13 IM SASA - AC, AIM SAS/SASA, Registry no. 4 (1949-1983), A report of Professor Konjovi¢ on
his trip to Dubrovnik - Cetinje, 1 June 1949, Belgrade.
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and compared with folk music material from neighbouring countries with which
it has many similarities.™*

Empbhasis on the neccessity of detailed examination of collected folk material including
the use of comparative analysis represented a slight departure from the earliest plans, but
similar aspirations were characteristic for many pre-WWII researchers, particularly Kosta
P. Manojlovi¢ who led and shaped traditional folk music investigations at the Institute in
1948 and 1949. His methods of assembling folk songs and dances and their further classifi-
cation seem to have been employed years after he passed away. According to archival docu-
ments, Manojlovi¢’s procedures were planned to be abandoned and replaced with classi-
fications based on “modern principles” in the period from 1960 to 1965.%

While there were obvious similarities in the intepretations of traditional folk
music between interwar and post World War II generations of researchers, there were
also certain distinctions. The institutionalizing of the music research through the
founding of the first specialized institution resulted in, above all, more direct contacts
between music experts of various profiles (composers, music theorists, music writers
etc.) in the field of music research, their productive exchange of opinions, but also
professional disagreements and confrontations, discovering different ways of thin-
king through certain topics (Cf. Papusosuh 2016: 175-176). Given the circumstance
of there being very few permanent associates of the Institute, new employees-assi-
stants were trained at the time as “multifunctional” researchers of broader compe-
tence (for example, for research of both traditional folk and church music, such being
the case of Stojan Lazarevi¢). Finally, the associates of the Institute of Musicology
joined the projects of field research of traditional culture organized by SAS, which
provided a multidisciplinary context for the study of traditional music. Research took
place in Boka Kotorska, Montenegro (Cf. Aajuh Muxajaosuh and Josanosuh 2014),
and in Prizren, Kosovo and Metohija (Cf. Aajuh Muxajaosuh and Josanosuh 2018).

Methodological choices were significantly directed by the available technical
equipment — devices for sound recording and expendable material that the asso-
ciates had to spare, which were reflected in the choice of the material to be docu-

14 IM SASA - AC, AIM SAS/SASA, Registry no. 3 (1948-1965), Institute of Musicology, Plan for
the period from 1960 to 1965, Department of Folklore Studies, unsigned, undated, pp. 1. It is interesting
to note that other reasons for the collecting of traditional folk music were also mentioned. For instance,
it was claimed that “the musical folklore of the peoples of Yugoslavia represents a traditional treasure
of immense artistic and historical-documentary value which had an important role in the cultural life
of our peoples. Today, it serves as a basis for our contemporary artists of national orientation and it
will have the same role in the future”. The analogy with the interwar narrative is hard to overlook, not
only in the underlining of the artistic qualities of folk music but also in its treatment as a cornerstone
for artistic creation.

15 IM SASA - AC, AIM SAS/SASA, Registry no. 3 (1948-1965), Institute of Musicology, Plan for
the period from 1960 to 1965, Department for Folklore Studies, Explanation, Part II. Work at the Insti-

tute, unsigned, undated, unpaginated.
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mented and in the method of recording. Judging from the appeals for a new tape
recorder and tapes, the attitude of the authorities towards this specific need of field
traditional music researchers did not radically change in comparison to the beginning
of the century, when Mokranjac unsuccessfully appealed for a phonograph (Cf.
Maapenosuh 1971: 196). However, instead of writing “by ear”, the technique which
marked research into traditional music in Serbia until mid-twentieth century, on the
basis of the efforts of Kosta Manojlovi¢ (Cf. Aajuh Muxajaosuh 2017), through the
work of the associates of the Institute of Musicology SAS recording music in the field,
in situ, was promoted as the standard for field research.

Dedication to coming to know traditional folk music in the field, in the envi-
ronments that had inherited and practiced concrete expressions, led to a more
contextualized approach, and to its study as a “social behaviour”, which would be
defined by the renowned music anthropologist Alan Merriam as studying “the music
in culture” (Merriam 1964). An illustrative comparison is a musicological study by
Miodrag Vasiljevi¢, a part-time research fellow, published in the collection of records
from Kosovo — “Kosmet”, with an ethnographic approach applied in the collection of
records from Leskovac (Bacusesuh 1950, 1960). Although the hints about the need
for a more complex approach to traditional music research, which are present even
in the “prehistory” of ethnomusicology in Serbia (Cf. Bymeruh 1902), suggest that
certain methods were gradually developed, it does seem that certain solutions are the
products of immediate circumstances. It is probable that the abovementioned direc-
tion of ethnomusicology was significantly influenced by the fierce critiques of the
study by Vasiljevi¢ on the tonal bases of the music folklore, written by certain autho-
ritative composers and theorists of the time (Cf. Pagunosuh 2016: 174-175). Besides,
the lack of institutionalization of folklore research as a whole (which would, amongst
other things, more significantly acknowledge its syncretic nature, and would offer a
multidisciplinary approach to folk music) was of great importance, given that it was
already extant in some of the other former Yugoslav Republics (Slovenia, Croatia,
Bosnia and Herzegovina).” That is how the music education of the researchers
provided their competence in music, while accentuating field work was a means of
developing the disciplinary specificity in music research and the closeness of their
experiences to those of ethnologists and folklorists.

Innovation in traditional music research achieved by the associates of the Institute
of Musicology represents an intentional, strategic broadening its focus to the folk heri-

16 IM SASA - AC, AIM SAS/SASA, Registry no. 3 (1948-196s), Institute of Musicology, Explana-
tion of the budget proposal for the year 1956, pp. 1-2.

17 Aspecific indicator is naming the Department “of Folklore (Studies)”, not of “Folk Music (Studies)”,
and placing folk dance research — dance art under the umbrella of the Institute of Musicology, which
is explicitly stressed in the plans. That is how the (ethno)musicological context of the institutionaliza-
tion of dance research significantly directed the development of ethnochoreology in Serbia during the
second half of the twentieth century, even though research in this field was also done by researchers of
the Ethnographical Institute SAS.
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tage of urban areas, including both singing and dancing practices. The above-menti-
oned research project Prizren and its surroundings included music recording in various
circumstances, mainly in new social contexts, such as schools and cultural and arts soci-
eties (Cf. Aajuh Muxajaosuh and Josanosuh 2018). In circumstances like these, both
country music and dance, which migrated with time into urban areas as well as children’s
folk music of more recent date and examples of “NOB” (National Liberation War)
folklore were recorded, in addition to songs that became symbols of “the urban songs
from Kosovo”. The city would, as a relevant area of research, be confirmed by further
work of the associates of the Institute; hence in 1961 Radmila Petrovi¢ undertook field
research in the area of Titovo UZice, focusing on both rural and urban folk traditions
(Terposuh 1961), while in 1964 Milica Ilijin initiated research on the relations between
urban and rural folk dances (Maunjur and Maapenosuh 1962).

The city - in this case Prizren — as a multicultural environment, the place of
coexistence of cultures of various origins, geographical, historical, ethnic, religious,
is accepted as an important locus of research acculturation processes. The above-
mentioned occasion served the researchers as an opportunity to note down some
verbal data and to record dance music by Turks, Albanians, Roma, Gorani, Muslims,
Tzintzars, alongside the Serbs. The fact that this was not only a politically-caused
inflexion of previous research policies, but an important shift to a more inclusive
approach is confirmed by the application of Miodrag Vasiljevi¢ for support for
ajourney to Bosanska Krajina in Bosnia and Herzegovina, in order to record the
Muslim epic songs performed with $argija (a plucked string instrument) from 1954."*
Similarly, the official documentation points to the fact that the associates of the Insti-
tute of Musicology Milica Iljin and Milan Vlajin joined the research into the Roma-
nian tradition in Vojvodina — the northern province of Serbia, which was undertaken
by the renowned Romanian ethnomusicologist Constantin Brailoiu in 1955.”

In the research of Boka Kotorska and Prizren folklore, the multidisciplinary
quality was, as mentioned, projected by the members of the teams, who needed to
contribute to the mosaic of knowledge about the culture of a certain area. An ever-
higher level of inter-disciplinary cooperation, in a way of systematic musicology, was
planned in the field of acoustic research in cooperation with the Institute for Experi-
mental Phonetics in Belgrade. The laboratory of this Institute represented the nece-
ssity for studying the relationship between spoken and sung text, but it seems that
the need for additional funds for this purpose became the cause behind the fact that

18 IM SASA - AC, AIM SAS/SASA, Registry no. 3 (1948-1965), Institute of Musicology, unti-
tled request for the fieldtrip of Miodrag Vasiljevi¢ to the Director of the Institute, Academician Petar
Konjovi¢, 10 July 1954.

19 IM SASA - AC, AIM SAS/SASA, Registry no. 8 (1954-1956), Institute of Musicology, Letter to
the Cultural Council of Romanians in Vrac, 26 August 1955, Milica Ilijin (on behalf of the Secretary of
the Institute); request for the fieldtrip of Milica Ilijin and Milan Vlajin, signed by Stana Djuri¢-Klajn on
behalf of the Institute, to the Presidency of the SAS, 3 September 1955.
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the project did not take place, as suggested by the available documentation.” There
is no doubt that this endeavour, if it had been completed, would have significantly
improved research into the vocal music of all genres, from vocal traditional music to
opera. However, even the exchange of ideas and the elaboration of the initial idea
for the need of applying for support at the SAS authorities confirm the productive
contact between disciplines.

Finally, the institutionalization of research enabled more frequent contacts with
colleagues from abroad. Keeping up with world-wide scientific knowledge concerning
traditional music is assisted by memberships in the international ethnomusicological
and related expert associations,” participations in their conferences, as well as guest
appearances of foreign experts at the Institute of Musicology itself and the annual
Congresses of the Association of Yugoslav Folklorists. These Congresses represented
not only an opportunity for intra-disciplinary and inter-disciplinary exchanges on the
national level, but also a place where western and eastern visions of ethnomusicology
meet, and from which the young Serbian ethnomusicology has significantly profited
(see more in Aajuh Muxajaosuh and Aymuuh 2015).

In case of the Historical-Archival Department the research conducted mostly
followed the path initiated in the proposal at least before the early 1960s. The main
tasks included the preparation of manuscripts of Kornelije Stankovi¢’s collected
church chants for publishing, the exploration of Stevan St. Stojanovi¢’s melographic
and compositional legacy in the field of church music and detailed reconstruction of
the biographies and systematization of bibliographies of Mokranjac and Josif Marin-
kovi¢. The redactorial work together with investigations of modern Serbian church
music was performed by Petar Bingulac, while biographical and bibliographical
studies were led by Stana Puri¢ Klajn. In parallel with this, during the 1950s studies
of mediaeval and post-Byzantine music in Serbia were initiated at the department
owing to the efforts of Stojan Lazarevi¢ and Dimitrije Stefanovi¢, who needed speci-
alizations abroad in order to be able to assess the material from this period. Since both
Lazarevi¢ and Stefanovi¢ spent years in Princeton and Oxford in order to advance
their skills and knowledge, medieval studies progressed slowly before the 1960s.

Certain changes in the research directions of the Historical-Archival Department
began to manifest themselves in the 1960s and were announced in the six-year plan

20 IMSASA - AC, AIM SAS/SASA, Registry no. 8 (1954-1956), Institute of Musicology, Letters
from the Institute of Experimental Phonetics, Speech Pathology and Foreign Language Teaching, 27
November 1954 and 31 December 1954, signed by the director Porde Kosti¢.

21 Thelevel of cooperation between Serbia as a part of Yugoslavia at that time and the International
Folk Music Council is illustrated through the presence of its representatives on the Executive Board:
Radmila Petrovi¢ was a member from 1971 to 1984, while the position of the Secretary of the National
Committee was also held by representatives from Serbia, firstly Miodrag Vasiljevi¢ (from 1960 until his
death in 1963), followed by Radmila Petrovi¢ (1970-1982). Cf. International Council for Traditional

Music 2010—2018.
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(1960-1965).* This was particularly emphasized in the studies of 19th and early 20th
century music in Serbia. According to two versions of the plan, narrow and broad,
several fields and topics were given priority in the research (See Table 1).

Table 1. Research plan of the Historical-Archival Department from 1960 to 1965

Narrow version

1. The collection of materials concerning all aspects of Serbian history of the 19th
century with special focus on Stevan Mokranjac and Josif Marinkovi¢ with the
aim of publishing their complete bibliographies along with documentary and
biographical sources

2. Analysis of certain compositions: cycle of kolos written by Marinkovi¢ and his
cantatas with piano

Broad version

1. The study, deciphering and transcription of music from manuscripts kept at
Hilandar and other monasteries in order to publish a collection of Serbian
mediaeval music

2. Outline and analysis of the historical development of music criticism in Serbia

3. Examination of certain genres such as choral music, the Serbian version of
Singspiel, revolutionary songs, music for piano solo etc.

4. Critical editions of works of old masters in the form of anthologies or sepa-
rate publications

In order to carry out the research plan it was intended to include the examination
of visual art objects (frescoes, monuments etc.), investigations of literary genres
of various kinds (manuscipts, older literature, travelogues, archival documents,
published sources), and recording of most important musical works and perfor-
mances on sound tapes or gramophone records.

Some tendencies observable in this plan are significant. For instance, it is obvious
that apart from composition, other activities such as performance and music criticism
were given credit. In addition, the need to incorporate diverse sources and introduce
new disciplines such as musical iconography was clearly manifest.

The modification of perspectives in the Historical-Archival Department became
even more evident through the research of its director, Stana Puri¢ Klajn, conducted in
the early 1960s. In this regard, of particular importance was the study initiated in 1962-
1963 concerning the life and works of the first professional composer in 19th-century
Serbia, Josif Slezinger. Research into the biography and achievements of this author was
conceived ambitiously. Owing to the examination of documents kept in the Archives of
Serbia, Duri¢ Klajn was able to emphasize Slezinger’s role in the establishment of orche-
stral performances in Serbia, in the organization of concert life and the composition of

22 IM SASA - AC, AIM SAS/SASA, Registry no. 3 (1948-196s), Institute of Musicology, Plan for the
period from 1960 to 1965, Historical-Archival Department, unsigned, undated, pp. 2—4.
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instrumental pieces, as well as his political activities. This shift of focus from “father-
figures” of Serbian art music to non-Serbian composers was anticipated in Puri¢ Klajn’s
previous study, Razvoj muzicke umetnosti u Srbiji [ The development of art music in Serbia],
published in 1962, where she not only referred to generally marginalized Czech compo-
sers, but also gave affirmative judgement of the work of Slovenian-born Davorin Jenko,
unlike the majority of interwar music experts (Cf. Becuh 2016: 226-247).

Stana Puri¢ Klajn's efforts in the first half of the 1960s were important in the
context of the development of historical musicology in Serbia in many respect. As
well as taking into consideration composers outside the accepted canon (Slezinger,
Jenko, Czech composers), her contributions laid an overall broadening of research
perspectives. This included the exploration of musical activities and phenomena of
various kinds, amongst others, the functioning of choral societies, the establishment
of specialized music education, the foundation of military ensembles, the significance
of concert performers etc. Her ability to grasp the historical and social context of the
phenomena under analysis as well as to assess the contributions of individual compo-
sers in a more nuanced manner, partly abandoning the norms of aesthetic excellence
and originality as fundamental, led to a more culturally oriented approach to historical
musicology, at the same time based on an understanding of music as a complex set of
practices (art, traditional, church, popular) which play significant roles in everyday life
of a certain society. From such a perspective, Serbian music history is not perceived as
the sum of the exceptional results of composers of Serbian origin but as a result of the
diligent work of many individuals and groups whom music served for the accomplis-
hment of different objectives — political, social, cultural, artistic, public, private etc.

Unlike other departments, the Department for General Musicology has undergone
various transformations since the Institute’s foundation; these were brought to light
primarily in its organizational structure and the formulation of its research goals and
topics. In the 1950s it generally did not function autonomously and was merged with
the Department for Contemporary Music. The research plans seemed not to have been
grounded on clearly defined principles, but prospects started to change in the late 1950s.
As composer Dragutin Gostuski worked on his doctoral thesis and his parallel rese-
arch on the issues of musical time, theory of rhythm, musical memory etc. this depar-
tment slowly gained more precise contours. The culminating point of this process was
reached in 1959 with the preparation of the six-year plan (1960-1965). In this proposal
the Department for General Musicology was conceived as a separate unit dedicated to
the theoretical discussion of problems of the sociology, aesthetics and psychology of
music.” As a result, the decisive step towards systematic musicology that had become
visible in Gostuski’s investigations in late 1950s was strongly confirmed. This repre-
sented a completely new field of research in Serbia despite the fact that some traces of
it appeared in the interwar period (the research of Miloje Milojevi¢). Besides the multi-
disciplinary approach and complex methodology, there were other novelties that were
announced in the six-year plan regarding this department. Amongst other things, one

23 IMSASA - AC, AIM SAS/SASA, Registry no. 3 (1948-196s), Institute of Musicology, Plan for the
period from 1960 to 1965, Department for General Musicology, unsigned, undated, p. s.
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of the research topics that was sketched out was the sociological analysis of “the new
phenomena in music” including “the problem of jazz and its influence both on compo-
sers and listeners”. The idea of focusing on the sociological aspects of music such as the
formation of musical taste, the establishment of distinctive musical preferences among
different social groups, the possibility of the emancipation of masses and their musical
choices was not exceptional at the time. In fact, in 1962, Dusan Plavsa, as a member of
the Institute’s Council, suggested broad musical-sociometric research into the most
populous towns in Serbia in order to collect data on the development of musical life in
urban places and the living conditions of musicians.’* Nevertheless, the proposal of the
researchers of the Department for General Musicology which involved focusing on the
popular music genres such as jazz represented an uncommon and bold move.

CONCLUDING REMARKS. THE INSTITUTIONALIZATION
OF Music RESEARCH AS A FACTOR IN THE SHAPING OF
MUuUsSICOLOGY AND ETHNOMUSICOLOGY IN SERBIA

The foundation of the Institute of Musicology SAS certainly represented a great
step forward for the study of music in Serbia. For the first time the possibility
of approaching various musical phenomena systematically and methodically was
created owing to precisely-defined research directions and aims, topics and proce-
dures, specific organizational structures and human, technological and material
resources. As the results of our analysis have shown, the overall contributions of
the Institute’s investigations varied over the course of time and also depended on
the area of research, in this case, on the work of particular departments. Changes of
perspective were manifest between the original organizational and research plans of
the Institute and their later modifications, and, simultaneously, between pre- and
post-WWII explorations. As a result of this “dual” approach, innovations in terms
of methodology, findings and interpretations were less pronounced in the Histo-
rical-Archival Department in comparison to other departments. The example of
Stana Puri¢ Klajn’s investigations is illuminating in this respect. Despite distancing
herself from Petar Konjovi¢’s conception of musicological research apparent in the
appropriation of culturally orientated historical musicology, Puri¢ Klajn largely
built on the achievements of her predecessors — Vladimir and Tihomir Pordevi¢
and Kosta P. Manojlovié.” Most of the topics she took into consideration were

24 IM SASA - AC, AIM SAS/SASA, Registry no. 3 (1948-1965), Memo to the Yugoslav Concert
Agency, Institute of Musicology, no. 256, 19 May 1962, Belgrade.

25 Manojlovi¢’s role in the shaping of the Historical-Archival Department was crucial, despite the
fact that he spent less than one year working as a part-time associate of the Institute of Musicology SAS.
During this short period he proposed broad archival investigations in order to collect data on Serbian
musicians and composers from various periods. For that purpose, he planned a thorough examination
of documents from the State Archives of Serbia. The aim was to bring together information on ninety-
eight composers and musicians of Serbian, Czech, Austrian, Slovenian, Italian and Russian origin who
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also explored by the afore-mentioned authors who outlined sources, problems and
possible interpretations.

Although Puri¢ Klajn partly refuted the dominant canon of Serbian composers
promoted by influential interwar experts, showing interest in numerous non-Serbian
authors who lived and workeds among Serbs, she never questioned its political nature.
Unwillinges to assess critically the concept of Serbian music created in the pre-WWII
period was evident in the separation of the group of Czech musicians from Serbian-born
musicians in the study of the history of music in Serbia, as well as in the absence of discu-
ssion on the question of whether music history in Serbia is synonymous with Serbian
music history. Comparing Puri¢ Klajn's approach to this problem with the approach of her
predecessors, it is clear that she stood between two opposing factions — the ethno-natio-
nalist propagators of Serbian music (Milojevi¢, Konjovi¢, Bini¢ki and partly Manojlovi¢)
and more inclusively-orientated authors (Vladimir Dordevi¢, Krsti¢).

Unlike Stana Puri¢ Klajn, her colleague from the department, Petar Bingulac,
had a more daring stance towards the legitimized “musical authorities”. Inquiring into
Mokranjac’s church chant collections and church music compositions, Bingulac noticed
that there was no serious, scientifically based critical examination of his achievements in
this area and that there were many “superficial and incorrect observations” and biased
praise.® Therefore, he asked for an objective evaluation of Mokranjac’s legacy, which
was uncommon at the time. It was Bingulac’s efforts that provoked methodological
and ideological shifts in the Historical-Archival Department, rather than Puri¢ Klajn’s.

Research into traditional music in Serbia was, as mentioned, symbolically and pragma-
tically placed on the border of musicology and folk studies or, rather, as a combination
of these research visions firstly by institutionalization within the Institute of Musicology
SAS, and then by the naming of the Department (of Folklore Studies) and by interweaving
the practice of music and dance research. In this manner, continuity was created with the
former research of traditional music, carried out by amateur and academic musicians and
ethnographically-oriented researchers of different education. Their scientific shaping and
innovating came gradually, in ideological and programmatic, technological and methodical
and conceptual spheres, non-synchronically, intertwining mutual influences.

Given that mostly experienced researchers of folk music were brought in for
cooperation in the Department of Folklore after the founding of the Institute, the
motives and goals, and the whole background of amateur and institutional resear-
ches from the interwar period were reflected in the projections of future work in the

had contributed to the development of the “music of our people”. Special focus was given to material
of diverse kinds, including correspondence connected to Kornelije Stankovi¢ and Strevan St. Mokra-
njac (IM SASA - AC, AIM SAS/SASA, Registry no. § (1949-1950), memo from Kosta P. Manojlovié to
the Institute of Musicology SAS, no. 340, 29 September 1949, Belgrade). Manojlovi¢ also suggested the
exploration of primary sources from the 17th and 18th century outside Serbia and Yugoslavia in order to
consider musical life and circumstances of the more distant past.

26 IM SASA - AC, A IM SAS/SASA, Registry no. 3 (1948-1965), Proposal and explanation of
proposal of the scientific research at the Institute of Musicology SAS, 3. Mokranjac and his work on
church music, undated, pp. 3-4.
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new institution. In addition, the small number of associate-researchers in traditional
music was a very important fact, leading to the establishing of scientific and instituti-
onal policies by the persons who conducted them, especially the leaders. The circum-
stance that Kosta Manojlovi¢ passed away not long after the founding of the Institute
(1949) made Miodrag Vasiljevi¢ the key figure of the Department of Folklore in the
initial phase of the work of the Institute. On the other hand, even though research was
extensive and represented a significant part of his professional engagement, it seems
that the basic position of music teacher at the Academy of Music (Cf. Mapxosuh
2003: 23), but also many other assignments he had at the time influenced the manner
and the tempo/dynamics of professionalization of traditional music research and the
shaping of ethnomusicology as a discipline. Apart from this, the fact that he acted
primarily from the position of a “collector” of folk music (with exceptional results),
while his studies of the recorded materials and theoretical deliberations were, as he
said, more “self-developed and intuitive” (Cf. Joarosuh 2002: 205) in spite of contact
with foreign colleagues, made Vasiljevi¢’s contribution great and valuable, but highly
individualized. Even though he, as a pedagogue and a mentor, primarily shaped his
scientific heirs, it was without doubt Vasiljevi¢’s early death (1963), as the disappea-
rance of a great authority, that influenced the history of the Serbian ethnomusicology
in two ways: in the sense of losing a recognizable research track and in the sense of
furthering completely individual scientific development of the younger generations.
Given that the establishing of specific education for a researcher into musical folklore
at the Academy of Music (in 1961 as a part of the Department of History of Music and
Musical Folklore) was completely his contribution, after Vasilijevi¢’s departure there
were two key figures who stood out — Radmila Petrovi¢, who would (together with
Milica Ilijin as a researcher of folk dances) in the decades to come, mark the work of
the Department of Folklore of the Institute of Musicology, and Dragoslav Devi¢, who
inherited the role of leader of the Department of Musical Folklore at the Academy of
Music.” This is how this generational shift achieved professionalization of research
(as the basic and exclusive activity).

It is the specificity of the initial phase of the work of the Institute of Musicology as
regards research into traditional music compared to the latter period which demon-
strates the influence of scientific thinking on the development of the discpline, espe-
cially in proportionally smaller environments and research groups such as ethnomu-
sicological (and ethnochoreological) circles in Serbia.

27 Radmila Petrovi¢ would, based on intensive contacts with the Anglophone ethnomusicological
circles all round the world, which were then becoming predominant and were promoting intensely an
anthropological approach to ethnomusicological research, make a significant but a more idiosyncratic
mark with her personal scientific production and activities in culture, but the resonance of her work
in the national ethnomusicology would be proportionally weak as a result of the lack of an opportu-
nity to share her experience with students. On the other hand, Dragoslav Devi¢ conducted only part of
his research as an associate of the Institute of Musicology, and mostly carried out his research from the
position of Professor at the Academy of Music (later the Faculty of Music), and in parallel transmitted

his programmatic and methodological choices to numerous generations of Serbian ethnomusicologists.
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Finally, the initiatives in the Department of General Musicology were of enormous
historical importance in opening completely unknown horizons of research. Amongst
other things, associaties of this department promoted a multidisciplinary approach
to various musical phenomena combining theoretical and empirical investigations.
Topics that were explored echoed the interests of musicologists from other coun-
tries and “research traditions”, giving the possibility of a fruitful exchange of results.

Despite the fact that the early history of the Institute of Musicology was under the
profound influence of pre-1945 narratives, it is important to observe the appearance of
new tendencies, particularly since the 1960s. At the time, a more nuanced approach to
historical and social processes, events and figures became manifest, indicating a move
towards modified perspectives on musical pratices. In theory, this opened possibili-
ties for alternative interpretations of Serbian music history — denationalized, counter-
elitist and focused both on the macro- and micro-levels.
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Figure 1. A. Beli¢’s memo to the Director of the Institute of Musicology SAS, first and second page. IM SASA - AC, A
IM SAS/SASA, Registry no. 1(1947-1948), undated.
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MBAHA BECUE U AAHKA AAJUE MUXAJAOBUR

AOMUHAHTHE CTPYJE Y UCTPAXXUBAKUMA MY3UKE Y CPBUJU:
[TPETAEA PAHE UCTOPHUJE MY3UKOAOIIKOT HHCTUTYTA CAH (1947-1965)
(PE3UME)

Pap, ce 6aBH HCTOPHjATOM CPIICKE MY3UKOAOTHj€ H €THOMY3UKOAOTHje Ha OCHOBY
aHaAm3e pAeAoBama Mysukoaomkor uncturyta CAH(Y), jeaune HayuHo-
HCTpaKMBauKe MHCTUTYLHje yCMepeHe Ha IpoydaBame Mysuke y Cpouju. ¥
dokycy je moueTHH mepuoa papa MIHCTUTYTa — ABe AelleHMje HeIOCPEAHO
nocae Apyror cserckor para (1947-1965). OcHOBHe H3BOpe YMHHAA je
AAMHHUCTPATHBHA AOKYMEHTAl[{ja OBe HayYHOMCTpaXkuBauke ycranose. Ha
OCHOBY He€ je pasMaTpaHa opraHu3anuja papa MHCTUTYTa IO mojeAMHUM
oaenemnma (Openeme 3a Goakaop, MicTopujcko-apxuBcko opeserbe, Opemere
32 OIIITY MY3HKOAOTH]Y), KQO U ACAOBaEbe CTAAHHUX U ,CTIOSHUX (XOHOPApHHX)
CapaAHHUKA. YKAa3aHO je Ha $yHKIIMje NCTPAXKUBAbA PASAMIUTIX MY3UUKUX IIPAKCH
y TO BpeMe, KisydHe TeMe II0 00AACTHMA, METOAOAOIIKE OAABHPE, 2 OCBETASEHHU CY
U YTUIIAjU II0je AMHAYHUX AMYHOCTH. Ha 0CHOBY yBHAQ Y pasMaTparma My3HUKHX
mojaBa pe ApYror CBeTCKOT paTa y 3aKAYUKy Cy CAaTA€AAHHM KOHTHHYUTETU
U AMCKOHTHHYMTETH, KAO U I10jaBa MHOBATMBHUX HCTPAXMBAYKHUX IIPAKCH U
nopyxsaTa. ITopep yodaBama AOMUHAHTHHX CTPYja ¥ CPIICKOj My3HKOAOTHjH 1
€THOMY3UKOAOTHjH Y Ay>KeM BPEMEHCKOM IIePHOAY, PaA MMa 32 LA HOTIPTaBakbe
yTHIIaja IpoIieca HHCTUTYLHOHAAN3AIIMje Ha OOAMKOBabe OBUX AUCIIUIIAMHA Y
HAIIMOHAAHMM OKBHPHMA.

KnyaHE PEYU: Mysukosomku uactutyr CAH(Y), ucropujar ncrpasusarma Mysuxe,
My3HKOAOTHja, eTHOMy3HKoAoruja, Cpbuja, Jyrocaasuja
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In the complex social and political circumstances of the nineteenth century in which
the modern Serbian state was formed, writing about music also made its contribu-
tion to the shaping of national cultural identity. It found its place in daily newspapers,
literary and later music magazines. The Serbian reading public, scattered amongst
the state borders of the Principality, and then the Kingdom of Serbia and Habsburg
Monarchy, for a long time received reports on contemporary music events that did
not offer objective critical insights. Over time, the number of exhaustive reports on
music affairs, as well as articles on specific issues in music theory and texts portraying
prominent figures among Serbian composers and performers proliferated. In the
circumstances in which music amateurs far exceeded the few professional musicians
educated in the Western tradition who had only started to shape the Serbian music
scene, the very first bibliography of Serbian music appeared in 1874.}

In contrast to texts dealing with literary and visual arts, which reflected the
author’s insight into the historical development and current trends in European
literary theory and arts, aesthetics and philosophical standpoints, writings on
music bore testimony to the more than modest formal musical knowledge of their
authors.* These authors, with few exceptions, were vaguely familiar with the histo-
rical development and theoretical systems of European artistic music or with the
church and folk music practices of neighbouring nations. Nevertheless, written
material on music over the entire nineteenth century had, beside its crucially infor-
mative message, a pronounced didactic and patriotism-promoting character. A
primary task was to enlighten; foundations for a national music tradition were to
be laid following the example of European tradition which at the time seemed in
many aspects unfamiliar and unattainable. To attain this aim was only possible with
the help of existing church and folk music which had exclusively been fostered and
transmitted orally and which was yet to be incorporated in a methodically justi-
fied and purposeful pedagogical process (Peno 2016: 117-123, 235-241). The process
itself needed to be invented.

3 A choirmaster and music teacher, Dusan Permekov, made a list of the music works inspired by histor-
ical motifs and folk melodies whose authors were mainly foreign, with a few Serbian composers. The bibli-
ography by Dermekov was published only five years after Stojan Novakovi¢, a famous Serbian literary histo-
rian, compiled the first bibliography of Serbian literature, showing the general efforts of cultural promoters
of the time to follow contemporary tendencies in European culture, art and science. The words taken from
the first part of his article entitled A view on the current situation of our music, unambiguously depict the
position of music in the Serbian culture of 1880’s: “Our music is still in a cradle. This branch of art is so
neglected that one may assume this nation is deprived of a heart, deprived of a language that is able easily
and aptly to express diverse feelings — deprived of singing” (Dermekov 1874: 93).

4  Professional musicians were quite rare in Serbian lands by the middle of the nineteenth century,
which explains why lawyers, politicians and doctors were those who wrote about music affairs. There was
no expert music terminology by the late 1860s. A substantial contribution to its formation was another
musical “layman’, a mathematician and economist, Milan Milovuk, in his books Teoricki osnovi muzike

(1866) and Nauka o muzici (1867). See Vasiljevi¢ 2000: 46-51.
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Although Western cultural models, and accordingly European music practices,
were unconditionally accepted in Serbian society during the century of national flou-
rishing (Bikicki 1987), in public discourse, music propagators in Serbia were spreading
the idea that folk music, having been cultivated for centuries, was uniquely capable
of uniting, and keeping united, the Serbian ethnos.s Church chant and folk melodies
were therefore favoured over “European” music, although it was clear that their preser-
vation was only possible through a correct notational system and artistic processing
that followed the rules of European music theory.

As the number of transcriptions of church melodies increased, they were natu-
rally followed by the first historiographical articles on the development of litur-
gical music in the “national’, that is, Serbian Church. These found their place in the
forewords of some notated church chant collections.® The first steps towards a nati-
onal history of church music were taken within singing societies where music activi-
ties were, no doubt, nationally coloured (Pejovi¢ 1994: 30, 231232, 257-267), but we
also trace them in some texts dedicated to historical reviews of folk music, prima-
rily of the instruments in wide national use (1. S. 1842; Milankovi¢ 1891; Pejovi¢
1994: 7, 235-236).

To fragmentary historiographical accounts, given in the form of lists, biographies and
obituaries of deserving music activists, especially those who were spreading European
music culture among their compatriots,” one should also add the first reviews of some
famous European composers’ opuses.® At the beginning of the twentieth century, the

5 “In Serbia, Serbian words must be uttered and Serbian songs must resonate”, according to Pejovi¢ 1994: 39.

6  The first authors who notated church music used a famous work of archimandrite Jovan Raji¢: Isto-
rija Katihizma Pravoslavnih Srbalja u Cesarskim drzavama, for the sake of its diachronic account of more
than scarce primary music sources from recent history, that is, from the eighteenth century onwards. See
Boljari¢ and Taj$anovi¢, 1891: I-IV; Ostoji¢ 1896; VII-X and 1897. In the dominant air of Romanticism,
these works primarily served to create a myth of an autochthonous and invaluable Serbian music tradi-
tion, for which there was no evidence in either the distant or in the recent past, oor in the authors’ time.
On the real situation regarding chanting in the Serbian Orthodox Church and on teaching chanting in
seminaries and regular schools many wrote with skepticism and with gloom (Peno 2011). Writers of the
twentieth century, primarily Kosta P. Manojlovi¢, would continue in the same manner, but far more
grounded in scientific research concerning the Serbian musical tradition (Peno 2017a).

7 Many articles on their activities as artists, written during their lives and posthumously, helped K.
Stankovi¢ and Stevan Stojanovi¢ Mokranjac to establish themselves above other Serbian musicians
educated in the Western tradition during the second half of the nineteenth century (Peri¢ 1985 and 1999).
It is vital to mention that first outlines of the history of Serbian music were given in the composer Petar
Konjovi¢’s article Muzika u Srba in his book Licnosti in 1920, but they also partially resulted from an article
by another active musician and music critic, Stevan Hristi¢, in which he strictly selected who among Serbian
music authors deserved to be mentioned in the history of Serbian music (Pejovi¢ 1994: 122).

8 Jovan Ivanigevi¢ wrote the first, very short biography of Mozart with a list of his works (IvaniSevi¢

1887). The composer and music critic Stevan Hristi¢ in his early articles wrote about famous European
and Russian musicians. See Hristi¢ 1908; 1909a-c; 1912a-b; 1914.
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first more demanding compilations dealing with the historical development of ancient
music traditions (Greek, that of the Old and New Testament) also appeared in church
periodicals.?® In these studies, the authors tried to satisfy the basic principles of scientific
methodology. As a result, in the footnotes one may find a wide range of mainly foreign
bibliographical references that they used while writing their studies.”

A good command of foreign languages, primarily of German, definitely gave a
chance to those more influential and relevant Serbian musicians at the turn of the
last century, in the first place to those who stood an opportunity to acquire their
music education or to master their profession abroad, to become acquainted with
current work in music historiography. However, amongst those well-educated and
influential musicians and composers, of older but also younger generations, there
were none interested in translating a solid volume on the history of music from a
foreign language. They saw their priorities as being on the other side. In such condi-
tions, in which it was urgent to provide music literacy to the nation and find the

9 At the dawn of the twentieth century, hieromonk Vladimir Boberi¢, a teacher of church chant
at the Seminary in Ralja and a catechist at the Great Serbian Grammar School in Sarajevo, published
in the magazine Dabro-bosanski isto¢nik a comprehensive series of articles entitled “Slike iz istorije
crkvenoga pjesnistva i muzika u pravoslavnoj crkvi” on the historical development of Christian poetry
and psalmody, on its origins and theoretical system. Three years later, a liturgics teacher in Sremski
Karlovci Seminary, protopresbyter Jovan Zivkovi¢, published a study of a similar concept, also as a series,
with the rather ordinary title “Church chant” in the magazine Bogoslovski glasnik. These historiographic
and theoretical texts were quite unique amongst the modest reference texts written for church chanters
and those who loved liturgical hymns (Peno 2017b).

10 Vladimir Boberi¢ and Jovan Zivkovi¢ quoted in their references a famous book, Geschichte der
byzantinischen Literatur von Justinian bis zum Ende des ostromischen Reiches, which Karl Krumbacher
(1856-1909), a founder of Byzantine studies in the Western Europe, wrote in collaboration with a Roman
Catholic priest and Church historian Albert Ehrhard (1962-1940) and philologist Heinrich Gelzer (1847-
1906). Boberi¢ also quoted a book by Raphael Georg Kiesewetter Edler von Wiesenbrunn (1773-1850),
Geschichte der europdisch-abendlindischen oder unserer heutigen Musik (Leipzig: Druck und Verlag von
Breitkopf und Hirtel), first published in 1834, then in 1846, and reissued in English (Robert Miiller
[transl.]. History of the Modern Music of Western Europe, from the First Century of the Christian Era to
the Present Day, with Examples, and an Appendix, Explanatory of the Theory of the Ancient Greek Music.
London: T. C. Newby, 1848). The odds are that he perused Hans Michael Schletterer, Geschichte der
geistlichen Dichtung und kirchlichen Tonkunst: in ihrem Zusammenhange mit der politischen und socialen
Entwickelung insbesondere des deutschen Volkes, Hannover 1869. Both authors quoted the opinion of
Ludwig Nohl (1831-1885), a German musicologist and writer, which he had presented in his Allgemeine
Musikgeschichte, Leipzig: Reclam 1881. They took over theoretical foundations from a work by Ivan
Ivanovich Voznesensky, a Russian protopresbyter and a scholar of the tradition of church chant (see
Voznesensky 1890). Surprisingly, Zivkovic was also familiar with a comprehensive study of church music
in the Greek language in which a thorough account of Eastern chanting tradition “from the time of the
Apostles to the present day” was given, as the title itself says, and which was written by a theoretician
and musicologist, Georgios 1. Papadopoulos (ITana8émovlog 1890).
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most effective way to educate proper vocal and instrumental performers, work on
a handbook on the history of art music was not mentioned at all.”

Ljubomir Bo$njakovi¢, a student in Berlin, was the one who undertook this task in
1920 among his far more prominent contemporaries. At the same time, Miloje Milo-
jevi¢, already distinguished for his writings on music and who was among the few Serbs
to acquire a PhD degree in musicology, four years afterwards, pointed in his article
Mysukaano saciutmiarse (Music Education) at core faults in the teaching of music in
Serbian schools (Milojevi¢ 1920). In particular, he analysed the situation in private music
schools, that is, specialized schools, and only sporadically mentioned the importance of a
knowledge of music history, without making any actual proposals regarding methods for
becoming familiar with the evolution of styles and with the works of composers whose
scores/sheet music Serbian musicians aspired to read. Without any pretentiousness,
which, in contrast, oozes from Milojevi¢’s paper, Bo$njakovi¢ opened the foreword to his
book in optimistic tones, honestly believing that “after the gigantic efforts” the Serbian
people had made in the field of musical culture, they had finally found themselves on
the right and good path. Aiming to enable both musicians and music lovers “to orientate
themselves easily in a music hall or at an opera house”, he compiled this concise history
of music looking up first-class German and French sources.” His aim was to present what
he believed was most essential in a simple and appropriate manner.

FkK

Ljubomir Bo§njakovi¢’s History of Music was published in 1921 in Pan¢evo by the
publishing house ‘Napredak’ (Progress). It was its first and only edition, though the
author worked on a second (Figure 1).

Bosnjakovi¢ was born in Mostar (Bosnia and Herzegovina) in 1891. He gained his
musical education in Belgrade at the Serbian School of Music, furthered his studies
in Vienna, Berlin and graduated from the Naples Conservatory of music. He was a
music teacher in Skopje and Aleksinac, and from 1925 to 1941 he worked as a mili-
tary conductor at Royal Yugoslav army — in Bitola, Zrenjanin, Subotica and Belgrade.
Following the Second World War, he was appointed general director of the Second
Broadcasting Channel of Radio Belgrade. 1964 onwards, he lived in Hvar (Republic
of Croatia) where he composed a number of his works. He died in 1987.

11 Bythesecond decade of the twentieth century, at Serbian schools and seminaries, church and folk chants
had been learned by heart. Pupils often memorized choir parts without using any sheet music when preparing
for different public performances. Some less demanding church melodies were even taught at kindergartens in
Vojvodina (Anonymous 1888). The situation did not improve much in the period between the World Wars,
as many appeals by music experts and distinguished men bear witness (Vesi¢ and Peno 2016).

12 Bosnjakovi¢ listed his references at the beginning of his book: Ludwig Nohl, Musikgeschichte (1917);
Kothe-Prochazka, Abriss der Musikgeschichte (1919): Ernst Wickenhagen, Geschichte der Kunst (1919); Richard
Batka, Geschichte der Musik (Bd. I und II); Alfred Bruneau, Musique de Russie (1903); Alfred Bruneau, La
musique frangaise (1901); Rudolf Louis, Die Deutsche Musik der Gegenwart (1909); Edgar Istel, Die moderne
Oper (1883-1914); Richard Hofmann, Musikinstrumente (1903); Petar Konjovi¢, Linosti, Zagreb 1920.
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Figure 1. The front cover of Ljubomir Bo3njakovi¢'s History of Music

Serbian music history has put Ljubomir Bo$njakovi¢ in the category of so-called
minor masters and recognized his artistic output as the last offspring of romanti-
cism in Serbian music. Bo$njakovi¢ tried out different musical genres. He composed
one opera, a number of works for plays, and orchestral overtures. His most signifi-
cant achievements were in choral music, for cappella choir of for choir and orche-
stra. These are arrangements of folk melodies, linked together into “garlands” on the
model of to older Serbian composer. His rhapsodies for orchestra as well as his piano
music, were based on folk motifs.

His plain, romantic musical compositions have not been performed in concert
halls for many years. Nevertheless, Bosnjakovi¢’s name has not been forgotten in
Serbian musical lexicography. There are entries on him in the Yugoslav Encyclopaedia
of Music (Duri¢-Klajn MCMLXXI*), Lexicon of Yugoslav Music (Anon. 1984.), Serbian
Biographical Dictionary (Gaji¢ 2004.), Serbian Encyclopaedia (Gaji¢ 2011). Bognjakovi¢
was mentioned in the first history of Serbian music by Stana Puri¢-Klajn (1962: 698),
but was omitted from the latest collective history of Serbian music, written by profe-
ssors from the Faculty of Music in Belgrade (Veselinovié¢-Hofman et al. 2007). A
short and succinct outline of Bo$njakovic’s life and work was given by academician
Vlastimir Peri¢i¢ in his renowned book Composers in Serbia (Peri¢ié 1969: 64-66).
In 1994, Biljana Milanovi¢ published a study on Bognjakovi¢’s work as a composer,
with new facts, offering a suggestive assessment of his position in Serbian music. She
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also attached to her study a list of Bo$njakovi¢’s works and manuscripts that are kept
at the Institute of Musicology of the Serbian Academy (Milanovi¢ 1994).

Bosnjakovi¢ earned his place in Gordana Krajaci¢’s history of Serbian military
music 1831-194§ (Krajaéic’ 2003: 106-107 ). Basic observations on Bosnjakovi¢’s book,
noting that it deserves a more thorough review, were presented by Sonja Marinkovi¢
in the journal New Sound (Marinkovi¢ 1995: 147).

Roksanda Pejovi¢’s history of Serbian music criticism and essays in the interwar
period was published in 1999. The book contains a short review of Bos$njakovic’s
History of Music (Pejovié 1999: 169—170).

Bosnjakovi¢’s 167-pages long History of Music consists of 13 chapters divided into
three parts, containing also the author’s foreword, a list of bibliographical references and
a glossary of basic musical terms. The volume offers 48 photos of European and Yugo-
slav musicians, as well as a few examples of original sheet music. The author dedicated
his book to Stanislav Bini¢ki (1872-1942), a composer and conductor, and presented
its purpose in the foreword. Having argued that music was evidently on the rise in the
Kingdom of Serbs, Croats and Slovenes, he recommended his book as a guide or manual
for concert and opera audiences and for the pupils of music schools and conservato-
ries. In the foreword, one may also find information on the author’s approach to music
history. He was of the notion that only the most urgent topics should be presented, and
these are the history of polyphony, church music, opera and symphony.

Bosnjakovi¢’s book is organized with an emphasis on the musical genres selected. The
first part covers the musical culture of ancient times only to continue with the rise of polyp-
hony in Europe and then, in the last chapter he gives an account of oratorio as a musical
genre. The second part follows the historical development of opera and its representatives in
Italy, Germany, Austria, France, and opera production among the so-called national schools
of the nineteenth century. Finally, the third part of the book deals with types of instrumental
music such as sonata, symphony, symphonic poem, etc. Bosnjakovi¢’s History extends all
the way to Claude Debussy and Ferruccio Busoni, and among the younger generation of
Serbian composers, it mentions Petar Konjovi¢, Miloje Milojevi¢ and Stevan Hristié.

The book may be approached in at least three different ways: in terms of content,
methodology and language.

This History of Music is under 200 pages; hence a more accurate title would
be a short music history. Such a limited space definitely influenced the choice and
amount of information it could share. One question is whether we can agree with the
author’s criterion regarding the choice of data to be included. An example is a rela-
tively comprehensive subchapter on Ancient Greek music, in which different musi-
cians, instruments and notational systems are discussed, but there is no mention of
literary references for Greek music — not even a word on a very important source
such as Pseudo-Plutarch’s treatise On Music. Such examples can hardly be listed in
detail here;" nevertheless, imbalance is a general impression. The way he dealt with
the issue of Serbian music reflects this impression best.

13 Here we will not present examples of mistakes in Ljubomir Bo$njakovi¢’s book. Roksanda Pejovi¢
has pointed some of them out (Pejovi¢ 1999: 169-170).
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Bosnjakovi¢ saw the works of Yugoslav composers in the light of the national
schools in European music. Among Croat composers he chose to give an account of
Vatroslav Lisinski and Ivan Zajc, but chose none of Slovenes. The account of Serbian
music is also problematic. Although there is a chapter on romantic piano music, there
is no information about Kornelije Stankovié¢.™*

Since the book did not contain a chapter on choral music, an outline of Stevan
Mokranjac’s works was omitted (whereas his theatre music for Ivkova slava was menti-
oned together with two authors who wrote about Mokranjac). The only Serbian
composer who was given more space in this book was Stanislav Binic¢ki. Bognjakovi¢
assessed his work more than favourably: he says for Bini¢ki’s overture Equinox that
it is “authentically Serbian and the greatest instrumental work of genuine musical
quality (in the highest sense of the word)” (Bosnjakovi¢ 1921: 106). Indeed, contem-
porary Serbian musicology considers Equinox as one of the finest works by Binicki.
But Ljubomir Bo§njakovi¢ does not mention the Symphony in C Minor by Petar
Konjovi¢, the first symphony in Serbian music, which has not only a historical but
also a real artistic significance. This way, Bo$njakovi¢’s outlook on Serbian music
proves to be not only fragmentary but also unbalanced.

Before literary science, musicology arrived at the concept of art history as a history
of forms. Advocating the so called intrinsic approach in the history of literature, René
Wellek took the example and accomplishments of music historiography as a history of
forms, not as a chronological account of composers’ biographical portraits (Velek 19853
294 ). Bosnjakovié¢ conceived his book to be a history of music forms. However — as he
hinted in the foreword — he neither omitted biographical data nor information on the
context in which certain forms were born. This was certainly necessary since musical
genres were developing and changing under specific historical and social conditions.

Following the evolution of musical forms, Bo$njakovi¢ does not provide much
professional musicological analysis. He lists names of the composers and presents their
short biographies and bibliographies. Instead of an analytical review, he chooses rather
a literary style of expression. And here we come to the central issue of this book.

Specifically, in some cases, Bosnjakovic¢’s plastic formulations strongly affect the
reader, especially one who is not a musician. Speaking about the music of Tchai-
kovsky, he says: “His works are full of captivating melodies” (Bosnjakovi¢ 1921: 150).
This is forceful and accurate, but this is all that Bo$njakovi¢ says about Tchaikovsky’s
melodies. And he does not give a musicological overview of other expressive devices
of his music.

A deeper and more elaborate analysis is also missing in the fragment dedicated to
Chopin: “As a composer he is among the most original ... In all his works he proves
to be a real romanticist, portraying all the particularities of Polish character in the
most expressive and ideal manner” (Bo$njakovi¢ 1921: 131).

There is not a word on Chopin’s harmonic language and style, his melodic aspects
or music forms. Generally speaking, the scholarly aspect of this book is carefully
“supervised”; the professional layer is so confined that in some places musical remarks

14  Kornelije Stankovi¢ (1831-1865) was the founder of modern Serbian art music.
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are strikingly absent. There remains the question why Bo$njakovi¢, a professional
musician, adopted such a style. It is possible that he perceived concert and opera audi-
ences, for whom he intended this book, to be an audience lacking music education.
Therefore what we have here is a book for ordinary use.

The transcription of foreign names in Serbian in this book does not conform to
modern orthographical standards. Ljubomir Bo$njakovi¢ cannot be blamed for this;
at the time he was writing his History of Music these issues were not in focus. We must
not forget that in some music journals of the interwar period, for instance in Zvuk, it
was common to write names in the original form (Zvuk was printed in Latin script).
As it is known, basic normative orthographical principles regarding the transcription
and adaptation of foreign names were established in the Serbo-Croatian Language
Orthography [ Pravopis srpskohrvatskoga knjizevnog jezika | published by Matica srpska
and Matica hrvatska only in 1960.

Ljubomir Bo$njakovi¢’s History of music emerged unexpectedly, almost having
no direct predecessors in Serbia. The book brought a great deal of information on
European musicians of whom little was known in Serbia. Therein lies its importance.
Unbalanced regarding the selection and presentation of material, it arose as a herald
of a presently distant future after World War II, when favourable circumstances in
Serbia and Yugoslavia enabled music historiography to flourish.

Hoping his book would attract in the first place young people who could then
dedicate themselves more conscientiously to music, Bo$njakovi¢ showed in the last
sentence of his foreword that he was well aware that an optimistic pledge he had taken
when he began and finished his undertaking had no actual coverage in real Serbian life.
It was clear to him that there was a great deal more to be done for the sake of elemen-
tary music education before knowledge of artistic music history would make any sense.
However, he wanted to believe that the future would justify his endeavours. The fact
that before this paper Serbian musicology has hardly mentioned this first Serbian
volume on music history and that so far it has not been the subject of a thorough
analysis does not diminish its relevance, but rather tells us to what extent our public
sphere appreciates the efforts of modest and non-established music scholars.

Translated by Biljana Grujovic
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VESNA PENO, ALEKSANDAR VASIC
VOICES FROM THE BEGINNING

BecHA ITEHO, AAEKCAHAAP BACUR

I'AACOBHY C TOYETKA:
PAHA ®A3A MY3UYKE HUCTOPUOTIPAPUJE Y CPBI/I]I/I

(PE3UME)

Y croxeHMM APYHIITBEHOMOAUTHYKUM ycaoBuMa y XIX Beky, moa kojuMa ce
dopMHupara MOAEPHA CPIICKA HAIIMOHAAHA APXKaBa, 0OAMKOBAY KYATYPHOT
HACHTHUTETa AOTIPHHEAR je M IHCaHa ped o My3unu. CBoje MecTo OHa je, IIoueB OA
TpupeceTux roauHa XIX Bexa, HallAa y AHEBHHM AUCTOBHMMA, KIbHDKEBHHM, TIOTOM
U My3udkuM daconucuma. CpIicka 4uTaAayuKa IIyOAMKa MCIIPBa je 00aBelITaBaHa
0 aKTYeAHHMM MY3HYKHM Aorab)ajuMa, a IIOTOM je MOTAA AQ TIPATH pacIpase o
oApeheHHM My3HYKOTEOPHjCKUM IIUTABUMA, TE AQ CE YIIO3HAje C HOPTPeTUMa
3aIaKeHMjUX CPIICKUX KOMIIO3UTOPA 1 u3Bohaua. Y ycAoBUMa y KojuMa cy Mehy
AQAEKO OPOJHUjUM MY3HYKMM AMAaTEPHMA CPIICKY MY3HUKY CLjeHY MOYHEbAAN
A OOAHKY]jy TeK HEKOAMIIMHA Ha 3aIIAAHOEBPOINCKUM OCHOBAMA MIKOAOBAHUX
My3H4apa, roauHe 1874. mojasraa ce mpsa 6uOAHOrpaduja CpIIcKe My3HKe.

