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7_€‘MG bpoja 27 bygyhHoctl uctliopuje My3uKe UHCUUPUCAHA je UCTIOUMEHUM
CeMUHAapOM, 0p2aHU308aHUM Y OK8UpY KoHgepeHyuje ogpxate y Cplckoj
akagemuju Hayka u ymetuHociiu ceditiembpa 201/. cogure. Opzanu3attiop
cemurapa 6uo je LJum CamcoH, jegaH 0g Haj3HaYajHUjux MYy3uKo0Za
gaHawruye, eMepuiiyc Upochecop koneya Pojan Xonosej Yiusep3utlieia

y JloHgory, pegosHu unan bputliaHcke Akagemuje u ayitiop euwe og 100
aybnuxayuja, mehy Kojuma je u Gpsa obyxsalliHa ucliopuja My3uke Ha
bankary Ha eqéneckom jesuky (Music in the Balkans, Leiden: Brill, 2013). [pocp.
CamcoH je mybasHo dpuxealliuo Haw Go3us ga byge Eocli-ypegHuK 0802 bpoja
yacoduca, y Kojem objagsbyjeMo pagose 4ellisopo 0g Uelliopo YyecHUKa UaHena
Bygyhroct uctiopuje my3uxe (PajHxapga LLicipoma, Mapiiuta Jlecepa,
Kettipur Enuc u Mapure ®ponose-Bokep). Vspaxasamo genuky 3axeanHoci
08UM eMUHeHIIHUM MY3UKOI03UMA Ha UcyplHoM UpoMullbary bygyhHocliu
Hawle gucyulinuHe u Hacllojareuma ga Upegmelli U3y4asarba UociaHy
zeozpachcke peeuje, gpyLUTiBeHU C/0jesU U cAywanaydxe dpakce Koju cy gocag
bunu 3aHemMapeHu Y MYy3UKOAOWKUM pa3matlipareuma.

7'he theme of the issue No 27 The Future of Music History was inspired by the
eponymous seminar organised as part of a conference held at the Serbian
Academy of Sciences and Arts in September 2017. The seminar was prepared
by Jim Samson, one of the most outstanding musicologists of our time,
Emeritus Professor of Music, Royal Holloway (University of London), member

of the British Academy and author of more than 100 publications, including
the first comprehensive history of music in the Balkans in English (Leiden: Brill
2013). Professor Samson kindly accepted our invitation to be the guest editor
of this issue, in which we publish articles by four of the five panelists (Reinhard
Strohm, Martin Loeser, Katharine Ellis and Marina Frolova-Walker). We are
deeply grateful to these pre-eminent musicologists for their thorough reflection
on the future of our discipline and the continuous efforts to make the subject
of study the geographical regions, social strata and listening practices that have
hitherto been neglected in musicological considerations.
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PEY YPEAHUIIE

Tema 6poja 27 BygyhHociti ucitiopuje my3uke HHCIIMPHCAHA je HCTOMMEHHUM CEMUHAPOM,
OPraHM30BaHHM Y OKBHPY KOHepeHIHje oppxxaHe y CpIICKOj aKapeMUju HayKa
YMeTHOCTH cenTeM6pa 2017. ropune. Opranusarop cemunapa 6uo je ITnum Camcos,
jeAQH 0A Haj3HAYAjHUjUX My3HKOAOTA AQHAIIIbHIE, eMepUTyC Mpodecop koaeria Pojaa
XoaoBej YHuBepsureTa y AOHAOHY, UCTaKHyTH rocTyjyhu npodecop Kuneckor
yauBep3uteTa y XoHr Konry, peaoBnu uaan bpurancke AxaseMuje u ayTop
BHIIIe 0A 100 mybAnKanuja, Mel)y xojuma je u mpBa 06yxBaTHa HCTOPHja My3HKe Ha
Baaxany Ha enraeckom jesuxy (Music in the Balkans, Leiden: Brill, 2013). CamcoH je
5y0a3HO MPUXBATHO HAII [IO3UB A OYAE TOCT-yPEAHHK OBOT 6POja 4acoIHca, y KojeM
06jaBaryjeMO papOBe YETBOPO OA IETOPO ydecHHKa maHeAa Bygyhnoci uciiopuje
mysuke (Pajaxapaa llItpoma, Mapruna Aecepa, Kerpun Eauc u Mapune ®poaose-
Boxkep); papoBH Cy, 32 OBy IPHAMKY, 3Ha4ajHO IPOIINPEHH, ONPEMAEHN 0OUMHUM
KPUTHYKIM araparoM 1 uaycrpanujama. Iletu pap, us mepa Kerpun baraep Cxoduap,
6uhe 06jaBsen y HapeAHOM 6pojy Yacommca Mysuxoaoiuja 6p. 28 (1/2020).