Hamucu o My3unu CBeAOYHMAM CY Y LIEAHMHH O BHIIE HEro CKPOMHOM
My3H4KOOOPa3OBHOM CTATyCy BUXOBHUX IIHCALIA, KOJUMA CY; C PETKUM H3y3eIiMa,
HCTOPHjCKY Pa3BOj U TEOPHjCKH CUCTEM eBPOIICKE YMETHHYKE My3HUKe U L{PKBEHO-
(POAKAOPHIX MY3HYKUX [IPAKCH HAPOAR Y OAMCKOM OKDYKeHy OHAY TeK ACAUMUYHO
nosHaru. Ho, ayTopu HUCY OACTYIIaAN 0A TOTA AQ, Y3 KAYIHY — HHPOPMATHBHY
HOPYKY, CBOjUM CIIUCHMA 0be30beAe HATAAIIEHO AMAAKTHYKY H POAONSYOHUBO-
npomnaraHAHHU KapakTep. OTyAa BEAMKO MHTEPeCOBabhe IPBUX, YCAOBHO PedYeHO,
MY3HUYKUX UCTOpHOrpada 3a CPICKY LPKBEHY U POAKAOPHY MY3UKY. 3aMeLjH
HAI[IOHAAHE UCTOPU]je L{pKBEeHe My3HKe HALIAU Cy Ce Y CIIOMEHHIJaMa PAa3AMINTHX,
OpojHuX meBauKHUX ApymTaBa. PparmeHTapHe HCTOPUOTPAdCKe MIPUAOTE
[PEACTaB»ajy U HOIINCH AeAd, Onorpaduje 1 HeKPOAO3H 3aCAYKHHJUX MY3HIKIX
[IOCA€HUKA, HAPOUUTO OHUX KOjHU CY Mel)y CyHapOAHHI[IIMa IIUPHAU €BPOIICKY
My3HIKy KyATypy. EbuMa Tpeba mpubpojaru u mpBe 0CBpTe Ha CTBAPAAAIITBO
[0jeAVHUX [IO3HATHX eBPOIICKIX KOMIIO3UTOPA.

IIpemaa cy 3HAYajHUjU U YTHUIIAQjHUjU CPIICKU MY3HYapH HA IIPEAOMY ABa
croAeha, mpe cBera OHU KOjU Cy My3HYKO 00pa3oBarme CTEKAU HAH YCaBPIIABAAU
Yy UHOCTPAHCTBY, UMAAU NPUAUKY Ad Ce YIO3HAjy C Tapa aKTyeAHHUM
HUCTOPHOrpadCKUM MY3HKOAOUIKMM PAapOBHMA, Mely muMa HUKO HHje 610
3aMHTEPEeCOBaH AQ 6ap Ha CPIICKM je3HK IIPEBEAe COAMAHMU]Y HHOCTPAHY UCTOPH)Y
My3HuKe. Y yCAOBHMMA Y KOJHMa je OMAO HEOIIXOAHO HajIIpe My3HUYKH OMHCMEHHUTH
Hanujy 1 usHahu HajepUKaCHUjU Iy T AO TOTOBUX BOKAAHUX M HHCTPYMEHTAAHHX
usBohaua, cacTaBmarme IPUPYIHEe HCTOPHje YMETHHUKE My3UKe HHje YOIIIITe
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cnomumano. OBaj 3apaTax je, Mel)y sHaTHO apUpMICAHUjUM CaBpEMEHHUI[HMA,
npeyseo 1920. ropune /oybomup bommaxosuh,

Toaune 1921. uspaBauka kiwkapa ,Hanpeaax” y ITanuesy ob6jasuaa je Hcitiopujy
mysuxe /oy6omupa Bommakosuha (1891-1987). To je mpBo U jeAMHO U3AAE
Te KIbHI€, HAKO je ayTOp KacHHje paAuo Ha ieHoj npepasu. Bommakosuhesa
Hcinopuja mysuxe KOMIIOHOBaHA je U3 TPH AAd U TPUHAECT ImoraaBsa. OHa
CaAPIKH U IIUIITYEB IIPEATOBOP, AUCTY KopHinheHe ANTepaType, pe4HUK OCHOBHHX
MY3HYKHX TEpPMHUHA U CITHNCAK UCIIPABKH.

AyTop je cBOje AeA0 0p 167 cTpaHHUITA KOHIJUIIIPAO KAO UCTOPH]Y OAAOpaHUX
MY3HYKHX )KaHpoBa i BpcTa. OBa Hciiopuja mysuke mpaTi HCTOPH)Y OpPaTOpPHjyMa,
olepe 1 HHCTpyMeHTaAHe My3uke y EBporm. HeBearkor o6uma, Kisira 6u 3arpaBo
TpebaA0o Aa HOCH HACAOB Kpailikd ICTOPHja My3HKe.

Byayhu caxera, oBa 1 0BakBa KibHIa 0 AeQUHULUjU MOPa OUTHU ,HELIOTIIYHA,
I1a 3aTO eBEHTYaAHA IIPHUMeADA Y TOM IIpaBIjy HeMa mpaBy moeHTy. MehyTuwm,
AyTOpH CTYAMje YKa3aAM Cy Ha IIpUMepe HejaCHOT KpUTepujyMa y usbopy
My3HYKOUCTOpH]jcKe rpalje, a rAeKap U HeyTeMesEHHX BPEAHOBAbA.

AnaAu3a IMIIYEBOT IIOCTYIIKA [IOKA3aAa je AA je OH CTPOro KOHTPOAKCAO YIOTpeby
CTPYYHUX U3pa3a U A j€ PEAATUBHO 9€CTO YMECTO 32 €AeMEHTHMA My3HKOAOILKE
erabopanyje mocesao 3a CAOGOAHUM, AUTepapHUM HckasuMa. To ykasyje Ha
YUBEHHUIY A Ce Iucall npe cBera o6pahao my6aunu ckpoMHOr My3H4KOT
obpasoBama. TuMe je merosa Kimura A061AQ KapaKTep MOMYAAPHOT, KPATKOT
BOAMYA KPO3 HCTOPHUjy MY3HUKE.

Bommakosuhesa Hciiopuja mysuxe ojaBraa ce M3HeHaaa U 6e3 IIpaBe MpHIIpeMe,
Kao ITHOHUPCKO AGAO Y CBOjOj BPCTH. 3aAyTO, Y HAPEAHHX ABaAECeT TOAMHA, AOK
HICY HaCTaAa Heo0jaBreHa CKPHUIITA U3 UCTOpHje My3suke Muaoja Muaojesuha,
npodecopa Ha Purozodpcxom dpakyarery y beorpapy, oHa Huje pobuaa
nocaepnuka. Kao rakBa, ona 3acayxyje maxisy. OBOM KIUTOM CPIICKH YHTAAAI]
AOOHO je Ha CBOMe je3HKY AEAO KOje HHlje YjeAHaUeHO, AU KOje My je AOHEeAO OpojHe
MIOAATKE O €BPOIICKMM KOMIIO3UTOPHMA.

KayaHE PEYM: /oy6omup Bormakosuh, Mysuuxa ncropuorpaduja y Cpbuju, Meropororuja
Mysuuke ucropuorpaduje, Ayman Hepmexos, Jopan Msanumesuh, Cresan Xpucruh
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In this article I will talk about preliminary steps for wider research — the history and
ethnography of popular folk music of the Balkans. I will reflect on the musicscape
(socially, culturally and aesthetically organized soundscape) of the Balkans which
currently may be considered as the most common, even from the ethnomusicolo-
gical point of view. I am talking from the perspective of an “insider” ethnomusico-
logist from the Balkans (to be precise, from Serbia) and I argue that “Balkan music”
is a term of the global popular music industry (not of ethnomusicology and even
not strictly of local popular music markets, where recently it has acquired a different
meaning related to the space of the former Yugoslavia). The structure of this paper
is the following: I will give a very short overview of the extensive literature about
the notion of the Balkans, emphasizing ethnomusicological literature relevant to this
topic. I also underline the question of the definition of the “Balkan” popular music
label and isolate its main structural characteristics. Finally, I offer a new possibility of
(re)considering a specific music genre of the region based on research into urban folk
music practices. My aim is not to neglect Balkan music stereotypes hitherto related to
today’s popular music industry, but to call for a joint (ethno)musicological research
of a common, pan-Balkan heritage, which was marginalised in scientific discourse
because of its orientation towards national heritages, built from rural musical folklore,
since the nineteenth century. This means thinking beyond current national borders,
but also moving borders of topics and tools in Balkan ethnomusicologies.

CONCEPTS OF THE BALKANS IN LITERATURE
GENERAL CRITIQUES OF THE CONCEPTS OF THE BALKANS

Starting with Maria Todorova’s landmark study Imagining the Balkans (Todorova
1997), numerous authors have raised their voice against stereotypical images of
Southeastern Europe, i.e. the Balkans. As is known, her work was grounded in Edward
Said’s Orientalism (Said 1978), the book which revealed the metaphor for the Eastern
“Other” suppressed by the hegemony of West. In Todorova’s work, the Balkans is
interpreted as a European “inner Other”, i.e. an incomplete East and at the same time
an incomplete West. It is very important that she emphasized the role of the Ottoman
legacy in the region, and we can add the perspectives of general Mediterranean and
Slavic connections (more in: Medi¢ and Tomasevié 2015), but also of Byzantine and
Austro-Hungarian empires to the history, and, today highly relevant, Yugoslav heri-
tage and diaspora contexts (and all of the aforementioned mega-categories, as well as
national markers, could be topics for significant debates in our disciplines). As Milica
Baki¢ Hayden wrote (Baki¢ Hayden 1995), the Balkan in Europe is in the process of
“nesting orientalism”, which means that the Balkan as a metaphor is not geographi-
cally fixed, but it is always more eastern than a particular country (in Baki¢ Hayden’s
case, Yugoslavia). Todorova observed the Balkans as the margin of Europe, and Kathe-
rine Fleming (Fleming 2001) emphasised its liminality. From various perspectives, it
can be concluded that “the Balkans” is a metaphor (cf. Bjeli¢ and Savié¢ 2002). Never-
theless, the Balkans, in today’s political discourse on South-Eastern Europe and in
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the works of numerous researchers, is viewed as a crossroads between the East and
West in Europe, with the connotations both of the meeting and the clash of cultures.

Almost twenty years after the publication of Todorova’s book, the term “the Balkans”
seems to have lost some of its negative connotations related to wars in favour of charac-
teristics with positive overtones, such as the Balkan peoples’ joie-de-vivre and their
aptitude for entertainment, which is strongly associated with music. Various resear-
chers from the realms of literature (e.g. Goldsworthy 1998), film (Iordanova 2001),
dance (Dumnié 2009) and music (Markovi¢ 2013) have contributed to the problema-
tization of the Balkans. After the acknowledgement that the Balkans is an imaginary
symbolic place, there are three important steps. The first is a deconstruction of nega-
tive representations of the Balkans which originate mostly from the nineteenth-century
foreign travelogues and the twentieth-century histories — these regard the Balkans as
aviolent and uncivilised place, previously under Ottoman then under communist rule
(i.e. the Eastern enemy), and also as a territory of small nationalistic states which fell
apart through war. The second is a repercussional construction and perpetuation of
(pseudo-)positive stereotypes about the Balkans — that it is actually an “ethnographic
museum” on the periphery of Europe with colourful folklore, ecstatic experience
and finally wild entertainment - aside from food and drink in this basically touristic
approach, an extremely important role is played by folk music. These stereotypes are
called “(pseudo-)positive”, because their final goal is usually the commodification of
folklore, although they are positive (in comparison to the previous group) and have a
huge impact on international visibility and, consequently, the development of huma-
nistic disciplines and folklore in the region. These two kinds of stereotypes originate
in the extra-Balkanic, “Western” discourses. The third step in the consideration of the
music of the imaginary Balkans is autobalkanism, i.e. an internalisation of stereotypes,
so nowadays we have the topic of the Balkans with the meaning of the feeling of infe-
riority towards the West (Todorova 2006: 96), but also as a part of a cultural policy in
representative strategies (more in Dumnic 2012), especially popular music industry and
entertainment in tourism. All three types of approach bring their own metaphorical
soundscapes of the imaginary Balkans. In the spirit of postcolonial studies, Todorova
asked the question whether it is possible that the subalterns might speak for themse-
Ives and whether the impossibility of self-presentation makes them oppressed (Todo-
rova 2006: 33), so this article is motivated by that thought — speaking about the Balkans
from the Balkans, but also for the Balkans.

THE BALKANS IN ETHNOMUSICOLOGY — A VERY GENERAL OVERVIEW

The areal ethnomusicology drawing from fieldwork throughout the Balkan peninsula
has been a fruitful topic for numerous local and foreign ethnomusicologists and there are
several significant publications on this topic (cf. Peycheva and Rodel 2008; Laji¢ Mihaj-
lovi¢ and Jovanovi¢ 2012; Samson 2013). The very term “the Balkans” has raised special
interest in the ethnomusicological research of the “outsiders” (especially from English-
and German-speaking disciplinary traditions). Ethnomusicological research has dealt with
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rich folk music heritage, so every national ethnomusicological “school” is doing collec-
ting work in the field, transcription and analysis, classification and comparison, organo-
logical and contextual interpretations — there are numerous (valuable) contributions on
the various aforementioned topics. Thus, in ethnomusicology there cannot exist only
one imaginary musicscape of the Balkans — it may be any ethnic local rural (usually ritual)
practice vocally and/or instrumentally (one might think here of various folk instruments)
performed monophonically or (more “exotically”) as multipart music, often within a
narrow melodic range and with specific rhythms (e.g. aksak), with possible accompani-
ment, such as (chain-)dance. Ethnomusicology in the region has developed rapidly since
the period after World War II, and was influenced not only by the “Eastern” paradigm
(present in communist countries), but also by the “Western’, so there are not only ethno-
graphical and analytical methodologies employed, but also anthropological and critical
studies based on local/regional material. Despite their different languages, ethnomusico-
logists in the region now collaborate under the umbrella of the International Council for
Traditional Music (especially at the biennial conferences of the Study Group for Music and
Dance in South-Eastern Europe since 2008, cf. http://www.ictmusic.org/group/music-
and-dance-southeastern-europe), mostly in English; and there are valuable publications
which thematicized important common topics about music and dance (such as tradition
— transition — revival, media, governmental policies, educational systems, terminology,
crossing national borders/intercultural communication, improvisation, professionaliza-
tion, inter/postdisciplinarity in ethnomusicology and ethnochoreology, Southeastern
Europe in the post-1989 era, audio-visual ethnographies, myths and rituals, migrations,
carnivals and masquerades and sustainable development).

“BALKAN Music” IN THE POPULAR MUSIC MARKET

The Balkans were interesting for the international music and dance market in the
first half of the twentieth century; for example, there was the record label “Balkan”
and also the kolo dance scene in the United States of America (cf. Lausevi¢ 2007).
Stronger interest in the Balkans has coincided with the breakthrough of the popular
music label which refers to it in its name and which has acquired a well-rounded
discourse and a set of folk representations of the Balkans. By supporting the Balkan
stereotypes described by Todorova, this music has found its place in the world music
market predominantly outside of the Balkans (but with an impact on the music
recorded in the Balkans) and it largely commodifies the imaginary Balkan soun-
dscape. In her dissertation about Balkan music stereotypes, Aleksandra Markovi¢
pointed out several steps in the stylistic diachrony of the “Balkan music” label: Le
Mystére des Voix Bulgares in 1970s (which introduced “village heterophonic singing”
[Markovi¢ 2013: 59] and actually represented the Balkans as a peasant place), then,
the popularity of Romany musicians from Esma Redzepova onwards (who are appre-
ciated as wild, skilful, mysterious, exotic /Markovi¢ 2013: 61/), the wave of post-2000
Romanian brass bands and the Gu¢a Trumpet Festival in Serbia (“genuine madness”
[Markovi¢ 2013: 61-62]) and finally danceable Balkan Beat (a combination of electro-
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nics and live instruments which stresses the metrical component, partly parodic and
suitable for internalization; and it may be added here that it is different from the
rather artistic Balkan jazz). From my research into Balkan sound images in Serbia,
the essential characteristics (impossible-to-avoid stereotypes so far!) are: trumpet
accompaniment, emphasized es-tam (fast double) or aksak (7/8, 9/8) rhythm, appe-
arances of the hijaz tetrachord, the timbre of backing vocals typical of the singing
manner of the Central Balkans, singing in Slavic or Romany languages. Aside from
that, diaspora communities from the Balkan countries (especially from the former
Yugoslavia — guest-workers and refugees; finally EU citizens) increased the visibi-
lity of the Balkans in their new European surroundings and created a nostalgic soun-
dscape of their homelands. Nowadays, their Balkan music refers mostly to the one
I am discussing here, music in the Balkans, which indicates that the label “Balkan”
(Goran Bregovi¢, Emir Kusturica, Boban and Marko Markovi¢, Fanfare Ciocarlia,
Gogol Bordello, D] Shantel, Balkan Beat Box etc.) is not made for them (although
contemporary “Balkan music” uses some structural elements of that newly-composed
folk music), but predominantly for foreign fans of particular performers and “hybrid
authenticity” (in Alexandar Markovi¢’s words [2015]).

URBAN FOLK MUSIC OF THE BALKANS

With this article I want to call for ethnomusicological research of the urban folk
music of the Balkans, and its possibility is encouraged by the existence of procee-
dings (Shupo 2006) concerning various folk music phenomena in urban settings,
from different researchers, localities and times, and then by the similar aspirations
of colleagues in Bulgaria which are related also to “Balkan fusion” in the domain of
world music (e.g. Dimov 2001, Statelova 2017), and with inspiring work which empha-
sized the cultural, social and political aspects of regional /national popular folk music
of ethnomusicologists interested in the Balkans (e.g. Rice 2002, Stokes 2010, chap-
ters in Buchanan 2007). I will present the historical background related to this idea,
and my suggestions for further research possibilities. An illustrative example of pan-
Balkan music heritage is the popularity of the song Uskudara (in the Serbian version
Ruse kose, curo, imas), but the main question should not be where are the Balkan and
who exclusively owns (or does not own) that particular song (as in the famous Adela
Peeva movie Whose Is This Song?) — given the lack of evidence, these are out-dated
and often endless debates. I propose synthetic and comparative research dealing with
omnipresent phenomena, which is currently not researched in terms of historical
traces, geographical dispersion, musical structure, local connections and adaptation,
although its social meaning has been valuably researched (e.g. Vidi¢ Rasmussen 2002,
about newly-composed folk music).

By the syntagm “urban folk music” I mean “the other” folk music from the usual
ethnomusicological point of view — not rural musical folklore, but regional popular folk
music which can be traced from the nineteenth century, which is an amalgam of local
rural folklore practices, Eastern and Western influences and which is conditioned by
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production, reproduction, dissemination and consummation via mass media and live
performances. Its synonyms all over the former Yugoslav countries may be varoska or
sevdalinka (depending on the context). The definition of popular music by Bruno Nettl
was important for this research: “1) it is primarily urban in provenience and audience
orientation; 2) it is performed by professional and trained, but normally not very highly
trained musicians who usually do not take an intellectual view of their work; 3) it bears a
stylistic relationship to the art music of its culture, but a lower degree of sophistication;
4) in the twentieth century, at least, its diffusion has been primarily through the mass
media of broadcasting and recording” (Nettl 1972: 218). My work was devoted to urban
folk music before World War II in Serbia, i.e. early popular music, and the subsequent
genre after the War (and today), starogradska muzika (old urban music), and now I
am broadening my research to the post-war genre novokomponovana narodna muzika
(newly-composed folk music), so my examples are from that area.

The material that I researched relating to aspects of starogradska muzika genre
includes popular sheet music (editions by Jovan Frajt from Belgrade and “Nota” from
Knjazevac) and sound editions - the available discopgraphy of 78 rpm and LP gramo-
phone records (such as “Edison Bell Penkala’, “Jugodisk” from Belgrade, “Jugoton”
from Zagreb, “Diskos” from Aleksandrovac), radio broadcasting programmes before
World War II (according to Radio Belgrade Illustrated Weekly), but also personal
field recordings of performances (from taverns in Skadarlija), as well as material for
contextualization such as various printed/electronic media narratives, official archival
documentation from Belgrade, published memoirs and personal in-depth interviews
with prominent musicians.

With the analysis of discography, scores and appendices for musicians’ licences I
defined the repertoire. I isolated the songs and their particular structural characteristics
may be compared with other national urban folk music practices (cf. Dumni¢ Vilotijevi¢
2018). L also revealed who were the key persons and institutions that created the policies
and the body of urban folk music before World War II - i.e., music publishers, bands
with leaders, composers, poets, popular singers (cf. Aymruh 2016), because those results
may be important not only locally, but also for the research of musicians’ networks and
musical influences and relationships in the region. A huge debate may be raised related
to the topic of influences and their markers, and especially about the role of Romany
musicians and their polymusicality. Urban folk music from Yugoslavia was, on records
and in radio programmes, always labeled “folk music” (eventually “Serbo-Croatian”
or “Serbian” was added). The only different marker was “Gypsy”, which had a special
marketing value for the fans (in terms of authenticity and virtuosity), but at the same
time it was criticized as kitsch (just as in today’s discourse). From the interwar period a
strong influence of jazz music began to be felt; professional musicians were performing
folk, jazz and classical music within their repertoire. At that time, the influences which
were criticized were Romany (meaning Eastern, but also nomadic), Spanish (Southern),
Hungarian (Northern), a pressure to modernize (i.e. Western), but also the context of
tavern (kafana) performance was very disputable. As demonstrated in great detail in the
books by Lozanka Peycheva (1999), Svanibor Pettan (2010) and Carol Silverman (2012),
contemporary Romany musicians are an important factor in the region because of their
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mobility, “polymusicality” (the alaturka and alafranka dichotomy is a good metaphor)
and their highly appreciated way of playing (in terms of technical virtuosity and meli-
smas), as was also the case in the past.

To summarize my musical analysis (it is known that lyrics were usually about
love, but in some cases also patriotic) of a possible “new” concept of the Balkan
musicscape: the tunes were cantabile and wave-like, with a large range (up to a tenth),
double or triple bar measures, simple rhythm (sometimes parlando rubato or aksak).
Harmonies were simple also: non-dense chord progression (tonic, subdominant,
dominant sphere), diatonic modulations to the closest tonalities, sometimes with
mutations. Accompaniment was simple, but its texture depends on the ability of the
pianist or the orchestra. When we speak about the genres of urban folk music after
World War 11, novokomponovana narodna muzika and a reaction to it, starogradska
muzika, their characteristics are very similar (especially in starogradska which refers
to the urban folk music before the War), and the main differences are the result of the
aspiration towards following progressive tendencies in global popular music (metro-
rhythm from particular popular dances, vocal timbre and ornamentation technique,
orchestration, which demands electronics and loud sound systems).

Performances in a particular context lead to the fact that these simple characte-
ristics acquire complexity (in terms of orchestration, variation and improvisation),
but also the affective potential on the audience who experiences it and participate:
that context is the tavern. My research is also dealing with the dynamics of perfor-
mances, in which we can trace principles of macro-form building in particular tona-
lities and metro-rhythmical patterns, poetic themes, but also in the interaction with
the audience, which is based on remuneration (Dumni¢ 2017); this is a completely
pan-Balkan performance context.

Why is the potential of Balkan urban folk music recognized here? There is a tradition
of regional popular music, different from Western/global popular music, which synthe-
sizes various local musical practices, emphasizes the overcoming of national borders, and
which is widely accepted, practiced and transmitted in the region. It can be concluded
that the pan-Balkan urban folk music tradition is a form of Iyrical love song harmo-
nized and orchestrated in a “modern”, i.e. Western, i.e. actually Central European way,
but based on national language, particular scales, metro-rhythms, melodies, melismas
(which are often associated with Eastern, i.e., Ottoman-derived, heritage, especially the
augmented second in melody). Also, more attention should be paid to the potential of
contextually similar regional phenomena. I found similarities between urban folk music
practices in Albanian urban songs, Bulgarian urban songs (very similar characteristics
according with the comparison in the work of Nikolay Kaufman /Kay¢man 1968/),
Greek rebetiko, Magyarnota, Macedonian ¢alga, Romanian Romani music, Slovenian
old popular music, Turkish fasil, even Prague songs, musical practices of Jews, Romani
and Russians at the Balkans. According to my comparative research into the ethnomu-
sicological literature about regional urban folk music practices, urban folk music in the
first half of the twentieth century in Belgrade took not only the contexts of performance
and distribution, but also the instrumentarium, ensemble models and musical pieces
(or their parts). On the example of the song Uskudara and its national variants, Donna



98

MY3UKOAOTHUJA / MUSICOLOGY 25-2018

Buchanan concluded: “First, while most of the renditions have resulted from intercul-
tural contact, their significance lies elsewhere, in their stylistic content, which docu-
ments the changing social, political, and economic circumstances of one or another
Balkan people over the past century. (... ) Second, in contrast to this strongly asserted
diversity, the popularization of a single song in so many venues also reveals circuits
of Balkan interchange well-established prior to those of contemporary global media.
Conversely, similar circuits are also informing the mass-mediated, stylistic intercultura-
lity permeating today’s Balkan ethnopop genres, whose significance is linked in part to
the re-positioning and re-defining of the Balkans, as region and states, within the New
Europe” (Buchanan 2007: 3-4.).

The history of regional folk music had an interesting development after World
War II. In the second half of the twentieth century, urban folk music in Yugoslavia
(not only Serbia) rapidly evolved into a genre of newly-composed music (more in:
Dumni€ Vilotijevi€ forthcoming). A division of repertoires among the Yugoslav
republics, provinces and regions which had their own melos (emic musicians’ term
for musical style) became very important. The relation of the rural and the urban in
urban folk music in socialist Yugoslavia was explained negatively among contempora-
ries, as being a cultural contamination of the village and at the same time by the indu-
strialization of society, whose consequence was a massive migration from villages to
cities, where newcomers brought in their musical habits and tastes. From the 1960s-
1970s the accordion began to suppress string and tamburitza orchestras, and from
the 1980s onwards the influences of global popular music from Turkey, Greece and
Bulgaria became very strong. And it is important that in the case of Serbia, it is not
only about received influences, but also about influences from within it. Unfortuna-
tely, extreme political circumstances in Yugoslavia led to the politicization of the genre
of newly-composed folk music as an artistically valueless escapism from the reality of
war and isolation (often named in the literature from 1990s as turbofolk), in spite of
leading to the insiders’ comparison with similar genres in neighbouring countries. As
is explained in the books Manele in Romania and Etnopopbumot, the genre of newly-
composed folk music was very influential during the communist period in Romania
and Bulgaria, so music was made which imitated it. What is also known is that today
the most popular performers buy music for songs from composers across the Balkans
whose work is known in all Balkan languages (including Greek and Turkish), so in
this genre a common future history will be possible as well.

Finally, I would like to point to the parallels with other countries in the region,
which are nowadays obvious in the cases of Bulgarian chalga and Romanian manele
— “Balkan ‘Oriental’ ethno-pop”, as Margaret Beissinger called it very recently. I will
cite observations of ethnomusicologists Anca Giurgchescu and Speranta Radulescu
with which I agree: “Seen from the objective distance that an ethnologist attempts
to maintain, manele (and we can say every contemporary urban folk music genre,
M.DYV.) are the cumulative product of Romania’s Balkan-Oriental past (we may add
urban, M.DV), the nationalist cultural policies of the communist regime (in Yugo-
slavia/Serbia the situation was different, M.D.V), Western cultural pressure, acce-
lerated globalisation, and the wild capitalism marring the country in the last two
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decades, including the unclear social relations it has generated. Manele are not simply
music but rather a complex, syncretic phenomenon, borne from the fusion of a rela-
tively new vocal and instrumental music on the one hand, and specific lyrical verses,
dance, gestures, speeches, clothing, visual symbols, and patterns of behaviour during
its production on the other” (Giugrchescu and Radulescu 2016: 4). I see this as good
platform for future joint research (both historiographical and ethnographical).

INSTEAD OF CONCLUSION

To conclude with an open call for discussion: may the Balkans be presented in a diffe-
rent way, opposite from already-researched rural music practices and contemporary
music industry, and can urban folk music be an additional soundscape of the imagi-
nary Balkans? With the research into new sources relating to this omnipresent music,
I say yes. What should be done is to prepare collaborative historiographies, ethno-
graphies and music analyses in order to compare findings. I argue that special atten-
tion in this type of research should be devoted to aspects of popular discographies
(especially of historical commercial sound carriers) and to an understanding of the
dynamics of performances, especially in the tavern context. One of possibilities for
enabling regional history and the future to cohere may be in researching the common
tradition of urban folk music.
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Maruja AYMHUE BUAOTUJEBUR

CABPEMEHA YPBAHA HAPOAHA MY3UKA HA BAAKAHY:
O MOT'YEHOCTHUMA 3A PETMOHAAHY UCTOPUJY MY3UKE

(PE3UME)

Kmura Mapuje Topopose Umaiunaprnu Baixan (Todorova 1997) 6uaa je croxep
OPOJHHX TOTOUX TEKCTOBA KOjU Cy Ce POTHBUAU CTepeoTHI3anuji Baskana. Buure
OA ABaAECET FOAMHA HAKOH HeHOT 06jaBarBarba AcAyje Ad je mojam ,Baskan” usry6uo
AeO0 HETaTHBHIX KOHOTAIIMja KOjH Cé OAHOCHO Ha PaTOBe Y KOPUCT OHMX C MO3UTUBHUX
IPU3BYKOM, Kao IITO Cy joie-de-vivre Baakanria 1 3a6aBa Koja je CHOXKHO IOBe3aHa ¢
MysukoM. C ApyTe CTpaHe, apeasHa eTHOMY3HKOAOTHja KOja Ce OCAAmha Ha TePeHCKa
HCTPOKMBAEA IHPOM BaAKAHCKOT TIOAYOCTPBA MAOAHO je UCTPKHBAYKO II0Ms€ 32 OpojHe
AOKAAHe ¥ HHOCTpaHe eTHOMY3HKOAOTe. 3aTHM, caM je TepMuH ,baskan” mpobyaro
HHTepeCOBalbe BUIIe eTHOMY3HKOAOTA ,ayTCajaepa’, KA0 U My3HUKe HHAYCTPHje.

OBaj paa HaIKCaH je U3 BU3ype eTHOMY3UKOAOTA ,MHCajaepa” Ha BaakaHy.
ITocraBmeHO je Hajupe nuTame AePUHUCABA My3HUKe OApeaHuIe “Baskan” u
AVICKYTOBAHe Cy IheHe OCHOBHE CTPYKTypaAHe Kapakrepucrrke. Konauno, monyhena
je HoBa MoryhHOCT pasMaTpama CleluHUIHOT PErHOHAAHOT My3HUIKOT XKaHpa
3aCHOBAHOT Ha MCTPaKHBARbY I'PAACKHX HAPOAHHX My3HUKHX ITpakcu. [IpeacTaBrene
CY KapaKTepUCTUKe TPAACKUX HAPOAHUX MY3HUKHX IIPAKCH OA APYTe ITOAOBHHE
AEeBETHAECTOT U IIPBe IIOAOBHHE ABAACCETOT BeKa y 3eMsaMa Ha baakaHy, ¢ Haraackom
Ha BUXOBUM cAngHOCTHMA. Takolye, caraepaHa je u crrerdrrana $opma IOIyAapHe
HapOAHE My3HKe KOja je 4eCTO KPUTHUKOBaHa — CaBpeMeHa IPaACKa HapOAHA My3HKa.

Kay4HE PEUM: BaAkaH, My3IUKE CTEPEOTHIIM, €THOMYSHUKOAOTHja, ypOaHa HAPOAHA MY3HKa,
IIOITyAAPHA MY3HKa
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ATICTPAKT:
Y 0BOj cTyAuju MaXxmka je pOKycHpaHa Ha peKOHCTPYKIU]jy IMHjaHUCTUIKOT
peneproapa Kopueanja Crankosuha, kako 61 ce HCIIMTA0 OAHOC HETOBHX
U A€A3 HHOCTPAHHUX KOMIIO3UTOPA, Ka0 M KOAMKO je KOHIJeNIiuja Iporpama
OmAa yCAOBSEHA CpeAMHaMa y KojuMa je HacTymao. Hakon yBuaa y Hammce y
OHOBPEMEHOj IITAMIIH, KA0 U y CayyBaHe IIAAKaTe Ca KOHI|epaTa, U3ABOjeHe Cy
KOMIIO3MIIHje KOje Cy Ce HaAa3HAe Ha HerOBOM IHjaHHCTUYKOM pernepToapy. s
0BOra papa 610 je 1 Ad ce yKaKe Ha AKTYEAHOCT U3BOI)eHMX KOMITO3HIIHja, IITO
je, uamehyy ocrasor, omoryhuo u yBrp y HeMauky mTaMITy pasMaTpaHOT IIEPUOAQ.

KayaHe PEun: Kopreanje Crankosuh, KOHLepTH, periepToap, My3idKa KpUTHKa

Kopneanje Crankosuh, xoju je paHe ropuHe sxuBoTa nposeo y byaumy, Apaay,
Cerepuny u Beuy, npBe yacoBe 13 KAaBUPa AOOHO je y Apaay y AOMY CBOje cTapuje
CecTpe, KOja je HAKOH CMPTHU POAUTEdA TIpey3eAa 6pury o 6pary (Hophesuh 1950:
45). Kao rumnasujasan y Ilemtu yuno je Mysuxy, a 3axsamyjyhu oueBoM mpujaresy,
Beaenocepnuky ITaBay Pubuukom op Cxpubemha, 0p 1850. roAHe HacTaBHO
je Mysuuko ycaBpimapame y beuy. Op moce6HOr 3Hayaja 3a HeroBo yMeTHHYKO
OIpeaenerbe 1 cazpeBare O1AO je mKosoBame y Beuy, koju je y Bpeme Crankosrhesrx
CTyAMja OHO LjeHTap CAOBEHCKe eAHTe. BoraTu KyATypHH U IIOAUTHYKH XXHBOT IPaAd
OCTaBHO je CHa)XaH IIe4aT Ha MAAAOT YMETHHKA: KOHTAKTH Ca CPIICKMM M CAOBEHCKUM
KPY>KOKOM U BMXOBHM HA€jaMa, a MOCeOHO CTyAHje KOA yBakeHOT mpodecopa

Cryauja je pabena na npojexry Mysukoaomxor uncruryra CAHY Hgenthiuiieriu cpiicke my3uke
0g Aokainux go irobarnux oxeupa: wpaguyuje, ipomene, usasosu (OM 177004), koju dunancupa
MuHHCTapCTBO IIPOCBETE, HAyKe M TEXHOAOMKOT pasBoja Pemrybanke Cpouje.
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KonsepBaropujyma, KOMIO3UTOpa, THjaHUCTe U TeopeTndapa, Cumona Cexrepa
(Simon Sechter).

Bpewme HajaxrusHuje koHIepTHe AeaarHocTH K. Crankosuha jecTe meprop HakoH
3aBpIIeTKa MIKOAOBama y Beuy 1855. 11 1856. roanne. KacHuje ce y4ecTas0CT HeroBux
KOHIjepaTa Ipopelyyje, mTo je 6HAO yCAOBASEHO M YMETHHKOBHM AOIINM 3APABCTBEHIM
cramem. Crankosuh je HacTymao Ha KoHIepTUMa y Xa636ypmkoj monapxuju (Bew,
ITemra, Byaum, Kao 1 y MHOTMM IPapOBMMa Ha TEPHTOPUjH AaHambe BojBosuHe)
u Kuexxesuuu CpOuju, Ha KOHIIePTHMA Ca MEMIOBUTUM IIPOTPAMHMA, KOjU Cy
MOApa3yMeBaAX 1 ydemhe APyTHX yMeTHHKA HAM aHcam6aaa. Hajuemthe je HacTymao
Ca CBOjHUM IIpHjaTereM, AKAAEMCKHIM CAMKAPOM 1 IeBadeM amaTepoM, Crearnom Topo-
posuhem. Y Ayiiobuoipapuju Topoposuh oTkpuBa Aa ra je ynpaso Crankosuh yuno
IIeBaEby U AA je Ha IeIOB HArOBOP IIPUCTAO0 AQ YYECTBYje Ha IOMEHYTUM KOHI[epTHMA
(Toaoposuh 1951: 32).

Y HacTOjamy Ad Ce IITO AeTasHUje PeKOHCTPYHIIE HjaHUCTHIKH PerepToap
Kopueanja Crankosuha, Te HCIHTa OAHOC B€TOBUX U AAQ HHOCTPAHHX KOMIIO3UTOPA,
3aTHM KOAMKO je KOHIJeIII[ija IIporpamMa OuAa yCAOBAbEHA CPeAMHAMA Y KOjUMA je
Cranxosuh HacTyIao, GHAO je HEOIIXOAHO ATAAHO MCTPAKHUTH HAIKCE Y CPIICKO]
urramnu u3 XIX Beka,” Kao U cadyBaHe IAaakare ca KoHepara.’ Hakon ysupa y rpahy
H3ABOjeHe Cy KOMITO3HUIIHje Koje Cy ce HaaasuAe Ha CraHKoBHheBOM IHjaHUCTHYKOM
peneproapy. [Topea corcrsennx koMmosunuja (Bapujanmje Ha HApoAHe 1 rpabaHcke
ecMe, 06pase HAPOAHHX ITeCaMa M Urapa MAU HHTEPHAIIMOHAAHU CAAOHCKH [IA€COBH
nomyT noake u kappuaa), Crankosuh je nssopno u aeaa ®panna Aucra (Franz
Liszt) n Curucmynpa Taa6epra (Sigismund Thalberg), aan u Tapa nonyaapHux,
a AaHAC 3a00paBA>EHUX CAAOHCKMX IIHjaHHUCTA-KOMITO3UTOPa: Jakoba BaymenTasa
(Jacob Blumenthal),* Ayja Aakom6a (Louis Lacomb),’ Pyaoada Buamepca (Rudolf

2 Cpbcku aucii, Bugosgan, Jyxua inesa, Aanuya, Tpiosauxe Hosume, Illymagunka. Vicrpaxusame je
OTeXaBaAa YHEEHHIIA Ad Ce Y IITAMITH HePETKO HHje AOHOCHO IIPOrpaM KOHIJePTa Y [IeAHHH, Kao U Ad CY
HIMeHa IT0jeAHHIX KOMIIOBUTOpA MIOTPEIIHO HaBol)eHa HAH Cy cama Aeaa HeoapeljeHo HapeaeHa (HIIp. ,cpricke
HapoAHe mecMme y Bapujanujama’“). O xorneprima K. Crarkosuha y mrrammu u3 19. Beka BupeTH: Brukumxu
1985: 205-221; ITejoBuh 1991: 253-254; Typaakos 1994: 12-13; Kokanosrh 2004: 16-17; Marjanovi¢ 2013: 61-62.

3 Y PykomucHoM opemery Matuiie cpricke 4yBajy ce ABa maakata: [Iporpam xoHuepra nujasucTe
u xomnosuropa K. Cranxosuha 30. (18) Mapra 1856. H 16. (4) MapTa 1856, ,CaAa KOA TOCIIOAMHA
Aparnuesuha’y POMC, M. 11.617.

4 ] Baymentan (1829-1908) 6uo0 je yuenux ®. B. Tpynaa (Fridrich Wilhelm Grund) y Xam6ypry u K.
M. don Bokaera (Carl Maria von Bocklet) u C. Cextepa y Beuy. Oa 1846. y ITapusy je 610 y kaacu 3a
xomrosunujy kop . Xasesuja (Fromental Halevy), a kaasup je yuuo koa Xerpuja Xepua (Henry Herz).
KOMITOHOBO je IIpeTexHO CAAOHCKY My3HKy 3a Kaasup (Ballstaedt, Widmaier 1989: 367).

5 A.Aaxom6 (1818-1884) je mo saBpumerky Ilapuckor konsepsaropujyma 6opasuo y Beuy rae je
ocam Meceru yuno kop C. Cexrepa u U. ¢pon 3ajppuaa (Ignaza von Seyfried) Teopujy mysuxke, a xoa
Kapaa Yepnuja (Karl Czerny) xaasup. ITocae 6pojuux TypHeja 1839. Bparuo ce y Ilapus u nocsetno

KOMIIOHOBAmY (Cooper 1995: 351).
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Willmers),® Josepa Eayapaa M. Iupxkepra (Josef Eduard Maximilian Pirkhert)” u
usBecHor Baaaa (Wald). Y poocapammbum My3HKOAOIIKHMM CTyAHjaMa camo Cy HaBoheHa
MMeHa [OjeAMHUX KoMniosuTopa (1 To Hajuemhe Anct, Baymentaa, Buamepc, Aakom6),
y3 OINIITe KapaKTePU3aIiHje A je ped 0 OPUAAHTHUM CAAOHCKHM KOMITO3UIIHjaMa,
0e3 moxymaja Aybser MySHKOAOIIKOT yBHAQ y HHOCTpaHK Aeo Crankosuhesor
perepToapa, i ca, HePETKO HATAALIIEHNM, HCTHULIAeM H3BOherba HheroBHX COTICTBEHMUX
Aeaa. ITun oBora papa 610 je Aa ce yKake Ha jeAHAKY BaXXHOCT U 3aCTYILAEHOCT U
A€Aa MHOCTPaHMX KOMIIO3HTOPA Ha HerOBOM IUjaHUCTHIKOM penepToapy, Kao U Ha
aKTyeAHOCT u3BoleHMX KOMIO3HIHja, WTO je usMely ocraror omoryhuo u ysua y
HeMauKy IITaMITy pasMarpaHor nepruopd.’ C Apyre cTpaHe, )KeAeAH CMO Ad TOKAXKEMO
A2 je y CBOM KOMIO3UTOPCKOM U IIHjaHUCTUYKOM IPEACTaBAoaARY, HOpeA CPICKUX U
CAOBEHCKHX IecaMa, I1oce3ao u 3a Mahapckum HapopAHuM u rpahanckum mecmama,
a HepeTKo je cBoje KoHuepTe (moce6HO y Xa636ypIIKoj MOHAPXHUjH) 3aBPIIABAO ca
IOTITypHjeM Koju je cappxao Lapcky xumay. ®

OmmrTe je mo3Haro aa je CexTep MMao 3HavYajaH yTHUIAj Ha OpMHUpame U
caspeBame yMeTHH4YKe ANIHOCTH MAaAOT Crankosrha. BaxkHo je HaraacuTy, y Besu
ca CrankosuheBom nujanuctuykoM peaarsomrhy, aa je u Cexrep 610 opAMdaH
nujaHucTa. BHo je yunTes BeAHKOr 6poja yCIeNIHUX IUjAHUCTA, KAABHPCKUX
IleAarora U KoMIosuropa, mely xojuma cy HajsHavajumju: C. Taa6epr (S. Thalberg),
T. Aeaep (T. Déhler), A. Keaep (L. Kohler), T. Aemerunxu (T. Leschetitzky) u J.
Aabop (J. Labor). Kao xomnosutop, Cexrep je, namely ocTaror, KOMIOHOBao u
MHOro6pojHe BapHjaruje 3a KAaBUp KakBe Hasasumo u y CrankosuheBom omycy.
BupTryosuu kaaBupcku caor CrankoBuheBHX paHHX BapHjalifja 32 KAQBUP CBAKAKO
je morao ycojutu op CexTepa, aau u caymajyhu mosxare nujanucTe y 6e4xum
CaAOHHMMA y KOjHMa je U caM HaCTYIIA0 M, KaKO HCTHYe ayCTPHUjCKH My3HKOAOT Pypoad
OQaornuHErep, BepOBaTHO U M3BEO CBOja IPBa AAA HACTAAA IO AOAACKY Y Beu: Baaniep
3a KAaBHUp U mecme Ha ctuxose [erea (J. W. von Goethe) u llluaepa (J. C. F. von

6 P.Xajupux Buamepc (1821-1878) HeMauku KOMIO3HTOpa U MHjaHKCTa. MaKo je oppacrao y
Korenxareny, ca TPHHAECT FOAUHA TIOCTA0 je yuenuk J. H. Xymeaa (Johann Nepomuk Hummel) y
Bajmapy. Oa 1836. A0 1838. ycaBpmasao ce y Aecayy ko . Ilnajaepa (Friedrich Schneider), a motom je
oay3eo 6pojae koHuepTHe TypHeje. Op 1864. mocrao je npodecop Ha Korsepsaropujymy y Bepaunny,
a1866. ce HacraHuo y beuy (Anonim 1858: 179-180).

7 E.M.]. TTupxxepr (1817-1881) cTyaupao je y Bedy npaso, aau ce notryHo nocseTro mysuriu. Kaasup
1 KOMIIOBHLHjy Y4HO je kop A. Xaama (A. Halm) u K. Yepuuja. Buo je npodecop na Konsepsaropujymy
(Gesellschaft der Musikfreunde, 1855-1860), a ka0 mujaHucTa HaCTyMAo je mupom Esporre. Ayxe je
60opasro y AonaoHy, Tae ce cipujatesto ca . Momeaecom (Ignaz Moscheles). (Boisits 2013).

8  Allgemeine musikalische Zeitung; Musikalisches Wochenblatt. Organ fiir Tonkiinstler und Musikfreunde;
Neue Zeitschrift fiir Musik.

9  Bpeaeao 6u peTamuuje ucrpaxuu u peneproap Cresana Topoposuha, koju je Ha KOHIIepTHMA
Hajuemhe HAM3MEHMYHO MMEBAO CPIICKe M HEMAUKe IecMe. Y IITAMITH Ce MCTHYe Ad je HMAO yCIiexa
ca uspohemenm apuje u3 Monaprose (W. A. Mozart) onepe Aox Hosanu (xymopecka) u Illy6eprose

(F. Schubert) coao necme ITyinuxk.
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Schiller) (Flotzinger 1985: 42-43). CHUM60ANMHO je Aa je HajIpe KOMIIOHOBAO MecMe
Ha CTHXOBe BoAehHX HeMauKyX IIeCHIKa, a TI03HATO je Ad Cy OHH, a oce6Ho Tere, Gnan
HOIITOBAOIY H IPOIIAraTOPH CPIICKOT HAPOAHOT IeCHUIITBA.

Moryhe je aa je Ha u36op aeaa, koja je CrankoBuh M3BOAMO, YTHLIA0 U caM
Cexrep. Taa6epr, BaymenTaa u Aakom6 6uar cy meroBu yueHum, kao 1 Craukosuh.
MehyTum, unmeHnIa je Aa Cy IBUXOBe KOMIIO3UIIMje, KOje Cy Ce HaAa3HAe Ha
CrankoBuheBoM perepToapy, yjeAHO IIpeACTaBAAAA M HAJIIO3HATH]A A€Ad OBHX
ayTopa (0Ba KOHCTaTaluja ce IPBEHCTBEHO OAHOCH Ha BaymenTaaa n Buamepca).
ITo aoaacky y Beu, Auct u Taabepr cy 3a Crankosuha OHUAU IPaBO OTKPOBEHE U OH
Ce YBPCTO PEIIHO AA YCBOjU AMCTOBY TEXHHKY, Bexxbajyhu o ocam yacoBa AHEBHO
(Bypuh-Kaaju 1956: 26). Haepenn ymeTHuim 6uau cy ysop maapom Cranxosuhy,
KOjH je M CaM ¥ TO BpeMe AeAOBAO U NIPEACTaBAA0 Ce Ha KOHIIEPTHMA YIIPaBo Kao
I1jaHICTAa-KOMIIO3UTOP, 3BOAehH [TOpes CONCTBEHNX KOMITO3UIH)A U AeAd KOja Cy
YMHHUAA CTAHAAPA CAAOHCKOT periepToapa.

Ta6ena 1: [lena MHOCTpaHuX KOMNO3UTOpa Ha NujaHCTuKoM peneptoapy K. Crankosuha*

KomnoswTop [leno Ha3w gena y cpnckum n3gopuma | Hanomena
F. Liszt [llustrations du Prophéte — Les Tounsbatbe u3 onepe Mpodeta oa
(1811-1886) Patineuers, S. 414 Majepbea 3a knaBip cacTaBibeHo
o 0. Jlucta
Schubert/Liszt: Standchen HofHu no3apas fbybasHuLe Ha
npo3opy
J. Blumenthal La Source, Caprice pour le Piano | /1380p ONB MS 12712
(1829-1908) op.T (Die Quelle)
R. Willmers Sehnsucht am Meere, op. 8 YexHba Ha Mopy BMCH IV 805
(1821-1878) (Characterisches Tonstiick fiir das
Pianoforte
R. Willmers Ein Sommertag in Norwegen, JesaH netrbt faH y Hopgelwkoj ONB Ms 29728
grosse Fantasie, Op. 27.
L. Lacombe Grosse Octaven Etude OrpomHo Bex0arbe y 0KTaBama Karlsruhervirtuelle Katalog: http://
(1818-1884) www.ubka.uni-karlsruhe.de/
kvk.html

10 ITomenyre Crankosuhese necme cy usrybrene. Mehyrum y Cpbckom gresnuky ce HaBoan Ad
je Cresan Topoposuh Ha xonuepry y ITanueBy 19. Mapra 1856. ,meBao us Illusepa oa r. Konmepro-
AaBLa caoxery necMy: Tyia gesojauxa; Ilitio ce cynye yap na ne6y” (AHoHEM 18566: 25), 2 Ha KOHLIEPTY
oapxanom y Com6opy, necmy Tyia Ha Teteose cTuxoBe (AHOHMM 1856B: 50).
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Komno3swTop [leno Ha3wB gena y cpnckum n3gopuma | Hanomena
E. M. J. Pirkhert Etude op. 10, No. 5, Des-dur Ernaa 3a jeHy pyky ONB MS105050
(1817-1881)
Vald bpasyp nonka
S. Thalberg Marche funebre variée, op. 59 MapLu o norpeby ONB MS82841
(1812-1871)
S. Thalberg Grand Caprice sur des motifsde | Grand Caprice u3 onepe Meceuapka | ONB MS59568-4
I'Opéra la Sonnambula di Bellini | on Tan6epra
op. 46

*Y py6puiiy, HanomeHa" HaBe/ieHu ¢y MoAaLu 0 0CTYNHOCTM HOTHUX M3/atba AHAC Matbe NO3HaTUX KOMMO3UTopa y 6rbauoTeKama unu Ha uHTepHety. ¥
Tabenu cy kopuufiene ckpahennue: ONB MS - (Usterreichische Nationalbibliothek, Musiksammlung), Ayctpujcka Haumonanka 6u6nmotexa, Mysuuka 36upka;
BMC — bubnuoteka Matuue cpncke.

M3 npuaoxeHe TabeAe eBHAEHTHO je Aa cy ce Ha CrankosuheBoM pemeproapy
HAIIAU CBH MOAEPHH )KaHPOBHU CAAOHCKE My3HKe 32 KAABHP: IPOrPaMCKU KOMAAH,
eTHAe, Tapadpase U Bapujaliuje Ha ONePCKe TeMe HAU AeAd APYTHX KOMIIO3UTOpA,
HHTEePHAIHOHAAHE CAAOHCKE MTpe U MaplIeBH, obpase HapoAHHX U rpahanckux
necama. OBaKaB THII KOHIIEPTHOT IIporpama ymyhyje Ha cTapujy mpakcy ayTopcKor
CaMOIIPEACTABAAMA , CA AOMUHALIMjOM TEXHIYKU OPaBypO3HUX KOMIIO3HUIIHja, 06pasa
IOITYAAPHMX HalleBa M OIepCKuX napadpasa.

IIPOTPAMCKY KOMAAU

Kaaa je ped o xomapnmMa ¢ mporpamckum HacaoBuma, CraHkosuh je yecTo H3BOAUO
Baymentaaos kanpuc La source op. 1 (Mzsop)." OBo AAO ABOPCKOT ITHjaHUCTe KpabuLle
Buxropuje, kojH je ka0 HACTAaBHUK MY3HKe 1 KOMIIOSHTOP Y>KHBAO YTA€A Y ApUCTOKPATCKIM
KpyroBuMa y AOHAOHY, Tae ce 00peo IIocAe peBOAYIHje 1848. TOAKHE, IPHIIAAAAQ je
CTAaHAAPAHOM penepToapy caroHcke My3uke XIX Beka. Y usBopuMa u3 Tor BpeMeHa
HABOAY C€ A2 je 0Baj KOMay, ,00HIIA0 CBe KAABHpe CBeTa” (Ballstaedt, Widmaier 1989: 367).

Ase xomnosunuje Pyaosada Buamepca, yxxuBase Cy jeAHAKO AXKIGY IyOAMKe Ha
CrankoBrheBHM KOHI[ePTHMa: TOHCKA CAMKA Yexroa Ha mopy u GaHTasmja Jegau
Aettirou gan y Hopeewikoj.* Y usBopuma, 1ma u y KacHujoj auteparypu o Crankosuhy,
HepeTKO ce MOKe IPOYUTATH A je 610 Bramepcos yuennk y Beuy.® MelyTuwm, oBaksa
TBPAA je BpAO yruTHA 6yayhu aa je Buamepc 610 Hactamen y Beuy Tex op 1866.
ropune, a CrankosuheBo mkoAroBame y Bedy okoruaso ce 1855. ITosHaro je aa je
Buamepc yxxusao yraep mupom Esporie kao nujaHHCTa-KOMIO3UTOP U AQ j€ aKTHBHO
KOHIIepTHpao y AycTpuju, Hemaukoj 1 ckaHAMHABCKUM 3eMmdaMa. Bpao je moryhe

1 J.Blumenthal, La source, op. 1, Madame la Comtesse Alphonse d’Aoust, Paris: Brandus et Cie. (ca.1848).

12 R.Willmers, Un jour d’été en Norvége. Grande Fantaisie pour Piano composée et dédiée 3 Madame
Jovin des Fayéres, Oeuvre 27.

13 Ivan Kukuljevi¢ — Sakcinski, Slovnik, Zagreb 1860, 426. ITpema Frankovi¢ 1985: 229.
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u para je CraHkoBHh CAyIIA0 y HEKOM 04 OEUKHX CAAOHA U MOXAQ IMAO HEKOAHKO
npusarHux yacosa. Crana Hypuh-Kaaju naBoau Aa je Buamepc 6uo Crankosuhes
IIpHjaTes U AQ je U cam U3BOAMO BeroBa Aeaa (Bypuh-Kaaju 1981: 226). Buamepcos
BHUPTYO3HH CTHA KOMIIOHOBAba je y H3BOpHMa Hekapa nopehen u ca Aucrosum, a o
YTA€AY KOjH je 0Baj yMETHHK MMao CBeAOuH unmbeHuna Aa je u P. Illyman (R. Schu-
mann) MOXBAAHO IHCA0 O HEMY, Te Aa je 0A 1864. 6HO aHTAKOBaH Kao mpodecop
Ha Konsepsaropujymy y Bepauny. lmak, BuaMepc je cBeTCKy CAaBY IPeBaCXOAHO
YKHBAO Kao IHjaHUCTA, AOK Cy HerOBHM KOMIIO3UI[HjaMa CaBPEeMEHMIIH 3aMepaAK
ucnpasuu BupTyosurert. ¥ aucry Allgemeine musikalische Zeitung aHoHuMHM ayTOp
JAQHKA H3PEKAO je CBe IOXBaAe HA PauyH BHAMepCOBOT MMjaHHCTHUKOL, AAK He U
xomnosuTopckor ymeha, mocae merosor konyepra y lepanaxaycy (Gewandhaus)
KOjH je YMETHHK OAPKao 27. hebpyapa 184 4. ropune, ussopehu usmely ocrasor u
AeAa Koja cy 6uaa Ha CrankoBuheBoMm pemneproapy: Yexcry Ha mopy u Jega Aetlirou
gan y Hopeewikoj: ,Jocroaus Buamepc 6o je Harpal)es orpoMHIM araaysom, ITo ra
HECyMIbHBO CBPCTaBa y Haj3HauajHuje KAABUPCKe BUPTyO3e Haller BpeMeHa [ ...] aan
He MoxeMo ucTo pehu u 3a Buamepcose komnosurmje (R. 18441 152-154).

ITomenyTa aesa BaymenTasa u Aakomba Crankosuh je useo Beh Ha KoHIIepTHMA
y IlanueBy 1856. roauHe, a KaCHHje Cy OHAA CACTABHH A0 HErOBOT pernepToapa. Y
ampuAy je Tpea 6eorpapckoM my6AuKoM, y casu xoTeaa CpOcka KpyHa, H3BOAKO
BuamepcoBy ¢anrasujy Jegan seilirou gan y Hopeewixkoj, 3a Kojy ce y IITaMITH UCTHYe
A2 je cBUpaHa ,ca ocobuTom BemTUHOM 1 Aakomthy“ (AHOHMM 18562: 244). OBO AeA0
u3BoheHo je y jyHy u Ha koHepTy y Comb60py. O6a aeaa Crankosuh je cBupao u Ha
CBOjUM IIOCACABMM HacTynuMa y beorpaay 1861. roause.

ETUAE

CxopHO yobuyajeHoj mpakcu Tor Bpemena u Ha CrankouheBoM perepToapy cy ce
HAAA3MAQ AEAQ 32 A€BY PYKY, YMMe Ce jOII BUIlle MCTHI]A0 BUPYO3UTET YMETHHKA. Y
CPIICKOj INTAMIIM IIOMHIbe Ce eTUAA 3a jeAHY PyKy KoMiosutopa ,ITupkera“’+ Peu
je 3aIIpaBoO O ayCTPHjCKOM KOMIIO3UTOPY-IiHjaHucTH Josedy Eayapay Ilupkepry u
merosoj Eifiugu o11. 10, 6p. 5, Koja je 06jaBmoeHa KOA YTAEAHOT HEUKOT MY3HUYKOT H3Aa-
Baua MexeTwja 1844. ropune.” EpexTHa car0HCKa eTUAA Y Aec-AyPy AOHOCH apCeHaA
TEeXHUYKO-U3PAXKAJHUX CPEACTABA THIINYHHX 32 BUPTYO3HH CAAOHCKH CTHA: apireha,
OKTaBe, MaCHBHH aKOPACKHU 6a0K0BH, MeaopmarocT (Patterson 1999: 137).

W Beanxa oxTaBHa eTrpa CeXTepoBOT yueHMKA, THjaHUCTe-KoMIIo3uTopa Ayja
Aaxom6a, kojy je CrankoBuh yecTo H3BOAHO, CITaAd y Ay TOPOBA IIO3HATH]a KAQBHPCKA

14 Koaeru Tomacy Ajraepy (Thomas Aigner, Wienerstadtbibliothek) saxsasyjem ce Ha nomohu y
Besu ca uHPOpMaLujaMa Be3aHNM 3a OBOT KOMIIO3UTOPA, OyAyhi Aa ce y CPIICKMM H3BOPHMA IOMUAA0

CaMO HBHEroBo NpE3NUME, HEPETKO U ITOI'PEITHO HITIUTAHO.

15 Douze Etudes de Salon pour le Piano, dediees a son Maitre Monsieur Charles Czerny. Vienne,
Mechetti 1844.
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Aeaa.Y cauyBanuM nporpamuma CrankosuheBrx KoHIjepara, Hajuemhe je HaBeAeHa
Kao ,BeAHKO Bexxbame y okraBama’. Obe eTHae MMaAe Cy QYHKIHUjy IPEACTABSADA
TeXHHYKUX 6paBypa nujanucre. CrankoBuh UX je 4eCTO 3ajeAHO M3BOAMO Ha
KOHIIePTUMA, Ka0 Ha IIpuMep Ha KOHLIePTY Y beorpaay y majy 1861. ropune, kapa je
y mrami 3abesesxxeHo Aa ITupkepToBa eTUAQ 32 AEBY PYKY ,3CAYSKYje IIOXBAAY LITO
jeAHOM PYKOM H3HOCH IIOTIIYHY XapMOHH]y , AOK Ce 3a AaKOMOOBY eTHAY UCTHYE:
»OBAe Beh 10 caMOM HMeHy MOpa JOBEK MIIYeKUBATH HEKAKY OTPOMHY TEXHHKY U MU
ce 3aucra AuBUMO caBpmeHcTBy Crankorhese Texuuke” (AHOHNM 1861a).

q)AHTA?:I/I_]E HA OITEPCKE TEME

Ha CranxosuheBoM peneproapy Hamiae cy ce i paHTa3Hje Ha orrepcke Teme AKMCTa U
Taa6epra. Aucrosa napadpasa [llustrations du Prophéte na crene us Majep6epose (G.
Meyerbeer) onepe IIpopox HacTaaa je y neproay usmelyy 1849. 1 1850. TOAHHE, AaKAe
y Bpeme CrankosuheBor posacka y Bed u 6uaa je y To BpeMe HECyMIHBO HOBHTET
Ha nmujaHucTHIkuM nporpamuma. Ha korneptuma Crankosuh je usBoano aApyru
craB OBor Auctosor peaa Les patineurs (Toyumatse), Koju je 3axsasyjyhu cBojum
CIIEeKTAKyAAPHUM TAMCAHAMMA 3ay3€0 HCTAKHYTO MECTO Ha PeIUTAAMMA BUPTYO03a.
O cA0XKeHOCTH U INjaHUCTHYKOj 3aXTeBHOCTH OBOT A€AA CBEAOUH M ITOAATAK AQ T'a
je cam Amct cBpcTaBao y caoxkeHa u 3axTeBHa Aeaa (Walker 1997: 39). Cranxosuh je
y Ilanuesy, 16. MapTa 1856. FOAMHE, YIPABO OBOM KOMITO3HIIHjOM 3aBPIIMO KOHIIEPT.
Aeao je KacHHje 4eCTO U3BOAKO, & y CPIICKOj LITAMIIU je 320eAeXeHO Ad je THMe
II0KA320 ,peMeK CBOje TeXHHMYKe BpCHOhe, XUTPUHE U BUPTYO3UTETA, KOje HaM IIPaBO
Adje, BbUM Ce IOHOCHTH, A je Haie rope aucT” (AHOHUM 18566: 6. 25).'

ITopea Aucrosor aeaa, Crankosuh je nsBopuo u Grand Caprice u3 Beannujese
(V. S. C. F. Bellini) onepe Meceuapxa (La Sonnambula) op Taa6epra. Kao u
IPETXOAHO IIOMEHYTO AMCTOBO AEAO M OBa OIlepCKa Mmapadpasa MMaAa je Ha
KOHIlepTHMa GYHKIHMjy 3aBpIIHOT koMapaa. PaHTasuje Ha omepcke TeMe Ancra U
Taabepra npeacTassajy npasu tour de force 3a mujanucTy u Huje usHeHahyjyhe mro
je CrankoBuh yIIpaBo OBHM A€AMMA 4eCTO 3aBPIIABAO CBOje KOHIjepTe.

OBPAAE HAPOAHHUX U TPABAHCKHUX IIECAMA 1 UITAPA

CXOAHO OMNIITHUM TeHAEHIIMjaMa Beka poMaHTu3Ma u Ha CrankosuheBom
NHMjaHUCTHYKOM penepToapy, Kao U y AOMEHY HEerOBMX KOMIO3UTOPCKUX
MHTepecoBatba, HalllAe Cy ce 06pase HAPOAHHX U rpahaHckux mecama (IATPHOTCKAX
/Tako3BaHHUX OyAHHIA UAM my6aBHEX). Kapa je ped o 1eroBUM KAQBHPCKUM
KOMIIO3HIHjaMa, HapoAHe 1 rpabancke mecme obpabusao je y: Bapujanmjama (Yeiiaj,
yciaj Cpbune, o1L3; Cehaw au ce onoi catiia, on. 4; Ilitio ce 6ope MUCAU MOje, OIL. 6),

16  Crankosuh je nsBoano u Aucrosy o6paay nossare Illy6eprose coao necme Cepenaga (Stindchen),

Ha KOHIIEPTHMa U3 1861. TOAHHE.
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xappuanma (Caosencxu, Cpiicku, Bylapcku) u noaxu Bpaitiumcitiéo, kao u 36upkama
Cpbckux napogrux iecama (1862, 1863 ). MelyyTum, mopea HaBeAeHUX 06jaBreHNX A€AR,
3axBasyjyhu maakaTuma ca KoHIjepara u Harmucuma y Bugosgany u Cpbckom Auciiiy,
eBUAEHTHO je Aa je CrankoBrh H3BOAMO U CrIA€TOBe/IIOTITypHje CPIICKUX 1 Mahjapckux
Iecama, y Koje je HeKapa, Kao IIOCAEARY HyMepy, uHkopriopupao u Llapcky xumay. Ha
IpUMep Ha KOHIIEPTY, KOjH je opp>kaH y ITanueBy 30. MapTa 1856. ropuse, Crankosuh je
K20 IeTy HyMepy usBeo cpricke u Mahapcke necme (Ungarische und serbische National-
-Lieder) 3ajeAHO, a Ha KOHILIepTHMA Koje je Ipupeano y Beorpaay 1861. roaute, KoHLepT
je 3aBpmuo usBolhemem Mahapckux, CAOBEHCKHX U CPIICKHX mecama: ,Mabapcke,
CAOBEHCKe M CpOCKe TTecMe Ha IIOCAETKY CBHPAHe CY TAKO AUBHO U C TAKBUM YYBCTBOM,
A Ha CBPIIETKY HHj€ HMKO HM MUCAMO Aa ITOAA3H, HETO Ce IHECKAAO TOAUKO, Ad je
AQBaAal} KOHIEPTa U IO APYTH Ia — 1 1o Tpehwu myT Mopao Aa HacraBma“ (AHOHUM
1861a). Ha KOHIepTY, y KOpHCT 6yrapcKix HeBooHHKA, OAPXKaHOM y Beorpaay asaxaect
AaHa Kacuuje, Crankosuh je HeIITO H3MereH IIPOrpaM IIOHOBO 3aBPIIHO CBOjeBPCHIM
HOTITypHjeM OA ABapeceT Ma)apCKHX M CPIICKHX Iecama, KOjH je y IITAMIIM O3HAYEeH Kao
yMemoBuTo cupame”: ,ITos oBiM 6pojem cBupao Ha je . CraHkoBrh Basad ABAAECET
KOMaAQa pasaruuTuX recama. Ty Maao koja Cpricka 3eMma Ad HEje OCTaAd He3aCTYILbEHA.
JKanocHe, 036mmHe, Beceae u haBoaace jaBmaxy ce HaM3MeHIle [...] HapaBHO AOGPO
norohexe u BemTo cBUpaHe. JoII MU Basa CIIOMEHYTH Ad je 0A Mahapckux mujeca
PakonujeB Mapw 6yjHO mo3ppaBseH, a Xymaanjes, Co3ar’ IPeKUAAAO je KHIBO
veckame” (AHOHEM 18616). Crankosuh je OBe HyMepe BEPOBaTHO CBHPAO HArlaMeT
HAH U3 PYKOIIKCA, IITO Huje 61a0 Heobmuno. Ha xoHnepry y ITanueBy 16. MapTa 1856.
U3BOAHO je cBOje Bapujaumje IITiio ce 6ope mucau moje U3 pyKOIUCa, IITO je ¥ Ha3HaYeHO
y camom niporpamy (,,manuscript / 1o pyKOIuCHOM cacTaBy ), a AeAO je 06jaBreHO
rOAMHY AaHa KacHHje. EBUAeHTHO je Aa cy ce Ha CrankoBuheBOM pereproapy HaAasuAe
u Mahapcke 1ecme, Koje je U3BOAMO Y HOTITYPHjEMA 32j€AHO Ca CPIICKUM ITeCMaMa, 1 TO
KaKO Ha KOHLIepTHMa HEITIOCPEAHO HAKOH 3aBpIIeTKa INKOAOBama y bedy, Tako 1 Ha oHMM
OAPYKaHVM CaMO HEKOAMKO TOAMHA ITPEA CMPT, KaAQ je yIIPaBO OBUM AEAMMA 3aBPIIaBa0
CBOje KOHIIePTe, IPEACTaBAAjyhit TaKO CHMOOAMYKE CBOjy CPIICKY HAIIMOHAAHOCT M
Mahapcky AOMOBHHY Y jeAMHCTBY ITecama.

He tpeba 3abopasutu Aa je Bpeme y kojem Crankosuh, 3ajepHO ca meBaueM
Cresanom Topoposuhem, 3amounbe CBOjy KOHIIEPTHY A€AATHOCT OUAO 0OeAeXeHO
ANCOAY THCTUYKO-IIeHTPAAUCTHIKUM CUCTeMOM Yy Xa636ypmikoj MoHapxuju. To je
BpeMe repMaHu3allyje U CTPOre LieH3ype Y U3AABavKOj ACAATHOCTH, Kaaa je BojsopcTBOM
yripaBsao ryseprep Joxar Koporunu (J. B. Coronini von Cronberg). Ha xoruepriva
Koje je ApKao 1856. roaue, CrankoBHh je HACTYII HEPETKO 3aBPIIABAO IIOTITY PHjeM
KOjH je CaApIKHO CPIICKO KoAo U Llapcky XuMHY, 4uMe ce, KaKo ce UCTUYe Y ITaMIIH
yKasuBaAo Ha ABe Hajsehe cpbcke BpanHe ,,0parocT LTapy 1 BEpHOCT MHAOj HAPOAHOCTH
Hamoj“ (AnonuM 18568: 6p. 50). Tako je Ha npumep koHUepT y [lanyesy 1856. roaune
3aBpmiKo cBupameM Lapcke xumHe: , ABOpaHa je ITyHa CAyIIaolia 61Aa; - OCBEThoEHHje

17 CruxoBe necme Szézat Hanucao je Muxas Bepemmapru (Mihily Vrosmarty) 1836. roause, a
mysuky Benn Erpemu (Béni Egressy) 1843. Y Mabapckoj oBa IecMa UMa CTaTyc Apyre HallHOHaAHe

XVIMHE.
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je 3aUCTa BEANIAHCTBEHO U eHTY31jasMy ITybArKe HUje Kpaja 610, Kaa je r. Crankosuh
LIAPCKOM XUMHOM 3aBpIIHO KOHLepT” (AHOHMM 18566: 6p. 25). I KOHLEPT y BAPOIIKO;j
ABopanu y CoMO0py, OApKaH 17. jyHa HcTe TopuHe, 610 je Beoma mocehen. Crankosuh
je M3Beo BapHjaIiuje Ha TeMe CPIICKHX HAPOAHMX necaMa, BuamepcoBy danrasujy Jegan
Aettirou gan y Hopsewiicoj, a koHniepr je saBpiues LapckoM XFMMHOM M CPIICKMM HapOAHHM
xoaoM (AHOHMM 1856B:6p. 50). OcTaje 32 5Kamerbe ITO HeMaMO CadyBaHe PYKOIHCE OBUX
MIOTITYPHja, jep OHM CBAKAKO OATOBAPAjy CAMYHMM ACAHMA, Y KOjUMa CY Y OPKeCTapCKoj
HAU KAQBHPCKOj BapUjaHTH, CUMOOAHYKHU MPEACTABAAAE 3EMbE MHOTOHALOHAAHE
Xa636ypke MoHapxuje. [TomennMo camo Ha mpumep nottiypu Joseda lltpayca (Josef
Strauss) Das musikalische Osterreich Potpourri.

3AKAYYAK

Anasusupanu nporpamu CrankoBrheBUX IHjaHUCTUYKHIX HACTYIIA [IOKA3Yjy CAMY-
HOCT Ca pellepTOAPCKUM CTaHAAPAMMA KOHIjepaTa KapaKTepUCTUYHHUX 3a IIPBY IIOAO-
BHHY 19. BeKa, a KOjU Cy y TO BpeMe OpPraHU30BaHH y IPaAOBUMA LIeHTPAAHE H 3aTlapAHe
EBpome. Ha oBakBuM IporpaMuMa AOMHHAHTHO je HadeAO ayTOPCKOT CaMOIIpeA-
CTaBAamha, KA0 U PerepToap KOju IPBEHCTBEHO IOYKBA HA TEXHUYKU OpaBypO3HUM
KOMITO3UIIMjaMa: OTlepCKUX Mapadpasa, eTHAR, paHTa3Hja, KOMIIOHUIUja 32 JeAHY PYKY.
AoMuHaI¥ja BUPTYO3HO KOHIMIMPAHKX IpOrpaMa, 61aa je KapaKTepUCTHYHA H 32
mupu eBporncku kontekcr (Milanovié 2016: 133).

ITepecerux u me3pecetux ropuHa XIX Beka, Crankosuh je cAepAnO CTHA KOju
Cy HerOBaAM IHjaHUCTU-KOMIIO3uTOpH mupom Eppome. ¥ xoMnosuropckom
PaAy OH YMHHM 320KpeT U CAOKeHe BapHjaljuje 3a KAQBHP 3aMemyje jeAHOCTaBHUM
XapMOHH3alMjaMa CPIICKHUX HapoAHUX Itecama. Melyytim, xao nujanncra Crankosuh
je ¥ HEKOAHMIKO FOAMHA TIPeA CMPT ITOPeA CBOjUX CBUPAO U A€AA CTPAHHUX KOMIIO3UTOPA.
Ha mprmep Ha KoHIlepTHMa U3 1861. TOAMHE, IIOpeA Bapujanyja Ha TeMe Lo ce 6ope
mucau moje u Pago uge Cpbun y sojuuke, usoauo je u Taabepros ITocmpininu mapiu
(Marche funébre variée, op. 59) n llly6ept-Aunctosy Cepenagy.

Henocpearo naxon CrankosuheBe cMpTH, HHTEH3HBHH]Y ITHjaHUCTUIKY ACAATHOCT
3anoveo je JoBan ITaay, kojeM je CrarkoBuh HeCyMIBUBO 6UO Y30p, AAU IPBEHCTBEHO
Ha [T0AY KOMIIOHOBaba KAaBUpCKe Mysuke. Mehyrtuwm, 3a pasauxy op Crankosuha,
YUjU je MUjaHUCTHUYKU perepoTap 61O H30aAAHCHPAHU)H Y IIOTAEAY 3aCTYIIAEHOCTH
COTICTBEHHX 1 AEAQ APYTHX KOMIIO3HTOPA, [1ady je yraaBHOM H3BOAHO CBOja AeAa (BUAK
Jepemuh-MoaHap, 2006: 52-53 ). [IpBu 3Ha4ajan HCKOpPaK y cMepy IpodecHOHaAU3aIHje
IHjaHUCTUYKOT perepToapa, YUMHHAA je CeAAMAECETHX TOAMHA 19. BeKa IMHjaHHCTKUbA
JoBarxa CrojxoBuh, koja je Ha CBOj peliepToap yBpCTHAA YMETHUYKHU BPEAHA OCTBapeha
A. Ban Berosena (L. van Beethoven), ®. Illonena (F. Chopin), P. [llymana (R. Schu-
mann) u O. Aucra, aan usBosehu Ha KOHIEPTHMA U CBOje KOMIIOBHIIHje y 6PUSAHTOM
CAaAOHCKOM CTHAY, ka0 i Aea Kopreanja Crankosuha.®

18 O xonnepruma Josanke Crojkosuh moraeparu: Hypuh-Kaaju 1956, Bacuh 2002, Kokanovi¢
Markovié 2015.
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CrankoBuheBu KOHIIEPTH Cy yTAABHOM OHAM OPTaHM30BaHU y AOOPOTBOpPHE CBpXe,
y KOPHCT MHCTUTYIHja OA HALIMOHAAHOT 3Ha4aja: ipksu (y Byaumy y xopucr cpymene
upksene kyhe, y Beay y kopucr cpricke npxse), 60oarnna (Hosu Cap, C. Mutpo-
suna, C. Kapaosuu), mxoaa (Hosu Cap), nosopumra (y kopuct cpbcke HapoaHe
nosopuHe Apyxute y [Taruesy), aau u cuporumckux ponposa®® (ITangeso). Y ayxy
OINIITET TAHCAOBEHCKOT MOKpeTa, y Beuy je 1860. mpupeleH u koHuepT y KOpUCT CTpa-
Aajyhux Xpsara, a 1861. y kopucrt Byrapa.

Cpricka mTamia peBHOCHO je mpaTtuaa CrankosrheB paa, HepeTKo ra Hasusajyhu
yHau KopHeA”, ka0 Aa ce TUMe XTeAO HATAACUTH, KaKo uctuie Muaena Buxunku, pAa
,MaKo je pohen y Tyhem cBery” on npumaaa cprckom Hapopy (Bukunxu 1985: 205).
XBaseHO je HeroBo MHjaHHCTHIKO U KOMITO3UTOpcKo yMehe, y3 o6aBe3Ho ncru-
Iame Ad je ped o cprickoM ymeTHuUKY. IloBopoM HajaBe CrankoBuheBor KoHIlepTa
y HoBom Caay 185s. ropune y Cpbckom gresruxky je objaBseHo: ,Koa Hac ce moHako
Behu BemTak Ha popTenujaHo HUje Bavpa Hukap ayo. Cap hemo wyTn 1 To cpbekora
BemTaka“ (AHOHHM 1855: 6p.102). O OAyIIEBSEHOM IIPHjeMy KOA ITyOAHKe MOCAE
KOHIjepTa HaAa3e ce 6pojHa cBepouancTsa y mrammi. ITocae xonrepra y Combopy
3a0eAexeHO je: ,,AeTIOTHIle CY C HAJHCKPEHHjOM CpIIa PAAOCTH IIBETHE BEHIje MAAAMM
YMeTHHIIMMA OarjaAe, a Ha AULYY CBAKOT IIPHCYCTBYjYIIIEr POAOSYIIIA MOTA0 Ce YMTaTH
M3Pa3 HAPOAHOTA IIOHOCA U AUKE, IITO UMaMO Y CTPYIIM My3HKaAHOj TaKBOTa yMeT-
HuKa Kao mro je I Crankosuh..” (AHOHUM 18568B: 6p.50).

M maapm cprcku kHe3s Muxanao O6penosuh 6uo je cBecTaH 3Havaja mojaBe
Kopueanja Cranxosuha 3a cpricky ymersocr. HakaoHocT 1 6aucke Bese usmely
kHe3a Muxanaa O6penosuha u Crankosuha, Mory ce nparuru modes Beh op ymer-
HHUKOBUX cTyaHuja y Bedy, y kojeM je y To BpeMe 60paBuo u kHe3 MuXanao, Koj je u
$uHAHCHpao WTaMName BapHjaLyja 3a Kaasup Yeiuaj, ycinaj Cpbune om. 3 (1853), a
koje My je Crankosuh u mocsetuno. Fcre roprHe kHes je oxxeHHO rpoduiy Jyaujy
Xymwaau (Jalia Hunyady), a Crankosuh je y Beay 1854. o6jaBuo sapujanuje Cehaw
AU ce 0HOT caifia OTL. 4 U mocBeTHO uX Tapa Beh xuerumu Jyauju O6penosuh. O
HAKAOHOCTH KHeXeBCKOT ITapa npema CraHkoBuhy cBeAOUHM U TOAATAK A CY IIOCETHAN
o6a Crankosuhesa konriepara y beorpaay 1861. ropuse. OcuM KHeXXeBCKOT Iapa
KOHIIEPTY Cy NPHCYCTBOBAAHM M MHTPOIIOAMT, AUTIAOMATCKA AMIIA, KAO H ,I[BET
OA OBpAIIBHX cTaHOBHMKA . Moryhe je pa je Crankouh Ha OBOMe KOHIIEPTY 0A20
IOYACT KHEXXeBCKOM Iapy CBHpPajyhut Kao MOCAeAy HyMepy MOTITYPU U3 CPIICKUX
u Mahapckux mecama. ITpa s6upka Cpbckux Hapogrux iecama O¥Aa je objaByeHa y
Beuy napeane roaune (1862) nnocsehena ,werooj Cetaoctr rocnioaapy Muxanay
O6penosuhy I11° 3a Bpeme 6opaska y Beorpaay, y Majy u jyny 1861. ropuse, Cras-
xoBuh je cBupao u'y casony Anke O6penosuh.* 3ajeAHO Cy CBUPaAU Y YeTHUPH pyKe

19 Hanaakary xonrepra (30. MapT 1856.) Ha3HaYeHo je: ,TOAOBUHA YHCTOT IPUXOAA HAMEeHeHa je
rpaackoM donay 3a cupomamse” (Die Hilfte des Reinertrags ist fiir den stidtischen Armen-Fond
bestimmt). Pyxomucuo opeserme Matune cprcke, M. 11.617.

20 Caaoncka APYy>Xemba I(Oja je OpraHU30BaAad UMaAad Cy YMETHHYKO-ITIOAUTHYIKH KapaKTep: YUTaHe Cy

IlecMe U IIpHye, CBUPAAO Ce Ha KAABUPY, BHOAMHH, Xap$H ¥ TUTAPH, PACIIPABAHAA0 O AOMahoj 1 cTpaHoj
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Ha KAABUDY, a meHe romhe cy ca CrankouheM Hrpae Basliepe U gapaalle, a yuuse
Cy ra M A2 MTpa cpIicka HapoaHa opa (Aumutpujesuh Crommh 1965: 77-76).

YaHanpepoBaAa 60AeCT U IpepaHa CMPT, 3aycTaBuAa cy Maapor Crankosuha
Y BeroOBHM YMETHHYKMM TeXIaMa, IIa TaKo U y KoHnepTupamy. Kopueanje Cran-
xoBuh ympo je y Byaumy 17. anpraa 1865. Fberosa cMpT 61aa je, mpema Cxepanhy, ,,y
OMAAAMHCKMM H ATPUOTCKUM KPYTOBUMA O3HAYEHA KAO jeAQH HAIJMOHAAHH I'yOUTaK
(Cxepanh 1925: 174). AKO IOTA€AAMO HETOB SKUBOT U AGAOBatbe, IIPeA HaMa je THIIMYaH
PaHH POMAHTHYAP. YMPO Ca CBera 34 FOAMHE U IIPH TOM OA TyOepKyAO3e, CHpOMAIIIaH,
aAM cAaBieH U omToBaH. Y aucty Aanuya, Crankosuhes npujares Muxanao IToanr
Aecarunh 06jaBHO je HEKPOAOT 3 KOjer H3ABajaMO HEKOAMKO PeAAKa: ,,3A0K00Ha
CMPT IPEKUAE MY HeroB TOAU POAOASYOHBH paj. AKO CpOCKH HapOA BUCOKO LITYje
Byxa, mro je Halre HApoAHO 6aaro EBpomu okasao, To MMa 3aKCTa Y3POKaA U 3aCAyTe
Crankosuha neHnTH, jep je 0Baj jour i HeXHUjY cTpyjy cpbckora ocehama: meso-
AHje cpOCKHX IlecaMa 1 OHO, TA€ Ce HajCBeTHje YyBCTBO M3PaKaBa, IPKBEHO IjeHuje,
Epponu Ha Bupuk usteo” (IToant-Aecanunh 1865: 261 ). UumeHHIIa je A2 Cy ce mocae
CrankoBuheBe cMpTH HerOBUM 3aIIMCHMA HAPOAHUX U Ipal)aHCKHX MEAOAUja KOPH-
CTHAHM My3U4YapU KOjH Cy IIPUIIPEMAAH M 00jaBAUBAAU 36HMPKe jy>KHOCAOBEHCKUX
HareBa, a AOMahy M MHOCTPaHH KOMITO3UTOPH YHOCHAH Cy HX Y CBOja Aead.™ Y Bpeme
OAMCTAaBOT Pa3Boja MHjaHU3MA M AUTepaType 3a KaaBup y EBponn, Kopreanje Cran-
KOBUh CBOjOM IHjaHUCTHYKOM M KOMIIO3UTOPCKOM AeAaTHOIINy 03HauaBa moYeTaK
Pa3Boja CpIICKe KAABHPCKe My3HKe U TujaHu3Ma. [ Aok cy merobe kAaBHpCKe KOMIIO-
3MIIHje 0APa3 ITOTPpebHa MAAAOT cpricKor rpalyaHcTBa M adUpMariUje HAeja HALMOHAAHOT
IOKpeTa Y YMEeTHOCTH, HeroB IMjaHUCTHYKHU perepToap, mopes oBe AUMEH3Hje,
CBaKaKo yKasyje ¥ Ha perepToapcKke CTAaHAAPAE KapaKTepUCTUYHE 32 ITUjaHUCTHIKY
npakcy y EBponu y mpBoj MOAOBUHH 19. BeKa.

IIOAUTHUILIN. OBakBum APYXXe€mbHUMa IIPUCYCTBOBAAU CYy Hpo(l)ecopu Auuej 4, KIbIDKEBHULIM, YMETHHIIH,

0UIIPH, AUTIAOMATE, IPEACTaBHUIM ApraBHor coBjeTa u Kacanuje (KOKaHOBHh Mapkosuh 2014:159).

21 Buau: Iepuh 1985: 303-307, Marosuh 1985: 251-257.
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Cnuka 1: Tporpam KoHuepTa nujaHucTe v
Komnosutopa K. CraHkoBuha y MaHueBy

16. (4) MapTa 1856, cana, Ko rocrnoavHa
[parnuesnha’,

PykonucHo ogemmerse Matuue cpncke, M. 11.617.

Cnuka 2: [Tporpam KoHLepTa nujaHucTe u
komno3sutopa K. CraHkoBuha y MaHueBy

30. (18) MapTa 1856, cana,KoA rocnopmHa
[parnuyesnha’,

PykonucHo ogemerse Matuue cpncke, M. 11.617.
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MARI1JANA KOKANOVIC MARKOVIC

KORNELIJE STANKOVIC 'S PIANO REPERTOIRE
— FrROM EUROPEAN PRACTICE TO NATIONAL IDEOLOGY

(SuMMARY)

Of particular importance for the artistic commitment and maturation of Kornelije
Stankovi¢, was his training in Vienna, which at that time represented the center of the
Slavic elite. The whole cultural and social atmosphere of Vienna left a strong imprint
on the young artist: a rich cultural and political life of the city, contacts with Serbian
and Slavic circles and their ideas, especially studies under distinguished professor at
the Conservatory — a composer, pianist and theorist Simon Sechter.

By studying the inscriptions in the Serbian press from the 19th century (Srbski list,
Vidovdan, Juzna péela, Danica, Trgovacke novine, Sumadinka) and preserved posters of
Stankovic’s concerts, we have selected the compositions that were part of the Korne-
lije Stankovi¢ piano repertoire. Besides his own compositions, his repertoire included
some works of Franz Liszt and Sigismund Thalberg, and even, then popular and
now forgotten salon composers-pianists: Jacob Blumenthal, Louis Lacombe, Rudolf
Willmers, Eduard M. Pirkhert, and a certain man named Wald. It is possible that this
selection of works was influenced by Sechter himself. Blumental and Lacombe were
his students. However, the fact remains that the compositions of those authors, which
Stankovi¢ performed, also represented the most famous works of those composers,
as well as the standards of the salon repertoire at the time.

The aim of this paper is to highlight the equal importance and representation of
the foreign composers within Stankovic’s piano repertoire, as well as the actuality of
performed compositions, which has allowed us to gain an insight into the German
press of the considered period

Keyworps: Kornelije Stankovi¢, concerts, repertoire, music criticism
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135 rOoAMHA OA KOMITO3UTOPOBOT POBEA
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Hayunu caBetHrk Mysuxoaomxor uactutyta CAHY y nensuju
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OpurvHaAHYM HayqHHU paa,

ATICTPAKT:

Omepe ITerpa Komosuha npeacraBrajy merosy OTalibHHY U 1eTrOB AYXOBHH
CIIeKTap: Ha IPBOM MeCTY, HeM30pHCHBe YCIIOMeHe U3 ACTHICTBA M MAAAOCTH,
ycMepeHe Ha HOBOCaACKO CPIICKO HAPOAHO IIO30PHUIITE U YTAABHOM HEeToB
xepojcku cpricku pereproap. M3 mera cy morekae Tpu Komosuhese mysnuxe
ApaMe Be3aHe YjeAHO M 3a el U 3a nosopumHe komape. [lopes Cmpiiu Majkce
Jyiosuha Visa BojaoBuha, TO cy jomn KibrKeBHa AeAa 3a ciieHy Aparyrusa avha
(OKenugba Musowa O6uruha) n Aase Kocruha (Maxcum Lprojesuh), na ce n 36or
TOTa MOTY Te YCAOBHO PedeHO Ollepe 3aMICAUTH Kao Ad CY Y MHOTO YeMy CPOAHE,
He CaMo II0 CaApyKajy Beh U [0 My3HIIM 1 110 BpeMeHNMa Kapa Cy HacTajaae. Buun
seo opHOCHO XKenugba Murouiesa 3a Bpeme Beanxor para, Omiaybuna 3a Bpeme
Apyror cBerckor para, ca Kuesom og 3eitie mehy muma. Ha jeAHOj 0p cTBaparadxux
erama apyra onepa ITerpa Komosuha 61aa je mocMaTpaHa Kao CHHTE3a HeTOBOT
ymeTHHUKOT papa. CunTesa je 6xaa HoBa ca caepehom omepom, Kowsitianom, urro
ce MO3Xe MOTBPAUTH U ca OliaybuHom, Ha TIOCAEAEO0j KOMITO3UTOPOBO]j KPEATHBHO]
uncrannu.ITopyka xojy Hoce ucropujcke omepe Ilerpa Komosuha je mopcehare
Cpb6a Ha BHXOBe KOpeHe, 0 KOjUMa CBEAOUH OeCMpPTHA HApOAHA ITOe3HUja KPo3
jeAMIHCTBEHH 110 CBOjOj AerioTH, KocoBcku muxkayc.

Kayase pEun: Ietap Kowosuh, onepa, Buiun seo, Otliaybuna, er, MO30PUILIHI KOMAaAU

mosusova@sbb.rs
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Hasoaehu Tpu Komosuhese mysmike opame, craBseHa je y ,Apymrso” ca Kuesom og
3einie u Otnayburom n XKenugba Musrowesa (Burun geo). Op OCAEAHE Ce KOMIIOZUTOP
Ha [T0YeTKY YAAAABA0, AAU je Huje HAIryCTHO, pepal)yjyhu je y Buime MaxoBa, 1 Tokom
Paaa Ha APYTHM CBOjUM OIlepama. ,EAeM Kao IITo peKox, TO caM ja paAHo jom AOK bejax
y npenapanpumju. ITocae, y Ipary, okymas u xpinTeH y JopaaHy BarHeposor cxparama,
CacBHM caM OKpeHyo Aeh)a ToM Aeay, koje je MelyTim 6nao myHO Meaopuke...* [Tocae
yBarHepoBor JoppaHa“ Iipepaay cBOje ,pOMAaHTHYHE Ollepe” YYHUHHUO je KOMIIO3HUTOP
3a usBoheme y sarpebauxom Kazaauurry, kojuM II0BOAOM H IIHIIE CBOM IIPHjaTesy U
menTopy Ocrojuhy. Omepa je 0OcTara POMAaHTHYHA, AAK HITAK Ca ,HATPyXaMa“ My3HdKe
ApaMe y U3BeCHUM KOMITO3MIIMOHHM MOCTYIIIMMA, KOju ce opHOce 1 Ha Komosuhes
peunTtarusHu cTHA. Komiosurop je cMarpao, usmely ocTasor, Aa je merosa omepa
AOHeAQ ,[IPBH ITyT y HALIIOj My3HIH, jJeAHY AOCAEAHO u3paheHy Aexaamanyjy.” CacBum
je BepOBaTHO Aa ce Imop, yTunajeM Barnepa aecro u dpunase onepe Buaun seo y 3arpebdy
1917, KapQ Cy y KOAM Tpeher ¥ IocaeAmser 4iHa 3a3By4aAe M OPryise, Ca IPAaBOCAABHOM
TEeMOM, KOja je y CBOM , KATOAHYKOM PyXy  3auyAHAd IPHCyTHe Ha npemujepu Cpbe.*

Komnonyjyhu XKenug6y, Komosuh je snao camo Bebeposor Yapobnoi citiperya,
Barnepa je ek HacayhuBao, caymrajyhu Ha cBetocaBckum 6ecepama y Hosom Caay
OAAOMKe 3 FheTOBHX A€AQ, Hajuenhe y apaHiKMaHIMa 32 KAAQBHP, Y3 TO AOKHBAaBajyhu
ra Bep6aaHo kpo3 uckaze Aapa ToacToja. KacHuje, mocae ymosHaBama ca
opuruHaAHUM Barseposum omrycom y Ipary u mucama 0 BeroOBOM A€AY, Y ITPeIHCLH
ca Tuxomupom OcrojuheM BCTakao je MOTEHIMjaAHe IIpTe BATHEPHU3MA Y AUTEPAPHOM
IPEAAOLIKY cBOje IpBe omepe.’ CacBuM je Moryhe pa je Aparyrus Mauh, 60opasehuy
Pycuju 3a Bpeme Beankor pata 3Hao 3a Puxapaa Baruepa, a 3acurypHo ra je mosHasao
HBo Bojuosuh, o uemy cBepoun weros Exsunoyuo. Aasy Koctuha Besyjemo 3a
Ilexcnupa, asu je npuxsatsus y Makcumy Llprojesuhy u pooaup Baruepa, xoju nuciy
Hyje 6uo crpan. Ocaonusmu ce Ha 06a Kocruhesa ysopa (Illexcriupa u Baruepa),
Komosuh je moterimpao BpxyHary cBoje Mysuuke opame Kues og 3eitie camoybrcTBoM
nporaronucra y pusaay (Pomeo u Jyauja? Tpucitian u Hzorga?).

ITopep AuTepara-AnbpeTncTa, 3aMHTepecoBaHux 3a Baruepa, y Cpbuju cy ce
KOMITO3UTOPH HEMAIKOM MajcTopy oTBopeHo Ausrar. Cernmo ce Kocre Manojaosrha
KOjH Ce 32 KpaTKoT 6opaBka y Pycuju, rae Hje MOrao 3alodeTs CTyAHje, 04apaBao
Baruepom y MockBH, IIpH 4eMy je pycka My3HKa OTHILIAA y 3aAkH AaH. CTBOpuTes
My3HYKe ApaMe HMAo je BeAUKOT 3aroBOpHHKa y Muaojy Muaojesuhy. Hu Cresan
Moxpassarj Hije KpHO CBOje IOIITOBakke IpeMa BarnepoBoj MysHIH, aAU HUKO OA
HBUX HUje OCTBApPHO CIIeHCKa AeAd BeAnkor gpopmara. 3a To je kop Cpba 6uo MuseHko
ITaynosuh, xao u cam Komosuh, koju je mpema Barsepy nmao ambraseHTas opHOC.®

2 Us Kowosuhesor mucma Tuxomupy Ocrojuhy, o 21 MapTa 1916. roanse (cf: MocycoBa 1971:154.).
3 Usmmcma Jyanjy Berermithy, oanocuo Cpehiy Aa6umujy oa 21. asrycra 1916, roaure (Komosrh 1983:80)
4 U3 (zeobjasaenor) Komosrhesor nucMa Jyaunjy Benemmhy op 5. MapTa 1918.

s Buaeru ¢ycnory 2.

6 Kowmnosuropos cras mpema Barmepy (na ocnosy eceja ,Puxapa Barnep u MopepHa ymMeTHOCT)

Hosa uckpa, 1906 6p. 9, 10 1 11-12) anaausupasa je Karapuna Tomamesuh: (2006: 119-135).
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HMnaxk, He 61 6e3 Heke BpCTe OIMUYKMEEHOCTH BEAMKHMM HEMAauKUM pedopMaTopoM
MysuaKor nosopumra, Komosnh nacncrnpao 1922. roguse Ha (ycnemsom) ussobemy
Iapcuganra, kao ,TBPAOKOPHU" AUPeKTOp 3arpebadke orepe. 3a TO je IMao Onpobaxy
eKwiTy, Koja ce Beh mmokasasa u Ha Baruepy 3a Bpeme Beankor pata i Ha mocaepaTHOM
CAOBEHCKOM peIlepToapy.

Bpeau crora oBAe CIIOMEHYTH U MHTEpPIIPeTe, OHe KOjU Cy AOTIPUHEAH PeaAt3alHjH
Komosuhesux aeaa Ha crieHH, C 063MPOM U Ha TO AQ je My3HKOAOTHja U YOIILITe HCTOpHja
My3HKe AYTO 3aHeMapHBaAd H3BOHAUKY AMMEH3Hjy KAO HEOABOJHB A€O AHAAMBHPAHHX
kommosunyja. 3a npukasusame KomosuheBux omepa, yek cy 6rAe aHra)xoBaHe
IPBOKAACHE CHare, AMPHIeHTCKe, TeBauKe, peAuTesCKe U ClieHOTpadCKe, II0YeB 0A
Buaunoi sera y 3arpeby 25. anmpuaa 1917. Kap je Ha deAy opkectpa 61o Qpupepux
PyxaBuHa, peautes VIBo Pajuh — Aomcxy, cryena n koctumu Tomucaasa Kpusmana.
ITeBaun: Kues — Jocun Kpmxkaj, Kneruma — Jeaena Jexxuh, Muaom — Cranncaas
Jacrme6cxu, Mapko — Cserosap Iucapesuh, Xpesa — Mapko Bymikosuh, Pasujojaa —
Buxa Enrea, Bpopapuua — foy6uia Obaax, Obaaxussa — Pysxa Iepua, Mapra Bpasapa
— Maprta ITocnumua FBasoBa, I'pabanuujam — Asexcarpap Bunraku, [ax — foy6Ouna
Iropex.

Tocae para, kasa je Mmoraa Komosuhepa mpsa ormepa Mmar# cBoje IIpaBo UMe Kao
U [I0jeAMHU AUKOBH, AaBaAa ce y 3arpeby 1925. roaure XKenugba Murowesa y pexuju
ayTopa, Koju je Takohe pupurosao. Lap Aazap je 6uo Muaour e, Iapuna Muaura
— Mapuja Aeonxapp, Kpasesuh Mapko - Jocun Kpmkaj, Pesa Kpuaaruna — Aparo
Xpoxuh, Muaom O6uanh — Mapuo Iluments, PaBujojaa — 3penka 3ukosa, Bpoaapuiia
— Ayamuaa Pap060j, O6aaxuma — EBa AebepeBa, Mapra Bpauapa — Mapra ITocnumia,
I'pabamnmjam — Musopas Muayturnosuh u ITaxx — Oara Toaoskusa. CrjeHa 1 KOCTHME
Kao Ha Ipemujepu Buaunoi seaq.

Y Beorpaay 1923. XKenugba Musowiesa je oo6uaa kopeorpada y aniry Kaasauje
Mcauenko, opkecrap je Boprto Crepan Xpuctuh, peautes Qeodan ITaBroBcky, crieHa
u xoctumu Aeonupa bpanaoscxkor, Iap Aazap — Esrenuje Mapujamer, PaBujojaa
- Kcennja Poroscka. Muaom O6unanh je 6no XKuka Tomuh, Kpasesuh Mapko
Cserosap Ilucapesuh, MapTa Bpaapa — Esrennja ITuareposuh. Mupxo IToand je
n3Beo XKenug6y kapa je oHa 61Aa IIPBH IyT NOCTaBAeHA Y /oybsaHu 1927. roause (3a
Ty IIPHAHUKY je CLieHCKa onpeMa To3ajMmeHa u3 3arpe6a), Aa 61 6eorpapcky o6HOBY
y BUAY IIpeMujepe 1941. TOAMHe BOAMO ca peaureseM Epuxom Xeneaom. Criena
CranucaaBa beaoxanckor u xoctumu Baapumupa JKeapunckor, kopeorpaduja
Asnaroanja XXyxosckor. Lap Aasap — JKapxo Lsejuh, Ilapuria Muauna — Esrennja
Mosrosaja, Buaa PaBujojaa — 3aara Hyuhenan, Musom O6uanh — Caobopan
Maa6amky, Kpasesuh Mapxo — Muaopap JoBanosuh, Mapra Bpasapa — Esrennja
Iunteposuh.

Muanowsesy scenugby je Hosu Cap Bripeo mmocae Apyror CBETCKOT paTa, 1960. TOAUHE
y pexxuju Jocuna Kyayurmha. Aupurosao je Aazap Byra, Lap Aasap 6uo je Van
Kuesxesuh, I]apua Muauna — Apanxa Xephan (takobe Buaa O6aaxusa), Muaom
O6manh — O3pen Bunryaan, Kpasesuh Mapko — Mupxo XaaHahes, Pena Kpuaarua
- Baapa ITonosuh. Maruja Cxenpeposuh u Mpena AaBocup cMemuBaae cy ce'y
poau PaBujojae, Mupjana Bpuesuh u Jeaena Jeumenunna 6uae cy Mapra Bpauapa,
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Annna Yene — Bpopapuna u Baasau Isejuh — I'pabannujam. Crena — Muaera
AeckoBary, xoctumu — Crana Jaruh. Onepa Cprickor HapOAHOT TO30PHINTA je ca
Komosuhesum npsenneM rocroasa y 3arpe6y, Beorpaay, Combopy, 3pewanuny u
Moy6mann. HecBaKMAQIIBHU TOABUT; MAAO je HAM HUMAAO Y JyTOCAABHjH OHAO OBAKBHX
»TIOBpeMeHo My Tyjyhux” omepckux aHcam6aAa, u To jomur ca oomahum pereproapom.

Caepehu Komouhes kpeatrsHu mmoTes je Mysika apama o Kocruhesom Maxkcumy
Ilpnojesuhy. Capa je To mpaBu BpXyHall, KpyHa CTBAPAAAQUKOT Papd Ha CPEAMHH
ymerHuukor myTa. Huje mperepano TBpauTH Aa je AaTOr TpeHyTKa 61aa 3a Komosuha
ApyTa o peay onepa u meros Aoenipun 1 Bopuc Togynos, a mocaeprsH, ca IpeMujepoM
y 3arpe6y 1018. (tapa Beh y Kpanesunn Cp6a, Xpsara u CAoBeHara) U IPaBH eCTETCKHU
1ok 3a Beh agupmucaror cprickor kommosuTopa. Y ono Bpeme Komosuh 3a peaa pyckix
ypeasncra” jou Huje 3HAO, aAM je KacHHje y ,0Kpyxewy  Mycoprckor u Baruepa
saspumo Kuesa og 3eitie 1926. ca pemujepom y Beorpaay 1929. 3a mmyatom je 610 AoBpo
Maraunh, peaures Bpanko TaBeaa, crjeHy u kocTiMe A20 je Baapumup 3aropoamsyx
Kopeorpad — Maprapura @poman, Hso I]projesuh — Cserosap ITucapesuh, Jespocuma
— Eprenuja ITunrteposuh, Makcum Lpuojesuh — Muaau ITuxaep, Aubeanja — Auza
Ionosa u 3aara Bynhenan, Hapan Bojumup — Cranoje Jarkosuh.

Axo je y KomosuheBoM p0xHBraBaisy BarHepoBor Aeaa ITO4eTKOM Beka O1AO
ckerice, Mycoprcku je 6uo npuxsahen 6ecrioroBopHo U TPajHO, Ka0 Haj3HAYAjHIH
IPeACTaBHHK HAITMOHAAHOT CTHAA M HCTOYHE OpHjeHTaljuje ¥ CAOBEHCKO]j My3HITH
(Komosuh 1947: 127-132).” Buo je pycku majcrop nopcrpex Komosuhy He camo y
npBoj Bepauju Knesa Beh u Apyroj, aaTupaHoj TpuAECeTHX TOAMHA IPOLIAOT BeKa.
Huje ucksmydeHo aa je y3 cse nunrtensusHuje Komosuheso pasmumsame o Bopucy u
Xosanuwmunu, HaCTAAQ X THKPMMHIHKCAHA IT0jaBa KaAyhepa IpuaBopHe 1jpkse y 3eTn
(Mymxu xop ca Komosuhesnm tekcrom), unrehn CepMy CAMKy AepUHUTHBHE Bepauje
Khesa og 3etiie, nssepene seneM6bpa 1946. Aupurosao je Kpemumup Bapanosuh,
pexuja je 6uaa JoBana Kowosuha, kopeorpaduja Aumurpuja ITapanha, cena
Cranucaasa Beaoxanckor, koctumu Muanne Babuh, Vso I]projesuh — XKapko
IIBejuh, JeBpocuma — Meaanuja Byrapunosuh, Maxcum Ilpuojesuh — Hukoaa
IIsejul, Auheanja — 3aara Cecapanh, Hapan Bojumup — Josan Tauropujesuh.

Y narapuma Ha KomoBrhe (koMosuTopa 1 meroBor ciHa JoBaHa, Kao peAnTena)
300T MOHAIIKOT XOPa, He 3HAMO A AH je IPO3BaH M TAAAIIEH AUpeKTop onepe Ockap
AaHOH 04 CTpaHe ,aruTIpoIa” 360r AOMyIITamka Ha CIleHy OBaKBOT ,CBETOCaBAdA”
(Muaan Borpanosuh, HajomTpuju KpUTHYAP je BamAl XTEO A2 KaKe ,IPAaBOCAaBra”) !

7 TIpommpeHH 4AaHAK Y OAHOCY Ha IPBOOUTHH, 06jaBareH Y CPrckom KrumesHOM IAACHUKY, Kib.
LVII, 6p. 1, 1. Maj 1939 (Maj-aBryCT), 36-39.