Temy 6poja orBapa Texct Pajuxapaa IllTpoma, aoyroropunismer npodecopa
Yuusepsurera y Oxcdopay, mocseheH npojexry mnucarma ra00asHe HCTOPHje My3HKe,
3aCHOBaHe Ha ITOCT-eBPOIOIIeHTPUYHOM M IOCTUCTOPH)jCKOM HAYMHY IIPOMHIILAAA;
napaaeaHo ¢ TuM, IIITpom pa3MaTpa MMIIAMKAIIje OBOT M CPOAHMX IIpOjeKara Ha
TOKOBE Pa3Boja HCTOPHUjCKe My3UKOAOTHje. Y HapeAHOM TeKCTY, HEeMauKU My3HKOAOT
Maptun Aecep paje jou jeaan Moryhu oprosop Ha nurasme o 6yayhHoctn ncropuje
My3HKe, QpTyMeHTYjyhu HeOIXOAHOCT MHCakha HCTOPHUja CBAKOAHEBHOT My3HUYKOT
JKHBOTA, KOje BHIIe HUCY yCMePeHe Ha BeAMKe HapaTHBe U cTBapaolie, eh mpyxajy
AAAEKOCEXHE YBHAE Y PA3SHOBPCHE BUAOBE KOHTAKTA Ca MY3UKOM Y AATHUM HCTOPHjCKHM
eroxama. Aok Aecep mpoydaBa My3uuku KuBoT y XamOypry noderkom XVIII Beka,
Kerpun Eauc, npodecopka Yuusepsurera y Kembpuity, ycMepaBa maxkssy 4nTasana
Ha My3udku kuBoT y Opanifyckoj Ha mpeaacky us XIX y XX Bek, Te 3aropapa norpeby
3a youaBameM KYATypHe Pa3HOAMKOCTH YHYTap HAIIMOHAAHHX APXaBa y pasp00sy
€BPOIICKOT POMAHTHYAPCKOT HAIIMOHAAM3MA. AyTOpPKA THMe II0Ka3yje Ad Hal[FIOHAAHe
KYAType HHUITOIITO HHCY MOHOAHTHE, Te Aa Oyayhe mcTopuje Mysuke Mopajy Aa ce
AeLieHTPaAn3yjy U oOpaTe BHUIIle TXKIbe Ha IIPOBHHIKje. Y paAy Koju 3aksmyyyje Temy
6poja, Mapura ®poaosa-Boxep, mpodecopka Yausepsurera y KemOpuiry u uaanuma
Bpurancke AxapeMuje, yKasyje Ha jOLI jeAHy BeAHKY TeMy 6yayhux nucropuja Mysuke:
IpeBasHAAXKeme AyDOKO yBpexXeHe IIOAeAe Ha ,HUCKY U ,BUCOKY YMETHOCT, y3
y3HMarbe y 003Up CAYIIAAAUKUX IIpedepeHIimja.
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M3paxaBaMo BEAMKY 3aXBAAHOCT CBUM €MHHEHTHUM MY3UKOAO3UMA YHjU CY
paposu o6jaBrenn y Temu 6poja, kao i pod. CaMCOHy, Ha HCIPITHOM IIPOMHIILAARY
OyayhHOCTH Hale AMICIIMIIAMHE B HACTOjalbUMA AA TIPEAMET M3y4aBamba MIOCTAHY
reorpacke permje, ADyIITBEHH CAOj€BU M CAYIIAAAUKe [IPAKCE KOJU Cy AOCAA OHAM
3aHeMapeHH y My3UKOAOIIKHIM Pa3MaTpambUMa.