8  Cam AaHOH je KacCHHje OCTBAPUO 3HATHY YMETHHYKY KapHjepy U y HHOCTPAHCTBY, u3Boaehu
PYycKe ,IIpaBOCAaBHE" OIepe, KaKO Ce jeAHOM IIPUAMKOM YCMeHO u3pasuo mybaunucra Bunko Illaxe,
a ayTOp OBMX PEAOBA AHAAM3HPAO IpeMa XpHIhaHCKUM [IOCTYAATHMA CLjeHCKa AeAa Mycoprekor u
Pumckor-Kopcakosa (3a s6opHuk Pyccxoe 3apybesicve: mysvika u iipasocaasue, Mocksa 2013, 188-210).
He 3260paBHMO A2 Ce U3 OBUX CLIEHCKMX KOMITO3UIHja (PyCKHX olepa) y JyrocAaBHjU MOTAQ jaBHO YyTH
[PaBOCAABHA I[PKBEHA MY3HKa ¥ A0GA KaA Ce Ha KOHI}epTUMA UAU Ha PAAM)Y HHje CMeAA AOITYCTUTH
Awutypruja ITerpa YajkoBckor a kamoau AyxoBHa AeAa CreBana MokpamIia.
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Aa au Knes og 3einie (Moxpa ca XKenugbom Murowesom) Criapa y CBETOCABCKe UAH
npaBocaaBHe onepe? Omiaybura CBaKaKo jecTe U jeAHO u Apyro. Fben cappxaj
M My3HKa MOT'Y Ce y OTITYHOCTH [IOCMATPATHU U Ca TadKe TAEAUIITA XpHIThaHCKOT
MOpaAa, Kao U cama Apama Vsa Bojuosuha.

Knes 0g 3eilie je 6MAO CKAOMEH C pellepTOapa y TOKY 1947. FTOAMHe, A 61 ce
ocmeanan Hosocahanu pa mpukaxy Komosuheso ,cBetocaBse” 1966. ropune
Ha crjeHr CpIICKOT HAPOAHOT IO30PHINTA, Y PEXHUjH allOCTPOPUPAHOr peAuTesa
JoBana Kowosuha, ca acucrenTkumsom Mupjanom Mapuukuh. Aupurosao je Ayuran
Muaapusosuh, xopeorpa je 6uo Bpanko Mapxosuh ca momohuukom XKapxom
Muaenxosuhewm. Vo Lprojesuh — Pyaoad Hemer, Mupjana Bpuesuh — JeBpocuma,
Maxcum Lpuojesuh — Baapa ITonosuh, Muaom O6penterosuh — Baapan Lsejuh,
Ayxp — Mupxo Xaanahes, Aopenno (1 Tonpaoanjepos raac) — Ayyano Mannus,
Anheanja — Mpena AaBocup, Puaera — Jeaena Jeumenmria. Crieny je onpemuo Creax
MaxkcumoBuh, koctuMe je kperpasa boxxaxa JoBanosuh.

Knes og 3eilie je y beorpapy 610 OHOBO CTaB&eH Ha pellepToap 1968. rOAMHE, y
06HOB&eHO] 3arpapn HapoaHor mosopuiira, 0HAQ KaAd je OHO pea Ad ce IojaBu Ha
crienn HoBo Komosuheso peao — Oiaybuna. Fbeno yobandaparbe HAYM Pa3MHUIILbAIBE
0 yoOAMYaBalby OABHjaAO Ce Ha MOYeTKY Apyror cBeTcKor para. Taaa je KOMIIO3HTOp
AebunuTHBHO Npemao y Beorpay, kao pexrop u mpodecop HoBoocHOBaHe My3audke
axapemuje. ITpepaBao je Ha lBeHOM APAMCKOM OACeKy clieHcku rosop. Opabpao je
cTyaeHTKHUIY, 6yayhy raymuiry Mupjany Koywh Aa 3a mera penuryje pesose us Bojro-
suhese noeme (Kodzi¢ 1979: 44-54). Huje xommosuropy 61aa npumapHa My3udka
KOMITOHEHTa I'ycAama. 3a IycAame je 3Hao ucro kao u Mso Bojuosuh koju je umao
HEOOHYHY 4acT Ad KA0 AeTe Y AOMY CBOjUX POAUTENA AeKAaMyje ericKy KocoBcky
noesnjy camoM Byxy Kapayuhy. HMcTudgeMo Aa Ha odeTKy Oelne ped 3a MHOTa AeAd
IMerpa Komosuha, a moTom ce pahaaa mysuxka. Taxo je puram pecerepuia u Kocruhes
jam6 us Maxcuma Llprojesuha ycreo Aa MCTaKHe KOMIIO3UTOP HA YIIEYATAUB HAYHH
y onepu Knes og 3etlie, moBpeMeHo Merbajyhu nuirdes TeKCT U A0AQjyhu y IpHAMYHO]
MepH CBOj.

Canuno je nocrynuo Kowosuh u ca moemom Cumpii Majke Jyiosuha, mapa je
Oiniaybuna, 3a pasauky op Kuesa omepa y K0joj je HajBHIIIe CAEAHO HeHY KIbIDKEBHY
noTky, BojuoBuhesy pApamy, Tako aa usHocehu cappxaj Omaybume, roBOpUMO O
caapxajy camor nosoputaor Komapa. Y Kowosuhesoj Otliaybunu 9MHOBH OAHOCHO
IjeBarba HOCe HCTe HasuBe Kao y Bojuosuhesoj Apamu: Craxe, Aseiti u Kocoso. ITpso
u Apyro IjeBame I0je ce ca yappaka Jyr-boraaHose kyae, Kako je peueHo y IIOAHAC-
AoBy, a Tpehe xHa KocoBy, oxo Bupoa-pHe 1389. ropune. Cappskaj u olrepe 1 Apame je
HOTPeOHO YIIOPEAUTH U ca HapoAHOM enrkoM KocoBckor 1jukayca, Koja je y cTBapu
000juIM yMeTHHKA OHAQ TIOAA3HA TAUKA ¥ IPEACTABAARBY XPOHHKE UCTOPHUjCKUX
Aorabama, a AeceTepall OCHOBA M KEbKEBHHUKY 1 KOMIIO3HTOPY.

Ynpuanuno je onepy Ha Bojuosuhesy noemy (Ha opuruHasHOM jesuky) u
cAoBeHauku koMnosutop Mupxo IToany, mpeapaThu AupureHT 6eorpascke Omepe,
xome je ITerap Komwosuh 6uo y3zop. [Toandesa omepa je n3BeseHa peaumudso (u3
Tpeher njeBarma) Ha cMOTpH caBpeMeHe cAOBeHauKe onepe y /oy6manu 7. pebpyapa
1946, y3 yaemhe Muae Korej (Majka), Haae Buamap (Kocoska Aesojka), Bekocaasa
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Janxa (Tycaap) u Mapyme Iarux (Tlactupue). AMPUroBao je u pexxupao KOMIIO3UTOP,
crieny je onpemuo Epaect Opanry, kocrume Aarmap Kadep. Y rieannu AeAo je nsBeaeHO
jyHa 1947. ca KOMIIO3UTOPOM 3a ITyATOM, ¥ pexxuju bpanka I'aBeae u kopeorpaduju
ITmra Maakapa. Majka, Kocoska Aesojka u I'ycaap ca IlacTpoM Kao y mpeTXoAHOj
nocrasuu, Mupo Bpajuuk kao Aamjan y3 Buamy Bykosen; (Aubeanja, peBeTa cHaxa)
u Onpuny Oty (Joaa, ocma craxa) (Neubauer 2000: 67-69). Anaautnaapu (meby
BuMa 1 Aparotus LIBeTKo) cMaTpaAu Cy Aa je OBUM AEAOM CAOBEHAUKa My3HKa [PBHU
myT Ao6maa Bearky onepy (Cvetko: 116-118). Fbome je ayTop o6eaexno Tpuaecermery
TOAUIIGHITY CBOT YMETHHYKOT PaAa.

Y HOoBUM caraepaBamuma Mysuke y CAOBeHHjU jeaBa Aa 61 ce M CITOMEHYAO
IToanueso, mo peunma LTupuaa IseTka MoHyMeHTaAHO Aer0. CMaTpao 6u ce Takas
IOTe3 32 AeMOAMpaH. Aa AU Cy U TPH Y 0BOM paay npossane Komosuhese onepe
3acrapeAe y TpeheM MHAEHHjyMY U KaO HelOXXesHH ocTany npomaoctu? ,Huje an
Oifiaybuna AQHAC U U3BECHH CIIEHCKH aHAXPOHU3aM?“ 00paTHO ce HHCIIeHATOPHMA
6eorpascKky HOBHHAP jOLI IIPHAMKOM MpeAcTaBe U3 1983 roaute (Credanopuh 1983 :
12). Y AaHAIIbeM TPeHyTKy U3HOLIeHe Ha ceHy KocoBckor 60ja u eaor cucrema
cuMboAvKe Be3aHOT 32 KOCOBCKy Tpareanjy IpeACcTaBobaA0 01 AKTYEAHOCT, Y CMHCAY
noaceharsa Ha OHO IITO CMO OHMAM M Ha OHO IITA CMO CaAQ.

Hemro je xTeo Komosuh aa mopyun cBOM HapOAY TUM CBEYaHUM IIPHKA30M
Yy TOAMHH 1960, KaAa je MapTUTypa 3aBplleHa, Kao U I[EAUM CBOjUM CI[eHCKHM
omycoM. bes 063upa Ha MaAO OACMEIIAUB TOH KOjUM KOMIIO3UTOP TOBOPH O
»yb0juToj“ cprckoj moesuju ¢ kpaja XIX u mogerxkom XX Beka, xeAeo je i OH A
Aa cBoj 060A mporpamy ,ocBehema/ocBere u ocaobohema” Kocosa.’ Beposartro
je sacmeTano u aytopy Oiaybune mro Takopehu HujepAHOM BehoM KoMIo3uImjoM
CPIICKM My3HYapH HUCY AAAM CBOj mpuaor Hu baakaHCKkuM nobepama Hu Beankom
paTy, AOK je ’BeroB yCIIOH y My3H4KO-CIIeHCKOM U3paXkaBamy, Ha cpepokpahn
Moxkpamarn — Be6ep — Baruep — Mycoprcku (ca orpapama op KacHor JaHayexa),
6u0 emMaHaIuja MaTpuOTCKUX ocehama Oes HKakse mo3e HAH ,pandapa’. Y pacmony
0A 60 CTBapaAAUKHX TOAMHA CaTAGAABAMO jaCHO CAAPIKAjHU KOHTHHYHTET, Ha AVHHjH
Baruep — Mycoprcku: Komosuhes O6uauh ce sxenn y Buaunom sery (xoju je Ha
HeKH Ha4MH 6HO0 AOTIIPHHOC KOMIIO3UTOPOB Ip0o60jy CoayHCKOr GpoHTa)U yMupe
y Ottiay6unu (,Munom, Ham je, Tocno, norunyo!“ o6jaBmyjy raacuunu Majuu
Jyrosuha y IIpBom njeBawy Owiaybune).

Komosuhesa naeja o cprickom ITapcugary morexaa je Takohe u3 peaurujckor
puTyasa npuyemhuBarma npep 6UTKY, KHe3a Aasapa U HeroBux BUTe30Ba. Ta yamra
Kojy Majuu Jyrosuha 1 seHHM CHaXaMa U3HOCH AeBeTa CHaxa, Anheanja, Kao cuM60A
KOCOBCKe XXPTBe, AOMHHHPa IpBoM cAukoM Oiiaybune. Y Tpehoj, yamry samemyje
KoHAMp ¢ BuHOM KojuM Kocosxa Aesojka mpuuenthyje ymupyhe parauke. Hbena
CAMIKA HAC TAGAA Ca KOpHLa Kibkre Baapumupa Jopanosuha o loppanu JeTosuh, kao
HOACETHHK Ha IIPOIyIITeHe IPHAHUKE, jep je HeONPOCTHBO IITO IPEACTaBa IIOCACAIHE
Komosuhese omepe Huje cHuMmeHa. 3aT0 HABOAUMO U OBAe yuecHuKe Komosunhese
»AabypOBe mecme”,

9  Papmno ce o umuraropuma crixosa Murte Iomosuha. (CfKomosuh, 1954 : 31; Hocycosa 1989, 42, 43).
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OpxkecTpanyjy je pooBpummo Ayman Muaasunosuh, Koju je 1 AUPUTOBAO AEAOM.
ACHCTEHT AMPUTEHTA U AUPUTEHT CIjeHCKe My3HKe 610 je Janes [oBeaHuk. Xopose
yBexx6ao Cao6opan Kperuh. Peanrtes Aejan Muaapusosuh, acucrent pesxuje Buxro-
puja ITroxmoxT, crienorpadu Asexcarpap 3aarosuh u Aejan Muaaauzosuh, kocTumu
Csetaana Uxomesuh, cerao Casa Kpaswanan. ITeBaun cy: Majka Jyrosuha — Bpeaa
Kaaed, ITpsa cuaxa — T'opaana Kecuh, Apyra cHaxa — Jappanka Josanosuh, Tpeha
cuaxa — Oara Hoxuh, Yerspra cHaxa — Aybpaska 3y6osuh, Ilera cHaxa u AeBojka
— Cseraana Bojuesuh, Illecra cnaxa — Oara Bykuuesuh, Cepma cHaxa-— Mupjana
Bacunesuh, Ocma cnaxa — Oara Musomesuh, Aesera cuaxa (Anheanja) — Papmuaa
Cwmunannh, Kocoska AeBojka — Topaana Jeprosuh, Jeana 6axa — Tarjara CaacTjeHxo,
Aawmjan Jyrosuh — Topan Inuropuh, Caernn rycaap — Muausoj Iletposuh, Baxun yryx
- Huxoaa Mujanaosuh, Typcku po6 u Momak — Joo Pesus, ITpsu i Apyru raacHux
— Toma Josanosuh u He6ojmra Mapuuuh. Aena Jyrosuha, Hapoa, parHuLy, HaprKade.
uaanosu Aedjer xopa PTB (3aaran Bayaa), keHckH XOp U3a CLieHe: TAACOBH 3BHUje3-
Aa-cBujehruna u raac Hohsor Bjerpa y Apyrom mjesatsy.

Tpebano je A2 HAAAEXKHHU IPEABUAE YCTAMEHY I10jaBy KPATKOBEYHOCTH OIICTAHKA
AoMahyX My3HUKHX AeAd HA CLIEHH H Ad Ce TTOCTapajy Ad ,CBeYaHM MOCBETHH IIPHKA3',
CIpeMieH H3y3eTHO OA CTpaHe OIepCcKOT KoaekTuBa HapoaHor mosopumrTa,
IIPHKaXY M Y APYTUM CPIICKUM MecTHMa (T10 yraeay Ha HoBocaacky Omepy), He camo
y Iloxxapesuy (anpuaa 1984) 1 A2 OBeKoBede IPEACTaBY OATOBapajyhnum cHUMKOM.
IToroToBy mTO je CIleHCKa peasn3ariuja 6uaa HCmpep cBor BpeMeHa: MuaapnHoBrh 1
3aarosuh cy ce HHCIIMPHCAAH CKYATITYPOM, YIIOTITyHhaBajyhu paamy mely unnosuma
HeMOM ,aknujoM” BojHuka Kuesa Aasapa, momro ce y Apamu o cykoby Ha Kocosy
Oy CAMO TOBOPH, 4 caM 00j ce He IIPUKA3Yje, LITO je peAUTes HAAOKHAAKO , ) KUBUM
cankama“ Ha potupajyhoj 6uHu usmelyy unnoBa-njeBasma.

O yeMy pa3MHIISAMO MU AQHAC, IeCT AOOpuUX cToAeha mocae parasne buTKe Ha
Kocosom mony? Aa au cy ce y3aaya 6asuan KocockoM remaruxom Ayuran Paauh
(onepa Cmpiti Majke Jyiosuha) u Pajxo Makcumosuh (opatopujym ITacuja Cseitiome
Knesy Aazapy), rakohe Buromup Tpudynosuh (6aser Kocoska Aesojxa)? INucan
ApaMe, K0joM ce HCTO MHcupucao Paauh, yxammes je 6uo y AyOpOBHHKY, IpOBeBIIN
IpBu cBeTCKHM paT y MHOEHUIKOM 3aTBOPY U 3arpebaukoj 6oaxuiu, Aok ce Komosuh
nocae Apyror cBeTCKOT para HHje MOrao M30OpUTH 3a u3BOheme cBoje pecTuBaACKe
MY3H4YKe ApaMe Y BpeMe KOMYHHCTHYKe MHTepHallMOHaAe M HeIrupama CpIICKe
HCTOpHje, KaAd Cy HEKUM ONIePCKUM aAMUHHCTPaTOpHuMa (3a I0YeTaK) 3acMeTane
MHOro6pojHe Jyrosuhese cHaxe (IHX AeBET, IIeT CONPAHA U YeTHPH aATa). MuToBH
KOjH Ce IPOTAAIIABajy 32 HApPOAHE AereHAe-panTasuje (132 KOjUX y CTBapH CTOje
YMIbeHNULe) HACY GMAH IOXKeSHN HE Y KOMYyHHCTHYKO A06a, HU Y AQHALIbe BpeMe.
Yrryhenu cmo nsHoBa Ha peaanocr u ,cpehny 6yayhaocr”.

IIITa je Aerenpa, mra je crapHOCT? M jeAHO M ApPYTO je mOCTOjame cpIicke
HapoAHe Toesuje, Jyr-Boraanosor pAsopa-ytsphema (3amxa Bparka Hemamuha?),
4uje je pymeBuHe y okoanHu [Ipokymnsa otumao pa Bupu Bo Bojuosuh Aok je
nucao Apamy Cmpiti Majke Jyiosuha. PeaAHOCT je TYyPCKO POIICTBO, IOTIAAAbE
Cpb6a nmoa, Baact HempocBehennx OcMaHANja TOKOM CpPeAber BeKa, IITO je 3HAYHAO
AETPAAAIIH]Y HAPOAA HA ITMBHAU3ALIN]CKOM IIYTY, AOOPUM AEAOM ,TpacHpaHor” 3a
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BAape njapa Aymana CHAHOL® Y BpeMe MOTOMWEr TYPCKOT MPaKa ,llecMa Hac je
OApPIKaAa, FOj3H XxBaAa“!

Mopa ce Ha Kpajy HarAQCHTH AQ [I0 CAAPYKAjy U ACTIOTH M3DPa3a U popMe, HUjeAaH
CAOBEHCKHM HapOA HeMa HemTo cAndHO KOCOBCKOM IIMKAYCY HapoaHe moesuje. 3ap
TakBO eT(H)MYKO M YMETHHYKO AUTEPAPHO-MY3HIKO 6Aaro Tpeba MpemycTuTu
HHAUBHAYAAHOM U KOAGKTUBHOM 3a00paBy? HuCy TO 3acAy>KrAe HU My3HYKO-CIjeHCKe
KOMIIO3HUIjHje, CPIICKOM e[IMKOM HHCIIMPHCAHe, HA CBOj HAYMH jeAHHCTBEHE, Koje Ha
HajBHIIIeM HUBOY BEAMYAjy OIIITeYOBeYaHCKe BpeAHOCTH. He cMeTHHMMO ¢ yMa Aa je
u (ucropujcko) ceharme — KpO3 yMeTHIYKa AeAQ — CABECT M MOPAA jeAHOT HAPOAA U
cBaKor syackor 6uha nojeaunauno. Y oM cMucay je Otliaybuna v Aeseitia cumponuja
u Kocoscku 3aBer 1 Bupaosaarcku xpam ITerpa Komosuha.

ITermaor - q)OTOI‘PA(I)I/IJE CA ITPEMU]JEPE OITEPE OTAI,IBI/IHA

10 AKO je NIMITO3aHTHA CAMKA BeroBor KpyHucama y Ckory, Aeao ITaje Jopanosnha, ckAOHEHO ca 3upd
o6HOBAeHOT Georpapckor HapopHor My3eja, )KUBH CBOj yMETHHUKH U HCTOPHjCKH XHMBOT Iap Cpba i
I'pxa, oamrieTBOpeH 0 crpane Aadonca Myxe, y Hemkoj perry6anim, xao ykpac npamkor Harpponaanor
My3€ja, 32 yCIIOMeHy Ha CBECAOBEHCKO 6PaTCTBO, KaKo Ia je samuisao teopar Caosetcke eiloiieje (1910~

1928), cepHje OA ABaAECET CAMKA MOHYMEHTAAHOT $pOpMaTa.
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NADEZDA MOSUSOVA

THE WEDDING AND DEATH OF M1L0S§ OBILIC:
From THE FAIRY'S VEIL TO THE FATHERLAND

(SUMMARY)

The prominent Serbian and Yugoslav composer Petar Konjovi¢ (1883-1970) wrote
five operas between 1900 and 1960. Konjovi’s operatic opus represents his homeland
and his spiritual spectrum: in the first place, indelible memories of his childhood and
youth focused on the Serbian National Theatre in Novi Sad, in particular its heroic
repertoire of Serbian literature. Consequently, three out of five of Konjovi¢’s music
dramas are derived from Serbian epic and theatre plays. In addition to Ivo Vojnovic’s
Death of the Jugovi¢ Mother, these are Dragutin Ili¢’s Wedding ofMilo$ Obili¢ and Laza
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Kosti¢’s Maksim Crnojevié. Therefore three of Konjovi¢’s operas can be conditionally
brought together as being in many ways related, not only by their content but also by
music and the scope of time they were created: The Fairy’s Veil (based on Wedding
of Milos Obili¢)during World War I, The Fatherland (based on Death of the Jugovi¢
Mother)during World War II, and between them ThePrince of Zeta (based on Maksim
Crnojevic). The last of them, subtitled “A sacred festival drama” (following with its
subtitle the idea of Wagner’s Parsifal) had its gala performance in Belgrade National
Theatre on 19 October 1983. The structure of the musical composition was inspired
by the “Kosovo mystery play” by Vojnovi¢ (1857-1929), an outstanding dramatist
from Dubrovnik. In this case, the playwright was a narrator of the historical-legen-
dary past of the Serbs. Drawing on Serbian national epic poetry which deals with the
downfall of the Serbian medieval empire caused by the Turkish invasion, Vojnovi¢
constructed his play on the basis of the central poem of the epic cycle about Kosovo,
The Death of the Jugovi¢ Mother. Both the epic and Vojnovi¢’s play present the tragedy
of Serbian people in the figure of the Mother. She dies with a broken heart after the
loss of her heroic husband, Jug-Bogdan, and her nine sons, the Jugovidi, in the deci-
sive battle against the Turks in the Kosovo field in 1389.

Vojnovi¢’s play was performed in Belgrade and Zagreb in 1906 and 1907 respec-
tively, as well as in Trieste (1911) and Prague (1926); and several Serbian and Croa-
tian composers wrote incidental music for it. Slovenian composer Mirko Poli¢ was
also inspired by it and his work was performed in Ljubljana in 1947, while Konjovic’s
“festival drama” finished in 1960 was staged much later. Its premiere in 1983 was
scrupulously prepared by the father-son duo, Dusan Miladinovié¢ (conductor) and
Dejan Miladinovi¢ (director), who paid special attention to the visual aspect of the
performance. The director, together with the scenographer Aleksandar Zlatovi¢
created for The Fatherland a semi-permanent set of symbolical characters, with an
enormous raven, made of jute, replacing the backdrop. The costume designer was
influenced by medieval frescoes from Serbian monasteries in Kosovo. The director
himself conceived a “mute” and motionless appearance of figures of Serbian warriors
in “tableaux vivants” by placing them in attitudes of combat on the edge of the revol-
ving stage during the curtain music between the acts.

What the composer Konjovi¢ aimed for with his last music drama was to eterna-
lize in music the beautiful Serbian epic, depicting the tragic history of his people and
thus reminding Serbs of their roots. In this sense The Fatherland was Konjovi¢’s Ninth
Symphony and his oath of Kosovo.

KeywoRDs: Petar Konjovi¢, opera, The Fairy’s Veil, The Fatherland, epic, theatre plays
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ABSTRACT
This paper discusses the Trieste Philharmonic Orchestra’s tour in Serbia in
the spring of 1946 and its political connotations. A sketch of the orchestra’s
foundation in the context of the concurrent political efforts to solve the Trieste
question is then followed by a detailed outline of the journey itself, presented
from the two points of view. First, the perspective of the Yugoslav authorities is
illustrated and then an insight into musician’s everyday life during the tour is given.
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On 1 May 1945, the units of the Yugoslav partisan army marched into Trieste,
reaching the city a mere half-a-day before the British Eighth Army under Field
Marshal Alexander. For the Yugoslav side, winning the race to conquer this impor-
tant Northern Adriatic port (along with the whole of the Julian March) was under no
circumstances a simple matter of war prestige. For them, it was a decisive step towards
the correction of (in the eyes of Slovenes undoubtedly unfair) border line with Italy,
as it had been set by the Treaty of Rapallo after the World War I.

Since Emperor Charles VI at the beginning of the eighteenth century declared it
a free port, Trieste had witnessed rapid economic and demographic growth. By the
beginning of the twentieth century, with about 60,000 Slovene inhabitants, it also
became the largest Slovenian city, while the suburbs were inhabited only by Slovenes.
Trieste became an important Slovenian political and economic, but also intellectual
and cultural centre; therefore, the claims for joining it with Slovene territory were
not at all surprising.

The demands for the annexation of Trieste and the Julian March to Yugo-
slavia with the necessary revision of the Rapallo border were put forward particu-
larly strongly during the last years of World War II. At that time, it was the Yugoslav
communists lead by Tito who above all others made the effort (also with a lively

1 nejc.sukljan@ffuni-lj.si
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international diplomatic activity) to fulfil these demands. However, it soon became
clear that with the growing bloc divison of the World the Trieste question (that is, the
question of Trieste’s place and status) would not be at all easy to solve.*

Even if the Yugoslavs were the first to reach Trieste, the Western Allies would
under no circumstances relinquish the city to them. Already on 8 May, General
Morgan, Field Marshal Alexander’s chief of staff, flew to Belgrade and demanded that
Tito withdraw his forces to behind the so-called Morgan line. The Yugoslav army’s
decision not to submit to this request led to the so-called May Crisis. Given the strong
international pressure (even from the Soviet Union) it became clear that the Yugo-
slav government would not be able to go ahead with their maximal plan. Finally, on
9 June 1945, an agreement was signed in Belgrade, followed by the withdrawal of the
Yugoslav forces from the newly-set Zone A of the Julian March a mere three days
later, on 12 June 1945; Zone B remained under Yugoslav administration.’ Even though
the Yugoslav army had to leave Trieste and even though the leading Yugoslav politi-
cians were probably aware of the fact that the annexation of the city under these new
circumstances would be extremely difficult, they did not want to give up on their
claims. From the military chessboard, the solving of the Trieste question moved to
the diplomatic parquet where Yugoslavia’s diplomatic efforts were accompanied by
intense political propaganda, intended for both domestic and foreign publics. An
important part of this propaganda was also the activity of the Trieste Philharmonic
Orchestra (1945-1946).

THE FOUNDATION OF THE TRIESTE PHILHARMONIC AND THE PLANS
FOR THE PROPAGANDA TOUR

The Trieste Philharmonic was established in the summer of 1945, during the reorga-
nization of Trieste musical institutions carried out by the Western Allies after they
assumed control of the city. The heart of Trieste musical life was the Verdi Theatre,
where during the War the number of opera productions and symphonic concerts even
increased and where in March 1944 a permanent orchestra was engaged.* Also lively
was the musical activity of the Trieste radio station where several musical ensembles
were maintained, including the large orchestra (grande orchestra) led by Jakov Cipcis

2 The role of Trieste in Slovenian political, economic and cultural life along with the genesis of the
Trieste question from the mid-nineteenth century onwards are discussed in detail in Pirjevec 2007. The
main landmarks in the political efforts to solve the Trieste question after the World War II are sketched
in Necak 1998. The broader international context of the Trieste question is discussed in the collection of
lectures Trst 1945: zbornik predavanj (198s). The listed bibliography only offers a superficial insight into
the Trieste question, which has otherwise attracted the attention of many Slovenian and other scholars;
a broader list of relevant studies is available in Prijevec’s book.

3 Fora detailed account see Necak 1998: 205—208.
4 Foramore detailed account of the Verdi Theatre’s activity during World War II see Levi 1968: 137-140.

5 Fora detailed account see Candussi 2003: 911-918; 925-927; 930—947. Engineer Guido Candussi
(born 1916) worked at the Trieste radio station for a brief period already during the war. After the war,
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Largely because of the Trieste radio station’s financial problems, the Western Allies
joined the two institutions (radio and theatre) into a new one.® This new arrangement
was formalized by Order no. 30, issued by the senior civil affairs officer, Colonel Alfred
C. Bowman, on 20 October 1945 (with the retroactive effect). In accordance with this
order, a new Radio Theatre Trieste Entity (Ente Radio Teatro Trieste) was constituted,
which “shall administer and manage the business and affairs of the Radio Station of
Trieste, the Verdi Communal Theatre of Trieste and the Philharmonic Orchestra of
Trieste” (Bowman 1945: 3-4).

In practice, the reorganization, which was only carried out after the end of the
Trieste opera season, on 21 July 1945 ([Anon.] 1945f: 2), brought the dissolution of all
of the musical groups active at the Trieste radio station, the dissolution of the orche-
stra of the Verdi Theatre, and, finally, the creation of a new, larger orchestra under
the name of Trieste Philharmonic (Orchestra Filarmonica Triestina); the orchestra was
supposed to give both symphonic concerts and opera performances.” The Allies made
an effort to explain the reasons for this reorganization (perhaps because of several
harsh complains that followed®) in the newspaper Giornale Alleato:

When the Allies came to the city, there were two orchestras active, one of 60
members at the Verdi Theatre and the other of 50 members at the Radio. It was
evident that neither of them could function as a proper symphony orchestra;
furthermore, the best musicians of the first were not available to play in the second
and vice versa. The Radio Orchestra was established by the Germans who spent a
great deal of money on successful propaganda. It would be unreasonable to keep
spending this amount of money; it would not have been in the interest of either
the Radio or the Verdi Theatre, which means it would also not have been in the
interest of the people.

Therefore, from both artistic and financial perspectives, it seemed convenient to

he was first the chief of the technical sector and later the director of the RAI branch. In his monumental
work La storia della radiodiffusione in three large volumes he — among other things — presents a detailed
description of the Trieste radio station’s history, also providing us with information he collected from
many of the key individuals that were in fact making this history. This way his books are a priceless
source of data that would otherwise probably be forever forgotten (especially given the fact that the
radio archives are lost).

6  The reorganization and its main reasons are thoroughly explained in Candussi 2007: 11-12; 84.

7 In fact, this was nothing new: The symphonic concerts were performed already by the above-
mentioned permanent theatre orchestra, established in March 1944; on these occasions, the orchestra
performed under the name of Permanent orchestra of the city of Trieste (Orchestra Stabile della Citta di
Trieste). The programmes of these concerts are preserved in the conductor Luigi Toffolo’s fonds (Fondo
Luigi Toffolo) in the Carlo Schmidl Museum in Trieste (Civico Museo Teatrale Carlo Schmidl, fonds
Luigi Toffolo, folder s, file 1944.).

8  Candussi mentions that the joining of the radio and theatre orchestras was strongly opposed by
Mario Bugamelli, the last radio director under Yugoslav rule. According to Candussi, his successor, the
British captain Edward Astley, is supposed to have removed him from the radio, also because politically
he was a sincere pro-Yugoslav communist (Cf. Candussi 2007: 13).
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create a new, larger symphony orchestra of 85 or 9o members. At the same time,
it would have been taken care of the employment of all those musicians who
would not be able to take part in this orchestra. This plan was supported by the
Allies as well as all those who care for the musical future of the city. The joining
of two orchestras, each of them with its own history and individual character, is
not an easy task. In order to be fair towards the musicians and to be able to keep
the spirit of democracy in the new orchestra, a selective commission was formed,
composed of maestro De Vecchi, maestro Toffolo, and of one musician from each
of the orchestras; the commission’s secretary was maestro Cervi-Pelizzoni from
Radio Trieste. This commission performed its duties so well that all of those who
were invited to join the new orchestra (and among them all of the best musicians),
except for ten, signed the contract.

Concerning the employment of the musicians dismissed from both orchestras who
were assured to be employed by the Allies if needed, in active collaboration with
professors Jancovich and Kuhacevic a core of another orchestra under the leadership
of maestro Cipci has been formed. This orchestra has already signed a contract with
Ljubljana and will probably leave for a tour in Yugoslavia ([Anon.] 1945c: 2).

The first concert of the newly founded orchestra, in general positively greeted by
Trieste newspapers (compare: [Anon.] 194sh: 2; [Anon.] 1945¢: 2), took place on
Saturday 18 August 1945 at the Verdi Theatre ([Anon.] 1945d: 2). With the founda-
tion of the new orchestra, the programme of Radio Trieste changed significantly: The
last performance of the large orchestra under the leadership of Cipci was on 21 July
([Anon.] 1945k: 2), and until 10 August the other musical groups also ceased their
performances ([Anon.] 1945l: 2). The subsequent shortage in programming was filled
with musical productions of the British Armed Forces Radio and the BBC News
([Anon.] 1945b: 2). A note on the changes at Trieste Radio Station, showing them
in a somewhat different perspective, was also published in the Slovenian newspaper
Ljudska pravica (People’s Justice) on 9 August:

The dismissal of Radio Trieste’s musicians

The management of Radio Trieste, which is in the hands of the Allied Mili-
tary Government, has dismissed all the musicians. Since from this point on, the
station will mostly broadcast music on discs and work in connection with the
relay station in Udine, it will no longer be needing its own permanent orchestra.
Until now, the Trieste Radio Station has employed around 100 musicians, orga-
nized in three orchestras: the symphony orchestra, the light music orchestra and
the dance music orchestra.

The majority of symphony orchestra members, all of them Italians from Trieste,
have decided to move to Zagreb. They have already signed the relevant contracts.
The members of other orchestras are also planning to move to Yugoslavia
([Anon.] 194si: 2).

It clear then, that during the reorganization of Trieste musical institutions in the
summer of 1945, another orchestra was established, which, however, did not remain
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in the city but worked in Yugoslavia; this orchestra too performed under the name of
Trieste Philharmonic (Orchestra Filarmonica Triestina). The Yugoslav newspapers often
wrote that the Allies had dismissed the entire Trieste Radio Orchestra, which had
already been performing under the name of Trieste Philharmonic and that, consequ-
ently, the whole orchestra moved to Yugoslavia, where it continued with its work,
being unable to do so in its home town (Compare: [Anon.] 1951/1952: 35-36; Cvetko
1946: 28; [Anon. ] 1945j: 2—3; [Anon.] 1945a: 6; [Anon.] 1946¢: 3; [Anon. ] 1946g: 2).
However, it seems that the orchestra’s foundation was not so unambiguous at all.
Taking into consideration the above-quoted Allied explanation from the Giornale
Alleato, the following is clear: (1) The Trieste Philharmonic that moved to Yugo-
slavia was not just the dissolved Trieste Radio Orchestra performing under a diffe-
rent name, but a newly founded musical group. (2) Certainly, several of the dismissed
radio orchestra members (including the conductor Jakov Cipci) and possibly some
of the musicians of the dissolved theatre orchestra as well joined the Trieste Philhar-
monic that moved to Yugoslavia;® in addition, musicians that were newly recruited
also took part in the orchestra. (3) Paolo Jankovié¢ and Karlo Kuhaéevi¢ played an
important role in the foundation of the Trieste Philharmonic that moved to Yugo-
slavia. (4) Although possible political reasons for the dissolution of the radio orche-
stra should not be completely disregarded, it seems that the main cause for the reor-
ganization of Trieste musical institutions was of a financial nature.

Given the circumstances in which the Trieste Philharmonic that moved to
Yugoslavia was founded, questions pose themselves about the possible political
background of its foundation; it seems that the foundation of the orchestra was poli-
tically motivated. Already during the war, the above-mentioned chief organizers of the
Trieste Philharmonic, Karlo Kuhadevi¢ and especially Paolo Jankovié, were active in
several resistance organisations, while after the war they played an important role in
the forming of the Professional Musicians’ Trade Union.” Furthermore, their impor-
tant role in post-war Trieste political activites was confirmed by the Trieste conductor
Luigi Toffolo, who in one of his letters maintains that in May 1945, Jankovi¢ and

9  This refers to members of both dissolved orchestras (theatre, radio) who either did not pass the audi-
tion for the newly established Trieste Philharmonic that remained in the city or did pass it but, never-
theless, decided not to join this orchestra.

10 Amongst others, an illegal committee of the city’s liberation front, connected to the Slovenian
Liberation front (Osvobodilna fronta), was set up at the radio. ([Anon.] 1946g: 2; [Anon.] 1946q: s;
[Anon.] 1945a: 6).

11 [Anon.] 1945e: 3 and AS 1583 (Mestni osvobodilni svet Trst), t. u. 1 (Zapisniki MOS 1945), “Appunti
per la stazione Radio Trieste”. Besides Jankovi¢ and Kuhacevi¢, one another member of the Trieste Phil-
harmonic was active in the trade union’s action committee, namely Alberto Nicoletti. Furthermore, in
the book Radio Trieste 1931-2006 we can read that the conductor Jakov Cipci was supposed to be “some
sort of Yugoslav ‘agent™ as well (Botteri and Collini 2007: 33). It was not possible to confirm this infor-
mation: there is no source cited in text, the author (Guido Botteri) has passed away, and the editor
(Roberto Collini) did not answer author’s questions sent to him by e-mail by the time this paper had
to be submitted.
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Kuhacevi¢ had warned him that “the life of maestro Antonicelli is in danger”* After
the war, Jankovi¢ was also a member of the Trieste Consulta and therefore heavily
involved in the political life of the city.” It is easy to imagine that the leading organi-
zers of the Trieste Philharmonic (and among them especially Jankovi¢) had to work
closely with Yugoslav authorities. It was, after all, the Yugoslav authorities who had
to take the decision to bring the orchestra to Yugoslavia and to provide the money
for its existence.*

That the foundation of the orchestra and its transfer to Yugoslavia were politi-
cally motivated may also be confirmed by the content of a collective contract for the
musicians, signed at the end of July 1945.% According to this document, the orche-

12 Civico museo teatrale Carlo Schmidl, fonds Luigi Toffolo, folder 2 (Corrispondenza Giuseppe
Antonicelli - Luigi Toffolo), “The letter of Luigi Toffolo”, undated, 1.

13 AS1583 (Mestni osvobodilni svet Trst), t. u. 1 (Zapisniki MOS 1945), “Membri della consulta’, p. 2.
Information on Paolo Jankovi¢’s political activities may be gathered from some other preserved docu-
ments as well. In the Archives of the Republic of Slovenia there is a folder in fonds AS 1583 (Mestni osvo-
bodilni svet Trst, Trieste Liberation Council), described in the inventory as the archive of the Trieste Phil-
harmonic. After a closer examination, one can see that it actually contains part of this orchestra’s archive,
including many documents, important for the study of its work. In addition to some sort of personal
registration sheets, incoming and outgoing mail, various notifications, and several financial documents,
two notebooks are preserved, containing the minutes of the executive committee (comitato direttivo)
and the general assembly (assembelea generale) meetings.

As can be concluded from the content of various documents preserved in the Trieste Philharmonic
archive, even after the orchestra left for Yugoslavia, Paolo Jankovi¢ remained closely connected with
Trieste political life. Comp. AS 1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzagke filharmonije),
folder I, “Paolo Jankovic’s letter to the members of the Trieste Philharmonic”, 26 March 1946; “Paolo
Jankovié¢’s letter to the members of the Trieste Philharmonic”, 27 March 1946.

As the secretary of the Women'’s Antifascist Front (WAF) Paolo’s wife Vlasta Jankovié also played an
active role in Trieste political life; she too joined the Trieste Philharmonic, where she was employed as a
secretary. For information on the connection between Paolo and Vlasta Jankovi¢, gathered from family
sources, I thank Dr Luisa Antoni. Compare also [Anon.] 1945m: 1, and AS 1583 (Mestni osvobodilni svet
Trst), t. u. 17 (Arhiv Trzagke filharmonije), Vlasta Jankovi¢’s personal registration sheet.

14 In the first months after its foundation, the state payed the monthly sum of 268.000 dinars to the
Orchestra. In December 1945 this amount increased to 280.000 dinars. The way in which the Trieste
Philharmonic was financed is evident from the following documents: AS 1583 (Mestni osvobodilni
svet Trst), t. u. 17 (Arhiv Trzagke filharmonije), folder I, “Note from the National Theatre in Zagreb to
Pavel Sivic”, 11 March 1946, and “Note from the Federal Ministry for Education to the management of
the National Theatre in Zagreb’, 14 January 1946; AS 1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv
Trzaske filharmonije), folder II, “A proposal for a new contract with the Trieste Philharmonic”, undated
[October 1945 ], “Note from the Trieste Philharmonic to minister Vladimir Ribnikar,” 9 November 194s,
and “Confirmation of the funding received for March 1946,” 14 March 1946.

15 Unfortunately, the contract is not preserved in the Trieste Philharmonic Archive. However, we
can learn about some of its contents (including the date of the signature) from the surviving docu-
ments of the violin player Josipina Kalc (1915-2003), kept in the biographical archive of the Section for
History and Ethnography at the National and Study Library in Trieste (Odsek za zgodovino in etno-
grafijo Narodne in $tudijske knjiZnice v Trstu). Kalc played in the orchestra throughout its existence and
was one of those musicians who before joining the Trieste Philharmonic did not play in either of the
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stra was first supposed to perform in a few concerts in Zagreb and then immedia-
tely engage on a “propaganda tour” of the republics’ capitals and some other impor-
tant Yugoslav cultural centres.” The musicians were first supposed to visit Belgrade,
Nis, Skopje, Novi Sad, Subotica, Osijek and Varazdin, and then - in the second part
of the journey — Rijeka, Pula, Zadar, Sibenik, Split, Dubrovnik, Mostar and Sara-
jevo ([Anon.] 1945m: 5). However, it seems that there was a great deal of confusion
and inconsistency around the organization of the tours as well as around the orga-
nization of the orchestra’s work in general: From Zagreb (where between 4 October
and 16 November 1945 the musicians performed in four successful concerts”) the
orchestra did not leave for a journey around Yugoslavia, but came to Ljubljana on
25 November instead ([Anon.] 19450: 2; [Anon.] 19450: 8). During the following
months of winter and spring 1946, the Trieste Philharmonic organized a genuine
season of seven concerts, furthermore, the musicians also performed in several occa-
sional concerts and took part in the programmes of Radio Ljubljana.®

According to some of the extant documents and newspaper reports, the tour in
Yugoslavia was postponed several more times during the following months.” Further-

previous Trieste orchestras (radio or theatre). Among her documents a statement is preserved (dated on
30 July 1945) about her agreeing with the conditions defined by the collective contract, which on 28 July
1945 was signed with the then-intendant of the Zagreb theatre Ivo Tijardovi¢. See Section for History
and Ethnography NSL Trieste, archive Bio, folder Josipina Kalc, “Josipina Kalc’s statement of agreement
with the conditions defined by the collective contract,” 30 July 1945.

We are also able to learn about some details of the collective contract’s contents from an undated docu-
ment (probably written in October 1945), preserved in the Trieste Philharmonic Archive. Amongst
other things, the document contains a proposal for a new contract with the Trieste Philharmonic and
some details from the contract with intendant Tijardovié. AS 1583 (Mestni osvobodilni svet Trst), t. u.
17 (Arhiv Trzaske filharmonije), folder II, “Proposal for a new contract with the Trieste Philharmonic”,
undated [October 1945].

16 AS 1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzaske filharmonije), folder II, “Proposal
for a new contract with the Trieste Philharmonic”, undated [October 1945].

17 The Zagreb concerts were well documented by the two major Croatian newspapers Vjesnik and
Nardoni list. Furthermore, the information on the Trieste Philharmonic’s concerts may be found in
conductor Cipci’s biographical albums Vita artistica di Jakob Cipci which, amongst other things, also
include many programme booklets; the albums are currently kept in the Ephemera Collection at the
University of Maribor library.

18  The activity of the Trieste Philharmonic in Ljubljana at the end of 1945 and in the first half of 1945
is well documented in the reports published by two major Slovenian newspapers, Ljudska pravica and
Slovenski porocevalec, and by the materials (especially programme booklets) preserved in the Vita artis-
tica di Jakob Cipci albums.

19 According to Il Lavoratore from 3 January 1946, the orchestra was supposed to leave for the tour
by the end of the month (see [Anon.] 1946g: 2). The serious intentions of organizing the tour at this
time may be confirmed by Paolo’s Jankovi¢ journey to Belgrade between 9 and 14 January 1946 (AS 1583
(Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzagke filharmonije), folder ITI, “Hotel receipt for the stay
of Paolo Jankovi¢ in Belgrade from 4 to 14 January 1946, undated). However, the tour was once more
postponed, and at the end of March Jankovi¢ was again trying to find a way to organize it. In a letter to
one of the orchestra members, Gianni Bertolini, he maintains that the guest performances in the envi-



142

MY3UKOAOTHUJA / MUSICOLOGY 25-2018

more, when in May 1946 the orchestra finally left for its journey to Belgrade, up to
the last days before the departure it was still not clear when exactly the musicians
would leave Ljubljana, for how many times and when exactly they were supposed
to perform, whether they would only perform in Belgrade or in some other Yugo-
slav city as well, and even when would they come back.”® Regardless of that, with the
journey to Serbia the Trieste Philharmonic undoubtedly reached the peak of its poli-
tical propaganda activities.

THE TOUR OF THE TRIESTE PHILHARMONIC IN SERBIA:
THROUGH THE EYES OF THE AUTHORITIES

Although the postponement of the Trieste Philharmonic’s tour in Yugoslavia was
to some extent undoubtedly a consequence of financial and organizational difficul-
ties, it seems that the political decision makers in Belgrade and Ljubljana were also
waiting for an appropriate moment in international political circumstances before
allowing the orchestra to leave for its propaganda journey: It was precisely in the
spring of 1946 that activities intended to solve the Trieste question were intensified. In
September 1945, the Council of Foreign Ministers decided to form an expert commi-
ssion to resolve the border issue. The task of this commission was to prepare propo-
sals (based especially on the findings in the field) for a new border between Yugo-
slavia and Italy, the draft of which should have taken into account the ethnicity of the
population.” Members of the commission were gathering the information in the field
between 7 March and 15 April 1946. Based on their findings, in May and June 1946, the
Council of Foreign Ministers again tried to find an appropriate solution. Although
the expert commission prepared an unified report, this did not bring the positions of
the four deciding superpowers any closer, as each of them came with its own border
proposal, while the status of Trieste remained the key issue. At the beginning of May,
the French Foreign Minister Georges Bidault presented his proposal, according to
which, following the pattern of resolving the issue of Gdansk after the World War

rons of Ljubljana were certainly handy, but the journey to Belgrade should have remained the main
objective. It seems, however, that out of financial and organizational reasons, this journey was difficult
to organize. Consequently, Jankovi¢ came up with a proposal to ask the government for three sleeping
cars in order for the musicians to be able to live on the train during the tour, “as the Russians do”. (AS
1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzaske filharmonije), folder I, “Paolo Jankovié’s letter
to the members of the Trieste Philharmonic”, 26 March 1946.)

20 AS1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzagke filharmonije), folder II, “Note from
the Trieste Philharmonic executive committee to Luigi Girlanda”, 7 May 1946, and AS 1583 (Mestni osvo-
bodilni svet Trst), t. u. 17 (Arhiv Trzaske filharmonije), folder I, “Note from the Secretary General of the
Government of the People’s Republic of Slovenia Danilo Dougan to the railway direction’, 7 Maj 1946.

21 Aletter to this commission was also written by the executive committee of the Trieste Philharmonic.
In it, the executive committee members advocate the joining of Trieste with Yugoslavia as a seventh federal
republic. See AS 1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzagke filharmonije), folder II, “Letter
from the executive committee of the Trieste Philharmonic to the expert commission”, 8 March 1946.
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I, the city would receive international autonomy. Although the Yugoslav politicians
protested against this proposal by all available means (the vice-president of the Yugo-
slav government and one of the leading Slovenian politicians Edvard Kardelj strongly
opposed it already on 16 May 1946), towards the end of May, it became definitely
clear that the Council of Foreign Ministers would never accept a solution that would
award Trieste to Yugoslavia. Even Stalin told this openly to Tito on the occasion of
his visit to Moscow on 27 May 1946. When on 15 June 1946 the Council of Foreign
Ministers met for another meeting, the French solution prevailed and on 2 July it was
finalized in a proposal, which was then presented at a peace conference that began
in the French capital at the end of the month. According to this proposal, the terri-
tory east of the border line, drawn by the French according to the principle of ethnic
balance (a national minority of approximately the same size was supposed to remain
on both sides of the border), would belong to Yugoslavia, whereas the territory west
of it would be divided into two parts: the northern part (including Gorizia) would
belong to Italy, whereas in the southern part the Free Territory of Trieste (FTT)
would be formed, divided into Zone A FTT (Trieste and surroundings) under the
Allied Military Government and Zone B FTT (Buje and Koper districts) under the
Yugoslav Military Government.*

Judging by the contemporay newspaper reports, in these crucial moments of
solving the Trieste question on the international diplomatic parquet, the Trieste Phil-
harmonic tour in Serbia and Macedonia (especially the Belgrade concerts) was an
extremely important part of the political propaganda carried out by the Yugoslav
authorities for the domestic public. An illustrative example of this is the meaningful
statement from one of the announcements of the first Belgrade concert:

At a moment when all our nations closely follow the meeting of the Foreign
Ministers’ Conference in Paris and look forward to a fair solution to the Trieste
question, the concerts of the Trieste Philharmonic in Belgrade deserve not only
the artistic, but also the political, attention of our audience ([Anon.] 19460: 6).

The call was more than answered. The Philharmonics arrived in Belgrade by train on
Tuesday 14 May, and in about two weeks, six concerts were organized in the capital.?
Already the first one, given on 16 May at the Kolarac Concert Hall, turned into a great
political manifestation. In the report for Slovenski porocevalec (Slovenian reporter), a
picturesque description of the event was provided by the Slovenian composer Marjan
Kozina, who at the time was teaching at the Belgrade Music Academy:

The concert turned into a cultural manifestation, rarely experienced by Belgrade
before.

22 Fora detailed account see Pirjevec 2007: 333-338, and Necak 1998: 210-211.

23 The concerts organized by the Trieste Philharmonic during the Serbian tour are listed in the appendix.
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The hall was festively decorated; besides the state flag and the picture of Marshal
Tito, the Italian flag with a five-pointed star and the flag of the city of Trieste were
hanging on the podium.

The hall was filled with crowds, present were the President of the Presidium of
the People’s Assembly Dr Ivan Ribar, the Vice President Joze Rus, the Chief of the
General Staff Lieutenant General Ko¢a Popovi¢, the President of the Committee
for Culture and Arts Vladislav Ribnikar, the Serbian Minister of Education Mitra
Mitrovi¢ and many other ministers, deputies and cultural workers.

When the Trieste musicians appeared on the concert podium, they were
welcomed by huge applause and loud greetings. This lasted until the last of the
seventy orchestra members took his place and even increased when the conductor
maestro J. Cipci came to the stage.

First, the orchestra played the national anthem and after that, the Trieste anthem
of St Justus was performed, greeted by the public with enthusiastic applause.
Already at the beginning, an atmosphere was created that I perhaps have never
sensed in this hall before.

The orchestra that had virtually fled to “non-cultural” Yugoslavia to continue its
recently-begun artistic mission here, stepped in front of the public of the capital
of the country with which its home town wants to join, at the precise moment
when the columns of all European newspapers are filled every day with articles
mentioning Trieste already in their headlines, at the precise moment when the
Foreign Ministers of the four superpowers concern themselves whether to go for a
simple truth or a complicated lie. If we take into consideration that every Belgrade
citizen is concerned with Trieste’s destiny no less than any Slovenian, the feeling I
described of a special atmosphere of enthusiasm, excited expectation in the hall,
the feeling of sincere friendship for these artists who are foreigners at home and
domestic abroad becomes understandable.

When both anthems had been played, Serbian writer Ceda Minderovi¢ was the
first to speak in the name of the Committee for Culture and Arts, who in his
welcome address, among other things, said: “Their decision to move to Yugo-
slavia and continue their artistic mission here is the expression of their true love
for Yugoslavia, which they regard as their true homeland. At the same time, this
decision is yet another indictment, strong and persuasive against all enemies of
progress and culture, who have dug their burrows in Trieste and the Littoral.