PapoBu y pybpurm Varia Taxohe cy TeMaTcku Be3aHHU 32 HOBE HCTPAKHMBAYKe IIPaBIle
Y My3HKOAOTHjH. PyOpHKy OTBapa TeKCT XOHIKOHIIIKe My3HUKOAOLIKUIbe Bau-Aunr YeoHr
Koja, nayhu rparom Hudeorx 1 MecnjaHOBHX HAmuMca, CIIPOBOAN KOMIIAPATUBHY
AHAAM3Y BUXOBOT TyMadema aHTHYKUX TPUYKUX PUTMOBA Y MY3HUIIH, a 3aTHM Ce
¢oxycupa Ha MecnjaHoBO oTKprhe MMIPECUBHO AYTrauKOT HU3a IPYKUX PUTMOBA Y
6aaery ITocseherse iiporeha Viropa CrpaBurcKor. BpuTaHCKH CTpyUmbaK 32 peHeCaHCHY
my3uky Opencuc Hajrc paje HOBM yBHA y HajpaHHja IITaMIIaHA HOTHA H3AAKka U
OCIIOpaBa MPUMAT IITAMITAHKX ITyOAMKAI[Hja HAA MAHYEAHUM IPEMCHMa, AOKasyjyhu
Aa Cy IpUBaTHE PYKOIMCHE KOAEKI[Hje JeCTO MOY3AAHHjH H3BOPY HHPOpPMAIiHja O
AATHM AEAVIMA, AAU ¥ O CAYIIAlby, U3BON)emy U pelleniuju Mysuke Ha moderky XVII
Beka. Ilopryraacku mysuxosor Manyea Ileapo Qepenpa npeacTaBsa IpojeKaT Koju
je TPEHYTHO y TOKy — IIHCatbe HCTOPHje My3HKe Y/ 0 3eMiaMa ¢ 00e cTpaHe ATAAHTHKA
y KOjEMa ce FOBOPH MOPTYTAACKH je3UK U KOje Cy OMAe II0 YTHIIajeM OBe KyATYpHe
cdepe — ykasyjyhu moHOBO Ha MOTpeOy MpeBasHAAKe b HALIMOHAAHHX UCTOPHjCKUX
IapaAUTMH, AAU ¥ TePMAaHOLIEHT PHYHOT IIOTAEAA Ha MY3HYKY IPOIIAOCT.

Mabapcku ucropudap Mean Mukaom Cero pasmarpa yAoOr'y ABOjHIIe My3H4apa
CPIICKOT OpPeKAa Ka0 KAyYHUX NpoTaroHucra ,6ur” (pok) pesoaynuje y Mabhapckoj
me3peceTux ropuHa XX Bexa.

Tpu TekcTa ayTopa-capapHuka Mysukoaomkor nacturyta CAHY npyxajy
HOBe YBHAE Y CPIICKY My3HUKy IIpomAocT. AAexcaHaap Bacuh ce 6aBu aeaarnouthy
ITaBaa Credanouha y AoOMeHy My3HKe KPHTHKe, HAa CTPAaHHIIaMa Yacornuca Mysuuku
iracnux, Aok Brunara Muaanosuh nu Mapuja Maraos poy4aBajy IpOAYKIHjy 3BYYHHX
M3AaHa HallMOHAAHE AMCKOTpadcke Kyhe IITTI-PTB/PTC kao KOHCTUTYTUBHU
dakrop xanonuzarmje CreBana Moxpamiia. Ha 0cHOBY npoy4aBarba 6orare apxuBcke
AokyMeHTanuje, ViBana Becuh pexoncrpynme nanope Ilerpa Kpcruha y mpasuy
HoppXaBsema Mysuuke mkoae y Beorpapy u KOHCTHTyHCamba BUCOKUX ITKOAQ 3a
MY3HKY — KOH3epBaTOpPHjyMa Ha TEPUTOPHjH YUTABE 3eMAoe.

Py6puxky Varia 3aksydyje Tekct uctopudapke ymernoctu Aubeae I'appuaosuh,
nocsehen npoyyaBamy ANKOBHHX IPeACTaBa MY3HYKUX HHCTPYMeHATa y
HUCTOYHOXpHUIINAHCKOj PKBEHOj YMETHOCTH, Ha OCHOBY IIPUKa3a My3HYKUX
HMHCTPYMEHATa 1 yAOTe Ipopoka AaBuaa y ciieHH CMpT IIpaBeAHHUKA.

Py6puka HayuHa KpUTHKa M IOAEMHKA CAAPKU ABa IPUKa3a CKOPAIIBUX
MOHOTPadCKHX U AUCKOTPadCKUX H3AAMHA.

Y uMe 4AaHOBA pepaKiyje ¥ CBOje AUYHO, 3aXBasyjeM ce Koaerama us Cpbuje u
MHOCTPAHCTBA KOjH CY, Y CBOjCTBY PelleH3eHaTa, YNTAAU PaAOBe IPUIIPpeMieHe 32 OBaj
Opoj U AaAM BEAMKH 6POj KOHCTPYKTUBHUX CYrecTHja.

¥ Beorpagy, 15. AeueM6pa 2019. TOAVIHE
Ap VBana Meauh, raaBHa 1 OATOBOpHA ypeAHHULA



EDp1TOR’S FOREWORD

The main theme of issue No 27, The Future of Music History, is inspired by a seminar
organised as part of a conference held at the Serbian Academy of Sciences and Arts
in September 2017. The seminar was conceived by Jim Samson, one of the most
outstanding musicologists of our time, Emeritus Professor of Music, Royal Holloway,
University of London, Distinguished Visiting Professor in Humanities at the Chinese
University of Hong Kong, Fellow of the British Academy and author of more than
100 publications, including the first comprehensive history of music in the Balkans
in English (Leiden and Boston: Brill, 2013). Professor Samson kindly accepted our
invitation to be the guest editor of this issue, in which we publish articles by four
of the five panelists (Reinhard Strohm, Martin Loeser, Katharine Ellis and Marina
Frolova-Walker); the papers have been expanded, updated, and equipped with critical
apparatus and illustrations. The fifth paper, “The Future of Music History is Global:
Paracolonial Perspectives, Hindustan 1788 by Katherine Butler Schofield, will be
published in the next issue of the journal Musicology, No. 28 (I/ 2020).

The topic The Future of Music History is introduced by Reinhard Strohm, Emeritus
Professor of Music, University of Oxford, whose paper is dedicated to the project of
writing a global history of music, based on a post-Eurocentric and posthistorical way
of thinking; in parallel, Strohm discusses the implications of this and similar projects
for the development of historical musicology. German musicologist Martin Loeser
gives another possible perspective on the future of music history, arguing for the
necessity of writing histories of everyday musical life that are no longer concerned
with ‘grand narratives’ and individual creators, but instead provide far-reaching insi-
ghts into the various forms of contact with music in given historical epochs. While
Loeser studies musical life in Hamburg at the beginning of the eighteenth century,
Katharine Ellis, the 1684 Professor of Music at the University of Cambridge, directs
our attention to musical life in France at the turn of the twentieth century, noting the
cultural diversity within nation states during the period of European romantic nati-
onalism. Ellis thus demonstrates that national cultures are by no means monolithic,
and that future histories of music should be decentralised and alive to activities in the
provinces, an issue especially germane to France, but not only France. In the conclu-
ding article Marina Frolova-Walker, the 36th Gresham Professor of Music and a Profe-
ssor of Music at at the University of Cambridge, points to another major theme of
future music histories: overcoming the deeply entrenched division of “lowbrow” and
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“highbrow” art, and arguing for an historiography that gives due account to liste-
ners’ preferences.

We are sincerely grateful to these eminent musicologists for their reflections on
the future of our discipline and for opening up new avenues of exploration within
geographical regions, social strata and listening practices that have hitherto been
neglected in musicological considerations.

The articles published in the Varia section are also thematically related to new
research directions in musicology, starting from the Hong Kong-based musicolo-
gist Wai-Ling Cheong, who, following on from writings by Nietzsche and Messiaen,
conducts a comparative analysis of their interpretation of ancient Greek rhythms in
music, and then focuses on Messiaen’s understanding that there is an impressively
long series of Greek rhythms in part of Igor Stravinsky’s Le sacre. British Renaissance
music expert Francis Knights gives new insights into the earliest printed sheet music
and challenges the primacy of print publications over manual transcripts, demonstra-
ting that private manuscript collections are often more reliable sources of informa-
tion about given works, as well as the practices of listening, performing and distribu-
ting music in the early seventeenth century. Portuguese musicologist Manuel Pedro
Ferreira gives an overview of a current project dealing with the historiography of
music in and about the Portuguese-speaking countries on both sides of the Atlantic,
pointing again to the need to transcend both national historical paradigms and a
Germanocentric view of the musical past. Hungarian historian Ivin Mikl6s Szegé
then discusses the role of two musicians of Serbian descent as key protagonists of the
“beat” revolution in Hungary in the 1960s.