On behalf of the members of the Trieste Philharmonic, the pianist Dr Bruno
Degrassi answered in Italian. Among other things he said: ‘On its journey through
Yugoslavia, the Trieste Philharmonic has the honour of fulfilling its great desire
— a concert in the capital of that nation, which was one of the first to begin the
struggle against fascist tyranny. On our way through towns and villages, big and
small, we always aimed to bring the spirit of the working people of Trieste. We
fought together with Yugoslavia and we wish for a solution to the Trieste question
in the Yugoslav context. We, the Italians, the Trieste democrats, want to solve our
problem in the Yugoslav way. We are convinced that this is not only important
because of our economic reconstruction, but also because we believe in the words
of your — I hope that we will soon be able to say ‘our’ — Marshal Tito, that the issue
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of nationality is sacred in Yugoslavia. Even today, the working people of Trieste
must still cry ‘Death to fascism) since fascism in Trieste is not yet dead. Let our
music interpret for you Trieste’s request: Peace, freedom, and unity’

At first, his speech was translated into Serbian, but later on the bursting applause
after every Degrassi’s sentence showed that the public understood and that the
translation was not necessary.*

I will not give any expert criticism, since the qualities of this orchestra and all the
pieces performed are well known to Ljubljana’s audience (Kozina 1946: 3).

Claims for Trieste and the words about brotherhood and unity of Italians and Slavs
could also be heard at the second public Belgrade concert of the Trieste Philharmonic
on 23 May. On this occasion, as a sign of gratitude the orchestra and the city authori-
ties exchanged silver laurel wreaths, while Paolo Jankovi¢ stressed in his speech that
“the Trieste Philharmonic is pleasantly surprised by cheerful and enthusiastic recep-
tion in Yugoslavia” ([Anon.] 1946p: 3).

The Belgrade concerts performed by the Trieste Philharmonic on 19, 20 and 24
May for the army and the trade unions developed into similar political manifestations.
At these events too, the audience “enthusiastically and joyfully greeted the members
of the Trieste Philharmonic”, applauded loudly and “cried out to the brotherhood
of Italians and Slovenes in Trieste and to the annexation of Trieste to Yugoslavia as
the seventh people’s republic” ([Anon.] 1946e: 4). On the first pages of the major
Belgrade newspapers (Borba, Politika) the concerts were almost daily accompanied
by headlines such as “Our fight for Trieste” ([Anon.] 1946h: 1), “We will not withdraw
in the slightest from our fair requests” ([Anon.] 1946f: 1) “Justice for Trieste and
the Julian March” ([Anon.] 1946j: 1), “The Julian March is ethnically Slovenian”
([Anon.]1946d: 1), whereas the inner pages brought reports on how the Trieste Phil-
harmonic “represents the feelings, desires, and beliefs not only of the Slovene nation,
but also of the progressive Trieste Italians, that freedom and economic growth are only
guaranteed in the Democratic People’s Republic of Yugoslavia” ([Anon.] 1946l: 3)

During their stay in Belgrade, the Trieste Philharmonic also visited the grave of
an unknown hero in Avala,* and on 25 May, just before their departure from the
capital, they also performed at the reception on the occasion of Tito’s birthday at the
General Assembly. The Trieste question was at the forefront on this occasion as well.
In his greeting speech to President Tito, conductor Cipci, among other things, said
that “the happiest day [ ... ] will be for us when Trieste is joined with the FPRY. Long
live Trieste as the seventh republic in Tito’s Yugoslavia! Long live Tito, Marshal of
Yugoslavia! Long Live the FPRY!” ([Anon.] 1946q: 1). Tito thanked the musicians
and assured them that “your and our wishes — the wishes of Yugoslav nations are the

24  Several other newspaper reports mention that Degrassi’s speech was constantly interrupted by
cries such as “Long live the Italian antifascists!” or “Long live the free Republic of Trieste as a part of
the Federal People’s Republic of Yugoslavia!” Compare [Anon.] 1946k: 4.

25 AS 1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzaske filharmonije), folder II, “Report
from the tour in Yugoslavia’, 19 June 1946.
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same” and that they “will continue [ ... ] our work and our struggles to get you a place
in the people’s union of nations of the FPRY” (Ibid.)

The Trieste Philharmonic concerts that followed during the continuation of the tour
retained a distinct political-propaganda character as well; many of them were intended
for trade unions and the army. The violin player Josipina Kalc reports, that in each town
they first had to contact the leader of the local party cell to agree on the organization of
their stay and concerts; in these meetings, she participated as a translator.®

From Belgrade, the orchestra first travelled to Ni§, where by 29 May 1946, four
concerts were organized. Upon the arrival of the Trieste musicians, the locals were
invited to greet them at the railway sftation, in order to “show all their love for the
brothers in Trieste and the Julian March and demonstrate their readiness to support
them in their efforts to liberate themselves”.”” If we are to believe the report of the
tour, preserved in the Trieste Philharmonic archives, the orchestra was greeted by
no fewer than 15.000 people.”* During their stay in Ni§, the Philharmonic also visited
a cigarette factory, a textile factory and a factory where locomotives were repaired.”

On 30 May, the musicians travelled to Macedonia, where they performed on five
concerts in Skopje and Bitola. Returning to Serbia on 6 June, they played in a concert
for the army in Belgrade (Zemun) on the very same day, after a 23-hour journey. In
the morning of 8 June the orchestra moved to Novi Sad where the musicians were
once again welcomed by a mass manifestation: Amongst others, the representatives
of People’s Government, the People’s Front, the People’s Youth and the Association
of Writers of Vojvodina all came to greet them, whereas the representatives of the
Women’s Antifascist Front presented them with bouquets of flowers. On behalf of the
City People’s Committee, the guests were welcomed by Obrad Dobanovacki, who in
his speech, amongst other things, claimed: “We only want justice for Trieste — Trieste to
Yugoslavia!” Yet again the speech was interrupted by cries: “Long live free Trieste within
the borders of Yugoslavia! Long live the heroic fighters for the freedom of Trieste and
the Julian March!” On their way to the hotel where they stayed, a group of young people
with banners and flags joined the Philharmonic, while the “brothers from Trieste” were
enthusiastically saluted across all the city streets ([Anon.] 1946i: 4). On that same day,
the Trieste Philharmonic already played on their first concert in Novi Sad with two
more to follow in the next few days.*® The first of them was organized for trade union
members and was supposed to be attended by over 2,000 workers. On this occasion,
the Trieste musicians were greeted by the Secretary of the City Trade Union Council,

26 See Section for History and Ethnography NSL Trieste, archive Bio, folder Josipina Kalc, “Josipina
Kalc’s answers to the journalist’s questions”, undated, p. 13.

27  University of Maribor library, Ephemera Collection, Vita artistica di Jakob Cipci I, p. 38.

28  AS1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzaske filharmonije), folder II, “Report
from the tour in Yugoslavia®, 19 June 1946.

290 AS 1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzagke filharmonije), folder II, “Report
from the tour in Yugoslavia”, 19 June 1946.

30 AS 1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzagke filharmonije), folder II, “Report
from the tour in Yugoslavia’, 19 June 1946.
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Milorad Petrovi¢, who in his speech emphasized that “the only right solution is to join
Trieste and the Julian March with Yugoslavia” ([Anon.] 1946b: 6).

To follow were two concerts in Subotica (11 and 12 June), where the orchestra was
hosted by the Serbian Cultural Circle and the local music school, and Sombor (13
June). With the latter, the tour of Trieste Philharmonic in Serbia concluded: On the
very same evening the orchestra moved to Osijek, where two concerts were given, to
be followed by a one last (poorly organized) concert in Zagreb on 17 June. On 18 June,
at 14.30, the Philharmonic returned to Ljubljana by train: in 35 days, they performed
on 25 concerts and travelled 3,000 kilometres.>

Although the Trieste Philharmonic’s concerts in Serbia undoubtedly had a strong
political connotation, political influences are not to be noticed in their musical content.
Itis clear from the surviving programme listings** that these were quite ordinary symp-
honic concerts in which some of the well-known classical pieces were performed.

Thus, the repertoire that the Trieste Philharmonic performed in Serbia was limited
to approximately 17 of the mostly wide-known compositions and the concerts were
given by a set model: A symphony (Beethoven, Tchaikovsky, Dvotak) and an over-
ture (Beethoven, Bersa, Dvotak, Rossini) were performed on each occasion, often
(in eight of the thirteen concerts for which the programme listings survive) supple-
mented by solo compositions (Brahms, Dvotak, Fiorillo, Mendelssohn-Bartholdy,
Mozart) in which the solo parts were performed by orchestra members themselves.
Finally, some minor symphonic works were added to the so-designed programme. At
least one composition by a Slavic composer was performed at every single concert,
often (in nine of thirteen concerts with surviving programme listings) written by a
Yugoslav composer (Bersa, Bravnicar, Hristi¢, Osterc).

Reading the newspaper reports of the Trieste Philharmonic concerts in Serbia,
it is evident that the purpose of the tour was in fact political propaganda related to
the solving of the Trieste question. Concert programmes and their performances are
almost entirely in the background and are most often limited to a list of composi-
tions that were performed at individual concerts. It seems that what was played in the
concerts was not as important as who played it: in newspaper reports, the emphasis
is on the (propaganda) fact that the members of the orchestra, the Italians, wished
for Trieste to be joined with Yugoslavia.»

31 AS1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzaske filharmonije), folder II, “Report from
the tour in Yugoslavia”, 19 June 1946. In fact, in the document it is written that there were 26 concerts;
however, if all the listed concerts are added together, the number is 23.

32 Programmes of individual concerts are listed in the Appendix.

33 Regarding the nationality of the members of the Trieste Philharmonic, which was regularly used for polit-
ical-propaganda purposes in the news, different information may be found: Some articles state that both Italians
and Slovenes played in the orchestra, some of them being very concrete in saying that 18 out of 67 members are
Slovenian. (Comp. for example, [ Anon.] 1945a: 6,and [Anon.] 1945c: 3.) Other newspaper reports emphasize
that the orchestra consists mainly or even exclusively of Italians (Cf,, for example [Anon.] 1946n: 2; [Anon.]
1946k: 4; and [Anon.] 1946m: 5). According to the documents preserved in the Trieste Philharmonic archive
and in the Josipina Kalc folder, it would seem that the truth is somewhere in-between: the major part of the
musicians were Italians; however, there were also a few Slovenian members (perhaps two or three).
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THE TOUR OF THE TRIESTE PHILHARMONIC IN SERBIA:
THROUGH THE EYES OF MUSICIANS

If the authorities saw and used the Trieste Philharmonic primarily as a means of
political propaganda, it seems that for the musicians (except for the already-menti-
oned leading activists) the political motives were not as important: It seems that
most of them did not join the orchestra because of their political beliefs, although it
was precisely the opposite that was often emphasized in the Yugoslav newspapers.
That the majority of the musicians did not participate in the orchestra because of
their political beliefs is also evident from the fact that they were recruited primarily
through personal acquaintances and direct contacts. In correspondence with them,
the following statements may be read: “Comrade Girlanda mentioned that you are
a tuba player. If you are willing to accept our terms, you may depart immediately
[...]* Or: “I'm currently in Yugoslavia with the Trieste Philharmonic Orchestra and
— frankly - I feel great. At the moment I'm playing the first flute, but I would gladly
change it for piccolo [ ... ] if I found a flautist like you, whom I absolutely trust. [ ... ]
Please, let me know if in a month or so you would be prepared to take this position.”
From the answers of potential candidates, we can see that musicians were above all
looking for opportunities for employment and for a safe life. An illustrative example
of this is the violinist Primo Palazzi, who in a letter to the Trieste Philharmonic clearly
says: “I'm available, because there isn’t much to do here [in Italy].” Also characteristic
is the statement of Josipina Kalc, who wrote in her biography: “Kalc didn’t think much
about the causes and background of this, Paolo’s (adventurous) venture. The mere
thought of her being a part of a ‘real” orchestra again made all her doubts disappear.””

In the letters, the potential members of the orchestra were also informed about
the conditions of employment. They were offered a contract of an indefinite duration
(valid regardless of the outcome of the Trieste question), with a salary between 3,950
and 4,050 dinars plus 10 % of each concert’s income that was to be divided between
all of them; upon arrival at the orchestra’s headquarters, travel expenses and costs of
instrument transport would also be reimbursed.* Furthermore, it is emphasized that
the orchestra signed a contract directly with the federal government of Yugoslavia and
that the employment also brings the right to a pension and all other social benefits.

34  AS1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv TrZagke filharmonije), folder 11, “Letter from
the Trieste Philharmonic to Giorgio Tieghi”, 12 November 194s.

35 AS1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzaske filharmonije), folder I, “Letter from
Alberto Nicoletti to Renze”, 11 November 1945.

36 AS1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzaske filharmonije), folder I, “Letter from
Primo Palazzi to Jakov Cipci’, 14 August 1946, p. 1.

37  Section for History and Ethnography NSL Trieste, archive Bio, folder Josipina Kalc, “The biog-
raphy of Josipina Kalc,” undated [12 August 1985], p. 7.

38  According to the documents preserved in the archives of the Trieste Philharmonic, the orchestra
also covered the costs of consumables for the maintenance of the instrument (for example, the purchase
of strings, rosin, etc.). See for example AS 1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzaske
filharmonije), “Confirmation of supplies of consumables)”, 6 July 1946.
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Finally, it is explained that in the future, the headquarters of Trieste Philharmonic
will either be in Trieste or in one of the other Yugoslav cities, chosen by the musi-
cians themselves after the Trieste question is solved.*® The orchestra also had 45 days
of annual leave (ferie annuali).*

Many of the members of the Trieste Philharmonic had families and they were
allowed to take care of them either by sending them money (to Trieste or Italy)* or
by bringing them in Yugoslavia. The second option was chosen by many and consequ-
ently, together with some musicians, their partners and children also resided (and
travelled on the tour). In order to join the musicians with their families, the orchestra’s
administration first had to take care of their permits for crossing the border,* and later
for their accommodation and food, which, however, they had to pay for themselves.#

In the documents of Josipina Kalc, some excerpts from the everyday life of the
musicians while they were touring Serbia are recorded. In her testimonies, one can
read that the orchestra travelled by train, having at their disposal two huge wagons
at all time. The long hours of travel were shortened by talks about reviews, concert
comments, and various games. In the compartment that Kalc shared with the horn
player Lusardi, violinist Nicoletti, and violist Bisotti, there was also a lot of singing:

39  For detailed information see AS 1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzagke filhar-
monije) , folder II, “Letter from Trieste Philharmonic to Girogio Tieghi”, 12 November 1945, “Letter
from Alberto Nicoletti to Renze”, 11 November 1945, “Letter from the Trieste Philharmonic to comrade
Siliotti”, 11 July 1946, “Letter from the Trieste Philharmonic to Callegaro Venicio”, 14 February 1946 and
“Letter from the Trieste Philharmonic to Paolino”, 12 November 1945.

40 AS1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzaske filharmonije), folder II, “Proposal
for a new contract with Trieste Philharmonic”, undated [October 1945].

41 Inthe above-quoted letters to potential orchestra members, it is explained that most of the musi-
cians manage to send to Italy around 2,000 dinars each month. However, from the documents preserved
in the Trieste Philharmonic archives, it is evident (although not surprising for the immediate post-war
months) that there were often many difficulties with the exchange (at the rate of 1 dinar = 3.28 lira) and
the transfer of money from Yugoslavia to Italy. Compare for example AS 1583 (Mestni osvobodilni svet
Trst), t. u. 17 (Arhiv Trzagke filharmonije), folder III, “Spedizione rimesse alle famiglie”, 11 December
1945, and AS 1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzagke filharmonije), folder II, “Letter
from Vlasta Jankovi¢ to the Ministry of finance FPRY”, 30 August 1946, and “Note from the Trieste Phil-
harmonic to Minister Vladimir Ribnikar”, 9 November 194s.

42 Inthe archive of the Trieste Philharmonic there are preserved several requests to the border author-
ities in Postojna to allow family members to cross the border. See for example AS 1583 (Mestni osvo-
bodilni svet Trst), t. u. 17 (Arhiv Trzaske filharmonije), folder II, “Request to the border authorities for
the border crossing of Veccia Natalina”, 6 April 1946, “Request to the border authorities for the border
crossing of Bruno Giorgino’, s April 1946, and “Request to the border authorities for the border crossing
of Rosa Viviani and Lina Morcia’, § April 1946.

43  The musicians only had to pay for accommodation and food at the headquarters of the Trieste
Philharmonic, while their family members had to pay for the lodging and food on tour as well (if they
decided to accompany the musicians). For a detailed information see AS 1583 (Mestni osvobodilni svet
Trst), t. u. 17 (Arhiv Trzagke filharmonije), folder I, “Proposal for a new contract with the Trieste Phil-
harmonic”, undated [October 1945], in AS 1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzaske
filharmonije), “Sedute del Comitato Direttivo O. E. T, p. 35, 38.
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Passages from the symphonic repertoire, which in the orchestra are written for
three horns, were sung with three voices. The music, copied from the score, was
prepared by Argeo Lusardi, an outstanding horn player. The parts were divided
this way: 1* horn — Pina, 2" horn: Argeo, 3" Horn: Bisotti. We had two ‘parade
horses’: the wonderful solo of the three horns from the 2" movement of the
Dvorak Cello Concerto and a passage for three horns from the Scherzo from
Beethoven’s Third (called ‘Eroica’). ‘Passengers’ from the nearby compartments
(our colleagues) left the door of our compartment slightly open and crowded in
the corridor to hear these performances.*

According to Kalc, the orchestra was everywhere “enthusiastically welcomed, praised
for its high-quality performances under the guidance of maestro Jakov Cipci.”*
Undoubtedly, the Trieste musicians were particularly glad to hear the approval of
their Yugoslav colleagues: after the first Belgrade concert, many musicians from the
Belgrade orchestras, who came to listen to the Trieste Philharmonic, gathered at the
exit to be able to see from a short range or even touch the horn player Argeo Lusardi,
who had made an impression on them with his performance in Tchaikovsky’s Symp-
hony No. 5.4

During the tour, there were also many social opportunities. Thus, after their
performance on the occasion of Tito’s birthday reception at the People’s Assembly
on 25 May 1946, the musicians were invited to a luxurious banquet at the President’s
residence. Kalc’s description of the event is quite picturesque:

When, during a time of severe shortages and food rationing, we found ourse-
Ives in front of the luxurious tables, which were laden with all kinds of goodies,
we almost became dizzy. Besides selected dishes, skilfully served, there were
all kinds of drinks, wine, beer, non-alcoholic drinks, but also fresh fruit, juicy
and fragrant. There were no chairs around the table. We were walking, with a
tray in the left hand, while trying to fill it with our right with whatever suited
our taste. And that’s not all. In each of the four or five rooms, there was a
‘construction’ in the shape of a pyramid, made of about a hundred packs of
the best cigarettes. If the abundance of dishes and drinks astonished us, these
generous gifts of cigarettes seemed almost impossible to comprehend, even
for non-smokers.*

44  Section for History and Ethnography NSL Trieste, archive Bio, folder Josipina Kalc, “Josipina
Kalc’s answers to the journalist’s questions”, undated, p. 8—9.

45  Section for History and Ethnography NSL Trieste, archive Bio, folder Josipina Kalc, “The biog-
raphy of Josipina Kalc,” undated [12 August 1985], p. 7.

46 Section for History and Ethnography NSL Trieste, archive Bio, folder Josipina Kalc, “Josipina
Kalc’s answers to the journalist’s questions”, undated, p. 15.

47  Section for History and Ethnography NSL Trieste, archive Bio, folder Josipina Kalc, “Josipina Kalc’s
answers to the journalist’s questions”, undated, p. 16-17.
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The Trieste Philharmonic was warmly welcomed in Nis$ as well. First, the organizers
surprised them with a visit to the nearby thermal baths of Niska Banja,** and afterwards

the well-known Serbian hospitality reached its peak. Two nearby villages, Belot-
nici [Belotinac] and another, have split the orchestra into ‘two parts) and each of
the villages treated their chosen ones in a way impossible to describe briefly. In the
orchestra, only two members could communicate directly with the hosts. There-
fore, it was necessary for each group to be assigned one. Kalc went to Belotinci.
She had quite something to translate!*

The musicians of the Trieste Philharmonic were also impressed with Novi Sad, “for
which we have heard that — with a reason - it was also called ‘Little Budapest™s°
During their stay in the city they were

honoured with a tamburitza orchestra in a big restaurant, in which gypsies, incre-
dibly musical and educated, played. For us they performed by heart the works
of the Italian opera repertoire (Verdi, Puccini, Donizetti, and Bellini) and left us
speechless. It is possible to learn the melodies of these composers by heart quite
easily, but how to play properly all the harmonies and accompaniment? [ ... ] Our
applause was so loud and convincing that a relationship of mutual respect and
admiration was established between us at once.*

THE TRIESTE PHILHARMONIC AFTER THE TOUR IN SERBIA

After the tour in Serbia, Macedonia and Croatia, the Trieste Philharmonic went on
vacation. When at the end of August 1946 they reunited, the peace conference had
already been underway in Paris for nearly a month (29 July-15 October 1946). Despite
the strong opposition of the Yugoslav delegation in determining the border between
Yugoslavia and Italy, the conference entirely followed the French proposal, as defined
by the Council of Foreign Ministers at the beginning of July. The treaty was then
signed on 10 February 1947 and became active on 15 September 1947 when the Free
Territory of Trieste also came to life.s*

Judging by the minutes of the executive committee and the general assembly,
after the spring tour of Trieste Philharmonic, there was a great deal of confusion in

48  Section for History and Ethnography NSL Trieste, archive Bio, folder Josipina Kalc, “Josipina Kalc’s
answers to the journalist’s questions”, undated, p. 17.

49  Section for History and Ethnography NSL Trieste, archive Bio, folder Josipina Kalc, “The biog-
raphy of Josipina Kalc,” undated [12 August 1985], p. 7.

50  Section for History and Ethnography NSL Trieste, archive Bio, folder Josipina Kalc, “Josipina Kalc’s
answers to the journalist’s questions”, undated, p. 6.

51 Section for History and Ethnography NSL Trieste, archive Bio, folder Josipina Kalc, “Josipina Kalc’s
answers to the journalist’s questions”, undated, p. 6.

52 For a detailed account see Necak 1998: 210-211.
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the orchestra’s activities. Thus, the musicians during one of the general assemblies,
amongst other things, voted on where the orchestra's headquarters should be in the
future. They were choosing between Rijeka (where a number of musicians wanted to
move) and Belgrade (this was proposed by the federal government), and the majority
chose Belgrade.®* However, after their holiday, the Trieste Philharmonic did not gather
in either Rijeka or Belgrade, but on 21 August 1946 first came to Opatija* for a couple of
weeks and was then transferred to Portoroz for a month. Obviously, at the meetings in
Belgrade where Bertolini and Jankovi¢s travelled at the beginning of July, it was agreed
that the orchestra would go on a tour in Istria at the end of summer and early autumn
1946. In this way, the orchestra in fact carried out the second part of the tour through
Yugoslavia (although in a reduced version), which had already been planned when it
was founded. During this journey, the Trieste Philharmonic held concerts in Zone B of
the Julian March, in the disputed territory between Italy and Yugoslavia, at the precise
moment when the discussions at the peace conference in Paris were at their peak.

It seems that when in mid-October the conference in Paris was over and it defini-
tely became clear that Trieste would not be annexed to Yugoslavia, the Trieste Phil-
harmonic Orchestra somehow lost its purpose; this was also reflected in a kind of
emptiness in its work, which eventually led to its dissolution. At the end of October,
the musicians moved from Portoroz to Bled;*® however, it was not entirely clear what
would they do there and when would they be able to start performing again.

The documents preserved in the Trieste Philharmonic archive tell us nothing about
the orchestra’s fate: at the last executive committee and general assembly meetings held
on 9 and 10 December, ordinary issues were discussed (the reimbursement of expenses
and compensation for destroyed or lost property).” When, how and why the Orchestra
was dissolved, we can only learn from the preserved writings of Josipina Kalc. In one
of the documents she maintains that in Bled they did not have the possibility of perfor-
ming in concerts, but the musicians were nevertheless practicing individually, because
they knew that a special commission was to come from Belgrade to judge their indi-
vidual auditions. She also explains that the propaganda purpose of the Orchestra had
obviously been achieved through the well-managed tour in Yugoslavia.* She then gives
us a glimpse of the Trieste Philharmonic’s last days in her biography:

53 AS 1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzagke filharmonije), “Registro Assem-
blea Generale”, p. 9.

54 AS1583 (Mestni osvobaodilni svet Trst), t. u. 17 (Arhiv Trzaske filharmonije), “Letter of Jakov Cipci
to the executive committee”, 4 November 1946.

55 AS 1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzaske filharmonije), “Sedute del Comi-
tato Direttivo O. F. T, p. s1.

56 AS1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzagke filharmonije), “Sedute del Comi-
tato Direttivo O. F. T, p. 73.

57 AS1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzaske filharmonije), “Sedute del Comitato
Direttivo O. F. T, p. 86; AS 1583 (Mestni osvobodilni svet Trst), t. u. 17 (Arhiv Trzaske filharmonije),
“Registro Assemblea Generale”, p. 28-29.

58  Section for History and Ethnography NSL Trieste, archive Bio, folder Josipina Kalc, “Josipina Kalc’s
answers to the journalist’s questions”, undated, p. 10.
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The orchestra named “Trieste Philharmonic’ was dissolved on 31 December 1946. It
was stationed in Bled, arranged in three hotels. The commission composed of three
prominent conductors, headed by maestro Vuk-Dragovi¢, gave each member an
audition and assigned him a place according to the results and the needs of various
symphonic and theatre orchestras. Zagreb, Ljubljana, Sarajevo, Belgrade, Skopje, and
Rijeka all accepted a few members tested in Bled into their ‘gap-toothed’ ensembles.
Among them, there were over twenty top-level instrumentalists.®

Thus, at the end of 1946, after the Trieste question was resolved and the borders
between Yugoslavia and Italy confirmed, the Trieste Philharmonic was finally
dissolved. Obviously, the musicians were offered the opportunity to stay in Yugo-
slavia and (after a successful audition) to join one of the existing orchestra that needed
additional forces; Josipina Kalc moved to Rijeka, where she was then active until the
end of her musical career.*

Between 15 and 20 musicians remained in Slovenia to strengthen the ranks of the radio
orchestra, which consequently increased to 70 members ([Anon.] 1946a: 4). Some of the
Trieste musicians most certainly moved to Belgrade as well. The records of employees
preserved in the archives of the Belgrade Philharmonic show that in 1951 there were still
three ex-Trieste Philharmonic members playing in the Belgrade orchestra: oboist Livio
Bendettelli, bassoonist Gian Luigi Cremaschi, and clarinettist Emo Marani.*

Obviously, individual Trieste Philharmonic members played an important role
in the Yugoslav musical and cultural space for several years after the dissolution of
the orchestra. However, despite its indisputable importance for Yugoslav musical
life, the fact remains that in a given historical context, the Trieste Philharmonic was
established for a specific purpose and that its work will be recorded in history also
(or above all) as a model example of political propaganda and political manipulation
through music.

59  Section for History and Ethnography NSL Trieste, archive Bio, folder Josipina Kalc, “The biog-
raphy of Josipina Kalc,” undated [12 August 1985], p. 7.

60  Section for History and Ethnography NSL Trieste, archive Bio, folder Josipina Kalc, “The biog-
raphy of Josipina Kalc,” undated [12 August 1985], p. 7 and the following.

61 Belgrade Philharmonic, Accounting archive, Register of employees [Mati¢na evidencija zapo-

slenih]. I thank Danica Maksimovi¢ (Program Manager of the Belgrade Philharmonic Orchestra) for
this information.
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TPITRAHCKA OUAXAPMOHUJA Y CPBUIH
(PE3UME)

Y oBoM paay pasmarpaM TypHejy opkectpa Tpmhancke dpuaxapmonuje o Cpbuju
y mpoaehe 1946. roauHe, Kao 1 weHe MOAUTHYKe KOHOTanuje. Hajope ckunupam
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MOAMTHYKHUX HaIlopa AA Ce pa3pelIu Cop oko TpcTa; HaKoH Tora, Mpy>aM AeTasaH
OIIHC CaMe TyPHeje, ¥ TO ca ABa CTaHOBUINTA. IIpBO 0A BHX OAHOCH Ce Ha IIePCIIeKTUBY

jYTOCAOBEHCKHX BAACTH, 2 APYTO Ha CBAKOAHEBHH XMBOT CAMHX My3HUYapa TOKOM OBe
TypHeje.

KayaHE PEuM: Tpurhancka graxapMoHHja, My3HKa i OAUTHKA, TIOAMTHYKA IIPOIIATAHAR,
crop oko Tpcra



DOI https://doi.org/10.2298/ MUZ1825159V
UDC 78.01
78.071.1 KOX X. K.

POSSIBLE IMPLEMENTATION OF HEINRICH

CHR1sTOPH KOCH’S ANALYTICAL TERMINOLOGY

1

IN CONTEMPORARY ANALYTICAL PRACTICE

Jasna Veljanovic'
University of Kragujevac, Faculty of Philology and Arts, Music Department

Received: 1 March 2018
Accepted: 1 November 2018
Original scientific paper

ABSTRACT

This paper aims to interpret two capital works of Heinrich Christoph Koch, the
most important theorist of the eighteenth century: Musical Lexicon (Musikalisches
Lexikon) and Introductory Essay on Composition (Versuch einer Anleitung zur
Composition) in three volumes, from the viewpoint of his analytical terminology.
For better understanding of the piece, and bearing in mind that his Introductory
Essay is a textbook, and therefore has a pedagogical nature, his view on the
composer’s relation with his work is discussed, and with it, creating a piece based
on three parameters: conception, realization and elaboration, as well as the
concepts of feeling, genius, fervour, impression and taste. Koch’s relationship to
the work from the viewpoint of the analysis of musical form and its dissection is
considered. Some concepts, which have always been used in the analysis of form,
whose meaning is understood by default, are explained: character, genre, style.

This paper arises from the necessity of re-examining Koch’s analytical terminology
and to introduce it into today’s analytical practice, especially for the better
understanding of music of the baroque and classical periods and its more logical
explication. Special emphasis has been given to sonata form, which is necessary to be
seen in a different way, in accordance with the stylistic period in which it was created.

Koch’s music theory is completely neglected in the textbook literature and
therefore the contribution of this scientific work is twofold: the analysis of Koch’s
postulates as well as an attempt to implement them in todays’ practice.

Keyworps: Heinrich Christoph Koch, music theory, Musical Lexicon, Introductory Essay
on Composition, Glinter Wagner
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INTRODUCTION

The problem of the complexity of music theory and analysis of musical works, as regards
terminology, becomes increasingly pronounced as the centuries go by. Despite the fact
that through history there is a limited number of formal types in different circum-
stances of style and/or genre, the analytical apparatus becomes more complicated.
Although the founders of music theory in different environments mostly agree on basic
questions, later interpreters have, as the centuries passed, referred to their postulates
less and less. This especially concerns music theory and analytical practice of the 20"
century, so there is a general impression that nowadays there are deep polemics about
even the primary concepts, and thus it leads to many disagreements. Paradoxically, in
the textbook literature, as regards its conception, there is a tendency towards a unified
approach to the form, without looking back at the specificities of the stylistic period.
The biggest problem is perhaps the analytical approach to the work exclusively from the
viewpoint of its passing, while the founders of music theory, and in that sense Koch as
well, also approached the musical work from the viewpoint of its creation, in the compo-
sitional-technical sense, and in the search for the expression of the feeling that created it.

There are many analytical approaches today, and a substantial question arises: what
is the purpose of music analysis? To confirm a theory, to show how something func-
tions, to present the tendencies of some style or simply one individual interpretation?
Lawrence Zbikowski thinks that “analysis rarely, if ever, simply corroborates a theory:
analysis pulls theory and pushes it, extending and changing theory just as it also extends
and changes our understanding of musical phenomena” (Zbikowski 2002: 19).

Defects in contemporary analytical postulates are frequent because of insufficient
knowledge on the part of earlier theorists; thus, there is the defect of a single comprehen-
sive insight and the carrying forward of music theory of the past, as well as neglecting during
analysis the totality of the aspects of the musical work, especially the emotional aspect.

This paper aims to interpret two major works of Heinrich Christoph Koch, the most
important theorist of the eighteenth century: Musical Lexicon (Musikalisches Lexikon)
and Introductory Essay on Composition (Versuch einer Anleitung zur Composition) in three
volumes, from the viewpoint of his analytical terminology. His theory is discussed from
the viewpoint of different authors. Koch’s music theory is totally neglected in the textbook
literature and therefore the original contribution of this scientific work is double: analysis
of Koch's postulates as well as an attempt to implement it in today’s practice, which is espe-
cially important for better understanding of music of the baroque and classical periods
and a more logical explication thereof. Special emphasis is been given to sonata form,
which is necessary to be seen in a different way, in accordance with the stylistic period in
which it was created.

KocH’s THEORETICAL APPROACH TO THE MUSICAL PIECE

In theory, Koch examines everything in music apart from the interpretation and crea-
tion of a piece. Thus, “knowing grammar, rhetoric and aesthetics, besides knowing
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the instrument’s construction” (Koch 1802: 1534.). He who considers the creation of
a composition, e.g. “the art of linking notes so that through them feelings might be
expressed” (Koch 1802: 877-878).

The concept of the “expression of a feeling” (Ausdruck der Empfindung) has a
special meaning for Koch and “represents, in fact, the final goal of musical art, and
therefore the most exquisite demand of every piece” (Koch 1802: 184). He says that
feeling alone represents a psychological as well as moral concept, because, on the
one hand, it resists clear recognition, and on the other, it marks the perception that
makes the nature of the things recognizable by influencing us. From this concept he
differentiates the concept sense (Gefiihl), for which he says that it “often represents
the interpretation of a musical artist’s feelings, and that means a vividly illustrated
representation of the act of sensibility” (Koch 1802: 644), while under modifica-
tion and expressing feelings in general he uses the term emotions (Gemiithsbewe-
gungen). Feelings are, thus, the very focus of Koch’s theory. It is therefore is of
primary importance for him that the composer, besides knowing the mechanical
rules, also has genius, which he defines as “a natural gift” for achieving progress.
But, if even without studying the rules he brings the piece to perfection, then he is
said to be a genius (Koch 1802: 660). This is very much in line with the way of thin-
king of the period in which he lived, in which “only genius can explain how a beau-
tiful melody is created; only taste, the ultimate eighteenth-century arbiter, can be
the final judge of what is beautiful“ (Kovaleff Baker 1977: 183). Beside this, Koch
tries to explain the artist’s fervour (Begeisterung) as a state in which the composer
builds the form “with an extraordinary ease, but without consciousness of inten-
tion” (Koch 1802: 231). Under an impression (Eindruck), he understands the effect
that a piece has on us, and under taste (Geschmack) he understands the power to
invent the beautiful.

By the notion of aesthetics itself, Koch understands the capacity of something to
intrigue the feelings and influence taste (Koch 1802: 92). It is considered that he took
most of his aesthetic views on the musical work form Johann Georg Sulzer (Kovaleff
Baker 1977: 184). Besides the determination of feeling and taste, above all, he took
the concepts of unity (Einheit) and variety (Mannigfaltigkeit), which in fact represent
some sort of a philosophy of his comprehension of an ideal form, and they refer to the
tendency for individual pieces towards a purpose of wholeness (unity), but also for
them to bring in various changes (variety) through parsing, mixing with secondary
thoughts, in different parts of the form, as well as tonalities, so they can “repeteadly
appear in changed relations” (Koch 1802: 189-191). Koch defines character as a diver-
sity between the objects of same type, which define bar type, tempo, rhythm, melodic
figures, form, accompaniment, modulations, style and basic feeling (Koch 1802: 313).
Unfortunately, Koch does not define the concept of genre (Gattung), but neverthe-
less uses it in the context to differentiate types of compositions (sonata, symphony,
minuet etc.), while style (Styl, Sreibart), in his opinion, represents the main feature
in every single genre, which takes into account feelings expressed and modified, as
well as accidental circumstances, such as time, place and ocasion (Koch 1802: 1450).
Here there belongs also the content of specifities, which is defined through strict or
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linked or free or unlinked style, which he identifies with the concept of galant style
(Koch 1802: 1453).

By composition Koch understands “the art of linking notes so that feelings
could be expressed with them” (Koch 1802: 878). If one piece is going to be succe-
ssfully written, it is necessary, according to him, that the composer be capable of
building a whole piece in his imagination with the help of notes as well as the
usual signs. For that reason some kind of inborn ability is required, which cannot
be gained by studying, because it belongs to genius. On the one hand, the mate-
rial part of the art of composing represents “the science which can be learned and
mastered and which is usually thought of when we speak of studying composition”
(Koch 1802: 879). Koch considers that the artist’s genius should be cherished, and
that can be achieved by learning the rules which are divided in two disciplines:
grammar and rhetoric. Grammar deals with the rules, relations between elements
and components of music, which “must match their most favourable use, which is
validated by many teachers of music with long experience and from entire nations,
in which refined taste predominates” (Koch 1802: 678). It processes the tonal
system, harmony and melody. Rhetoric, on the other side, confirms the rules, accor-
ding to purpose and, in this manner, corrects the material part of the artistic state-
ment (Koch 1802: 1251). Koch uses Forkel’s (Johann Nikolaus Forkel) differentia-
tion between rhetoric and grammar (Koch 1802: 680).

However, that which presents the framework for understanding Koch’s analytical
approach is his relation with theme, as well as his conception of composition.
Taking the rhetorical conception of form as a starting point, Koch recommends the
composer to organize the work process of a piece according to these three parameters:
the conception (Anlage), the realization (Ausfiihrung) and the elaboration (Ausar-
beitung). Firstly, he must determine the final goal or at least the character or a feeling
which he thinks would intrigue the listener. “Determination of the character or the
feeling of a piece, but especially finding those substantial parts with which the feeling
will be expressed, is called the conception of a piece” (Koch 1802: 147). How impor-
tant an adequate conception is Koch underlines by stating that “it remains a perma-
nent value” for centuries, unlike the realization and elaboration, which change with
the taste of the time. He warns that bad conception can turn off the desire for any
further elaboration by the composer, and that is why he suggests that one should not
continue to work on other segments, while one has not brought the conception to an
appropriate stage. During the realization, the parts of the conception are distributed
into periods and the ways of processing are to be found. Hence, they are brought into
different relations and dissected. In this way the piece achieves its range and continu-
ance. While the conception, in Koch’s opinion, depends more on pure talent, realiza-
tion is a question of taste, on which the total impression of a piece depends. By elabo-
ration Koch means “the final processing of a piece of art, after the whole layout and
presentation of all parts is totally formed, or, so to say, adding the sporadical unities”
(Koch 1802: 181). Under this falls adding harmonies, additional voices and everything
that is implied by the grammatical part of the task.
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THE CONCEPT OF THEME IN KOCH’S MUSICAL THEORY

Koch was familiar with the concept of theme, because it exists as an entry in his Musical
Lexicon. But it is merely a referral to another entry — main sentence (Hauptsatz), which
is defined as “that melodic sentence of a piece which signifies its main character, or in
which the feeling expressed is presented in an understandable picture or impression”
(Koch 1802: 745). Although it is crucial for the substance of a musical piece, Koch also
says that, as regards its appearance, there are no general rules prescribed: “Sometimes
the composer will begin his artistic pieces imediately with the main sentence, and this
is especially usual in the art of the sonata (Sonatenart), and sometimes he will allow a
short introductory sentence to precede the main one, as for example in modern symp-
honies, or in ritornello, or in arias and concertos” (Koch 1802: 745-746). By analytical
process Koch understands the parsing of a musical piece, namely: “observation of the
individual sentences of which a piece is compound, especially individually, from the
viewpoint of their content or form etc., so that according to these features the whole
piece can be evaluated” (Koch 1802: 1756). In the article “Remarks about Heinrich Chri-
stoph Koch’s theory of form” (“Anmerkungen zur Formtheorie Heinrich Christoph
Kochs”), Giinter Wagner noticed that Koch, as well as the notion of the main sentence,
also differentiates other sentences: tight, containing four bars, (enge Satz), extented
(erweiterten Satz), overlapping (zusammengeschobenen Satz). The final formula of the
whole piece is called the final sentence (Schlufisatz), and parsing sentences (Zerglie-
derungssitze) are those which are divided in different ways during the realization. He
defines such conceptions as delimitation (Absatz) which in the German language has
the word “sentence” included in it, cut, (Einschnitt), segment (Abschnitt), caesura or
incision (Cdsur, der Schnitt), which will enable the segmentation of musical flow. Also,
he establishes the terminology of the cadential process (Wagner 1984: 87).

KocH’s VIEw OF PERIOD AS THE MAIN UNIT OF FORM

Giinter Wagner makes a statement that period is also, like sentence, “the central
concept of the Kochian study of composition” (Wagner 1984: 88). His interpreta-
tion of Koch’s theory is important because he recognized the fact that the period
is not defined as a particular construction, but rather a function of a closed whole
which it fulfils in the particular piece; and also because of his desire to research the
ideology of Koch’s analytical view of a piece to make a parallel between his and later
theories of form, for the purpose of a better analytical view of music before romanti-
cism (Wagner 1984: 90). In his Musical Lexicon, Koch announces that period “signi-
fies unity of different sentences, namely, different melodic parts with an autonomous
sense, and, by uniting an idea, or much more the expression of a feeling, presented
in a certain finished degree” (Koch 1802: 1149-1150). However, he notes as well that
“it seems that there is no united opinion on music, because many often call period
a part of the whole piece which in itself makes complete sense and which is called a
sentence in language” (Koch 1802: 1150).
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In the Introductory Essay on Composition Koch explains how the period fits into
smaller and larger pieces. As for small forms, as a first type he cites the dances from
the baroque suite (Gavotte, Bourrée, Anglaise, Polonaise, Minuet, March), giving an
overview with general guidelines for character, rhythm, bar, not dealing with their
construction. As a second type he names the melodies for odes or songs: chorale and
figured melodies. In the third type, he includes other “common pieces of small range,
which do not have a particular character and whose bar type, motion and rhythmical
or interpuntional ordering completely depends on the whim of the composer” (Koch
1793: 52). As well as these pieces, here he includes theme and variations. As far as the
structure of these three sorts of pieces is concerned, Koch mentions that for the dance
melodies the quadruple (Vierer) usually employ the structure of a tight sentence,
precisely because they have the most pleasant influence on our senses (Koch 1793:
53). He points out that the unity of brief pieces requires “closer correspondence of
the parts; it requires that a minimum of one of existing parts be repeated in another
link or turn etc.” (Koch 1793: 55).

To understand how Koch imagines the form of one movement of a dance suite, it
is necessary to expain one more concept — melodic parts. That is, as in language, Koch
implies in music more or less striking caesuras in the melody, which are necessary for
the feelings to be affected. The most striking caesura is the period, while the less stri-
king include sentences and melodic parts. Melodic parts are the cut (in today’s termino-
logy, the motive), which implies uncompleted thought. Completed thought represents
the delimitation (if it is placed in the sentence), and if contains the cadential formula,
the final movement (Schlufsatz). With the general concept of “melodic punctuation”
(melodische Interpunction) Koch designates lesser or greater caesuras in the melody. He
underlines that all kind of types of parts contain caesuras, or puncuation marks, but
that range or the bar number — which he calls “the rhythm” (Rythmus) — must also be
considered (Koch 1787: 342-347). He mentions that during the linking of four melo-
dical parts, just one, or perhaps two, of them need to end with complete closure and
in that way divide the whole piece into two shorter periods (Koch 1793: 56). The most
important elements for the structure of the form are indeed the cadential turns, and the
cadences that form it, or “punctuation form’, as he calls it. He follows the modulational
flow on the basis of those tonalities in which an important cadence is made, and not on
the basis of all the tonalities in which the modulation is executed.

Koch comes to the following conclusion: “As long as the second period of the
small piece does not consist of anything but one sencence, those forms in which the
first period also concludes with the cadence in the main tonality, from the viewpoint
of tonal change, are not capable of variety” (Koch 1793: 68). It follows, then, he says,
that for modulations are used pieces of a wider range, such as minuet and country
dance (Contertanz) in which, specifically, the second period is obtained from more
than two melodic parts...(Koch 1793: 69). He also, makes the following statement:
“To arrive at the common form, which a small piece of sixteen bars should have, a case
should be introduced in which the second period, instead of having two self-suffi-
cient melodical parts also could occasionally consist of one joined phrase” On the
basis of these standpoints, it could be thought that, as well as the concept that melodic
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parts could correspond with the concept of musical thoughts, so his understanding
of the period could be more appropriate to the concept of a part of a form. But, in
explaining that figure, Koch focuses on the cadential turns, namely on the punctua-
tion form, rather than on the thematic plan and the range of the second “period”, in
regard to the first, respectively, in the proportionality of the parts. In that sense, he
specifies a rule, on which basis two different “melodic parts” could not follow one
another if both have a perfect cadence in the same tonality (it would be possible if
the same cadence were in two different tonalities!), but it could be possible if they
are the same — in the same or in a different tonality (Koch 1793: 113-116). If, however,
two different melodic parts have the dominant cadence, they can follow one another
if they are not in the same tonality (Koch 1793: 113-116).

Based on the description on pages 87 and 88 of Koch’s Introductory Essay on
Composition, it can be concluded that Koch differentiates permeation form between
binary and ternary form, but he does not so name them. In adition, on page 128,
he considers how short pieces with more than four melodic parts connect mutu-
ally to form one whole piece, from the viewpoint of cadential turns, and afterwards,
also the proportions of the form itself. The first part sometimes allows the possibi-
lity of the three-sentence structure, with the condition that the third should finish
with the cadence in the dominant tonality (Koch 1793: 146). This fact is very impor-
tant, because it is indeed in the dance movements, whose first parts contain three
sentences, that the embryos of the future sonata form can be detected. It can be
concluded that by the analysis of small forms Koch actually means the analysis of
the modulational plan of the composition, with the accent on the relation between
the cadential turns of the sencences in the whole piece - that is, the most important
is the puntuation form. There are some very rare and precious moments, such as the
following, when he considers the example of Christian Gotthelf Scheinpflug, in which
he makes a return to the thematic material: “When, in this case, the repetition of the
small piece contains more than sixteen bars, than either the structure of the melodic
parts os repeated, or the sentences are extended according to the terms of the next
chapter” (Koch 1793: 145).

The fourth chapter of the third volume of the Introductory Essay on Composition
has the title Concerning linking melodicl parts into periods of greater length, or concerning
the arrangement of larger pieces (Von der Verbindung der melodischen Theile zu Perioden
von gréflerem Umfange, oder von der Einrichtung der grofiern Tonstiicke). Koch mentions
that they are “treated according to the puntuational or rhythmical rules and maxims”
as well as small forms, but that “concerning their linking into periods of greater length
many more things should be noticed” (Koch 1793: 231). He gives a definition of the
main period (Hauptperiod), under which he considers the “linking of sentences, from
which the last is finished with the form-distinguishing cadence, in the main or in the
close tonality” (Koch 1793: 231-232). Therefore, the number of sencences included
in the period is not limited!

Koch divides the larger forms into vocal and instrumental categories. In vocal
music, as special types are distinguished recitative, aria, chorus, and on the basis
of their linking arise cantata, oratorio and opera (Koch 1793: 233). “In instrumental
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music the principal types of genre are used, namely, opening and preparatory pieces,
sonatas and concertos” (Koch 1793: 292). To the opening pieces (Erdffnungsstiicke)
belongs overtures and symphonies. Sonatas can be written for one or more voices,
according to Koch. If the writing for the voices is polyphonic, then they are called
duets, and if one voice is distinguished as the main voice, they are called solos. As far
as the concerto is concerned, he distinguishes the chamber concerto, which consists
of one main instrument and the orchestra, and the concerto grosso, in which the
orchestral groups rotate, but occasionally also sound together (Koch 1793: 231-294).
There then follows a description of the the overture, “which stands out from other
pieces through a fugue that distinguishes the form, but which always precedes a short
sentence of very serious and pathetic character, written in a special style” (Koch 1793:
294). Considering that the overture is an opening piece before an opera, oratorio
or cantata, the character of the fugue, as a main sentence (theme) is subordinate to
the following movement. If, nevertheless, it presents an opening piece for chamber
concerto, then it can have the character of an Allegro or a dance melody, according
to Koch (Koch 1793: 300).

The sinfonia or symphony, which he claims to have suppressed the overture, also
represents an opening movement before a drama, cantata, chamber music or concer-
tante music. It can consist either only of Allegro or it can have three movements:
Allegro—Andante—Allegro. He quotes Sulzer, who perceives the symphony as an instru-
mental choir, unlike the sonata, which could represent an instrumental cantata. The
festive character is inherent to it, he says, and it is its “final goal to prepare the listener
to what follows, namely to give all glory to the instrumental concerto (Koch 1793: 303).
Above all others, it may precede an opera, church music, or a chamber symphony.

The description of the structure of the first Allegro of a symphony represents
a model for all other descriptions of sonata-form movements. He sees this move-
ment as binary, and the first part, according to him, consists “of one single main
period”, which often can be extended (Koch 1793: 303). The structure of this period,
according to Koch, does not substantially differ from the structure of the sonata or
concerto in its tonal plan or by the succession of perfect or dominant cadences, but
“1) by the fact that that the melodic parts are, already at their first exposure, often
more extended than in other pieces, and 2) especially by the fact that that the melodic
parts are usually linked together more, and are more continuous in flow than in the
periods of other pieces; that is, they are so tightly joined to each other that their deli-
mitations are less perceptible” (Koch 1793: 305-306). Its features also include over-
lapping and the absence of a form-distinguishing delitination, as long as “the rushing
and sonorous sentence, together with reduced strength of the sound, do not replace
the exposure of the more singable sentence. This is why so many periods can be seen
in which only one form-distinguishing delimitation can be heard, while the modu-
lation in the nearest tonality is not yet accomplished because the main melodic part
also has far less tendency, as in other pieces, to be in one tonality; however, after the
theme is heard in the second melodic main part, already in the third melodic part with
the modulation it turns to the dominant tonality (in the related minor key, a third
above ), in which orher parts are exposed, because the second and larger part of this
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period is especially dedicated to this tonality” (Koch 1793: 306). It is precisely this
that makes the most trustworthy description of the exposition of sonata form, with
Koch’s terminology. Further, he describes the possibility of the opening sentence in
slow motion and of serious character, which can be found before the beginning of
this “exposition” It is in the main tonality, and it ends with a perfect or dominant
cadence - often with a seventh chord . According to Koch, the second part of the
Allegro is divided into two main periods, of which the first cultivates “various types
of structure”, of which the most typical are two. The first starts “with a theme or some
other melodic main part”, which is often esposed in inversion, in the dominant key.
In the next segment it modulates to the main tonality or to a minor key (parallel, or
of the second or third degree), after which it returns to the main tonality (Koch 1793:
308-309). This description of the modulatory plan, with the accentuation of motivic
similarity, viz., work with the motives from the first part, completely corresponds to
the structure of the second part of the baroque binary form, which Koch also devides
into two periods, i.e., sections. The first leads from the dominant to the main tonality,
and then to other nearby minor tonalities (the tonality of the sixth, second or third
degree) - the return to the main tonality may be omitted — and then directly, through
the technique of the sequence or in some other way leads to one of the minor tonali-
ties. Between the first and the second “main period” a short linking sentence occurs,
“which consists of the structure of some melodic main part, with a similarly postu-
late and through the technique of the sequence the modulation leads back again to
the main tonality, in which the last main period will arise”. (Koch 1793: 309) The
second means of constructing this period, which is, according to Koch, frequent in
modern symphonies, uses only one sentence from the first part, or just one segment
from her, which, through the technique of the sequence or imitation move from one
voice to another and undertakes digressions to closer or more distant keys, before it
arrives at the final tonality. If it ends with a dominant cadence, then the period conti-
nues, and if it finishes with a complete cadence it closes (Koch 1793: 309-310). The
last period of the first Allegro is above all dedicated to modulation to the main tona-
lity, with the possibility of a subdominant digression. It is important to highlight that
Koch notices that it can start with a theme or some other melodic main part in this
tonality. But, unlike the ‘first theme’ which is only optionally repeated, Koch sees as
obligatory the recapitulation of the ‘second theme’: “Finally the other half of the first
period, or the melodic parts of the first period, which followed after the dominant
cadence in the main tonality, are repeated in the main period and with this close the
Allegro” (Koch 1793: 311)

This kind of description of the Allegro of a symphony suits the sonata Allegro
form, with the only difference that for Koch it was not in fact of crucial importance
which segment of “the first period” recapitulated in the “third period”, which indicates
the possibility of the joining of all sonata form types into one, with many subtypes,
unlike the “deviation” from one imaginary ideal mould, which is the frequent inter-
pretation in the textbook literature.