Three texts by the associates of the Institute of Musicology SASA provide new
insights into the Serbian music past. Aleksandar Vasi¢ deals with the activities of Pavle
Stefanovi¢ in the field of music criticism on the pages of the journal Musical Herald,
while Biljana Milanovi¢ and Marija Maglov study the production of sound releases of
the national record company PGP-RTB / RTS as a constitutive factor of the canoni-
sation of Stevan Mokranjac. Based on a study of rich archival documentation, Ivana
Vesi¢ discusses the futile efforts of Petar Krsti¢ to nationalise the private Music School
in Belgrade and to establish music conservatories throughout the country after the
Great War.

The Varia section is concluded by art historian Andela Gavrilovié, who has studied
the visual presentation of musical instruments in Eastern Orthodox sacred art, focu-
sing on the role of the prophet David in the scene Death of the Righteous.

The section Scientific Reviews and Polemics contains two reviews of recent
monographs and CD releases.

On behalf of the editorial staff and myself, I would like to thank our colleagues
from Serbia and abroad who reviewed the papers prepared for this issue and provided
anumber of constructive suggestions for their improvement.

In Belgrade, 15 December 2019
Dr Ivana Medi¢, Editor-in-Chief
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The Balzan Musicology Project Towards a global history of music, carried out in the years
20132017, was created from a sense of responsibility for the future of music history in

*  This essay originates from a paper given at a seminar The Future of Music History organised by Prof.

Jim Samson, during the eponymous conference at the Serbian Academy of Sciences and Arts (28-30
September 2017). Earlier versions of this paper have been presented at the joint triple conference of
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Music (INGHM) at Nueva Universidade, Lisbon, of 15 March 2019.
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its widest possible meaning.* Its sponsor, the International Balzan Foundation “Prize”
(Milan), had requested the author to propose a research project which would preferably
benefit younger researchers. Therefore, the available funds were used to support 23 mid-
career scholars of music history and ethnomusicology who were invited to spend research
visits in participating institutes suitable for their interests. They also convened, under the
guidance of senior colleagues and institute directors, 14 international workshop-confe-
rences on topics of global music history and ethnomusicology. Selections of the over 100
papers delivered at these workshops, held at Berlin, London, Oxford, Jerusalem, Vienna
and Zurich, have been or will be published in the following volumes:

Strohm, Reinhard (ed.) (2018) Studies on a Global History of Music: A Balzan Musi-
cology Project, Abingdon and New York: Routledge (SOAS Musicology Series),
ISBN: 978-1-138-05883-5 (hbk); 978-1-315-16397-0 (ebk);

Strohm, Reinhard (ed.) (2019) The Music Road. Coherence and Diversity in Music
from the Mediterranean to India, Oxford: Oxford University Press for the British
Academy (Proceedings of the British Academy, 223), ISBN: 978-0-197266564;

Strohm, Reinhard (ed.) (2020) Transcultural Music History: Global Participation and
Regional Diversity in the Modern Age, Berlin: Verlag fir Wissenschaft und Bildung
(Intercultural Music Studies, ed. Max Peter Baumann) (forthcoming in 2020).

The Balzan Musicology Project Towards a Global History of Music described itself in
2013 in the following terms:

The main aim of the project is to promote post-European historical thinking [ ... ]
It interrogates the position of “Western music’ within an account of music history
that aspires to be truly global. The project is not meant to create a universal (or
global) history by itself, but to explore parameters and terminologies that are
suitable to describe a history of many different voices. The project encourages
comparative outreach between the fields of European music history on the one
hand, and ethnological or sociological fieldwork on the other. This is designed
both to inspire greater awareness within Western scholarship of the historical
depth of other civilisations, and also to negotiate the place of ‘western music’
within a contrapuntal global history.

The project, therefore, aimed at ‘a history” — with the indefinite article — and sought to
challenge eurocentrism as well as history-centrism. It advocated a history of ‘many diffe-
rent voices’, a ‘contrapuntal global history Interrogation, exploration and negotiation were
deemed to be more essential to history than single-handed theorising. Historical, ethno-
logical and sociological approaches were expected to be in ‘comparative outreach’.