As far as the second movement is concerned, with the tempo marks Andante or
Adagio, Koch says that it can be in three different types of form, and the first is similar
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to the Allegro. Its first part is the same as in Allegro, and the second part depends —
according to Koch — on whether the Andante is greatly developed or not. That is, if
it is smaller in range, than it has one, and if it is larger, then it, as an Allegro, contains
“two main pariods”. As a more meaningful difference Koch notes a more noticeable
parsing of “melodic parts” in regard to Allegro (Koch 1793: 312). As for the reca-
pitulation of the thematic material from the first part, Koch says that “the theme
either repeats once more or, if there is no repetition those sentences are transposed
to the main tonality, which in the first part followed after the dominant cadence”
(Koch 1793: 313). On the basis of this statement by Koch’s, as well as the example
of Haydn’s Andante on page 179 of Introductory Essay, to which he refers, it can be
concluded that he implies here the Scarlatti sonata form. The second and the third
type of form which Koch specifies as typical for this slow movement are rondo and
variation forms. With regard to the third movement of the symphony, Koch consi-
dered that the form is defined after the “nature of its character”, particularly as “the
form of the first Allegro” or rondo form. In the remark he indicates the possibility of
a symphony being written in four movements, adding a minuet with trio, occasio-
nally before, but still more often after the Andante.

Based on the description of a symphony as a cyclic form, it can be seen that Koch
was fully informed with regard to what today’s understanding of sonata form implies,
but he accented it in a different way. In addition, he did not actually call it sonata form,
but “the form of the first Allegro”, so it is curious that he did not recognize this form
as almost unique for sonatas of that time. However, there follows a description indi-
cating that he did not see the potential of the symphony in the sonata, because of its
‘milder’ character and he emphasized that feelings in sonata must be more nuanced,
and thus these two genres must be framed and modified in a different way (Koch 1793:
315-316). Koch sees the two-part sonata as the most sophisticated in expression, and
Carl Philipp Emanuel Bach as the best composer of piano sonatas of his time. Concer-
ning the sonata form, Koch states that it is not necessary to speak specificially of the
forms of Allegro and Adago in the sonata “because sonata takes all the forms which
were earlier described in the symphony” (Koch 1793: 315-316). This refers to the last
movement as well, Allegro, with the only difference that it can also have the form of a
small piece. He warns too that “as much as they can be similar, the forms of the sonata
and symphony, from the viewpoint of the number of periods, and the modulational
leading, as is, contrast by their different inner nature of the melody” (Koch 1793: 319).
Very important is his observation that the parsing is more obvious in the sonata than
in the symphony, in which the melodic parts are more continuously framed. One
more tendency in the sonata is extension, in the form of extra sentences, unlike the
symphony, where the extensions are accomplished by means of thematic work. Based
on this observation it can be concluded that, from the viewpoint of structure, accor-
ding to Koch, the symphony is an evolutional movement, while for sonata architecto-
nicity is more typical. In addition, Koch describes how the sonata is adapted to other
arrangements: duo, trio, quartet.

In his explanation of concerto form, Koch again uses the comparison with sonata,
by quoting Sulzer, who admits that a piece written in the genre of sonata is able to
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transfer its capacity of feeling, while in the concerto this capacity is smaller. Koch
wonders how it is possible to lack this capacity, when the composer has more means
then in the sonata to increase the expression of the main voice with the accompani-
ment than in sonata. He finds the answer in Sulzers article Sonata: “It seems that the
purpose of the concerto is rather to give the opportunity to a player, and to hear many
instruments in the accompaniment, than applied the description of passions” (Koch
1793: 330). He also wonders what makes the difference between sonata and concerto
forms, so that the sonata favours the expression of fellings, while in the concerto this
aspect is disturbed? Koch notices a certain use of “long passages, which does not
represent anything but the studies of a player” (the soloist’s cadence) as a crucial
feature of concerto, although often far from the piece’s expression of feeling itself
(Koch 1793: 331). It seems to Koch that it needs to be seen not from the viewpoint
of a solo composition, because, in his opinion, the accompaniment and the solo part
engage in “a passionate dialogue” in which the feeling of a concerto is contained. It
can, like the first Allegro of the symphony, begin with an opening sentence. The first
ritornello of a concerto, which can undergo a long exposition, “contains the most
exquisite melodic parts which belong to the conception of the Allegro” (Koch 1793:
333). The form of the ritornello, according to Koch, can be triple: a period in the
main tonality, and two connected periods, with the following modulation plan: from
the main to the dominant tonality, and after the dominant cadence there follows a
cantabile sentence, which is derived from the solo, which then ends with a complete
cadence in this tonality; or it can be formed so that after the modulation to the domi-
nant key in it follows “ the melodic main part”, which afterwards, without caden-
cing, returns to the main tonality and encloses the ritornello. The first main period,
namely the solo, starts after the end of the ritornello and Koch warns that here there
must be no overlapping, because “the cadence of the ritornello must calm down enti-
rely” (Koch 1793: 336). After the ritornello follows the movement whose modulati-
onal flow is already defined in the symphony. However, Koch mentions that, “the
second type of melody, however, is very similar to the sonata. It is also built like this,
but usually even more expanded with the use of well-known means for extensions,
and the melodic parts are more connected on account of the omission of delimita-
tion” (Koch 1793: 336). After the end of the main period in the dominant key, the
second ritornello starts, which is connected motivically with the first, and ends in
the dominant key, after which follows the second solo, on the new thematic material.
This period is equivalent to the second period of the Allegro of the symphony, and
after its closure follows the ritornello, which can be extended with the technique of
the sequences or in some other way. Its modulational plan consists of the return to
the main tonality and the dominant cadence, so that it prepares the third exposure of
the solo, which corresponds, as far as the structure is concerned, to the third period
of the Allegro of the symphony, after which follows a re-exposition of the ritornello,
ending the concerto.

As far as the second movement is concerned, Koch states that it can be written in
the form of a vocal aria, which can be binary, and the parts are separated by a transiti-
onal section. The first part contains two main peiods, and the second, one, after which
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the first part repeats, partially or completely (Koch 1793: 241-242). The second type of
form in which the second movement can be written is a romance, in rondo form (Koch
1793: 340). The last movement, Allegro or Presto, is in the form of Allegro or rondo.
Based on the preliminary consideration of the conception of period, the conclusion
can be drawn that it does not represent a concrete structure, as is shown in the contem-
porary textbook literature. On this issue, Wagner states: “Period [ ... ] can manifest diffe-
rent formal types in different genres. [ ... ] This formal neutrality or multiplicity of the
period makes clear that the melodic punctuation, without the help of other criteria, does
not represent the means by which the form can be constructed in the right sense. [ ... ]
Or, in other words: period does not represent any specific unit of form (Formeinheit), but
a grammatical uniqueness, which acts formally as multiple or neutral” (Wagner 1984: 97).
Wagner considers that there is a hierarchy in Koch’s methodology of the structure
of form. Firstly, it is necessary to subordinate the form by means of melodic punctua-
tion: “Only through motivic connection of the ‘melodic parts, throught resumption
of melodic forms, placing the main feeling in the main sentence and its further parsing,
by the ordered, varied mutual action, which is connected with the tonal level, does
the form occur, mutual relations, correspondences and references are built; in this
respect, the essential legitimacies are connected via melodic punctuations. [...] That
fact that the tonal progression, and also the flow, play a crucial role for the formal
structure of the piece, is absolutely seen and advocated by Koch” (Wagner 1984: 98).

BRINGING KOCH’S THEORY UP TO DATE IN THE CONTEXT OF THE
PRE-CLASSICAL SONATA FORM

Gunter Wagner sees Koch as the most relevant connoisseur of the period between
the baroque and classicism, because his theoretical research took place in the time
span of 1730-1780.

The need for the reassessment of Koch’s theory came about because of the extre-
mely powerful influence in the textbook literature of nineteenth century theorists,
primariliy Adolf Bernhard Marx. Specifically, for pedagogical purposes in Marx’s
theory there is a classification of forms, which is based on the conception of an “arti-
ficial” genesis, in which the forms are represented from the simplest to the most
complex, how one arises from the other. Carl Dahlhaus sees four controversial cate-
gories in the approach of the analysis of form of the baroque and classical periods.
The first consists of the fact that the theorists of the 19 century did not take into
account that in the musical thought of the earlier theorists, contrary to their view,
vocal music was considered a priority. The second category refers to the “modern”
understanding of the concept of theme as a central category of independent instru-
mental music, about which he says the following: “the fact that in sonata theory from
the 19" century the thematic — the contrast of themes — was moved to the forefront,
as was already mentioned, was recognized primarily in historical rather than pedago-
gically-oriented research, as a one-sidedness that did not correspond to the musical
reality of the eighteenth century. The third category which Dahlhaus mentions is



171

JASNA VELJANOVIC
POSSIBLE IMPLEMENTATION OF HEINRICH CHRISTOPH KOCH’S ANALYTICAL
TERMINOLOGY IN CONTEMPORARY ANALYTICAL PRACTICE

built on the viewpoint which, based on the comparison of music and architecture,
sees repetition as the skeleton of musical form (Dahlhaus 1978: 158) In contrast, Koch
uses the rhetorical concept as a basic pillar of structure, where repetition contributes
to the clarity and the expression, but do not represent the backbone of the form.
As the fourth controversial category between Koch’s theory and nineteenth-century
theory, Dahlhaus sees in the “consequences founded on the far-reaching difference
that exists between the methods of harmonic-tonal formal analysis” (Dahlhausc 1978:
158). Recalling the exposition of the sonata, he claims that modern theorists make a
difference between sections that are tonally closed and those that modulate, while
Koch does not make such differentiations, but focuses on his conception of “punctu-
ation form”, in which the cadential turns are considered as innocuous indicators of
the volume and diversity of sections.

In the Musical Lexicon Koch identifies the concept of theme with the concept of
main sentence, but in the analysis and descriptions of form he almost always uses the
second term. GUnter Wagner considers that the term “main sentence” is more appro-
priate because “the concrete substance of the meaning lies in the intersection of the
levels of form and content” (Wagner 1984: 87). By formal definition he means part
of a word that refers to a sentence, while the content represents that part of word that
indicates whether this is a main musical thought. This is especially important when
the forms which contain more themes, such as sonata form, are explained. Koch
mostly analysed pre-classical forms (Joseph Haydn, Carl Philipp Emanuel Bach), in
which the specificity of the first themes is contained in the fact that they are really
determinant fot the whole piece, because from them all other thematic materials are
derived. That is why Wagner underlines Koch’s stance: “The musical sentence at
the beginning of a musical piece is the rule-carrier of the main thought; secondary
sentences should parse the main thought in different ways. Besides, thoughts must
be arranged so as to show the main thought ‘always from a new point of view’. The
required unity is preserved, because the main thought and secondary thoughts ‘must
specifically be designed in such way that, mutually linked, they always make a beau-
tiful whole” (Wagner 1984: 92).

In explaining Scarlatti’s sonatas, Ralph Kirkpatrick did not see the concept of theme
itself as controversial, but the concept of exposition, of which he says that “although the
material announced in the tonic at the opening of a Scarlatti sonata may determine the
character and suggest or even state the principal thematic elements of the piece, it is not
necessarily subject to recapitulation or even to later allusion. Therefore the first half of
the Scarlatti sonata cannot be called an exposition, in the sense of a classical sonata, nor
in the sense of a fugue” (Kirkpatrick 1953: 253). He thus considers that the unpredicta-
bility of the openings in the recapitulation of the Scarlatti sonata form means that “itis a
mistake to speak of first and second themes, or even of principal and subsidiary themes
in Scarlatti” and he noticed that some of his most striking and impressive thematic mate-
rial is stated only once (Kirkpatrick 1953: 253). Nevertheless, in his analytical apparatus
there is the concept of the first theme. Walter Gerstenberg took the analysis of motive
following the example of Scarlatti’s sonatas and gave up on the concept of theme as a
main musical thought — namely, the sentence. For monothematic sonatas he introduces
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the concept of motive kernel (Motivkern) or ground motive (Urmotiv) for the main
motive on which the whole piece is built, while for the piece in which thematic materials
are less differentiated he uses the terms motivic group 1 (Motivgruppe 1) and motivic
group 2 (Motivgruppe 2), to delinate them (Gerstenberg 1933: 76—77). For the sonatas
in which not only are motives differentiated, but also the structural plan, he speaks of
a head motive group (Kompfmotivgruppe) and a subsidiary motive group (Seitenmotiv-
gruppe) (Gerstenberg 1933: 76-77).

The question of thematism is especially complicated because of the ingrained
models of 19" century music theory concerning its understanding. William Dean
Suttcliffe considers that this is because we used to understand the “theme” as similar
to the term “idea”. “Of course, we would never expect the two to be identical, but in
practice we would expect an opening theme to have a good deal to do with the crea-
tive ‘idea’ of awork” (Sutcliffe 2005: 19). But in Koch's theory, the term “idea” is linked
to the term “concept”, which represents its advantage. Although some of the above-
mentioned theorists did not link the term “theme” with the sentence, it should be
mentioned that Koch is explicit in this stance, because he took Sulzer’s comparison
with the main thought of the of the orator and therefore requests that it should be
represented as an apprehensible picture or impression. Only in the form of fugue does
Koch allow the theme not to build a completed musical thought: “The fugue repre-
sents a piece in which a sentence or a melodic part, which is particularly constructed
so that it should be capable of implementing various types of imitation, according to
certain specific rules for this type of piece, so that it can be transmitted throughout the
whole piece from one voice to another under certain changes.” (Koch 1793: 280-281)

Giinter Wagner sees the understanding of the theme in classicim as a mix of Koch’s
terms “theme” and “conception”: “The difference between the theme in the Kochian
sense and in its classical form, as it is defined by Hugo Riemann, consists in the fact
that the classical theme is built from contrasting motives and that in it a greater degree
of rounding can be detected. Both this features are chararacteristics of the concep-
tion: main thoughts can be very different and they must be adjusted to one absolute
whole” (Wagner 1984: 108). He also notes that the conception is a preliminary stage
of composing, unlike the classical theme which is part of a piece.

Eagerly searching in Koch’s theoretical work for any sign of sonata form, a conclusion
can be reached that may be found in the description of the first part of a dance movement.
As has already been said, it allows the possibility of a structure of three sentences, with
the condition that the third must be finished with a cadence in the dominant key, which
exactly represents the sonata exposition of a dance movement. He numbers a few possibi-
lities for the punctuation form: the first sentence could end with a perfect cadence, and the
other with a dominant cadence, and in the third it could modulate to the dominant tonality
(Koch 1793: 146), He also allows that the modulation may appear in the second sentence
and end with a dominant cadence in the closing key, and this case is even closer to our
goal. In this last case the first sentence can be completed with a perfect cadence or with a
dominant cadence in the main tonality. As for the second part, Koch suggests the possibi-
lity that it could start with the main sentence, namely the theme, in the dominant key, and
that it should afterwards, in the next sentences, return to the main tonality. He thus empha-
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sizes the following: “that at the end of the second repetition all three melodic parts of the
first part do not usually repeat: but only the main or concluding sentence is usually repe-
ated, as in figure 3, or, as in figure 4, both at the same time” (Koch 1793: 148-151). In figures
1and 4 (example 1) from Koch’s Introductory Essay on Composition, a miniature sonata
form with repeated first and second theme can be seen. There are countless examples like
this as well as more elaborate ones in the keyboard pieces of Johann Sebastian Bach and
Domenico Scarlatti. But Koch insisted above all that pieces such as the one explicated in
example 1 should have unity in terms of motives and in terms of the relation of the endings,
and he dealt with these questions widely in the Introductory Essay, neglecting description
of the forms themselves. Wagner considers that this is primarily because the Introductory
Essay represents a practicum for composers, and not a textbook for musical forms, “at least
because melodic punctuation does not represent a procedure that starts from the act of
the constitution of a form” (Wagner 1984: 96). Further, today’s understanding of form,
which links the names of rondo, sonata form, song form with particular formal moulds,
is not close to Koch. Koch considered, rather, the limited means of construction of the
sentence from the viewpoint of the thematic plan, as well as the punctuation form under
the character that the different genres manifest, such as small forms, dances, symphony,
sonata, concerto.

As a conclusion, Giinter Wagner makes a basic difference between Koch’s under-
standing of form and later understandings, and this is that Koch does not limit it only
to an architectural model and the symmetry of the whole piece, because in his opinion
“the structure of the parts and their linking in a whole piece is connected in an autono-
mous, absolute, abstract feeling for the form, which can refer to different artistic spaces.
Punctuation, thus, corresponds to the laws of the construction of particular parts into
awhole: the joining of the beams to the supporting skeleton of a half-timbered house
or an arrangment of pillars for the management of statics, as well as all the technical-
constructive demands, without which the structure of a building is not possible, but
which do not constitute the actual formative elements” (Wagner 1984: 111-112).

While in the textbook literature period is considered as a strictly determinated
structure, by Koch it is rather seen according to the sense in a particular piece, and there-
fore its definition as a closed totality is of utmost importance. This approach was adopted
by Russian music theorists (Cf. Veljanovié¢-Rankovi¢ 2008). This paper also discusses the
possibility that the period is seen as part of form (Cf. Ibid.), but again, that would not be
quite precise. Specifically, as punctuation form is of crucial importance for the determi-
nation of period, so, for example, precisely in the first Allegro form of a sonata or a symp-
hony (the sonata form) the “exposition” can consist of one or two periods, irrespective
of the fact that in both cases it contains the main and the secondary sentence (that is, the
first and second themes). If there is no clear “punctuation sign” between them, then they
build only one period together, and if they are separated by one, then two.

Bringing Koch’s music theory up to date could, therefore, mean that the elements
and components of a musical form may not be viewed strictly and rigidly, because this
is certainly not possible in music, for the aim of a musical piece while it is being created
is not to undergo to a strict pattern, but to achieve a plurality of realization from a
unique form. Therefore, Koch’s approach, which is based on viewing the musical piece
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as a continuous process of development, with a rich, appropriate and flexible analytical
apparatus, could well serve as an ideal for today’s theories of form, which, it seems, try
to reduce themselves to a simple scheme or a one-sided analysis, which neglects all
the aspects of formal structure. The sense of the analysis is thereby lost, a sense which
should, essentially, represent a subjective, individual interpretation and a view of a parti-
cular musical piece, as well as using terminology which is already grounded in earlier
music. Koch did not devise an original terminology at the end of the eighteenth century,
but he systematized in the best possible way the contributions of musical theorists from
the mid-seventeenth century, concluding with his own work.
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JACcHA BESAHOBUR

MOTYEA IPUMEHA AHAAUTUYKE TEPMHUHOAOTHUJE XA]HPI/IXA Kprucrooa
Koxay CABPEMEHOJ] AHAAWUTHUYKO]J ITPAKCHA

(PE3UME)

Y oBoM uAaHKY pasmarpam ABa ocTBapema Xajupuxa Kpucroda Koxa, Hajsnavajuujer
MY3HYKOT TeOpeTHYapa ocaMHaecTor Beka: Mysuuku sexcuxon (Musikalisches Lexikon)
u Ioxywaj ysoga y xomitonosatse (Versuch einer Anleitung zur Composition) y Tpu
CBeCKe, Ca CTAaHOBHIITA BeroBe aHAAMTHYKe TepMuHoaoruje. Mimajyhu y Buay aa je Ysog
¥ KoMI03ULUjy KOHITUITMPAH KA0 yII0eHHK, AAKAe IPHMAPHA HAMEHa My je IEAATOLIKa,
TYMaYHlM HeroBe IIOTAeAe Ha KOMIIO3UTOPOB OAHOC ITPeMa CONICTBEHOM AEAY, 3aTUM,
KOMIIOHOBa-€ Ha OCHOBY TPH ITapaMeTpa: 3aMHCAM, PeaAu3alllje 1 3apaae, Kao U Ha
merose TepMuHe ocehama, rennja, 3anoca, yrucka u ykyca. Caraepasam u Koxos
OAHOC IIPEMA A€AY Ca CTAHOBHMIITA aHAAM3e My3HuKe popme. ITpu ToMe objamrmaBam
IojeAuHe TepPMHUHE, KOjU Ce OABajKaAa KOPUCTe Y aHAAM3H My3Hdke popMme, a unje
3Haueme [T0APa3yMeBaMO: KapaKTep, aHp, CTHA.

OBaj yaaHaK je IPOMCTEKAO M3 HEOIIXOAHOCTH OHOBHOT padMaTpama Koxose
AHAAUTHYKE TEPMUHOAOTHU]j€E U IeHOT yBOol)ema y caBpeMeHy aHAAUTHUKY IIPAKCY,
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noceOHO 3apap bomer pasyMeBamba My3HKe pazao0ra 6apOKa M KAACHIN3MA U BeHOT
AoruuHHMjer objammerma. IToce6aH akIjeHAT je CTaBAoEH HA COHATHU OOAMK, KOjU
MOPaMO AA CaTAeAAMO Ha APYTauHMju HAUMH, & ¥ CKAAAY Ca CTUACKHM Pazp00meM y
KOjeM je HacTao.

KoxoBa Teopuja My3HKe je IIOTITyHO 3a[IOCTaBAEHA y YIIOEHUYKO] AUTEPATYPH,
TaKO AQ je AOIIPMHOC OBOT TEKCTa ABOCTPYK: C jeAHe CTpaHe, OH AOHOCH aHAAU3y
Koxosux nocryaara, a ¢ Apyre cTpaHe, HOKYIIaBa Ad UX IIPEMEHH Y AAHAIIEH0j IIPAKCH.

KayaHE PEUM: Xajupux Kpucrod Kox, Teopuja mysuke, Mysuuxu sexcukon, Ilokywaj yeoga
y KomiloHosatve, T'unrep Baruep
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ABSTRACT:

Since this is a phenomenon of recent times, the significance of the politicization
of music during the period of totalitarian rule in Bulgaria (1944-1989) is still
unexplored. This paper focuses on the interplay between the political regime,
musical life in Bulgaria, and the status of Bulgarian composers. Many books,
articles, conferences and PhDs have been presented recently in the field of cultural
studies, promoting a multidisciplinary approach in several fields. A new approach
tothis dynamic period would clarify the overall development of Bulgarian musical
culture in the twentieth century.

KeywoRrDs: music, political aspects, Bulgaria, history of the twentieth century, Bulgarian
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INTRODUCTION

This article focuses on the interplay between the political regime, musical life in Bulgaria
and the status of Bulgarian composers between 1944 and 1989. My interest in the history
and problems of Bulgarian composers and specifically in the politicization of music
during the period of totalitarian rule in Bulgaria (1944-1989) stems from the early days
of my musical career and my childhood. Music written by Bulgarian composers has
significantly influenced me over the period of my formal education. Nowadays, there
is an interest in Bulgarian classical and folk music mostly from American universities.

1 stanimirad_t@yahoo.gr
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CuLtUurAL PoLITICS

The Bulgarian Communist Party (BCP) remained in control of all political, economic,
social, and cultural life during the aforementioned period. The Red Army occupation
officially lasted three years, from September 1944 to December 1947. Many articles,
conferences and doctoral theses have been presented recently in the field of cultural
studies, promoting a multidisciplinary approach in several fields — history, politics and
musicology. They depict the periods of political repression in Bulgaria and cast new light
on the changes to the musical repertoire during the period 1944 —1989. 1 February is the
Day of Remembrance and Respect for Victims of the Communist Regime in Bulgaria.
The Bulgarian Parliament also proclaimed 23 Augustas the day of remembrance of the
crimes of the national—socialist, communist and other totalitarian regimes, and as a day
for commemorating the victims of these regimes.*

On 10 November 1989 — one day after the fall of the Berlin Wall — Bulgaria’s veteran
Communist Party leader Todor Zhivkov® was overthrown. Besides industrialization and
urbanization, other very important changes in cultural politics had occurred under the
communist totalitarian dictatorships that ruled Bulgaria under Georgi Dimitrov (1947-
1949), Vulko Chervenkov (1949 -1956), and Todor Zhivkov (1956 —1989). A new period
of cultural politics coincided with Lyudmila Zhivkova’s term as chair of the Committee
for Science and Culture, from 1975 to 1981. In particular, Bulgaria’s “public relations”
with Western Europe, the United States, India and Japan improved greatly as cultural
contacts were intensified. Bulgaria celebrated the 1300™ anniversary of the founding
of the Bulgarian state, spending lavish amounts of money on nationwide celebrations
and the building of public monuments in 1981. The cultural politics of Bulgaria in the
period 1944-1989 have a close connection to the aforementioned leaders. Nowadays,
the Museum of Socialist Artt is open in Sofia, focusing on the communist period. Many
books and poems written by Bulgarian writers, kept in the dark during the communist
regime, were published at the beginning of the 21* century. Bulgarian composers were
not as courageous as their Russian and Polish counterparts and followed the party line.

COMPOSERS AND THE “SOVIET GENERAL LINE”

Relationships between government authorities and composers and performers
proved to be complex yet dynamic. Both governments called for new music to draw
on popular national traditions and to communicate to the public in easily accessible

2 The decision was adopted by the 41 Bulgarian National Assembly on 19 November 2009. The European
Day of Remembrance, known as the Black Ribbon Day in some countries and observed on 23 August, is the
international Remembrance Day for victims of totalitarian communist regimes, Stalinism, Nazism and fascism.

3 Todor Hristov Zhivkov (1911-1998) was the former President of Bulgaria, and the leader of the Communist
Party from 1954 until 10 November 1989, when the Communist regime was toppled and a multi-party system
was established in Bulgaria. “His daughter, Lyudmila Todorova Zhivkova (1942-1981), was one of the few
women in Eastern Europe to achieve significant political influence during the Communist era”.
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ways. “Formalism” and abstruse harmonic experimentation were pointedly criticized.
Jazz music was banned as it was deemed “politically inappropriate.” For their part
many composers found ways to live with communist policies and to take advantage of
government sponsorship. A number of them proved willing during the high Stalinist
period to compose in genres and styles such as mass songs, cantata, oratorio (dedi-
cated to the Communist Party), simplistic music dominated by social, historical and
nationalistic issues. Some composers who cooperated and kept the idea that culture
must be close to the people were tolerated and applauded. Many others, even those
known for their communist beliefs, were forced to adapt to this philosophy. Other
composers, who did not have any political preferences, were dubbed “formalists” and
people who propagated “bad Western European culture.” In a recent meeting with my
old professors, I asked them: “What were the negative sides of ’‘Composing within
the General Line’ during the totalitarian regime?” The answer was: “The carrot or
stick”, and talentless musicians, seeking better job opportunities, strived to maintain
their close relationship with the Communist Party. They stressed that not “everyt-
hing was bad during the totalitarian regime”.

For example, the most prominent Bulgarian composers of the twentieth century
such as Pancho Vladigerov (1899-1978)* and Lyubomir Pipkov (1904 —1974)* were criti-
cized for writing music dedicated to the Communist Party after the end of communist
regime. After September 9" 1944, Vladigerov also wrote works related and/or dedicated
to the Communist Party. These are the Symphony No 2 May,op. 44 (1949)° forstring

4 Pancho Vladigerov (1899-1978) studied composition and piano at the Staatliche Akademische
Hochschule fér Musik in Berlin. He was awarded twice the Mendelssohn Prize of the Academy for his
Piano Concerto No 1 (in 1918) and the Ten Impressions for Piano, Op. 9 (in 1920). Vladigerov became
music director at the Deutsches Theater in Berlin and worked with the famous theatre director Max
Reinhardt (1920-1932). His mother, Dr Eliza Pasternak, was a Russian Jew and he decided to return to
Bulgaria in 1932. Vladigerov was appointed professor of piano, chamber music and composition at the
National Academy of Music in Sofia, which is now named after him. He is considered the “Patriarch”
of Bulgarian music and the founder of Bulgaria’s national music school. He primarily wrote works
for large symphony orchestras, and was also a great pianist. His music is a unique synthesis between
late romanticism and Bulgarian folklore. Vladigerov’s most performed and emblematic work is
unquestionably Bulgarian Rhapsody Vardar, Op. 16 (1928). His music is performed all over the world.

5 Lyubomir Pipkov (1904-1974) is the son of the composer Panagiot Pipkov (1871-1942). He studied
composition with Paul Dukas and Nadia Boulanger and graduated from the Ecole Normal de Musique
de Paris. Pipkov’s operas and orchestral works are comparable in style with Shostakovich, Barték
and Britten. His music represents Bulgarian classical music of the twentieth century and its stylistic
characteristics, thematic and harmonic language, rhythm and building of form. Pipkov was among the
founding members of the Contemporary Music Society (1933). He was appointed Professor of Vocal
Ensembles at the National Academy of Music in 1948. Pipkov chaired the Union of Bulgarian Composers
from 1945 to 1954, and he presented his works in many European countries; later on he participated in
a number of music congresses and was a board member of international music competitions. He began

publishing the magazine Music in 1948 (later renamed Bulgarian Music in 1953).
6  May Symphony was recorded by the Bulgarian National Radio Symphony Orchestra under the
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orchestra, and the heroic overture The Ninth of September,op. 45 (1949) for symp-
hony orchestra, as well as some mass choir songs. Some of these works supported the
composer’s successful efforts to save prominent musicians such as his former student
Trifon Silyanovski (1923-2005)” and Alexander Nikolov (1915-1961),* who had been
convicted and sent to the Belene forced labour camp. The violin player Alexander
Nikolov, better known by his nickname “Sasho Sladura’, liked telling political jokes.
Somebody reported him to the authorities. He was sent to the Lovech labour camp,
where in 1961 he was beaten to death. Alexander Nikolov played the violin in the
“Ovcharov” jazz band? An invitation to tour in the USA in 1949 aroused jealousy, mali-
ciousness, and political repression.

Vladigerov also tried to help his brother-in-law Anton Zhekov (an officer from
the Shumen army unit), who had been sentenced to death. The composer dedicated
and presented the manuscript of his song September 1944 to lieutenant-general Dobri
Terpeshev;* in an effort to obtain a commutation of Zhekov’s death sentence to life impri-
sonment. The People’s court abolished the death penalty, but still Zhekov was shot in
March 1945. One of the composer’s closest friends and fans Dimitar Shishmanov (1889
1945, Minister of Foreign Affairs between 14 October 1943 and 1 June 1944) met the same
tragic fate. Vladigerov dedicated Autumn Elegy for piano, op. 15, no 2 (1922) to him. The
composer was famous abroad and was required to become a member of the Bulgarian

conductor Alexander Vladigerov (1933-1993); for recordings, visit the official website of the Bulgarian
National Radio, www.bnr.bg.

7 Trifon Silyanovski (1923-2005) was a Bulgarian composer, pianist, pedagogue and musical
theoretician. He was persecuted by the authorities for political reasons and he was sent to a forced labour
camp (1949-51); later on he was periodically jailed and was interned outside Sofia. His music was banned
until 1959. Then he was allowed to work as an accompanist at the Sofia Opera. Silyanovski co-founded
the Blagoevgrad Chamber Opera in 1973, where he worked as music director until 1982. He taught score
reading at Plovdiv Academy of Music and Dance Art (1982-91). After the fall of the communist regime
he was appointed professor at the National Academy of Music in Sofia (1997).

8  Not much is known about Alexander Nikolov as the documentation about him was destroyed during
the totalitarian regime. Nikolov studied at an Italian school and the French college “Saint Augustine” in
Plovdiv, and graduated from the Prague Conservatory. He worked at the Royal Symphony Orchestra in
Sofia, which was disbanded and later renamed Sofia State Philharmonic Orchestra in 1949. After losing
his job, Nikolov started playing jazz in restaurants orchestras, and as a performer was most beloved by
the public.

9  Assen Ovcharov (1906-1972) created the first classical jazz orchestra in Bulgaria. He was arrested
and charged with espionage for the USA and England in 1949. Ovcharov must have visited the foreign
missions, but only in order to obtain original musical scores. The government arrested him and after
a six-month stay in prison, he was exiled to Tutrakan. Later, he was sent into the Belene forced labour
camp. He was released in 1952, but accused again and sentenced to six years in jail in a scandalous political
process. The orchestra’s soloist was the vocalist Lea Ivanova (1923-1986), another repressed musician,
sent to Nozharevo forced labour camp.

10 Dobri Terpeshev (1884-1967) was a minister without portfolio in the first communist government
after 9 September 1944. Later on he was victimized by the communists because of his speech against
Todor Zhivkov and interned outside Sofia.



183

STANIMIRA DERMENDZHIEVA
THE POLITICIZATION OF MUSIC DURING THE PERIOD OF TOTALITARIAN RULE IN BULGARIA (1944 - 1989)

Fatherland Front" as were many other public figures. Although it seems that Vladigerov’s
music was very nationalistic and political, he was in fact trying to keep away from politics
and one cannot therefore speak about a new period in his work following 1944.

On the contrary, Lyubomir Pipkovnever hid his sympathy for the Communist Party
before WorldWar II. Bulgarian partisans of the Fatherland Front resistance movement
entered the capital city of Sofia singing his song Shumete Debri i Balkani [“Whisper
Nooks and Mountains”] (Example 1), written in spring 1944. After 9 September 1944,
like many other composers, Pipkov had to adjust to the communist regime, making his
music more understandable and acceptable to the masses. He began writing mass songs,
which were very popular during those years and recommended by the government.
In addition to their expressiveness and strong sense of drama, his work from the mid-
1950s brought a sense of optimism. This is particularly true of the Oratorio for Our Time
(1959) and Muted Songs (1972). The Third Symphony (1965)* and the Fourth Symp-
hony (1970) are highly individual, while the piano piece Spring Caprices (1972) borrows
compositional ideas from earlier works.

Since the fall of the regime in 1989, many Bulgarian composers have been criti-
cized for writing works dedicated to Stalin.However, all of them are now considered
amongst the classics of Bulgarian music. In an older example, the orchestral musi-
cians and the guest conductor refused to play Pipkov’s Heroic overture (1949) — dedi-
cated to Stalin— in a concert for the October Revolution in 1987. The decision to
include this work came from “the top”. The answer to the performers’ refusal (again
from “the top”) was that “this work has many good characteristics, and it has been
unfairly forgotten” (Peev 1990). However, Peev did not consider the fact that Pipkov’s
opera Momchil (1948) had been publicly rejected by the Music magazine in 1951. The
composer wrote the Heroic overture in 1949, based on musical material from his opera.
Then the opera was “bad” and the overture “good”, but can the opposite be said
nowadays?How many years need to pass before people reach the right historical and
musicological approach to composers and their work in the aforementioned period?

THE DEVELOPMENT OF A PROFESSIONAL MUSIC NETWORK

NowadaysBulgarian musicology considers that the decentralization of Bulgarian music
from the capital city Sofia and the establishment of a cultural network throughout the
whole country can be seen as a positive aspect of the communist period. Ideological
limits did not necessarily compromise artistry. New opera houses, symphony orche-
stras, secondary music schools and many other professional and amateur music ensem-

11 The Bulgarian Fatherland Front (OF) was an anti-fascist popular organization founded in 1942. After the
People’s Uprising of 9 September 1944, it formed a government and won a large majority after being the only
party or alliance listed on the ballot (November 18, 1945). The Fatherland Front was the largest mass orga-
nization in socialist Bulgaria; it would continue to be a political alliance until the fall of communism in 1989.

12 Pipkov’s biographer Ivan Hlebarov noted that, “Pipkov wrote his Third Symphony in the 6os and
he condemned the repressive system, which itself swallowed up the revolution” (Hlebarov 1997:138).
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bles were founded throughout the country. The Sofia Opera House briefly interrupted
its activities after the bombing raids of 1944, but the increase in state subsidies in the
years following 1945 gave a significant push to the company to renew its position. State—
sponsored folk ensembles were charged not only with preserving heritage, but also with
the task of elevating folk art forms to the level of high culture. New festivals of Bulga-
rian music were organized (for example the Pan-Bulgarian Competition for Singers
and Performers, the National Review of Bulgarian Music, the Periodical Reviews of the
State Symphony Orchestras. Some years later the Annual Review of Works by Young
Composers, and the March Music Festivals in Ruse began). All these state organizations
and music festivals systematically stimulated the development of Bulgarian music and
performance both on a national and international scale. Bulgarian composers during
the second half of the twentieth century experimented with new tonality in vocal and
instrumental music, and recordings and concert tours abroad won much wider audi-
ences for traditional Bulgarian vocal music.

An interview

Immediately after World War II, the ideological line of the Soviet and Bulgarian
governments dominated musical life. I would like to continue with an extract of an
interview given by a 75-year-old Bulgarian musician:

We were serving under a false slogan. The slogan was about how art should be close to the
people ... There are mass popular genres, there is entertaining music, let’s hope it's good. We have
very good composers writing popular music, there is more entertaining literature — those are for
the mass consumer; and great art with high artistic merits, in my deep conviction, is an elitist
manifestation of the human spirit. It is not possible for Goethe’s Faust to become a mass culture
of all people or the symphonies of my beloved Johannes Brahms — and it is not necessary!

But Iwas not saying what I was thinking, and I was repeating a formula of the founder
of Soviet aesthetics, Andrey Zhdanov, who said: All great art is close to the great masses
of people.” This is not true! And that made us make too many compromises. For example,
as a musician I was developing the theory that the religious nature of Bach's music did not
reflect his religiosity, and that was the obligatory garment in which he had to dress his works
- he and Handel. This is not true! Bach was deeply religious! But I did not say that, and I
knew I was lying to people. I have been a member of the Communist Party; I have to say
since 1967..... and I still remember how they persecuted Dobrin Petkov (one of the greatest
Bulgarian conductors) for being a distributor of Western decadent music. Why? Because
he played the works of Stravinsky, Prokofiev and other great contemporary composers. And
do you know that he studied in London? And he was a typical English gentleman. They
put him in front of the party leadership and began to grill him: “Why do you distribute
Western (ideology)?” He tried to explain that these are great composers — “No, explain
it to us”. Finally, Dobrin did not comply and said: “Look, Comrades, music is an area in
which, in order to express an opinion, you still have to get into it a little, to understand.”
And Pencho Kubadinski told him: “What do you mean? That we are fools?” And Dobrin
said: “Something like that.”(Kelbecheva 2014: 8, 9).
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SOCIALIST REALISM IN BULGARIA (19405)

After the 1944 socialist revolution, Socialist Realism dominated musical circles. All
similarities with Western European contemporary classical music tradition were criti-
cized and dismissed. The government promoted folklore as a symbol of national
pride. “The more it is among the people, the closer it is to life!” became the new ideo-
logy. This “line” brought about the belief that each piece of music must reflect the
happiness and success of the Bulgarian people. The arts were state funded (and regu-
lated), centralized and acquired a strong ideological orientation. Additionally, artists
not in favour with the government were regularly removed or banned from the stage.
There were some periods of liberalization (meaning the entry of Western literature
and music into Bulgaria in the 1950s, which lasted until the Hungarian revolution
in October 1956). The state also controlled the Union of Bulgarian Composers, the
production and distribution of records and musical scores, and even the repertoire
of restaurant orchestras. Composers and musicologists developed the new socialist
musical culture, and promoted Bulgarian music both nationally and internationally.
Bulgarian folk music replaced the neo-romantic trend of the 1930s and 1940s. Many
young composers and performers were not permitted to study abroad, and were only
allowed to specialize within the Soviet Union. Bulgarian contemporary music domi-
nated the public domain and was subject to detailed discussions, reflected in the
pages of the publication of the Union of Bulgarian Composers, the monthly maga-
zine Bulgarian Music. The magazine was first called Music and was initially published
in 1948 by the Bulgarian Philharmonic Orchestra Directorate. After a brief interrup-
tion, from 1950 it was issued ten times a year.

By the end of the 1950s, Bulgarian composers were using modern compositional
techniques such as dodecaphony, serialism and aleatoricisim, as seen in the practice of
Arnold Schoenberg, Alban Berg and Anton Webern. The effect of totalitarianism on
music is particularly difficult to define. Art began to be judged by radically different
standards and was used as a means for ideological propaganda. In totalitarian systems,
composers were subjected to many forms of pressure. Many composers and musical
figures in Bulgaria were either isolated or criticized for their works. Composers,

Jul Leviamong Bulgarian
composers (Sofia, 1952). Photo
credit: Centropa (http://www.
centropa.org/photo/jul-levi-
among-famous-bulgarian-

composers)
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including Konstantin Iliev (1924-1988)" and Lazar Nikolov (1922-2005)** had many
problems with the government and music critics. They were writing atonal music or
using the twelve-tone system. Their music was rejected and they were accused by the
“powerful of the day” of promoting Western formalism. Another substantial factor
(not in favour of the young composers) was the conservatism of the greater part of
the older generation of composers in charge of the Union of Bulgarian Composers
from the 1940s to the mid-1980s. Beginning with his first composition, Concerto for
String Orchestra, written in 1949 and premiered in 1951 (Example 2), Nikolov showed
an interest in the contemporary tendencies in European music. 1956 was the year in
which the partisan intolerance towards Nikolov and Iliev reached one of its ugliest
climaxes. Works inspired by the Second Viennese School were simply absent from
the stage. Even Lyubomir Pipkov (1904-1974), who chaired the Union of Bulgarian
Composers from 1945 to 1954, was criticized for some of his works.

According to the needs of the time, many heroic and epic-romantic operas were
written in 1940s and sos. The most important include Pipkov’s Momchil (1939-43,
based on a folk tale and staged in 1948), Marin Goleminov’s* Ivaylo (in the grand

13 Konstantin Iliev (1924-1988) graduated from the State Academy of Music in 1946, majoring
in composition under Pancho Vladigerov, conducting under Marin Goleminov, and violin under
Vladimir Avramov. He continued his studies at the Prague Music Academy, and attended quarter-tone
composition classes given by Alois Haba in 1946-47. Iliev was one of Eastern Europe’s best conductors,
and his conducting won recognition in many countries in Europe, America and Asia. He also was the
undisputed leader of the musical avant-garde in the post war Bulgaria. He was appointed Professor
of Orchestral Conducting at the State Academy of Music in Sofia in 1967. As a composer he was in a
constant search of new paths for Bulgarian art music, and he was among the first to introduce modernist
musical ideas into Eastern Europe and the first experimenter with non-tonal devices. During his years
as a conductor, he established a professional orchestra and opera company in Ruse; he was the musical
director of the Varna State Symphony Orchestra, and later on of the Sofia State Philharmonic orchestra.
Thanks to his worldview, broader than that of those previously in charge of the Union of Bulgarian
Composers until the 1980s, Iliev introduced the music of Schoenberg, Bartok, Honegger, Stravinsky,
‘Webern, Messiaen, Stockhausen and Boulez to the Bulgarian public.

14 Lazar Nikolov (1922—2005) studied at the Sate Academy of Music in Sofia with Dimirat Nenov
(piano and composition, 1946) and Pancho Vladigerov (composition, 1947). Like his close friend
Konsstantin Iliev, he began his creative path at a very difficult and complicated time. Nikolov was a
prolific composer; he contributed substantially to the development of Bulgarian music in the second half
of the twentieth century. Many of his works were exposed to very harsh criticism during his lifetime, and
some of them were seldom performed. From the late 1960s, he began to take part in many contemporary
music festivals, including the Warsaw Autumn Festival (1962, 1964, 1968); the Berlin Musik-Biennale
(1969, 73, 79); the Zagreb Biennial (1967) etc. The Bulgarian National Radio and some foreign radio
stations such as WDR, FR-3, and SRB recorded many of Nikolov’s works. Some of his compositions
were published by Peters and Schott-Mainz. The composer taught score reading at the State Academy
of Music (1961) and he was promoted to full professor in 1980. After the fall of the regime, Nikolov was
granted a number of awards. He chaired the Union of Bulgarian Composers from 1992 to 1999.

15 Marin Goleminov (1908-2000) studied music (violin, composition and conducting) in Sofia, Paris
and Munich. He was offered a post at the Sofia State Academy in 1943, where he taught orchestration,
conducting and composition for over 40 years. Goleminov acquired fame as a composer with the
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opera style), and Parashkev Hadjiev’s® Lud Gidiya (“The Madcap”, which is one of
the best Bulgarian comic operas, also performed abroad), the last two premiered
in Sofia in 1959. Hadjiev’s first operetta, Delyana (1952) was brutally criticized and
removed from the stage of the Sofia Musical Theatre in 1952. The story, in hindsight,
is ridiculousbut at that time it could have ruined any career. Delyana was condemned
for the dance “Swing and Zos” (involving so called “morally decadent” youths who
wore tight trousers and short skirts). A senior communist party member watched
the operetta and he was disgusted to see ladies with short skirts and men with hats
and canes screaming on stage. They were declared by him to be bourgeois characters,
incompatible with socialism.”

1960s, 70s, 80s

The 1960s brought a relaxation of the political situation and composers enjoyed
greater aesthetic freedom. Lilia Kracheva wrote in A Short History of Bulgarian Musical
Culture: “In the 60s people were quiet and the Government didn’t need their previous
rough methods” (Kracheva 2001: 243). The 1960s Bulgarian avant-garde group of
composers was also joined by Georgi Tutev (1924-1994), Ivan Spassov (1934-1996,
a student of Kazimir Serotski in Warsaw), Vassil Kazandzhiev (b. 1934) and Simeon
Pironkoff (1927-2000). The new interpretation of folklore and the adoption of many
of the experiments carried out in the 1960s and 70s led to a new stage in the deve-
lopment of Bulgarian music. A new term, “European provincialism,” wasgiven to
composers who employed serial, aleatoric, cluster or any suc h compositional tech-

production of his dance drama Nestinarka (“The Fire-Dancing Woman’, 1942), which is considered to be
the best Bulgarian ballet. He was elected Rector of the Sofia State Academy (1954-56), Director of the
Sofia Opera (1965-67), and he was promoted to the position of academic (1989). Goleminov won the
Gottfried von Herder Award of the Vienna University (1976). He wrote four operas, two dance dramas
and four symphonies, other works for symphony and string orchestra, chamber music and theoretical
studies. His numerous works are rooted in the melody, metre and rhythm of Bulgarian folk music.

16  Parashkev Hadjiev (1912-1992) was born into a family of musicians and grew up in the theatre
among singers, actors and musicians. He contributed significantly to Bulgarian professional music in
the second half of the twentieth century. He was the most productive Bulgarian stage composer, writing
21 operas, six operettas and three musicals, a ballet, etc. He studied at the Sofia State Academy of
Music with Andrey Stoyanov (piano) and Pancho Vladigerov (composition) and graduated in 1936. He
continued his studies with Joseph Marx in Vienna in 1937; he also specialized in composition with H.
Tissen at the Hochschule fiir Musik in Berlin, from 1938 to 1940. After his return to Bulgaria, Hadjiev
was appointed Professor of Harmony and Composition at the State Academy of Music in 1947, a post he
held for over forty years. His textbooks of harmony and music theory essentials still educate generations
of Bulgarian musicians. He chaired the Union of Bulgarian Composers (1990-92). Some of his operas
were staged in Belgium, the Czech Republic, Germany, Russia, etc.

17 See the article “Vredno proizvedenie”[ “A Harmful Work”] in Rabotnichesko delo [Workers’ Deed]
Newspaper (27-10-1952), which was the organ of the BCP’s Central Committee and was one of the
newspapers of the People’s Republic of Bulgaria’s with the highest circulation.
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niques in the early 1970s. The party-activist composers used this term to show that
their colleagues were using techniques as old as World War II, thus acting as resi-
dents of a remote province of Europe. Although some of the avant-garde composers
were able to present their work at the Warsaw Autumn Festival, the Berlin Musik-
Biennale, the Zagreb Biennial, and so on, they did not have the slightest chance of
breaking through the Iron Curtain. The majority of Bulgarian musicians, performers,
students and journalists who were interested in these trends had either to count on
chance radio broadcasts of performances outside of Bulgaria, thus enabling imita-
tion of the music by ear, or rely on close friends or relatives travelling abroad to bring
recordings of new music back to the country.

As part of the new period of partial normalization and the cyclical liberalization
of cultural life, the most important operas from 1960s explored the psychological
dimensions of drama and human rights. This is particularly true of Hadjiev’s opera
The Masters (1966 ), Krasimir Kyurkchiyski’s* Yula (a two—act psychological opera,
staged in 1969), and Goleminov’s The Icon Painter Zakhary (premiered in 1972).
Pipkov’s opera Antigona 43 (1962, staged in 1963) brought Sophocles’ philosophical
and ethical questions into the context of the antifascist struggle. The force of the
drama is transferred through static, oratorio-like choral episodes and the chorus
is used in the role of commentator. Lazar Nikolov’s Prometheus Bound, a chamber
opera (oratorio) after Aeschylus (1969) was premiered in 1974. It is a clever work,
“whose theme of ethical stoicism becomes a symbol of artistic dissidence under
government dictatorship” (Kostakieva 1992: 638). The next two decades gave birth
to many new operas by Simeon Pironkov, Dimitar Hristov (1933-2017), Bozhidar
Spasov and others. Many of these operas included the artistic principles of satire,
irony, parody and the grotesque, managing to distance themselves from the commu-
nist times.

The 1960s also brought a new era in Bulgarian jazz, starting with the composer,
pianist, conductor and arranger Milcho Leviev (b. 1937). Conservatory-trained®
Leviev worked as a pianist and director of the Bulgarian Radio and Television Big
Band in the mid-1960s and was able to overcome some of the aesthetic conserva-
tism of the totalitarian system. He straddled the boundaries of jazz and classical
music and combined different genres and textures with a beguiling ability to navi-
gate through them. His music is a successful synthesis of Bulgarian folklore and jazz.
He founded “Focus 65” jazz quartet in 1965 and won the Critics’ Prize at the newly-

18 Krasimir Kyurkchiyski (1936-2011) graduated from the Sofia State Academy of Music in 1962,
majoring in composition under Pancho Vladigerov. Later on, Kyurkchiyski studied at the Moscow
Conservatoire with Dmitri Shostakovich. He made a name as an innovative writer of folksong
arrangements and worked as a conductor of the “Philip Kutev” State Folk Ensemble orchestra and
then as a conductor of the Choir at the Ensemble for Folk Songs of the Bulgarian National Radio, later
known as “The Mystery of Bulgarian Voices”. Many of his works were performed in Italy, France, Russia,
Germany, Australia and other countries.

19 Milcho Leviev studied at the Sate Academy of Music in Sofia with Pancho Vladigerov (composition)
and Andrey Stoyanov (piano) and graduated in 1960.
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founded Montreux Jazz Festival. Communist Bulgaria had given the musical genius
an excellent education, but also brought him many problems. Leviev received an invi-
tation from Don Ellis and left Bulgaria for Los Angeles in 19770 for political reasons.
The composer lived and worked abroad for over 40 years and achieved professional
acclaim on prestigious international music stages. He was allowed to perform in
Bulgaria after 1980. Nowadays Leviev lives and works in Greece, seeking new paths
in Balkan jazz.

According to all Bulgarian musicologists, the period from 1970 to 1990 should
be regarded as having established a close connection between Bulgarian composers
and the new trends in Europe/ European music. Born after World War II and fami-
liar with modern trends, the composers Stefan Dragostinov (b. 1948), Emil Tabakov
(b. 1947), Plamen Dzhurov (Djurov, b. 1949), Bozhidar Spasov (b. 1949), Alexandar
Kandov (b. 1949), Rumen Baliozov (Balyozov, b. 1949), Yuliya Tzenova (also spelled
Julia Cenova, or Zenova, 1948-2010), and Neva Krasteva (Krysteva, b. 1946) were
able to create an individual style, independent from the totalitarian regime’s realist
aesthetic. Their work appeared in contemporary music forums around the world and
won prestigious prizes.

WRITING A NEw HiSTORY OF MUSIC

The politicization of music during the period of totalitarian rule in Bulgaria is
regarded as the main problem in the reassessment of national music history. All
books written during the communist era strived to change or interpret music in
relation to a socio-political ideology, and they are often seen as biased or limited
today. Nowadays Bulgarian musicologists consider that the worst damage by the
communist regime was done not to composers, but to national musical histori-
ography. From a musicological point of view, the period between the two world
wars was one of the most interesting and productive moments in the cultural and
sociological history of Bulgaria. It is regrettable that it was the first period in the
country’s musical history that suffered from the Marxist ideology of art that domi-
nated Bulgarian historiography for the second half of the twentieth century. It is
true that in the first two decades after 1944 the “grand narrative” of history was
ideologically narrowed and brought into line with the main principles of historical
materialism to become a narrative of class struggle.

Furthermore, new books on the complete history of Bulgarian music were
written only after the fall of communism. The first attempt belongs to the leading
musicologist and Professor at the Sofia Academy of Music Ivan Hlebarov (1934-
2015), in his book The New Bulgarian Music Culture, Vol. i (1898-1944), Vol. ii
(1944-1989) (Sofia: State Music Academy Pancho Vladigerov, Hayni Publishing
House, 2003:1, 2008: II). The writer was a witness to all that happened at this
confused time and he has determined the “four waves of political terror” and
repression against the Bulgarian music:
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1.1937-1943. The public discussion about Shostakovich’s opera Lady Macbeth of
Mtsensk (1934)* in 1936 brought the discussion about Lyubomir Pipkov’s opera
Yana'’s Nine brothers (1932-37, staged in 1937) and other contemporary operas to
Bulgaria. It took a long time for Bulgarian composers to write new operas. The
writer stressed the ideological connection between the two totalitarian systems
- Hitlerism and Stalinism.

2. The period between 1948 and 1952 was “the first clash of Bulgarian socialist
culture with totalitarian rule”. On 10 February 19438, the Soviet government issued
a decree called “On the Opera The Great Friendship by Vano Muradeli” From then
on, musical works in Bulgaria were to be labelled formalistic or realistic, depen-
ding on who wrote them and the whims of those in power at the time.

3.1958 — “The year of incoming hopes™.In 1956, following Nikita Khrushchev’s
example, the Bulgarian Communist Party condemned Chervenkov’s persona-
lity cult during its April plenum. Todor Zhivkov was appointed First Secretary
of the Central Committee of the Communist Party. There was hope and excite-
ment within the intellectual circles that some fundamental changes would take
place, such as more freedom of speech, increased contact with Western countries
and greater liberty in the arts. This atmosphere of hope lasted until the Hunga-
rian revolution in October 1956. It was during Zhivkov’s tenure, in late 1956, that
one of Bulgaria’s most horrible concentration camps, Lovech, came into existence.
Opver the next years almost 200 musicians, journalists and peasants were beaten
and tortured to death there.

4.1968 or “Fighting against the avant-garde”. Radical political changes and
crises occurred in Bulgarian music in 1968. According to Professor Ivan Hlebarov,
it was “a time of summation and synthesis”, and its first symptom was the appe-
arance of a work in the conflagration of new repression— Konstantin Iliev’s
Fragmenti (1968). Fragmenti set a precedent for new compositions in the neo-folk
idiom, and its premiere in November 1968 showed that “in spite of all obstacles,
artistic tendencies managed to open new paths”

The young composers Konstantin Iliev, Lazar Nikolov, Georgi Tutev, Ivan Spasoyv,
and Vasil Kazandzhiev were artists of protest; they had a hard time and their works
were criticized by the communist regime and their older colleagues. The most
brilliant of their compositions were performed at the Warsaw Autumn Internati-
onal Festival of Contemporary Music in Poland.

5. The last year: 1988 or “Fighting against the monopoly” in Bulgarian music
(Hlebarov 1997: 138, 114, 123-124; 1998).

At the beginning of the twenty-first century many new books were written,
promoting a new approach to the Bulgarian music from the final decades of the twen-

20  Shostakovich’s opera Lady Macbeth of the Mtsensk District was premiered in 1934, and was used for
a general denunciation of his music by the Stalinist regime. An anonymous article (sometimes attributed
to Joseph Stalin) was published in Pravda in early 1936, and it laid out the grounds for the conviction and
banishment of the opera in the Soviet Union until 1961.
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tieth century. They study aspects of contemporary Bulgarian composers in relation
to the European avant-garde, national traditions and the composers’ spiritual self—
expression from different perspectives.”* The Encyclopaedia of Bulgarian Composers
was published in Bulgarian and English in 2003 by the Union of Bulgarian Compo-
sers (UBC). The current edition includes biographical details and a selected list of
works of 262 Bulgarian composers connected with UBC’s history and present-day
development.

The rich musical history of Bulgaria is connected to its cultural, social, economic
and political life. In this period of 45 years many new and very different works were
composed; some of them were ironic and critical, others pathetic and validated the
system, but all of them were signs of their times. These 45 years are not an isolated
phenomenon; they are rooted in the democratic art of bourgeois Bulgaria and could
be categorized chronologically. The neo—Romantic pathos found in Bulgarian music
of the 1930s and 40s was replaced by an emphasis on folklore as the expression of a
democratic aesthetic, particularly in genres such as mass songs, cantatas, oratorios,
and other choral works. But composers continued to write symphonies, operas and
chamber music; they wrote music in every major musical genre. The picture of the
creative output of Bulgarian composers in the last decades of the twentieth century
is so multifaceted that it is impossible to mention all the global trends, let alone the
variety of individual, often contrasting artistic concepts. At the beginning of the 21*
century, many composers, from various generations, and performers who worked
and lived in Bulgaria or abroad aimed to enable contemporary Bulgarian music and
performance to gain international recognition.

CONCLUSION

Since this is a phenomenon of recent times, the significance of the politicization of
music during the period of totalitarian rule in Bulgaria (1944-1989) is still unexplored.
A new approach to this dynamic period would clarify the overall development of
Bulgarian musical culture in the twentieth century. To summarize, the various mecha-
nisms, including significant local differences in every country, which were employed
by institutions and the resultant manipulation of music were similar across totalita-
rian political systems in different countries of the Warsaw Pact. A comparative study
of the actual impact of communist rule on musical composition in any country of the
Soviet bloc during the early Cold War era and totalitarian regimes is still lacking. With
access to archives, one can hope for even more detailed, analytical research in the
future on the relationship between government authority and cultural and intellectual
life during the communist era of Central, East-Central and Eastern Europe.

21 See Kratcheva 2001; Valdinova—Chendova 2003, 2004; Dachina 2004; Palieva 2006, etc.
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Music Examples
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Example 1

V chest na Velikiya Oktomvri [In Honour of Great October], printed score of one
and two-voice songs with accordion accompaniment (Sofia: Otdel Nauka i Izku-
stvo, 1953:20-21).

No 9. Shumete debri i balkani “Whisper Nooks and Mountains”

Poetry by Mladen Isaev
Music by Lyubomir Pipkov
Spring 1944, first version

1. Whisper nooks, crannies and mountains,
Whisper majestic forests and woods.

The proud partisans are coming,

We are the people’s true devoted sons.

2. Go to battle under pure flags,

For the freedom of our home,
Because ours, with the foreign Nazis,
Trample on the poet Botev’s land.
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Example 2
Lazar Nikolov, Concerto for String Orchestra (1949), printed score, Sofia, Nauka i
Izkustvo Publishing House, 1968.
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CTAHUMUPA AEPMEHIIUJEBA

TTOAMTUBAITUJA MY3UKE TOKOM PA3AOB/AS>A TOTAAMTAPHE BAACTHU Y
Byrapckoy (1944-1989)

(PE3UME)

OBaj yaaHaK je ycMepeH Ha Mel)yCOOHM OAHOC IIOAUTHYKOT PEKMMA, MY3HYKOT SKMBOTA
y Byrapckoj u craryTa 6yrapckux KoMrnosuropa y pasaobay usmehy 1944 u 1989.Y
HOBHje BpeMe, OpOjHH YAQHIIH, KOHPEPEHIIHjCKI PAAOBU 1 AOKTOPCKE AUCEepTaLiHje
IIPOMOBHIITY 00AACT KYATYPHHUX CTYAMja U HHTEPAUCIIUIIAMHAPHY IPHCTYIL, KOjH
ce 00jeAUIBYjy HCTOPH]ja, IOAUTHKOAOTHja X MY3HKOAOTHja. THMe je Ha HOB Ha4MH
OCBEeTA»eH PellepToap OCTBAPErha KOMIIOHOBAHKX K M3BO1)EHUX Y TOMEHYTOM IIEPHOAY.

Hakon conumjasucTiaxe pesoaynuje y Byrapckoj 1944. roause, conujasncTudku
PpeaAu3aM MOCTaje AOMUHAHTHA AOKTPHHA y My3kaKiM rpyrosuma. ~ 111ro je Bre mehy
ASYAMIMA, TO je 6AMDKH XKUBOTY!”, TAACHAQ je HOBa MACOAOTHja. TOKOM COLIjaANCTHYKOT
Pasp06,5a, yMETHOCTH Cy 6rae ¢puHaHCHpaHe (M peryAncaHe) Op CTpaHe Lpase,
LIEHTPAAM30BAHEe U CHAKHO HACOAOIIKY yCMepeHe, YMeTHHULH KOjU HUCY OHAH IT0
BOASU pesxuMy 6rav cy eanmuricani. ITlinpom semae ocHOBaHe Cy HOBe orepcke Kyhe,
CUMOHHUjCKH OPKECTPH U CPeAbe My3HdKe KoAe. laeoAomika orpanudera HUCY
HY>XHO KOMITPOMHTOBAAA YMETHUYKO M3Pa’kaBame, IOrOTOBO TOKOM IIOBpEMEHHX
neproaa aubepasnsanyje (kojuma je AO3BOSEHA 3aAMAAHOEBPOIICKA KIbHKEBHOCT
u Mysuka y Byrapckoj). Apxasa je Takohe koHTpoAMCara YApysKeme Gyrapckux
KOMIIO3UTOPA, IIPOU3BOAIY 1 AUCTPHOYLIHjy My3HIKUX aAOyMa U IAPTUTYPA, I1a
YaK U penepToap KOjH ce U3BOAHO Y pecTopaHuMa. KommosuTopu 1 My3uKoAo3H
Cy Pa3BUjaAH HOBY COLPEAAUCTUUKY KYATYPY U IIPOMOBHCAAH OyTrapcKy My3HKY Y
Aomah¥M 1 HHTepHAIMOHAAHIM OKBHpHMA. OCHOBaHMU Cy HOBU $pecTHBAaAU Oyrapcke
My3HKe, a 6yTapCKU POAKAOP je 3aMeHIO HEOPOMAHTHYAPCKH TPEHA KApaKTePHCTHYAH
3a TpraeceTe i yeTpAeceTe roarte XX Bexa. Behvrn Maaarx kommosuropa i ussobada
HUje OMAO AO3BOSEHO AA CTYAMPA]y Y MHOCTPAHCTBY, ca n3y3eTkoM Cosjerckor Capesa,
HHTH A2 aCHMHAYjY TPEHAOBE CaBpeMeHe 3alapAHOeBPOIICKe My3uke. Hakon caoma
Ap>KaBHOT conujasusmMa 1989. ropre, ApyKaBHa yAarama y My3HKY Cy CMa-eHa, Te Cy
TIOje AVHIIM 1 aHCAMOAM MOPAAH A Ce TPEOPHjEHTHIITY Ha TPXKUIIHO IIOCAOBatbe (AOK
CY ¥ COLIMjAAMCTHMKOM PasA00AY IIAATe ¥ IPOrPAMH YTAABHOM OHAY y HAAAKHOCTH
MHUHKCTAPCTBA KYATYPE).

Op mouerka XXI Bexa, 6yrapcku KOMIIO3UTOPH PasHUX reHepaldja, Kao U
u3Bobauw, 61A0 A2 XuBe y Byrapckoj HAM y MHOCTPAHCTBY, HACTOj€e AQ [IPOMOBHIITY
caBpeMeHY GyrapcKy yMeTHHUUKY MY3HKY Ha IIPeCTIKHUM CBETCKHM CLieHaMa.

Kxy9HE PEYM: My3uKa, IOAMTHYKY acmekTH, Byrapcka, ncropuja XX Bexa, 6yrapcku
KOMITO3UTOPHU
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ABSTRACT:

The history of music in the countries of Southern Europe has, in general, been
examined either from the West or from the East. This has had to do with traditional and
univestigated assumptions of divisions on religious and linguistic grounds, amongst
others, and a lack of familiarity with the relevant literatures which it self derives in
large part from a lack of familarity with the relevant languages. Thus, there has been
very little comparison of aesthetics in the context of emerging or newly-established
nations, and the vital and simultaneous investigation of modernism in those countries,
that takes into account both the countries of the Mediterranean and of the Balkans,
rather than viewing them as peripheries and discussing them almost exclusively in
relation to a theoretical centre. In a number of recent publications and papers, I have
aimed to break down some of the seborders precisely by confronting the question of
tradition and modernism and bycomparing and contrasting the music of the Latin/
Roman Catholic South-West with that of the Slavic and Greek/Orthodox East, at
the same time endeavouring todiscuss this problem in a very broad sense, which I
believe to be necessary in establishing the groundwork for future investigation in this
area. In this article I discuss this approach and examine the problems inherent in its
implementation, given both the need for breadth of historical and geographical vision
(ie., denationalizing music histories) and for the avoidance of a musicology of cliché,
born of ideology rather than unbiased curiosity.

KeywoRrbps: Southern Europe, the Mediterranean, the Balkans, East-West, music historiography

An earlier version of this paper was read at the conference The Future of Music History at the Institute

of Musicology, Belgrade, Serbia, 30 September 2017.
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One of my research interests over the past few years has been an attempt to discover
connections between the countries of Southern Europe in terms of their musical
culture — my initial thoughts on this were presented as a conference paper, subsequently
published, entitled “Turning the Compass”> One of the chief motivating elements in
this has been the fact that I live in the westernmost part of Southern Europe, just outside
Lisbon, and have undertaken considerable research into the music of what one might
describe as the Latin South, and, at the same time, have spent a large part of my career
as a musicologist working on music from the Orthodox world. One of the consequ-
ences of this apparent dichotomy was to encourage me to think laterally, to try to find
connections across the geographical boundaries that seemingly define these two cate-
gories of research, in part in order to satisfy my own personal curiosity as to why these
two things should seem to me to have some connection — or else to refute such an idea
completely — and in part because no such research has ever seriously been undertaken,
though it is my intention to remedy this situation with a substantial project devoted to
this Mediterranean-Balkan theme over the next few years.?

The latter fact means, of course, that there are few bases, no givens and nothing
to take for granted. In researching this probably unending and certainly unfinishable
project, I came upon some valuable clues as to possible avenues of research - to which
I'shall return — but came upon a much greater absence of thought about the subject.
Why should this be? Certainly in part this is attributable to a lack of familiarity: a lack
of familiarity of researchers in the Latin South with the music of the Balkan South,
and vice-versa. This has to do with differences in culture, and specifically a lack of
mutual interest and knowledge on the part of these different geographical areas — and
this can be taken down a level or two, as the general lack of interest of Croatian musi-
cologists in what happens in Serbia, or that of Spanish musicologists in what happens
in Portugal demonstrates. And when I refer to culture here, I mean a wide array of
different things, including the obvious contrasts between Latin and Eastern, Latin
and Slavic, Catholic and Orthodox. But this is to see things only through a negative
prism, as it were; if we choose to avoid those obvious evaluative approaches and begin
to think laterally, drawing a line that might begin for not entirely arbitrary reasons
in Portugal and continue Eastwards through Spain, and jump, perhaps landing occa-
sionally in France, to Italy, and thence to the countries of the former Yugoslavia, to
Bulgaria, and to Greece, what insights might we attain that reinforce or contradict
the knowledge (and the prejudices), we already have built on established taxono-
mies? How might we find a way of investigating possible connections between these
areas without being in thrall to extant categories of musicological investigation and
falling victim to the imposition of fashionable ideologies that do not necessarily relate
to them? In other words, how might one retain one’s independence in a field that
promises new results but that has no established theoretical framework?

2 Ivan Moody, “Turning the Compass”, paper read at the International Conference Beyond the East-
West Divide: Balkan Music and its Poles of Attraction, Belgrade, Serbian Academy of Sciences and Arts,
26-28 September 2013; later published in a revised version as Moody 2015: 46-5s.

3 One of the first results of this research may be seen in Moody 2017: 29—41.
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One way to guarantee defeat is by deploying particular fields of knowledge without
flexibility. For example, to argue that a multi-layered study of this kind should include,
say, some knowledge of post-colonial studies*, is common sense. Post-colonial studies
have a great deal to teach us with regard to, for example, the “colonies” that made up the
former Yugoslavia. But to insist that such studies, with their methodological presupposi-
tions and - let us call them what they are, in any discipline - commonplaces and clichés
be foundational in this kind of undertaking is to limit the possibilities of expansion and
broadening of vision that might arise were a less restricted and restrictive approach to
be taken. What is needed is a vision in which a new area of research is proposed, and in
which, obviously, the researchers involved are clearly shown to be competent through
their previous work, but which does not limit itself initially to particular theoretical or
methodological frameworks in order to be seen to be fashionable and/or acceptable to
particular grant-awarding bodies. This, however, is a systemic problem, and one unlikely
to be solved by my complaining about it here in a sympathetic environment of broad-
minded musicologists, a description amply proved by the very title of the conference
at which the original version of this text was given.

Nevertheless, if we wish to go beyond national borders and chronological limits, it
is necessary to find a way to speak about different cultures in a simultaneous fashion
without indulging in any kind of cultural imperialism or cultural relativism. In prin-
ciple one might think this easier in a purely European context than in one that requ-
ires Europeans to find a useful way of discussing non-European cultures (and vice-
versa). However, as the divisions I mentioned earlier, Latin and Eastern, Latin and
Slavic, Catholic and Orthodox, indicate, things are not so straightforward. When we
also take into consideration the ambiguous relationship that the Balkan countries
have always had with Western Europe, things become more complicated still: it is
only very recently that commentary on Balkan culture in general has received any
genuinely sympathetic coverage by Western authors.s There is the idea that Greece
is perhaps not Europe at all®. There is the pan-Slavist movement and its complicated
relationship with the Russian Empire. There is the much less-discussed concept of
pan-Iberianism’. There is postsocialism® and postfascism®. Europe has its own micro-
cosmic empires and colonies, and therefore certainly its own possibilities for impe-
rial and post-colonial, politically contextualized studies.

4 Particularly significant in this field are Chakrabarty 2008 and Bohlman 2013: 255-276.

5 Of enormous significance in this regard are Samson 2013; and Rice 2015: 11-26. Though studies in
Byzantine chant lie somewhat to one side of what is under discussion here, it is also important to make
mention of Lind 2012.

6  Thisidea is placed in historical context in Todorova 2009: 42—45.

7 This is the political idea of unifying all the nations of the Iberian Peninsula. Further on this, see
Sardica 2014: 55—70, as well as Sabaté and Adao da Fonseca 2015.

8  Significant here is Vesi¢ et al. 2015.

9  See, inter alia, Freeden 2001, especially chapters 7 and 8; Forlenza and Thomassen 2011: 263-281;

and Tamds 2000.
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In the second of the notes accompanying the call for papers for the conference at
which the original version of this paper was given®, headed "De-nationalizing music
histories”, I was encouraged to read the following questions:

1) Might we challenge the practice of writing national histories of music,
and explore instead the commonalities that arise from shared cultural substrata,
common imperial legacies, the lure of modernity, and (paradoxically) the rise of
nationalism itself?

2) Might we explore more fully a historiography of periphery, acknowledging
chauvinism where we find it?

3) Within national histories themselves, might we liberate the regions at the
expense of the charismatic cultural capitals, and do adequate justice to mobility
and migration flows?

Of these three questions, it seems to me that the second is that where most progress
has so far been made, the idea of centres and peripheries having begun to be gradu-
ally eroded from many sides, and, especially noteworthily, from the “periphery”
itself. Mirjana Veselinovi¢-Hofman’s article “Music at the Periphery under Condi-
tions of Degraded Hierarchy between the Centre and the Margins in the Space of the
Internet”, published in 2012, is particularly significant in this respect, extending as it
does the deconstruction of the ideas of centre and periphery into the new context
provided by the digital age: “[...] in such situations”, she says, referring to the centre’s
constant awareness of itself as its own self-definer and consequent positioning of the
periphery, neither did the centre forget that the periphery actually displayed its creati-
vity and innovativeness upon the centre’s professional musical foundation, its results
or at least certain starting points and incentives, as its ontological premise. And that
was — and in the psychological sense it still largely is — enough for the periphery to
remain the periphery ‘forever, even when it essentially enriched the musical centre
or, in fact, grew into its fresher and more innovative alternative (Veselinovi¢-Hofman
2012: 32).

This observation is of the first importance. That is to say, if the periphery disregards
its contribution to the centre and rejoices merely in its having made that contribu-
tion but continues to consider itself the periphery, we are scarcely further on than
we were before the question of the validity of the terms “centre” and “periphery” was
raised in the first place.

And that first question, regarding that complicated intersection between the rise of
the nation-state during the course of the nineteenth and twentieth centuries, and the
“lure of modernism”, is precisely something that is a phenomenon of the “periphery”.
It is only with an apparently strong nation-state, with a clearly defined set of cultural
presuppositions and a fine sense of its own cultural achievements that one can encom-

10 International Conference The Future of Music History, call for papers, http://www.music.sanu.ac.rs/
Dokumenta/Skupovi/2017FutureOf MusicHistory.pdf
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pass modernism as, perhaps, part of an evolving narrative, or else as a shocking reac-
tion to those very cultural achievements, part of an attempt to undermine good taste,
education and possibly civilization itself. If a national identity has not yet been esta-
blished, or has only been established very recently, and the history of the “fine arts”
goes no further back than the eighteenth century or so, modernism seems much less
shocking, especially if taken within the context of some kind of revolutionary politics.

This is arguably the case with Bulgaria and Serbia, say, but not so with Italy, whose
legacy of art music goes back much further and was absorbed into what we now view
as Italian culture when the country finally became unified in 1871. Greece is a still
more complicated case, having, as it does, the longest musical legacy of any Euro-
pean country, but not becoming the country we now know by that name until 1832.
The problem of the continuity of that legacy is another aspect of the problem: ancient
Greek music is transcribable and performable, but its connections with Byzantine
chant, and the further ramifications of Ottoman court music, and the question of the
development of Western music education in the Greek world, are all facets of a prism
that fits even less well into the round hole of conventional historiography than the
square peg of a “central” European country. Even with slightly more “obvious” histo-
rical timelines — in the sense that they are more conventionally related to the “centre”
— as in the cases of Spain and Portugal, it is only recently that the narrative of a gradual
decline after the flourishing of polyphony in the sixteenth and seventeenth centuries,
and the revival of fortunes late in the nineteenth century, has come to be viewed as
a drastic simplification, in large part simply because so much of the music between
these two chronological points has become available for performance and study.

The third question swings the compass round yet again, moving the lens so that
it focuses upon regions, thus making peripheral capitals central: “Within national
histories themselves, might we liberate the regions at the expense of the charismatic
cultural capitals, and do adequate justice to mobility and migration flows?” This is an
essential part of the task, and it must be done simultaneously with the liberation of
the periphery writ large from the centre writ large, because cultural traffic has always
flowed where it will, and regions have often been more receptive to trans-national
currents than the “charismatic cultural capitals”, and this phenomenon is contempo-
raneous with the self-identification of those capitals as both peripheral to elsewhere
and as important as centres themselves. It is enough to look at the cultural history of
any provincial city to prove this point.

To find a way forward, then, I would argue that we must, in the first place, not be
constrained by pre-ordained models of discipline but must, in the second place, have
the flexibility to make use of them when they offer us a glimmer of light into the vast
topic before us. Such a broad approach has been used with the greatest success by Jim
Samson in his book Music in the Balkans(2013). Indeed, I recall that when he anno-
unced the beginning of that project, at a conference in Belgrade in 2007,  wondered
how on earth it could be done, so vast was its scope. The answer was in fact a question,
one that is to be seen on the book’s back cover: “This book asks how a study of many
different musics in South East Europe can help us understand the construction of
cultural traditions. It crosses boundaries of many kinds, political, cultural, repertorial



204

MY3UKOAOTHUJA / MUSICOLOGY 25-2018

and disciplinary”(Ibid.) And there it is: this book of 667 pages is in fact a question. If
we, as music historians, remember that all we are doing, and all we can do, in dealing
with broad themes is asking questions, we will assuredly find answers, and those
answers will cross many, many boundaries.

In conclusion, and at the risk of being thought trendy (or rather, at the risk of
being thought to be someone who would like to be thought trendy), this seems a
good moment to quote Foucault. In the introduction to his L’Archéologie du savoir, in
his discussion of the functions of history, Foucault said the following:

To be brief, then, let us say that history, in its traditional form, undertook to
‘memorise’ the monuments of the past, transform them into documents, and lend
speech to those traces which, in themselves, are often not verbal, or which say in
silence something other than what they actually say; in our time, history is that
which transforms documents into monuments. In that area where, in the past,
history deciphered the traces left by men, it now deploys a mass of elements that
have to be grouped, made relevant, placed in relation to one another to form tota-
lities. There was a time when archaeology, as a discipline devoted to silent monu-
ments, inert traces, objects without context, and things left by the past, aspired
to the condition of history, and attained meaning only through the restitution of
a historical discourse; it might be said, to play on words a little, that in our time
history aspires to the condition of archaeology, to the intrinsic description of the
monument (Foucault 1982).

If, then we have moved beyond the “memorization” of the monuments of the past
and its attendant consequences, how might we leap on to Foucault’s bandwagon
(admittedly a wagon that passed through as long ago as 1969) and deploy masses of
elements in order to form totalities? How might we arrive at an “intrinsic descrip-
tion of the monument”? My reaction is to let the bandwagon roll past: there is no
reason why, even while desiring to make silent monuments speak, and while keeping
an eye on academic trends and recently-invented disciplines, we cannot maintain our
independence in terms of an altogether more instinctive approach to what was once
history and is now -ology (and once again I applaud the organizers of the conference
at which this paper was first given for using the term “music history”). Let us never
forget that music history — or even musicology — is a creative discipline.
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BAH Myau
ITOBPATAK KOMIIACY: IMCAHE HOBUX HNCTOPUJA MY3BUKE HA JYT'Y

(PE3UME)

HcTopuja Mysuxe y 3eMmama Jysxae EBporie yraaBHOM je Ao0cap IpoydaBaHa U3
nepcrexruse 3amapa uau Mcroka. OBaksa cHTyaryja y3poKoBaHa je, usmeby
OCTaAOT, TPAAUITIOHAAHUM, TIOAPA3yMeBaHUM U HUKAA IPEUCIIMTAHUM ITOAEAAMA
AY>K PEAVTHjCKUX U AUHTBUCTUYKHMX KOOPAMHATA, aAM U HETIO3HABaHheM PeACBAHTHE
AUTepaType HOTeKAe U3 OBe reorpadcke peruje, mTo je, IMaxK, y Hajsehoj Mepu
IPOAYKT HEeIO3HaBakha jy>KHOEBPOIICKUX je3UKa. YCAeA TOTa, TOTOBO Aa HEMa
KOMIIAPaTHBHUX eCTeTHYKUX CTyAMja udMel)y Hanuja koje cy HacTajase Ha
ITOYETKY ABAAECETOT BEKa M YCIIOCTaBobAAE CONCTBEHE BeP3Hje MOACPHU3MA, A
Koje 6u oOyxBaTnAe 3eMare Mepurtepana u Baskana; ymecTo Tora, oBe obAacTu
Ce YTAABHOM caraepaBajy kao ~nepudepuja” EBpore 1 ecreTruxa pasMarpama cy
yCMepeHa TOTOBO HCKAYIHBO Ha IBIXOB OAHOC IIPeMa TEOPHjCKOM “LeHTpy . Y
CBOjUM PAAOBHMa 00jaBA>EHUM U IPe3eHTOBAHUM TOKOM IPOTEKANX HEKOAUKO
FOAVIHA ITOCTABUO CaM CeOH 3a b AQ CPYLINM OBe bapHjepe, TUMe IITO CyOdaBaM,
Y HajIIMpeM CMUCAY, IMTakba TPAAULIMje U MOAEPHH3MA U [TApPaA€AHO U3ydaBaM
MY3UKY AQTMHCKO-POMaHCKOT, KATOAUYKOT jyro3anapa U CAOBEHCKO-TPUKOT,
IpaBOCAaBHOT jyroucroka EBpome. CMaTpaM Aa je 0Bako IIMPOKO ITOCTaBs>EHA
AUCKYCHja OA TIIpeCcyAHe BaXXHOCTH 3a Oyayha aeTamHHja HCTpaKMBama OBe
reorpadcke peruje. Y 0BOM YAAHKY pa3MaTpaM MEPOAABHOCT OBAKBOT IMPHUCTYIA U
ocspheM ce Ha mpobAeMe KOjH IIPOM3HAA3e U3 ITOKYIIAja BerOBe UMIIAeMEHTAIIHje,
uMajyhu y Buay xako morpefy 3a MHUPHHOM ITOCTABKe UCTOPHjCKe U reorpadcke
Busype (ykmyuyjyhu aAeHannoHaAM3anMjy HCTOPUje My3HKe), TAKO U 33
usberaBameM MY3UKOAOIIKHX KAUIIEA, IPOUCTEKAUX U3 HACOAOIIKHX IIOCTaBKH
U THMe HEKOMITATHONAHKX Ca HEIIPHCTPACHOM HCTPAKIBAYKOM paso3HaAomty.

Kaxy4aHE PEYN: Jysxua EBpoma, Meaurepan, baakan, ncrok-3amaa, Mysmdka ucroprorpaduja
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ABSTRACT:

This article’s focus is the universal organising principles underlying the energy
transformation process in music and fairy tales. Taking into account relevant
research in Jungian analytical psychology and music analysis, a comparative
study of energy transformation processes in fairy tales and music is given. This
yields an outline for a potential new meta-analysis of music introducing the
symbolic and psychoid nature of music and its relevance for psychological
development.

KEYWORDS: energy, archetype, music, symbol, fairy tale

“Once, someone asked if Einstein knew anything for absolute certain. He thought
about the question for a long time. [ ... ] “The only thing I know for certain is that
something is moving.” (Castleman 2004:175

Movement, as formulated within the laws of thermodynamics, is a token of life
(Jung 1970). The choreography of ever-occurring patterns of energy flow generates
different forms which are profoundly meaningful. The organizing principles are reco-
gnized in patterns of biological, chemical, physical structures, as well as in art and
music. The foundation of human behaviour is based on these innate patterns, coming
from the deepest layer of the unconscious. They manifest through the many layers
of the unconscious - cultural, ancestral and individual. The science of music, music
psychoanalysis, psychology of music, ethnomusicology, analytical psychology, and
other scientific disciplines inform us that music comes into being through the inter-
play between the conscious and the unconscious. We remain astonished by the occu-

1 nada.ivanovic@gmail.com
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rrence of symmetrical patterns in music of which composers were apparently not
aware.. How did these patterns come into being? What is their meaning? How is the
initial movement generated? What is the purpose of the movement? ...

The generic patterns of the unconscious, the universal organizing principles and
formal patterns are the central point of research in analytical psychology. Analytical
psychology draws upon a wide spectrum of scientific perspectives in which the
common organizing principles can be observed. These disciplines include: psychiatry,
medicine, psychology, anthropology, physics, ethology, art, and linguistics. Exten-
sive research shows that products of the unconscious — such as dreams, narratives,
artwork, music or other tokens of spontaneous activity bear these intrinsic patterns
of symmetry and order, which, apart from their powerful aesthetic impact, carry
profound meaning relevant to survival. This generally applies to unconscious mate-
rial which comes from the collective unconscious, the deepest and universal layer of
human psyche. Since meaning signifies a multifold and complex spectrum of deno-
tata, a comparative approach involving different perspectives might shed a new light
on the problem in focus.

In the search for a common framework to understand the principles underlying
human experience and behaviour and to inform us about music, the choice fell on fairy
tales.

Fairy tales, myths and legends originate from the collective unconscious. It is fairy
tales which bring ‘the purest’ skeleton of universal patterns with the fewest cultural
additions (von Frantz 1996). Myths and legends are linked more to the national
cultural unconscious, the layer closer to consciousness. This makes them somewhat
easier to interpret and quite often more aesthetically pleasing. However, unlike fairy
tales, they do not always communicate across cultural, racial and age differences.
Fairy tales are older than earliest literary records. Phylogenetic comparative methods
imply the Bronze Age (Tehrani and da Silva 2016). They remain active and unal-
tered for thousands of years. What is it that makes them so vibrant over the course of
time? Why are they important for humanity? How do universal generic patterns occur
in fairy-tales? What is their meaning? What is the relationship between universal
patterns in fairy tales and the human psyche? How do they inform us about music?

In order to explore these questions, we will first take a close look into fairy-tale
phenomena from the perspective of analytical psychology.

Fairy TALES

Scientific interest in fairy tales arose in the eighteenth century, bringing a view of
them as symbolic expressions of old faiths. According to Johann Gottfried Herder,
they influence national identity, language and thought (Clark and Forster 2007). Soon
after the Brothers Grimm published their collection of fairy tales in 1812, almost every
country in Europe followed with a basic collection of their national fairy tales. The
large number of recurrent themes became apparent and stirred further research on
the origin and nature of these universal themes. There is a wide range of hypotheses
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regarding their origin. For example, Benfey (1894) related them to old cultures and
migration, von Bulow (1914) observed them as mystical teachings on God, Bastian
(1968) as inborn in every individual. The first systematization of fairy tales based
on the recurring motifs was made by a group of Finnish folklorists (Aarne 1910) and
was later enriched by a motif index (Thompson 1936). In time, fairy tales became
an object of great interest to a wide spectrum of scientists, such as literary scholars,
structuralists, psychoanalysts, anthropologists, ethnologists, comparative historians
of religion and sociologists.The most comprehensive research into the phenomena of
motifs is found in the work of the Swiss psychiatrist C. G. Jung, founder of analytical
psychology, and by the post-Jungian scholars.

Mortirs

Carl Gustav Jung dedicated his life-long research to understanding the origin, nature
and purpose of motifs which he, very early in his work, discovered in various expre-
ssions of his clients’ psyches. He not only detected their underlying presence, but as
aresult of his clinical work, he also recognized their profound impact on the psycho-
logical development of humans in general. “These motifs are not invented so much as
discovered; they are typical forms that appear spontaneously all over the world, inde-
pendently of tradition, in myths, fairy tales, fantasies, dreams [ ... ] On closer inve-
stigation they prove to be typical attitudes, modes of action — thought processes and
impulses which must be regarded as constituting the instinctive behaviour typical of
the human species” (Jung 1960:261). Motifs are representations of archetypes in cons-
ciousness as archetypal images. Jung uses the term image (imago) in order to mark a
representation of a psychic content. The term is not used to imply only visual manife-
station, because the representations of psychic content can be in any type of medium
or form. Images present the subjective functional complex rather than the object itself
and are the consequence of personal experience combined with archetypal images in
the collective unconscious (Sharp 1991).

Jung’s long-term collaboration and friendship with the theoretical physicist and
Nobel Prize winner Wolfgang Pauli deepened his understanding of the motifs and the
phenomena of archetypes in the context of physics. Wolfgang Pauli, as a result of the
collaboration with Jung, took an archetypal view of science and the phenomena of
life in general. Jung analysed more than 1300 of Pauli’s dreams and the analysis contri-
buted to the articulation of Pauli’s scientific discoveries. Interestingly enough, it was
a repeated musical dream which prompted his articulation of the spin concept. Pauli
put strong emphasis on the connection between phenomena in physics, biology and
the unconscious, taking the archetypal view: “Psyche and matter are governed by
common [ ... ] not in themselves ascertainable ordering principles.” (Jung and Pauli
2001:118). Jungs considers archetypes as primordial foundations of experience which
reside in the collective unconscious. He further explains that “these patterns of expe-
rience are by no means accidental or arbitrary; they follow strictly preformed condi-
tions which are [ ... ] the preconditions of all apprehension. They are ideas ante rem,
determinants of form, a kind of pre-existent ground plan that gives the stuff of experi-
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ence a specific configuration, so that we may think of them, as Plato did, of images, as
schemata, or as inherited functional possibilities which, nevertheless, exclude other
possibilities or limit them to a very great extent. [ ... ] The fairy tales of the most
widely separated races show the same tie. Even the images that underlie certain scien-
tific theories — energy, its transformation and constancy, the atomic theory [ ... ] - are
proof of this restriction.” (Jung 1971:304)

The dynamics of energy flow are determined by archetypal patterns which affect
both the world of psyche and the world of matter, as shown by the Unus Mundus concept
(Jung and Pauli 2001). Jung and Pauli observed the connection between energy and
matter, the transformation of energy and especially the relationship between the uncon-
scious and occurrences in the material world directing special focus to the acausal
connecting principle (synchronicity). They recognized a meaningful connection
between the psychic and physical processes and events emphasizing their symbolic
nature. The propositions articulated by Jung and Pauli that eventually were to consti-
tute the archetypal hypothesis may be summarized as follows (Morirau and Card 1998):

1) Physis and psyche represent complementary aspects of the same transcendental
unitary reality, the Unus Mundus.

z)Archetypes act as fundamental dynamic patterns whose various representations
characterise all processes whether mental or physical.

3)Archetypes acting simultaneously in both the realms of matter and mind
account for synchronistic phenomena.

“The unus mundus contains all of the preconditions which determine the form of
empirical phenomena, both mental and physical. These preconditions are archetypal
in nature and are, therefore, completely non-perceptual, pregeometrical, and prelo-
gical. When they reach psychic perception, they take on specific representations in
the form of images of geometric or numerical structures. Such preconditions, i.e.
archetypes, are the mediating factors of the unus mundus: when they operate in the
realm of psyche, they are the dynamical organizers of images and ideas; when opera-
ting in the realm of physis they are the patterning principles of matter and energy”
(Morirau and Card 1998:74.).

Archetypes manifest in consciousness as images or symbols. They interact to form
universal plots which are found in their purest symbolic form in fairy tales. The types
of symbols, the manner of their occurrence and interaction (the plots) are governed by
natural laws. Explaining the notion of energy, Jung emphasized that the idea of energy
is not based on the very substance moving in space (the mechanistic view), but on
their relations. Archetypes are the formulae, the universal patterns by which libidinal
dynamics are organized. “The archetype itself is empty and purely formal, nothing
but a facultas praeformandi, a possibility of representation which is given a priori. The
representations themselves are not inherited, only the forms.” (Jung 1969a:79) Fairy
tales provide maps of these formulae and relationships, portraying the interactive
dynamics of archetypes of the collective unconscious. The key to understanding of
the meaning fairy tales convey is the symbol.
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SymMBoL

The process of symbol formation designates a process of energy transformation. Libi-
dinal energies are constantly in a dynamic process aiming towards optimal realiza-
tion. Movement as such can only take place if there are poles of opposites constellated.
The transformation process occurs as energy flows between the poles of instinct and
culture (often also called “spirit”). Impulses which come from the instinctual spectrum
of the psyche find their form and meaning in images: “Images represent the meaning of
the instinct” (Jung 1969b:44). Emotions (Latin emovere, from e, variant of ex- ‘out’ +
movere ‘move’) play an important role in this process, designating an inward symbol.
Inwardly, symbols are lived out as emotions; outwardly, emotions are apprehended as
symbolic qualities. “The symbol is thus the emotion itself in the aspect of an exciting
image” (Hillman 1961:258). Symbols, unlike signs, always possess a certain amount of
libidinal charge and are emotionally meaningful. As energy transforms from the uncon-
scious, bringing unknown inputs in the form of images into the dimension of conscio-
usness, symbols mediate the expression of something hitherto unknown. “The theory
of relativity was a music thought that came to me” (Suzuki and Suzuki 1969:90) - this
statement by Albert Einstein is a useful illustrative example of the symbolic nature
of the psyche. Actual psychic development happens by the attraction of the symbol,
which occurs when the conditions for energy transformation are met. Therefore, all the
characters, objects, landscape, etc. in fairy tales are considered symbols in this sense,
and their multi-layered positioning in the story, mutual relations and interaction are
diagnostic tools for the developmental process of an individual or collective, depen-
ding on the context within which a fairy tale is constellated. Fairy tales provide a map of
archetypes underlying the developmental process. The map shows a particular interac-
tion of archetypes which informs about the stage of the energy transformation process,
its potential and challenges, as well as the inherent qualities which are the key for the
realization of the process (hero overcoming the obstacles set by ‘the evil’ forces in order
to fulfil his task). Dreams often bring fairy-tale symbols and plots of which dreamers
have no conscious knowledge, on account of their origin in the collective unconscious
which is universal for the whole of humanity. “Fairy tales are the purest and simplest
expression of collective unconscious psychic processes. Therefore their value for the
scientific investigation of the unconscious exceeds that of all other material. They repre-
sent the archetypes in their simplest, barest, and most concise form. In this pure form,
the archetypal images afford us the best clues to the understanding of the processes
going on in the collective psyche” (Von Frantz 1996:2).

Fairy tales thus provide the purest insight into symbols and symbolic manifestation
of the libidinal energy out of which a meaning relevant for the life of individual or collec-
tive could be brought into consciousness. Symbols provide a bridge between inputs
from the unconscious and their compelling nature (patterns of automatic behaviour),
and relatively fixed attitudes of consciousness. They function as rites of passage indica-
ting a critical transitional period of the developmental process. They are the vital link
between the archaic and cultural man and between something unknown which is of vital
importance and present knowledge. As they are manifestations of energy, their respec-
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tive positioning and movement within the energy flow, as well the relations they form,
are governed by the universal organizing principle. Therefore, the symbolic nature of the
psyche is a multi-layered semantic and syntactic system with inherent rules governing its
manifestation. The way a fairy tale begins, which landscapes a fairy tale depicts, when a
hero appears in the narrative, or what the similarities and differences are between a hero
and a king, do not come about by chance. One might also wonder how the hero’s move-
ment through the narrative is aided and challenged, in particular by ‘the evil’ character.
It could be said that the process of fairy-tale interpretation is to a great extent analo-
gical to the participants’ observer-interpretation process of a physics experiment which
necessarily includes, ‘for better or for worse), the attitude of the interpreter (observer
effect in quantum experiments affecting the outcome, Rosenblum and Kuttner 2000).

METHOD OF INTERPRETATION

Given the essentially symbolic nature of fairy tales, which implies that they will
always carry something deeply unknown to the present conscious mind, and that
every archetype is in its essence an unknown psychic factor, no final intellectual inter-
pretation of fairy tales is possible. As with dreams, “the fairy tale itself is its own best
explanation” (Von Frantz 1996:1). However, it is science’s mission to attempt to square
the circle and deepen the understanding of the mystery oflife articulating it through
its respective discourses; therefore, interpretation of fairy tales as well as any other
spontaneous expression of the energy from the unconscious brings valuable infor-
mation about life processes.

The scientific method of analysing expressions of the unconscious is articulated
by Jung, who, apart from studying motifs from fairy tales, myths, legends, rites and
rituals as well as the connection between the body and symbolic nature of the psyche
(psychosomatic symptoms), analysed more than one hundred thousand dreams. The
method aims at distinguishing between personal, cultural and archetypal or collec-
tive unconscious material, thus indicating the most appropriate approach to a given
situation and could be causal (reductive) or constructive (final). Although some situ-
ations will require a reductive approach, Jung’s main view is towards the innate goal
of energy transformation, the natural aim of cathexis and ways of optimal facilitation
of the immanent transformation process. To the unconscious content which reaches
consciousness from the collective unconscious, Jung applies a method of amplifica-
tion by which he connects it with universal imagery: use of mythic, cultural, histo-
rical and other parallels. He thus clarifies and makes evident the symbolic content of
the unconscious (Samuels 1986). Marie-Louise von Franz, who worked closely with
Jung and Pauli, focused her research especially on fairy tales and provided an in-depth
scientific insight into some of the most important features of the collective uncons-
cious as well as into life phenomena as such.

According to von Frantz's outline of the method of interpreting fairy tales, the archetypal
story is divided into four stages (as with classical drama which originates from it):

1. Exposition — This is what opens the time and place of the collective unconscious
(illud tempus). Jung considered the categories of space and time to be relative. “The
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factor of time proves to be equally “elastic” as space under ESP conditions. [ ... ] We are
confronted with two four-dimensional systems in a contingent contiguity. One might
ask the question whether we can as hitherto go on thinking in terms of space and time,
while modern physics begins to relinquish these terms in favour of a time-space conti-
nuum, in which space is no more space and time no more time. [ ... ] It might be that
psyche should be understood as unextended intensity and not as a body moving with
time. One might assume the psyche gradually rising from minute extensity to infinite
intensity, transcending for instance the velocity of light and thus irrealizing the body.
That would account for the “elasticity” of space under ESP conditions” (Jung 1974:45).

2. Dramatis personae indicate the main archetypes constellated. It brings the
implicit information of something missing, or the initial imbalance containing, at
the same time, the entelechy of the development to come. The number of dramatis
personae is highly significant, and when compared to the number of characters at the
end, indicates that which was missing at the beginning of the developmental process
and to what extent the process progressed in reaching wholeness. For example: “The
king had three sons”, a total of four male characters. The story may end with four
characters again, but, for example, with one son and a bride and two bride’s sisters.
From the very beginning of his research, Jung was interested in the phenomenon
of natural numbers: “Number may well be the most primitive element of order in
the human mind [ ... ] thus we define number psychologically as an archetype of
order which has become conscious” (von Franz, 1974:45). The archetypal nature of
numbers was one of the central areas of focus in the cooperation between Jung and
Pauli. Pauli had a view that this “should be understood in such a way that included
within it is the ‘mathematical primal intuition’ which expresses itself, among other
ways, in arithmetic, in the idea of the infinite series of integers, and in geometry, in the
idea of the continuum...” (Morariu and Card 1998:74). Von Franz developed further
the archetypal hypothesis of numbers, reaching the understanding that numbers are
common motion patterns of both psychic and physical energy, and, in fact precondi-
tions for all conscious knowledge of nature (von Franz 1974:167).

3. Naming the problem — This is the explicit statement, expressed in symbolic
language, of what the problem in the story is, or the initial imbalance, and thus the
core reason for the major movement to take place (tendency towards equilibrium).
For example: the king’s wife is ill and somebody needs to go to a faraway kingdom to
find a cure and bring it back to save the queen. Naming the problem provides encoded
information about the specific way of achieving a new level of balance of different
options and outlines the cathexis. This ‘specific way’ is either the best or the only avai-
lable way that the individual or collective is capable of taking in their respective deve-
lopment, which is vital for their survival. This is how the universal essence of energy
transformation becomes essentially personal, of a unique relevance to the individual
or collective. Naming the problem and goal also informs us about the final nature of
the developmental process focusing on energy transformation fulfillment rather than
the cause, which implies a reductionist approach.
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4. Peripeteia or peripeteiai with the point which brings the height of the tension
- climax, or the decisive point. This process is characterized by the challenge of
the capacity to hold or contain within a still point before the climax (abreaction,
regression, transformation). It challenges the ‘vessel of the energy flow or the Ego
structure’s capacity to withstand the impact of the released libidinal energy from the
unconscious and to allow the process of transformation to take place fully. We often
find information that, for example, hero spent “three days and three nights” in an
unbearable situation before unexpected help arrives.

s. Lysis with an ending formula as an exit from the collective unconscious dimension.
The end of the archetypal narrative depicts the result of the transformation process. It is
usually a new level of balance with a different energy formation. It varies in the degree of
achievement and sometimes the end shows a failed attempt at transformation which indi-
cates that the élan vital for the transformative process will withdraw back into the uncon-
scious and be released again when the time for a new cycle is ripe. The ending formula
provides an exit from the archetypal dimension back into the everyday context and it
usually comprises simple ‘'meaningless’ thymes or unexpected, abrupt interpolations of a
banal everyday content which are not related to the previous fairy tale narrative.

ORGANIZATIONAL PRINCIPLE OF ENERGY FLOW

Studies of fairy tales, dreams and series of dreams, music compositions, and forma-
tions in nature studied in chemistry, biology and physics, are a few of the fields which
inform us about the underlying organizing or constructional principles based on
symmetry. This signifies fundamental properties of balance, similarity and order in
relation to the cathexis of the developmental process. The movement itself is condi-
tioned an the imbalance or existence of opposites (second law of thermodynamics)
and the dynamics of the movement or energy flow by the equivalence principle (first
law of thermodynamics). Jung’s view of psycho-dynamic processes is based on the
principles of entropy and equivalence (Jung 1969a). When the occurrence of libi-
dinal flow is brought to life through an innate choreography that leaves an individual
or entire society moved and affected, according to the entropy view of psychodyna-
mics, it is a token of the constellation of opposites which have vital relevance for deve-
lopment. These occurrences can, for example, take the form of a series of dreams or
awork of art or events of a special nature which in their symbolic aspect indicate the
developmental issue. This marks a process which aims towards equilibrium or energy
balance, or, rather, towards the establishment of a less extreme imbalance, given that
the psyche is a relatively closed system, and thus total equilibrium is not possible
(Jung 1969a:26). With regards to the energy transformation process, and relating to
the first law of thermodynamics, Jung states that “disappearance of a given quantum
of libido is followed by the appearance of an equivalent value in another form” (Jung
1969a:19). A new psychic fact occurs as a substitute formation, bearing in mind that
in the process of energy transformation libido does not live a structure as pure inten-
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sity, but that “there is a psychological extensity factor which cannot pass into a new
structure without carrying over parts or characteristics of the previous structure”
(Jung 1969:21). The general rule which underlines a process of energy transforma-
tion is that psychic activity can find a substitute only on the basis of equivalence.

The dynamics of the libidinal energy manifested through the archetypal symbo-
lism in fairy tales portray the multi-layered movement from the initial imbalance
(something is missing), towards more complete constellation of the libidinal actors
at the end, which is achieved both on the level of content (the task is achieved, a
union of opposites — usually in the form of marriage, takes place) and the formal level
(numerical and geometric formations). As in dreams, a wide spectrum of symmetrical
relations occurs, both in terms of manifest and concealed symmetries. They are based
on the principle of equivalence.

THE CONSTRUCTIONAL PRINCIPLE IN MUSIC

The equivalence principle plays a key role in governing the interrelatedness of segments
of musical flow: “In a piece of music all segments with a minimum of equivalence enter
into specific relations. No part [ ... ] can exist freely — that is an independent or isolated.
Whatever we learn about the function of any segment within the work comes from the
observation of the interaction of the given segment with other segments of the same
work, provided they possess a minimum of equivalence. Interaction between segments
is a substantial element of their existence” (Popovi¢ 1998:21). In his seminal work Music
Form or Meaning in Music, Berislav Popovi¢ explores the principles of the cohesion of
musical flow pointing to the “inseparable bonds between the law of symmetry and the
law of consistency of any music whole, provided these laws comply with the principle
of a minimum of equivalence” (Popovi¢ 1998:54 ). Furthermore, Popovi¢ emphasises
the relativity of space and time with regards to musical flow:

The nature of music is essentially a four-dimensional construction in which time
and space are inseparably tied. [ ... ] For example, as the imagined properties of
space-time in a formal model like sonata form influence the choice of behaviour
of musical material ... so does, undoubtedly, the newly created particular form of
space-time represent the result of the quality of the chosen musical material and its
overall arrangement in the given composition (Popovi¢ 1998:67).

In this respect, following Einstein’s connection between the geometry of space and
the material content of space, Popovic proposes the analogous relation in music: form
><¢substance. (Popovié 1998:68). Gravitation as a feature of musical flow, with special
focus on musical works with the most destabilizing effect on the gravitational wave
(Debussy, Schoenberg, Berg, Webern, Stravinsky, Ives and Cowell), was the most recent
study project of Professor Malcom Longair, astrophysicist and cosmologist and the
London Sinfonietta, illustrating Einstein’s vision of (musical) relativity (Longair 2018).

In order to deepen understanding of the organizational principles of musical flow it
is necessary to understand its construction through the lens of symmetry, as its essential
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formative principle. All other dimensions and approaches to in-depth studies of musical
flow derive from it. Musical analysis informs us about the constructional universality
of musical form. “The fundamental formative principles are still the same, indepen-
dent from the actual compositional system, level of technical development and [ ... ]
immune to the changes in the civilisational outlook of the world” (Popovi¢ 1998:368).

CONCLUDING THOUGHTS ABOUT POTENTIAL
META-ANALYSIS OF MUSIC

In order to explain the fundamental organizing principle which resides ‘beyond’
psyche and matter, i.e. in the underlying unified realm, Jung used the spectrum of
light as an analogy:

The dynamism of instinct is lodged as it were in the infrared part of the spectrum,
whereas the instinctual image lies in the ultra-violet part. [ ... ] The realization and
assimilation of instinct never take place at the red end, i.e., by absorption into the
instinctual sphere, but only through integration of the image which signifies and
at the same time evokes the instinct, although in a form quite different from the
one we meet on the biological level (Jung 1969a:211).

Jung termed the non-psychic, infrared aspect of the archetype psychoid, forming a bridge
to matter in general, and extending beyond a neurophysiological basis into the general
dynamic patterns of matter and energy. Jung, referring to Bleurel, observes the psychoid
as a collective term, chiefly for the subcortical processes (e.g. amygdala, hippocampus)
insofar as they are concerned with biological adaptive functions. (Jung 1969a:176).
Thepsychoid is the sum of all purposes, mnemonic and life preserving functions of
the body and the nervous system, with the exception of those cortical functions which
are usually regarded as psychic. Furthermore, “where instinct predominates psychoid
processes set in, which pertain to the sphere of the unconscious as elements incapable
of consciousness.” (Ibid.:183).The psychoid resides in the organic sphere and sets in
motion the development of the germinal potential inscribed in matter: “the directing
principle, the reactive determinant the prospective potency of the germinal element; it
is the elemental agent discovered in action, the entelechy of real acting” (Ibid.:176). The
psychoidis that elemental agent, the very carrier from the naturalistic to the psychological.
It radiates “the germinal potential” affecting the body (morphogenesis) — psyche and
the world. Therefore, automatic, reflexive, organic or physiological reactions to music,
as well as reactions which include affects as precursors of emotions, are essentially
psychoid in nature. Humans, however, also experience symbols which are brought to
consciousness as a result of the interaction with music flow, which is a token of the acti-
vity which originates from the ultraviolet sphere of the psychic spectrum. This concept
could contribute to deeper understanding of the impact that music has on physiological
processes starting from the prenatal period and continuing throughout life as well as
the polarity between ‘absolute’ and ‘programme’ music.
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Developmental psychology, psychoanalysis with a special emphasis on infant obser-
vation, and analytical psychology portray this unifying realm through the concepts of
coaenesthetic communication, primal relational patterns (RIGs) and special psychic
energy values which Jung called complexes. René Spitz ,who based his work on infant
observation, speaks of coenesthetic communication as the primal relational pattern, which
is based on a “total sensing system” of the body (Spitz 1965). Coenesthetic responses
are not localized; they are extensive and involve a pervasive sensibility. “The senso-
rium plays a minimal role in coenesthetic reception; instead, perception takes place
on the level of deep sensibility and in terms of totalities, in an all-or-none fashion.
Responses to coenesthetic reception also are totality responses, e.g., visceral responses”
(Csepregi 2006:24). Constructional principles governing the formation of memory and
biographical behavioural patterns are described by Daniel Stern through the concept
of representations of interactions that have been generalised, or “RIGs” (Stern 1985:98).
These amodal perceptions in the earliest period of life gradually form the predisposi-
tion for our experience and for relating with the world in a generalized form. They are
the pivotal tokens of the organizing principle of infant life experience and, subsequently,
narratives and metaphors in adults. They enable the mechanism of making links across
different modalities of experience. These early patterns of experience do not disappear
in adult life, but recede from consciousness. Psychoanalysis observes this connection
which with some individuals remains very much alive as a vital source of creation, both
in music and arts and science:

The non-discursive intuitive mode of thought used by artists forms an integrated
bridge to the archaic coenesthetic world of experience described by Spitz (1965).
This hypothetical sphere of early impressions, dominating particularly during
the first six months of life, is marked by vague [ ... ] comprehensive categories —
tensions, equilibriums, temperatures, postures, touches, vibrations, rhythms, dura-
tions, pitches, tones, etc. — in which neither perception and affect, nor somatic
and psychic, have yet been differentiated. In general, the adult is hardly aware of
them, and they are difficult to express rationally (Piha 2005:32).

Therefore, communication with the unconscious, which is governed both by the princi-
ples of entropy and equivalence, is a constant process of energy transformation between
the instinctual and the symbolic, the archaic and the ‘cultured, modelling the stages of
human development through the richness of styles of different Zeitgeists. The process of
energy transformation, its dynamism and its critical stages are manifested as psychoid
and symbolic. “Music flow stirs our imagination [ ... ] affects the hidden parts [ ... ] of
our organism, as well as our emotions. This [ ... ] depicts something which is evoked in
the mind and which awakens a sensation. The process which produces and directs the
energy I am talking about is set in motion by the music flow.” (Popovi¢ 1998:101) Music
seems to resonate in the most immediate and authentic manner with the psychoid,
infrared aspect of psyche. Music also has the (secondary?) ability to ‘carry’ (with the
necessary help of emotion) archetypal images to consciousness, where symbols can be
translated, to a certain extent, by human ratio (O’Brien 2018).
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The ultraviolet side of the spectrum, which is on the symbolic pole of the oppo-
sites, has its most immediate manifestation through fairy tales with their purest depic-
tion of archetypal images and their interaction. Therefore, fairy tales are the best para-
digm for the study of the meaning and purpose of energy transformation expressed for
the psyche through symbols.

Bearing in mind that the ‘grammar’ as well as the semantic level of archetypal
language is articulated scientifically by analytical psychology and other respective
scientific disciplines, a new meta-analysis of the libidinal energy transformation
process could provide new insights relevant for human development. The focus of
interest is music phenomena, the symbolic meaning of which can be explored with
reference to the analysis of fairy tales. Analysis would aim to search for answers to
questions such as: Is there a similarity between formal types of fairy tales and music?
What are the generators of the energy flow in music and fairy tales? Does ‘a hero
energy’ have its counterpart in music flow? How is the transition between “a” - “a1”
and “a” — “b” achieved in music and fairy tale material and how does it inform us
about the libidinal energy transformation? For example: what if a hero in a fairy tale
is similar to the evil magician whose evil actions he needs to overcome? What do
these ‘contrasts’ signify and how are they constructed by the energy transformation
flow, both in music and in fairy tales? Could in this respect an analogy be drawn
to the music equivalence principle, where the process of transition (a-a1 / a-b) or
transformation is apparently a dialectically contradictory process, which consists of
“underlying of difference by discovering similarity, ... and discovering the common
in what appears to be very different in the other”? (Popovi¢ 1998:41) Furthermore,
if in this context “dissimilarity means detecting the opposite in the similar, and simi-
larity (analogy) refers to the point of fusion of what seems to be disparate” (Ibid),
does it inform about the original state of opposites residing in harmony in the uncon-
scious and initially deriving from the core organizing principle of the psyche (The
Self)? What is the relationship between the inherent meaning of a musical flow and
the explicit narrative — ‘musical programme’? What is the potential symbolic meaning
of the new energy set up achieved at the end of a musical flow and fairy tale narrative
(partial equivalence)? Is there a relationship between ‘the hero energy’ or the imma-
nence of libidinal development and a music creation drive?

New meta-analysis would open areas of research such as:

« formal types in music and fairy tales and all known symmetries (including

dissymmetry);

« energy flow with respect to space — time dimension in music and fairy tales;

- content analysis in terms of types of symbols and music material with special

focus on the energy spectrum (psychoid and psychological);

« relationship of musical works and fairy tales belonging to the same social,

cultural, historical, etc. contexts with the respective Zeitgeist;
An attempt to design and conduct such a meta-analysis might result in a more
comprehensive archetypal hypothesis of music and an interactional map of music
archetypes providing a rare comparative insight into the psychoid-symbolic dyna-
mism of human soul and life phenomena in general, an insight unique to music.
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Hapa MIBAHOBUE O’BPAJEH
YHUBEP3AAHU [TPUHIIUIIA OPTAHU30BAKA MY3UKE U BAJKU

(PE3UME)

Hayxka o my3uim, ¢pusrka 1 aHaAMTHYKA ICHXOAOTHja TIPY>Kajy HaM HHOpMaliyje
0 $pyHAAMEHTAAHMM OpPTraHM3aIMOHUM IPUHIUIIEMA Y IPOIieCy TpaHcPopMaliyje
eHepruje. YHUBEP3aAHHU 33jeAHMYKU IMPHUHIUIIU Ce IOCMATPajy KPo3 IpU3MY
$eHOMeHa cMeTpHje, Kao K XUIIOTe3€e O ApXeTHUIIOBMMA, IIPOM3AIIANX 13 aHAAUTUIKE
TICUXOAOTH]je U $pusuke. PasymeBare CUXOAOIIKOT 3HAYeHha OBHMX IIPHHIIHIIA, HAYMHA
BHUXOBE HHTEPAKIUje, BbUXOBOT MaHH(ECTOBalka ¥ AYACKOj CBECTHU U yTHIAja Ha
/SYACKH Pa3BOj YOIIIITE, IOAPYKAHO je Ca3HambUMa M3 CTYAMja O IIpoliecy popMupama
CUM60AQ U IICHXOMAHIX peHOMEHa Y aHAAUTHYKOj ricuxoaoruju. C 063upoM Ha TO
Aa 6ajke IIPEACTABAA]Y HAjIMCTHjH CUMOOAMYKY BUA MAaHH(ECTOBAKbA 1 MHTEPAKIHje
apxeTUIoBa, peHoMeH HajKI MOXKE Ad Ce TOCMATPa Kao IIAPAAUTMA 32 CUMOOAIIKO
HMHTepIIpeTUpame Mpolieca TpaHcPopMalltje eHepruje, Kako y My3UIIU Tako U
y ¢usunm. C apyre cTpaHe, CyIITHHCKE KapaKTePHCTUKE MY3HKe CY, U3TACAQ,
ncuxonpHe npupope. OBo je objalIbeHO Y ICHXOAHAAM3U MY3HUKE, Pa3BOjHO]
IICUXOAOTHjH, ETHOMY3HUKOAOTHjU U HOBUM KOMITAPAaTUBHHMM CTYAUjaMa My3HKe
u pusuke. OBo nopeheme cTuMyAnIIe HOBe HAYMHE Pa3MHUIISAMKA O MIPOLIECHMA
TpaHcpopMariuje eHepruje y 6ajkama u Mysumy. JaaHak ce 3aBpIIaBa M KASHBAM
CKUIMpatbe HOBE MeTa-aHAAM3e My3HKe, KOja OH IIPY>KUAQ CBEOOYXBATHUJU YBHA ¥
CYIITUHCKY IIPUPOAY MYy3UKe U KOPeorpadujy AyACKe AyIie.

K/oy9HE PEYH: eHepruja, apXeTHII, My3HKa, CAMO0A, 6ajka
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New York and Oxford, Oxford University Press, 2017.
ISBN 978-0-19-726615-1

The book Russian Music since 1917: Reappraisal and Rediscovery originates in the
eponymous international conference held at the University of Durham over four
days in July 2011. The conference was organized by one of the editors of the present
volume, the Irish-born musicologist, composer and pianist Patrick Zuk. Back in 20111
was one of the handful of young scholars fortunate enough to participate in this truly
memorable conference that, for the first time, gathered together, on the one side,
remarkable Anglophone scholars working in the field of Russian and Soviet music
and, on the other hand, some equally remarkable Russian scholars, many of whom
had never previously presented their research in the United Kingdom. Zuk’s decision
to allow conference participants to read their papers either in Russian or in English
was highly unusual in the Anglocentric world of international academic conferences,
allowing us not only to brush up on our Russian, but also to shift our perspectives
and engage in passionate debates with Russia’s homegrown scholars, who presented
us with a great deal of information that could only have been known to them.
While it took six years for the conference proceedings to see the light of day,
upon reading this hefty, 450 page-long volume, I can acknowledge that it was worth
the wait. The editors have selected 18 papers to be expanded into book chapters that
reassess music of the Soviet and post-Soviet eras in Russia and bring into focus the
transformation of scholarship in this field since glasnost, whilst appraising the current
state of research on the development of Russian art music since the 1917 Revolution.
Just like the conference itself, the proceedings volume brings together two traditions
of scholarship on Russian music and its contexts, with the native Russian contri-
butors greatly outnumbering the Anglophone scholars. Aside from editors Patrick
Zuk (University of Durham) and Marina Frolova-Walker (University of Cambridge;
Fellow of the British Academy), the list of contributors includes Marina Rakhma-
nova, Marina Raku and Levon Hakobian (State Institute for the History of the Arts,
Moscow), Yekaterina Vlasova (Moscow Conservatoire), Ol'ga Manulkina (St Peter-
sburg Conservatory), Liudmila Kovnatskaya (Russian Institute for the History of
the Arts, St Petersburg), Ol'ga Digonskaya (Glinka Museum of Musical Culture,
Moscow), Lidia Ader (Rimsky-Korsakov Apartment-Museum, St Petersburg), Inna
Klause (Georg-August-Universitit Géttingen, Germany), Daniil Zavlunov (Skidmore
College), Richard Taruskin (University of California Berkeley), Pauline Fairclough
(University of Bristol), William Quillen (University of Cambridge), Elena Dubinets
and Laurel Fay (independent scholars). As we can see, even the list of “Western”
scholars includes a number of first- or second-generation Russian/Soviet expats —
and, as their essays show, these authors are keenly aware of their crossbred identities
and often forced to negotiate their position “between two worlds”, on account of the
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conflicting requirements of the academic environments on the either side of the East-
West divide. The editors’ goal in giving ample space to Russian writers was not only
to introduce their work to Western readers, hitherto largely unfamiliar with contem-
porary Russian musicology, but also to present new material from Russian archival
sources that challenges many Western preconceptions about music written in the
Soviet era. In that sense, this book is less about music per se, and more about musi-
cology, i.e. about contexts and discourses surrounding music, about musical life in
Russia (and the Soviet Union) post-October Revolution and, last but not least, about
the state of scholarship on Russian music on both sides of the former Iron Curtain.
As proof of to his dedication to this project, Patrick Zuk translated eight chapters
himself - one (by Klause) from German and seven (by Rakhmanova, Hakobian,
Raku, Vlasova, Manulkina, Kovnatskaya and Digonskaya) from Russian.

In their extensive “Introduction”, Zuk and Frolova-Walker examine the field and
highlight their aim of providing an overview of the transformation that the study of
Russian music of the past century has undergone during the last three decades, both
in Russia itself and abroad. They remind the readers of the censorship issues (in the
USSR) and the ideological constraints (on both sides of the East-West divide) that
hindered an objective appraisal of many aspects of Soviet cultural life. The events of
the last three decades have dismantled many of these obstacles and encouraged the
development of the discipline of Russian music studies. Zuk and Frolova-Walker thus
embarked on a mission to rectify problematic received ideological narratives from the
previous decades and to place the twentieth- and twenty-first-century Russian music
in appropriate historical contexts.

The book is divided into six thematic parts and eighteen chapters. After a
comprehensive “Introduction’, Part I, entitled Russian Music History and Historio-
graphy Today, consists of four essays by Marina Rakhmanova (“Russian Musicolo-
gical Scholarship of the Last Two Decades: Achievements and Lacunae”), Patrick
Zuk (“Soviet Music Studies Outside Russia: Glasnost’ and After”), Levon Hakobian
(“The Adventures of Soviet Music in the West: Historical Highlights”) and Marina
Frolova-Walker (“Soviet Music in Post-Soviet Musicology: The First Twenty Years
and Beyond”). These essays explore changes in Russian music scholarship, provi-
ding a comprehensive critical overview of recent research, but also reminding us of
the pre-glasnost’ ideological strictures that continue to affect academia and hinder
progress. The editors’ decision not to obscure the fact that all essays have originated
from conference papers read some six years earlier results in an interesting presen-
tation of Marina Rakhmanova’s keynote address, where the original paper is typeset
in regular font, while the new additions which comment on the developments in
the period between 2011 and 2017 are printed in italics. Such layered presentation is
perhaps unnecessary, although it does remind readers of the passing of time and the
slow but imminent progress.

The second part, Reappraising the Soviet Past, focuses on the music and musical
life of the Stalinist era and comprises essays by Marina Raku (“The Phenomenon
of “Translation’ in Russian Musical Culture of the 1920s and Early 1930s: The Quest
for a Soviet Musical Identity”), Pauline Fairclough (“From Enlightened to Sublime:
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Musical Life under Stalin, 1930-1948”), Yekaterina Vlasova (“The Stalinist Opera
Project”) and Inna Klause (“Composers in the Gulag: A Preliminary Survey”). It is
interesting that here “Soviet” is more-or-less equated with “Stalinist”, since there are
no discussions of the state of musical life under Soviet leaders such as Nikita Khrus-
hchev and Leonid Brezhnev.

Part III Soviet and Post-Soviet Musicology explicitly deals with the state of the
discipline and emphasizes the detrimental effect of the decades-long censorship on
Soviet musicology (and, consequently, post-Soviet musicology as well); this issue is
discussed comprehensively in Ol'ga Manulkina’s illuminating essay “Foreign’ versus
‘Russian’ in Soviet and Post-Soviet Musicology and Music Education”, while Daniil
Zavlunov focuses on the landmark case of Mikhail Glinka in the essay “Glinka in
Soviet and Post-Soviet Historiography: Myths, Realities and Ideologies”

Two essays that comprise Part IV, aptly named The Newest Shostakovich, assess
the state of scholarship after the infamous “Shostakovich Wars” which mired the
area of Shostakovich studies in controversy from the 1979 publication of his alleged
memoirs edited by Solomon Volkov - later expertly debunked by Laurel E. Fay as
a forgery, but which have nevertheless inspired a host of populist publications such
as lan MacDonald’s The New Shostakovich (hence the pun in the subtitle of Part IV)
and even very recent books such as Julian Barnes’s melodramatic 2016 novel The
Noise of Time. Here, Liudmila Kovnatskaya focuses on Shostakovich’s early corres-
pondence (“Portrait of the Artist as a Young Man: The Shostakovich-Bogdanov-
Berezovsky Correspondence”), while Ol'ga Digonskaya writes about “Shostakovich’s
‘Lenin Project’: The ‘Pre-Twelfth’ Symphony”, thus putting the final nail in the coffin
of the imaginary figure of “Shostakovich-the-dissident”.

The last two parts of the book focus on contemporary Russian music, both in Russia
and in the rest of the world. Part V, entitled Russian Music Abroad, contains articles by
American scholars Richard Taruskin and Elena Dubinets (herself an expat, working as
the Vice President of Artistic Planning for the Seattle Symphony). In his response to
the question “Is there a ‘Russia Abroad’ in Music?” Taruskin also overviews the state of
Russian musicology abroad throughout the twentieth century. Dubinets’s essay “Defining
Diaspora through Culture: Russian Emigré Composers in a Globalising World” comple-
ments Taruskin’, as the author resumes her long-standing preoccupation with Russian
composers who have left the matrix and attempted to pursue international careers, with
mixed success. On the other hand, the final portion of the book, 1991 and After, contains
three essays by Laurel Fay (“Musical Uproar in Moscow (II)”), William Quillen (“The
Idea of the 1920s in Russian Music Today”) and Lidia Ader (“Paradigms of Contempo-
rary Music in Twenty-First-Century Russia”) dealing with the ways in which the diffi-
cult “transition” after the dissolution of the USSR has affected Russian composers who
have remained in their homeland.

One of the defining features of this volume is that the editors did not attempt to
impose their viewpoints on contributors, in order to tame some overzealous inter-
pretations of newly-discovered primary sources, or to iron out obvious differences
in academic style; this decision has resulted in a vibrant book that has preserved the
spirit of the debates that I remember from the Durham conference. My sole objec-
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tion is that the period of “stagnation” is hardly addressed, leaving a gap between the
Stalinist years and the situation during and after glasnost. This lacuna will certainly be
filled in the years to come by new publications that will perhaps offer a more unified
approach, as well as a more careful engagement with the archival material. Neverthe-
less, Russian Music since 1917: Reappraisal and Rediscovery is an outstanding contri-
bution to the field of Russian music studies and a vivid depiction of the present state
of affairs. Since the authors do not engage with music analysis, this book will be
accessible both to music specialists and to the general reader interested in Russian/
Soviet intellectual and cultural life. As Zuk and Frolova-Walker remind us, “The
overwhelming emphasis in much Western writing on Soviet music on the effects of
censorship and bureaucratic controls risks distorting and oversimplifying our impre-
ssions of a cultural scene that remained stubbornly complex and diverse, in spite of
all the pressures to conform.” The present book beautifully illustrates precisely this
complexity and diversity.

Ivana Medi¢



JOSIP SLAVENSKI (1896-1955)

PovopoM 120. GODISNJICE RODENJA KOMPOZITORA
[ON THE OCCASSION OF THE 120™ ANNIVERSARY OF THE
COMPOSER’S BIRTH]

UREDNICA IVANA MEDIC [EDITED BY IVANA MEDIC]

Beograd, Muzikolo$ki institut SANU, 2017.
[Belgrade, The Institute of Musicology SASA, 2017]
ISBN 978-86-80639-31-4

Some composers are present in our daily lives like a continuum, their names and
music serving as a reference for certain musical styles or periods of music. Some
burst onto the stage of music history seemingly out of nowhere and then disappear
from that stage even faster. There are some whom we remember mostly on special
occasions or anniversaries. Josip Slavenski, it seems, belongs to all of these groups:
notably well known and widely performed in the first half of the twentieth century,
celebrated before and after his international success and then almost forgotten on the
European music scene, but always remaining a composer whose works provoke the
attention of scholars and performers alike.

However, thirteen years have passed since a scientific symposium about his time
and works was held for the first time in Belgrade, the city where Slavenski chose to
spend the rest of his rich creative life and where he fully developed his musical poten-
tial. Proceedings from that symposium, commemorating fifty years since his death,
resulted in eighteen musicological studies and four essays, memories and reflections,
published in Belgrade in 2006 (’)Kuskosuh 2006: 9).That same year, another impor-
tant book regarding Slavenski’s life appeared in print, prepared by the composer’s
widow (M. Slavenski 2006).

It took another anniversary to remind us of his creative input in Serbian music,
and in the music history and culture of the surrounding nations, as well as the rest of
Europe. That event happened on May 11, 2016, one hundred and twenty years since
Slavenski’s birth. The Institute of Musicology of the Serbian Academy of Sciences
and Arts (SASA), in collaboration with the Serbian Musicological Society, orga-
nized a round table dedicated to the composer’s life and work. This valiant effort also
included a presentation of the newest music publication — the first part of a collection
of Slavenski’s choral compositions for mixed choirs, Horske kompozicije Josipa Slaven-
skog I[ Choral works by Josip Slavenski, Book I (Slavenski 2016)* and a concert dedi-
cated to Slavenski’s music — a performance of his piano, chamber and vocal works.*

1 Inthe meantime, in 2017 the second volume of this capital work was published (Slavenski 2017).
2 The concert was organized in Belgrade by pianists from the ensemble “Radionica za klavirsku
muziku prof. Milanke Migevi¢” [ The Workshop for Piano Music of prof. Milanka Migevi¢] with guests

musicians.



228

MY3UKOAOTHUJA / MUSICOLOGY 25-2018

Keeping the memory of a composer and his music alive by presenting a concert of
his compositions is already a worthwhile effort at which every musicologist should
aim.? Continuing to present his work through musicological studies and preserving
the continuation of musicological research regarding his work in subsequent publi-
cations is a task that should be gratefully acclaimed. Hence the publication Josip
Slavenski (1896-1955) — Povodom 120. godisnjice kompozitorovog rodenja, edited by Ivana
Medic¢and published by the Institute of Musicology SASA(Medi¢ 2017) represents
an important contribution not only for Slavenski scholars, but for Serbian and Euro-
pean musicology overall.*

The aim of this collection of essays by ten authors, according to the editorial
foreword, is to present the newest research results concerning Josip Slavenski’s life
and work and his overall contribution to the Yugoslav music scene in the first half of
the twentieth century.

The general scope of the publication gravitates around three main themes: the
life and work of the composer, analytical studies of Slavenski’s compositions and
discourses regarding Slavenski’s music style and reception throughout the twentieth
and the beginning of the twenty-first centuries.

Some interesting aspects of Slavenski’s life and work, his contribution to Croatian
and Serbian culture and the historical perspective in the presentation of his music are
discussed in the articles written by Mirjana Zivkovi¢, Masa Hrustek-Soboc¢an, Ana
Kotevska and Neboj$a Todorovié.

The composer Mirjana Zivkovié, one of Serbia’s best known and most widely
respected Slavenski scholars, reflects in her essay on important dates in the composer’s
life and the social circumstances regarding the reception of the composer’s music
before and after World War II, abroad and in the former Yugoslavia, along with
some personal reminiscences about Slavenski (“Drustveni aspekti izvodenja muzike
Josipa Slavenskog”[Social aspects of the performances of Josip Slavenski’s music] ).
Despite a mixed reception throughout his life — acceptance and rejection, accolades
and critiques before as well as after World War II — Zivkovi¢ noted a revitalization of
Slavenski’s music towards the end of the twentieth century and a marginalization of
his opus in his native Croatia. Her conclusion questioning the position of Slavenski’s
opus nowadays sounds like a valid invitation for further research of Slavenski’s music
within the boundaries of global music history.

Ana Kotevska provides an intriguing polemic about Slavenski’s performances in
the late twentieth century (“Dis/continuum - Slavenski na kraju XX i po¢etkom
XXI veka” [Dis/continuum — Slavenski at the end of the twentieth and the beginning

3 InNovember 2015, a concert of Slavenski’s chamber works at the Gallery of the Serbian Academy of
Sciences and Arts in Belgrade commemorated sixty years since the composer’s death.

4 The attention-grabbing cover (designed by Dejan Medi¢) and dedication page (to prof. Milanka
Migevi¢) precede the content, as does the list of contributors (listed chronologically by birth rather
than alphabetically — with Jim Samson’s birth year erroneously listed as 1947 rather than 1946), which
we usually find at the end.
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of the twenty-first century]) with an invaluable chronology of the most important
activities regarding Josip Slavenski and the reception of his music in Belgrade and
Serbia from 1994 through 2017. Despite some discontinuity (between 2009 and 2013),
performers and musicologists in Belgrade were active in preserving the composer’s
legacy, concludes Kotevska, underlining that Slavenski’s music is still not present in
the regular concert repertoire as it should be.

In her richly illustrated study about Slavenski’s life, education and works, and
especially his connection with his native Cakovec and Medimurje (“Josip Stolcer
Slavenski — ¢akovecki skladateljski genij s beogradskom adresom i svjetskim glasom”
[Josip Stolcer Slavenski — A musical genius from Cakovec with a Belgrade address and
a worldwide reputation] ), Masa Hrustek-Sobo¢an, director of the Slavenski Memo-
rial Collection at Medimurje Museum (Croatia),’ paints a picture of a composer
who outgrew local surroundings to become internationally recognized, but stayed
deeply connected with his roots. Nebojsa Todorovi¢ compares Serbian and Croatian
music between World Wars I and II and Slavenski’s place in that context, concluding
that Slavenski was a composer who could be treated equally as Croatian and Serbian
(“Josip Slavenski u kontekstu srpske i hrvatske muzike izmedu dva svetska rata”[ Josip
Slavenski in the context of Serbian and Croatian music between two world wars] ).

Two authors from abroad, Danijela S. Beard and Ivan Moody, analyse Slavenski’s
music from the viewpoint of the aesthetics of the Zenit movement.° As someone who
was among the early researchers of this topic (Cf. Gruji¢ 1983),” I was especially inte-
rested in these two papers. Ivan Moody in his paper “Slavenski, zenitizam i Evropa”
[Slavenski, Zenitism and Europe] positions Slavenski in an international context in
correlation to the international tendencies of the Zenit movement. Moody consi-
ders the Slavenska sonata (for violin and piano) and Chaos (for symphony orche-
stra) as central to Slavenski’s “search for barbarogenije” — the creative force of new,
reborn art. Moody also offers an interesting comparison between Slavenski’s work as
a precursor or predecessor of newer compositions by composers such as Schnittke,
Gorecki and Tavener — ideas that are intriguing and valuable cues for future resear-
chers of Slavenski’s work in European and international context.

With her earlier studies about the composer, Beard positions herself at the
forefront of Slavenski scholars abroad. Presenting the case for the central role of
Slavenski’s music in his connection with the Zenit movement, his concrete vision of
the “masculine essence of Balkan discourse”, Beard cites his numerous works with
“Balkan” titles and concludes that the most ideologically and thematically complete
view of the Balkans among them is the suite “Igre i pesme sa Balkana”[Dances and

5 Her text was originally published in the catalog accompanying the exhibition on the 120th
anniversary of the birth of Josip Stolcer Slavenski, “Vrag vas skeljil Medimurci, idemo pljesat” (Cakovec,
the Musemu of Medimurje, 2016).

6  Their texts, originally written in English, appear in the book in Serbian translation by Ivana Medic¢.
7 I'would like to mention another two valuable studies regarding the Slavenski-Zenitism relationship:

Milin 2005 and Miki¢ 2009.
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Songs from the Balkans] from 1927. As precursors to the Zenit movement, Beard cites
theories that were developed in Croatia at the turn of the twentieth century as well as
the idea of unity of south Slavic nations (54).* Beard also states that the Zenit move-
ment was distinctively nationally oriented (56). However, the movement was rather
local with ambitions of becoming international; contributing artists from all over
Europe presented and published in Zenit magazine. This variation of expressionism
was similar to Slavenski’s view of Balkan folklore and folk music overall as a vehicle
for the revitalization of European artistic music, his “folklore expressionism.” The
movement resonated with Slavenski through the idea of folklore as a “mother tongue”
that spreads as a lingua franca throughout the Balkans and unifies nations in the crea-
tion of a renewed European art and culture (Gruji¢ 1963: 60). In the final part of her
paper — “’Antipijanizam’ Slavenskog” [Slavenski’s “anti-pianism”] — Beard present a
detailed stylistic analysis of the piano suite “Sa Balkana” [From the Balkans], also
known as “Aus Dem Balkan” in Schott’s edition from 1927. This slightly abrupt tran-
sition to analysis of this piano work was probably on account of its second movement
“Zagorski tamburasi” being published in the magazine Zenit (October 1925, n0.36).°
Three authors offer new readings of Slavenski’s music through analysis. Regar-
ding Slavenski’s treatment of piano and the structures of his piano scores, Ivana Medi¢
in “Problemi interpretacije klavirskog stvaralastva Josipa Slavenskog” [Problems in
Performing Josip Slavenski’s Piano Works] offers a view in opposition to Beard’s “anti-
pianism.” Discussed from the standpoint of a musicologist-performer, she offers a
more acceptable term — “robustni pijanizam” [robust/vigorous pianism] (150), a term
that equally describes Slavenski’s relation with the piano as an instrument of inter-
pretation of the score and the source of greater musical sonority. In that sense, Ivana
Medi¢’s paper offers a valuable source for interpreters of Slavenski’s piano music.
Milo$ Bralovi¢ presents a comprehensive analysis of Slavenski’s string quar-
tets, “Gudacki kvarteti Josipa Slavenskog: elementi modernizma” [ Josip Slavenski’s
String Quartets: Elements of Modernism], underlining their modernistic composi-
tional technique and offering detailed tonal plans in graphic tablets that will please
every serious researcher in the field of music analysis. Milena Medi¢, on the other
hand, interprets the composer’s creative poetics through aesthetic and stylistic
analysis based on Bakhtin’s semantic theories of “folklore ‘chronotopes”. Following
her analysis of the composer’s compositional technique, she finds a certain lyrical
character in Slavenski’s compositional style. This new reading of Slavenski’s musical
language, from a completely different standpoint, sheds new light on the composer’s
creative process. Finally, the intriguing title of Jim Samson’s paper “Srbo-Hrvat: ko
poseduje Slavenskog?” [Serbo-Croatian: Who Owns Slavenski?] was adapted by the
editor from a chapter of his earlier book Music in the Balkans (Samson 2013: 369-376).

8  Beard presented a similar thesis in wider form in her earlier study: Spiri¢ 2006.

9 Inthe magazine “Zenit” the composer signed his work as “ Jos.Chtolzer-Slavensky” and the title of
the piece as “Danse Balcanique” (in Cyrillic: Joc.IIItoanep-Caasercky, “3aropcku ram6ypamu”). See:
Gruji¢ 1983: 55; 57-59.
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As a well known Balkan music specialist, Samson juxtaposes Slavenski’s “Croa-
tian” and “Serbian” sides, the importance of the duality that needed to be accepted
(and existed) in the composer’s work as a whole, unique and antithetical in their
synthesis. Thus, his conclusion is that Slavenski — born in Hapsburg Croatia, grew
(as a composer) in Serbia — is not and cannot be owned by any of those, as he was
Serbo-Croat, Yugoslav, Balkan — and also Medimurac (137-8). This statement strikes
a chord with anyone who belongs, lives and works/ creates in a world of dual culture,
dual heritage, or who has a multinational background. Because of this important
reminder, this essay would be, in my opinion, best placed at the very beginning of
this collection of papers about Slavenski.

Since there are no English summaries of the articles published, this book limits
use of publication to Serbian/Croatian (Bosnian, Montenegrin) language speakers.

It is regrettable that are still very few recent recordings of Slavenski’s music— all
are noted in the lists of references by Zivkovi¢, Kotevska and Ivana Medi¢ (and even
those are not widely available as they were published in limited editions).

“At a time when we are rediscovering Slavenski,” wrote the author of this text 35
years ago in her book about Slavenski’s orchestral music (Gruji¢ 1984). Just recently,
I have learned about a film on Slavenski’s life being filmed in Belgrade.” Let us hope
that the rediscovery of Josip Slavenski will never cease.

Sanja Gruji¢-Vlajnic

10 From electronic correspondence with one of the actresses, Sonja Kalaji¢, a violinist, who plays the
role of Slavenski’s mother Julijana.
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Kmura Pegykyuonuctiunxu dipunyuiiu KoHciuiiyyuje mysuuxol gera Baapumupa
Tomuha, KOMIIO3UTOPA, MYATHMEAHjAAHOT AyTOPA U PEAOBHOT Ipodecopa y eH3HjH,
KOHAYHO je — IIOCA€ BHIIEe OA TPH ACIIeHHje OA CBOT 3a0KPY>KeHha — YTAEAAAd CBETAOCT
AaHa 3axBansyjyhu n3paBaukoj peaarHoctr Pakyarera Mysuuke ymeTHOCTH y Beorpaay.
Hawume, oBa cTypmja HacTaAa je, Kako ayTop u cam muie y Ilpegiosopy us 2016. iogune,
»AABHE 1985. TOAMHE" KA0 PE3yATAT HeTOBOT HHTEPECOBakha 3 TEOPHjCKe IOCTABKe
MHHMMAAMCTHYKE My3HKe, a, KA0 TaKBa, OFAQ je IIPHAOKEHA Ka0 XaOMAUTAIINOHH PAA
3a mpujeM y 3Bame AorjeHTa Ha QPaxyAreTy Mysmuke yMeTHOCTH.' Perjen3enTcku map
cy Tapa anHnAM Aejan Aecrinh, peposru npogecop, u Bepucaas ITonosuh, Banpeann
npodecop Ha HCTOj HHCTUTYIHjH, AOK Cy H3Aambe KOje je IIpeA HaMa PerleH3HPaAH AP
Muoppar Illysakosuh u Ap Mapuja MacHukoca. Y3eBiu y 063up BeAUKH OPACT
HHTEepeCcoBamba My3UKOAOTHje, eCTeTHKe 1 TeOPHje YMeTHOCTH 33 MUHIMAANCTHIKH
TIOKpeT y yMeTHOCTHMA (deMy Cy CBaKaKo y HAIlOj CPEAMHH CBOjUM TEOPHjCKUM PaAOM
AOTIPMHEAU ¥ PELieH3eHTH OBOT U3Aama), Tommhes AOIPUHOC OBOM HOAY — HAKO
006jaBreH TeK HEAABHO — MOJKe Ce Pa3yMeTH M KO jeAQH OA TIHOHUPCKUX ITOAYXBATa
TeopeTH3aliyje 1 eKCIANKAIHje KOMIIO3UIIMOHHUX IIPUHITHIIA MUHUMAAMCTHYKE My3HKe
Ha HAIlIUM IIPOCTOpHMA.*

Y IlpearoBopy us 1986. ropusie, Tomuh ncrude Aa je MuHUMaAu3aM ,(...) cacBEIM
CHUTYPHO, TOCAE CepHUjaAHe MY3HUKe, jeAMHH CTHACKH ITPABall y My3HIH APYTe II0AO-
BuHe XX Beka, KOjH je jacHO oppel)eH jaCHUM CTHACKMM M TEXHHYKMM OCOOMHAMA’,
Te AA jé MUHMMAAKMCTHYKA MY3HKa, HAKOH BHIIEACIIEHHjCKOT , AyOOoKor jasa“ usmely
HOBe My3HKe U ITy6AuKe, ,ycreaa (...) Aa Bparu caymaone Ha koHuepte” (7). Hosa
OpraHu3alyja ¥ KOMyHHKAaTUBHOCT OBOT IIpaBIja Cy KapaKTepUCTUKe Koje ayTop
HABOAM Ka0 KAy4YHE Y MOKpeTamy BeroBOT TEOPHUjCKOT M MPAKTUYHOT pasa. Y
Ipegiosopy HacTaAOM TPHAECET TOAMHA KaCHH]e, Y TPEHYTKY KaAd je M caMa HCTOpHja
MHHHMMAAMCTHYKE MY3HKe ,CTapHja” 1 6oraTuja HCKyCTBIMA H3Y3eTHO TypOyAeHTHOT
H CAAPIKQJHOT [IEPHOAQA Y APYLITBY U ¥ yMeTHOCTH, Tomuh rMa IpUANKY A2 OCMOTpH
Pa3AMKY M IPUMETH 3HaYaj HAjIPOMHHEHTHHUJHX ayTOPa IPaBIia, Te Ad H3HOBA
320KPY>KH CBOj TEOPHjCKH IOKYIIAj ,(...) Ad ce 0POPMH IPeLM3aH aHAAUTHEKH allapaT
3a AaHAAM3Y MUHMMAAMCTHYKe My3HKe” — IITO, yocTaAoM, 1 unHu. ITorBphyjyhu Aa je
0Baj pap nocseheH ,00AMKOBabY M TEXHUKAMA H3IPAAIBE A€AQ Y MUHIMAAUCTHYIKO]
My3HIH" U A2 61, IpeMa IBerOBOM MHUILAEHY, ,IIyKO BepOasHO TeopeTncame” 6e3
0AroBapajyhux HOTHHX U 3BYYHHX IIPUMEPA YAASUAO YUTAOLIA OA ,XKEHEHOT IiHna’y

1 Y ckpahenom 06auky, 0Baj pa je 06jaBmen y qaconucy 3eyx 1986. roante (ABO6poj 3-4.).

2 Tomuh je Takohe nucao o paay rpymne Omyc 4 y u3pamy 6eorpaackor CTyAeHTCKOT KyATYpHOT

nenrpa: Odyc 4 — Aokymenitiu (2001).
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Toumh ncrrye aa cy y kiusu 1 Ha npaTehem AMCKy mpeacTaBseHa Berosa 6pojHa
AeAa KOja IIOTIIOMA’KY H AOITYIbyjy IIpeAOUeHe aHaAm3e.?

Ksbura cappxu 1jeAOBHTE MAPTUTYpPE YKYIIHO IeCT KoMIo3uiuja — Melange 3a
KAQBHp, TUMIIaH, TOHT ¥ unHeay (1975), Di/fuzija 3a oa xaaBupa (1982), Ne/zavi-
snost 3a ABa KAaBMpa (1985), Arios 3a rypage (1986), Varial 3a KAQBHP (1990) i Dual 3a
$aayTy u konrpabac (1992) — unju ce CHUMUK Haaase Ha mpaTeheM KOMITAKT-AHCKY.
ITopep Tora, ayTop je A20 6pOjHEe HOTHE IpPHMepe CerMeHaTa CBOJHX APYTHX A€AQ,
AOK je Ha MICTaKHyTa U IAPAAUTMATHYHAAEA AMEPUYKUX KOMIIO3UTOpA yrryhusao y
$ycHoTama.

Hakon momeHyTa ABa IpeAroBopa caeae Y60g, ABa IIOTAABAA IIOA HA3UBHMA
Munumaruciiuuka mysuxa u Irasne ocobune MUHUMAAUCTIUYKE MY3UKe, TOTOM
3akmyuak, Te Hotunu tipumepu, VIspoan u3 perjensuja, Cnmcak AuTeparype u
buorpaduja ayropa.

YBOAHO morAaBse, Koje HOCH MOAHACAOB Topekio MuHUMAaruciliutKe mysuKe, HyAU
KPAaTaK M CaXXeT IIperaes MCTOPHjCKOT pa3Boja MOHOTEMATCKOT HAYMHA MUIIACHhA,
Koje ce, kako HaBoAu Tommwh, jaBra y pasAnduTHM BUAOBHMA TOKOM YUTABE HCTOPHje
eBporicke My3uke. Beh Ha mogeTky ayTop yBoAM HAEjY ,IIpOLieCyaAHe KOMITO3HIITje",
KOja je MITaK KOHKPeTHHje [OjalllibeHa TeK Y APYTOM IOTAaBAy. Tommh napupexrHo
IIOPEKAO MUHMMAAMCTHYKE My3HKe BHAH Y KOMIIO3UIJMOHIM TeXHHKaMa KOpHInheHnM
y obAHIIMA ITacaKame, KAHOHA, pyTe, BApHjalIinja, a KAO HEIOCPEAHOT IIPETXOAHUKA
UMeHyje cepujasHy My3uKy. ,CBe TeMesHe NOCTaBKe MHHUMAAUCTHYKE My3UKe
HaAaze ce y cepujaausmy ‘, mue Tomwh, HaBopaehy, npe cBux, ume Anrona Be6epra
(Anton Webern). Ocum Tora, mysuka Epuxa Caruja (Erik Satie) — op unjux je peaa
3a MUHMMAAMCTE MOXAQ U HajyIedaTsHBYja KOMIIO3HUIIMja KOja 3aXTeBa Yak 840
IIOHAaBAAMbA 32AATOT MOAEAR, Vexations 3a kaasup (1893) — 61aa je BeoMa yTuIajHA.
ITon Kejix ce Takolye mcTide Ha HCTOPHjCKOM ITy Ty MUHHMAAHM3MA, IPBEHCTBEHO 360T
3HaJaja KOHIJENTA PEAYKIIHje Y ’eTOBOM CTBAPAAAIITBY U 3aCAYTa 32 OXKUBMbABAE
uHTepecosama 3a CaTujes orryc TokoM nepeceTux roprHa XX Beka. Kao Hemocpeanor
IpeTXOAHHMKA aMepuukor MuHuMasusma Tomuh HaBoan Moprona Peapmana
(Morton Feldman), a eporncxor Kapeaa Xyuseprca (Karel Goeyvaerts). Konauno,
ayTOp AOAA3U U AO IIE3AECETHX FOAUHA ¥ IT0jaBe MUHUMAAMCTHIKE MY3HKe ,y YXKeM
cMucay ucrnayhu xao kay4re gysery "9etBopky’ Aa Monrt Janra (La Monte Young),
Crusa Pajma, ®uanna Ixaca, Tepuja Pajanja, satum Opeaepuxa Psesckor (Frederic
Rzewski), Te eBporncke komnosutope nomyT Majkaa Hajmana, Tesuna Bpajepca
(Gavin Bryars), Xanca Kapcrena Pexea (Hans-Karsten Raecke), u apyre. Y Cp6uju,
AEAATHOCT ayTOpPa OKyILseHUX OKO rpyme OIyc 4 03HAYMO je AOAA3aK MUHHUMAAU3MA
U Ha IIPOCTOpE Tapalllke Jyrocaasuje.

IIpBo moraaBse, Munumaruciusca my3uka, Ipyxa yBHA Y OCHOBHe
KapaKTepUCTHKe MHHUMAAMCTHYKE My3HKe, ,3aCHOBAHE Ha CBECHO] PEAYKIIUjH H
acKe3H CBOjCTaBa 3BYKa, 3By4He rpabe u komnosunuonux nocrymaka“ (15). Tomuh

3 Kopumheme I'nacosux (Philip Glass), Pajmosux (Steve Reich), Pajaujesux (Terry Riley),
Hajmanosux (Michael Nyman) xoMmnosunyja y eAnHu mpo6aeMaTudHO je 360T ayTOpCKHX NpaBa,

uctmde Tomuh.
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H3ABaja HAjIIPOMHUHEHTHHUja 0OOeAeKja My3HKe OBOT IIPaBIja: IIOCTYIIHE IIPOMEHe,
MIOHABAAIbE, AYTa TPajatbd, OACYCTBO HATAUX KOHTPACTA M HOraTCTBO 3BY4HMX 60ja.
OBe KapaKTepHCTHKe MPeo3HaTsrUBe Cy y BehuHu koMmmosuuja, Mehy M, oHo mro
Ce M3ABaja KAo HajBOXKHM]a, ,conditio sine qua non', jecte peaykumja. 36or Tora, Tomwmh
CMaTpa Ad 61 BepOBATHO TEPMHUH ,PEAYKIJMOHHUCTHYKA My3HUKa“ OHO ITOTOAHHjH 32
CBe IITO Ce AAHAC pa3yMe Kao My3UYKM MHHUMaAu3aM. Peaykiiuja ce, ¢ jeAHe cTpaHe,
OAHOCH Ha 3BYK Ha FbeTOBOM MUKPO U MAKpO IIAAHY, a C APyTe, Ha yMamHBame Opoja
nocrymnaxa. Crora, Kapa muure o peaykiuju 3Byka, Tomuh objammsasa u mpumeprma
HOTKpeILsyje Ha KOjU HauMH Ce MOTY, HA MUKDO IIAQHY, PeAyKOBAaTH jaunHa, 60ja,
Tpajarbe 1 BUCHHA TOHA, AOK Ce Ha MAaKpPO IIAAQHY yMalbyje KOAMYMHA 3By4He rpahe —
pHUTMa, MeTpa, MaAOAHje, XapMOHHje. Peaykifyja mocrymnaxa moapasymesa ynoTpeby
»MAAOT OPOja CPOAHUX IIOCTYIIAKA', OA KOjHX Cy Hajuemnhy IIOHaBAabe, HACAOjaBakbe,
HepMyTHpame, HHTepIOANpame 1 ucnpepame. CBaKH 0A OBHX IOCTYIIAKA CAXKeTO je
objalImeH U MOTKpPeIlseH OArOBapajyhuM HOTHHM 3aIHCOM.

Y noraaswy Iiaste ocobume munumarucimiuuxe mysuxe Tommh ce ycpeacpearo Ha
Ppaspaay paHuje IIOMEHYTHX 0COOMHA MUHHMAAM3MA ¥ MY3HIIH, TOYEBIIH OA TIPOIie-
cyaaHOCTH. MOHOTEMATH3aM H, ,TOCACARA KAPHKA AQHI}A MOHOTEMATCKUX 0OAMKa’,
IIpOIec, jecy, KaKo je MCTAaKHYTO, KOHIIeNITH 32 KOjH cé MUHHMMAAMCTU HEABOCMHC-
A€HO oTIpepenyjy y nopehemy ca mosuntemarusmom. CrenuduaHOCT mporjeca jecTe
cTBapame KoMo3utopcke (u u3Bobhauke) curyanuje y Kojoj Cy 06AMK AeAa U cam
IOCTyIaK OOAMKOBama H3jeAHaueHn/ 00jeantsen. ITpoijec, Aakae, TOCTaje OOAKK K
Ka0 TAaKaB IT0CTaje HajBaXKHMja OCOOMHA MUHUMAAMCTHYKE My3HKe — HeIIpoljeCyaAHa
PeAYKITMOHUCTUYKA AeAd Cy Moryha, aAM He TOAMKO TUIIMYHA K0 IIPOIleCyaAHa.
Tomwuh Aame mpaBy moaeAy poLeca npema oAHOCy usMelyy eante u AeTama (cTporu
¥ CA0GOAHN), HAYMHY HA KOjU Ce OCTBapyje pasBoj (peneTUTHBHY 1 KOHTUHYAAHH),
rAQBHOM HOCHOLY pa3Boja y KOMIOSHIHjH ( PATMUYKH, MEAOAUjCKH, XaPMOHCKH,
TeMOPaAHU U AMHAMIYKH), 6pojy AMHHja pasBoja (jeAHOCTPYKH, BULIECTPYKH M MEIIIO-
BUTH), OAHOCY u3Mely AeaoBa y eannn (cumeTpryuHy 1 acumerpudnn). [lopea Tora,
Tommh H3ABaja U eAEKTPOHCKe IIpOIjece, Tj. IIPOIjece OCTBAPEHE Ha eAeKTPOHCKHIM
ypebajuma, koji MOry 6UTH SKUBH UAU PUKCHPAHHU. 3aBUPHBIIH ¥ UCTOPHU]Y My3HKe,
IpUMEp CTPOTO PeIeTUTUBHOT, TEeMOPAAHO-AMHAMITYKOT TIporieca, Baapumup Tommh
Buan y Boaepy Mopuca Paseaa (Maurice Ravel), uctuayhu npu Tom Aa je oo Aeao
rOTOBO y IOTITYHOCTH 3aCHOBAHO Ha ITOCTaBKaMa MUHMMAAHUCTHYKe My3HKe, a Ad Ce
OA AQHAIIBUX IIPOLieca OHO PA3AMKYje II0 AYXKMHH M U3PA3UTOCTH TeMe.

T'oBopehu 0 HOBOM AOXKHB&Ajy MY3HUYKOT BpeMeHa ayTOP MCTHYE Ad je OH
MIOCAEAMITA HEKOAUKO OMTHUX CBOjCTaBa OBe MysHKe Mehy kojuma cy jeaAHOOOpas-
HOCT MAM IIOTIIYHO OACYCTBO PUTMHUYKOT IIyACA, IPUMEHA II0CeOHMX MOCTYIaKa U
cMameHa KoanunHa porahaja y Bpemeny. ITocesame 3a mpuMeprMa U3 IPOIIAOCTH
jOII jeAHOM Ce ITOKa3aA0 Kao MOhAaH aAaT y IPOMHUIIAEHO] eKCIIAUKALIM]H KOHITeTaTa
MUHUMAAUCTHYKe My3HKe — HalMe, y [0jallberhy YTUIIaja 0OAUKOTBOPHHUX ITOCTY-
IaKa Ha MysuuKko BpeMe, Tomuh mopean ABa CyIpoTCTaBAbEHA AOKHBAAjA BpeMeHa
kopucrehu ce mo3Hatum peauma AHTOH2 Bebepna u Aa Mour Janra. Ilpumep
»BEUHOCTH cabujeHe y TpeHyTaK" ayTop npoHasasu y Bebeprosum Bapujayujama 3a
KAasup oii. 27, AOK ,TPEHyTaK IIPOAY’KeH y BeYHOCT perpeseHTYje aeao Koproaua,
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toenu crosu u iytiosarsa ( The Tortoise, his Dreams and Journeys) Aa Monr Janra, mpu
4eMy ce ,MHHHMAANCTHYKA My3HUKa HEABOCMUCAEHO OIPeAesYje 32 APYTH , BEUHH
TpeHyTaK, y KoMe je ,cAMo BpeMe porahaj“ (77).

Ipe Hero wTO je pe3suMUpPao cBojy cTyaujy y 3axsyuky, Tomuh je ucraxao uspa-
3UTY BXHOCT 3By4He 60je 32 MUHIMAANCTHIKY My3uKy. HoTHU mpumepu koju caepe
Y TIOCeOHOM OAEHKY TEKCTA, KA IITO je PeYeHO, AOHOCE KOMIIAETHE IIAPTUTYPE IeCT
KOMIIO3HIUja, Ca KPAaTKUM aHaAM3aMa.

Kwura Baapumupa Tomwuha crienuduyna je He caMo IO CBOjOj TEMATHIH U
HPHCTYITy IPOOAEMY KOjU ayTOP Y H0j KOPHUCTH, HETO U II0 HAUMHY IPUIIOBEAAIbA U
objamrmerna. Y 0BOM TeKCTy HeMA CyBUIIHUX PedH, KOANYHHA TEKCTA pegyKosana je
KaKO OU YCTYIIHAA A€O CBOT IPOCTOPA HOTHHM IIPUMEPHMA U KOHKPETHUM pellIerhIMa.
Toumh mocreneno, KOHIM3HO ¥ Npenu3HO paspalyyje cBoje MoTHBe, TOHaB&ajyhu
OHO 3a IIITa CMaTPa A4 je HEOIIXOAHO 3a pa3yMeBake MUHUMAAM3MA U 32 AHAAM3Y OBe
mysuke. OBO nsparme, Moxe ce 4ak pehu, Morao 6u y cBojoj reMesHOCTH U jacHOhH
MOCAY>KHTH 1 KaO CBOjeBPCHO yilyiliciii60 3a MHCakhe MUHUMAAUCTHIKIX KOMIIO3UIIHja.
C jeaHe cTpaHe, TO je IIEAATOIIKH IIPETASAAH, jaCaH M Pa3yMMSHB TEKCT, a Ca APYyTe, TO
je TEKCT KOjH CBOjHM OCOOMHAMA OTKPUBA IPHPOAY MUHMMAAMCTHIKOT KOMIIO3UTOPA,
KOjU O MY3UIIY IHIIle Ha HAaYMH HHXePeHTaH IHCakby My3HKe.

Bojana Pagosanosuh
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Anexcanpap Bpxuh (MHCTHTYT 3a KpeaTHBHO ¥ KyATYPHO IpeAy3eTHUITBo, [oapcMutc, YHuBepauter
y Aonpony, YjeaumeHo KpazbeBCTBO)
Anexcanpap Bacuh (Mysuxosomku uacruryr CAHY, Beorpaa, Cp6uja)
Busana Muaanosuh (Mysuxosomxu uncrurytr CAHY, Beorpaa, Cp6uja)
Bepura I'pmymma (PojaA Xoaosej, YauBepsuTeT y AOHAOHY, YjeAURmEeHO Kpa./beBCTBO)
Becna I1eno (Mysukoaomku uncruryr CAHY, Beorpaa, Cp6uja)

Aparan Hopkosrh (Brcoka IIKOA eAKTpOTeXHUKe H paTyHapCTBa CTPYKOBHUX CTyAuja, Beorpaa,
Cpbuja)

Enapy laprep (VHCTUTYT 3a KBaHTHy ONTUKY 1 KBaHTHe MHpopMauuje, Bey, AycTpujcka akasemuja Hayka)
VBana Becuh (Mysukoaomxwm uacruryr CAHY, Beorpap, Cp6uja)

Jeaena Josanosuh (Mysuxoaomxu uncturyt CAHY, poomucun uaan CAHY, Beorpaa, Cp6uja)
Karapuna Tomamesuh (Mysukoaomku uacruryr CAHY, Beorpaa, Cp6uja)

Kaayc Moamep (/AenapTtman 3a usHKy i acTpoHOMHjy, Yausepauter y Opxycy, AaHcka)
MeanTta Muaua (My3m<0Aom1<H uncruryT CAHY, Beorpaa, Cp6nja)
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