2 For overviews, see https://www.balzan.org/en/prizewinners/reinhard-strohm/research-project-
strohm; https://www.music.ox.ac.uk/research/projects/past-projects/balzan-research-project/.
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Which of the two was the universal or global concept to be: history, or
music? If we maintain, in the twenty-first century, that history is no longer true
unless it is also global, we might also consider whether ‘world music’ exists
because of its history. Philip Bohlman’s impressive multi-author and one-desi-
gner book of 2013, The Cambridge History of World Music, makes this point. I
quote from the blurb:

Scholars have long known that world music was not merely the globalized product
of modern media, but rather that it connected religions, cultures, languages and
nations throughout world history. [ ... ] The contributors critically examine
music in cultural encounter and conflict, and as the critical core of scientific
theories from the Arabic Middle Ages through the Enlightenment to postmo-
dernism. Overall, the book contains the histories of the music of diverse cultures,
which increasingly become the folk, popular and classical music of our own era
(Bohlman 2013: jacket blurb).

The narrative of this book, distributed in several voices, has a historical goal,
which is the global nature of music today, in its diverse forms. The histories of diverse
musical cultures increasingly become today’s “world music”. In the Balzan Musico-
logy Project, by contrast, global history is intended to be the negotiation with a multi-
voiced past. Its narrative would not necessarily end with more globality than there
ever was, it might even describe losses of inclusion, highlight reversals of globali-
sation. In its open-endedness, the Balzan project is closest to the outlook of many
university departments and projects of ‘Global History’ that have been founded in
the last three decades.

In recent years, many other projects and research groupings have arisen in musico-
logy that are addressing themselves to the study of global music history. They are
facilitated by the decentring and institutional globalisation of Western academic
traditions. The International Musicological Society (IMS), the International Council
of Traditional Music (ICTM) and the American Musicological Society (AMS) have all
established study groups on global music history, and the former contributors to the
Balzan project have founded the International Network for a Global History of Music
(INGHM), which hopes to co-ordinate and encourage such studies. These new asso-
ciations already benefit from much painstaking work done in several institutes and
study groups working on themes such as global modernity, migration and culture
transfer, minority studies in music and dance, cultural entanglement and post-colo-
nial aspects of national heritage.

GLOBAL MODERNISATION AND MusIC HISTORY
Musicology must be aware that ‘the era of fixed, Euro-centric and non-reflexive

modernity has reached its end, and we have, in practical terms, the emergence of
“multiple modernities” (Tazmini 2018: 1998).
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The Balzan Musicology Project has paid special attention to the study and interpreta-
tion of multiple modernities in its workshop discussions and publications. We have certa-
inly demonstrated the wide applicability of the ‘modernisation’ concept, but also disco-
vered its problems of definition and its brittleness as a global signifier. It has seemed
important for us to distinguish between ‘modernisation’ as a mere practice and as a histo-
rical-critical concept, because the practice and the concept may belong to different cultural
contexts. The cultivation of musical heritage, for example, may be understood as ‘moder-
nisation’ when you are inside this process, but as a mere ‘back to roots’ when you know
nothing of its past. Even the reverse may be true, where cultural circumstances are suffici-
ently different. A case in point is provided by Tina K. Ramnarine’s chapter on ‘Festivals,
violins and global music histories: examples from the Caribbean and Canada’ in the Balzan
volume Studies on a Global History of Music (Strohm 2018): as she demonstrates, the jury is
still out on whether to categorise this traditionalist culture as modern, retro, post-modern
or anything else (Ramnarine 2018). It basically depends on you and what you regard as
progress. Researchers have drawn distinctions between technological, economic, institu-
tional and ‘mindset’ modernities: the last-named, a ‘modernity of the mind, might apply
to musicians who seek to explore the past in new ways.

Early on in the project, a workshop-conference at the Wissenschaftskolleg zu
Berlin (15 January 2014) proposed the topic of Alternative Modernities: Postcolo-
nial Transformations of Traditional Music in the Nineteenth and Twentieth Centuries.
The idea was that different cultural traditions face modernisation in multiple terms;
although what we call “Westernisation” has dominated the awareness, transforma-
tions of musical heritage have taken divergent paths. When a Javanese rock band, for
example, replaced heavy metal with the traditional bamboo instruments Karinding
and Celempung (Spiller 2018), we might call this an emancipatory regionalism within
amodern Western type of music (heavy metal rock) that is already taken for granted.

In the Berlin workshop, Tobias Robert Klein also challenged Western historio-
graphies which used to diagnose a progress from performative and context-depen-
dent musical idioms to the more modern idea of absolute music (Klein 2020). Along
that historiographical axis, African music can only be considered modern as far as it
may be enjoyed in the abstract by global armchair listeners. But some African musi-
cians, according to Klein, have analysed performativity and context-dependency in
European works (such as Beethoven’s Ninth) that paralleled or foreshadowed African
developments of non-absolute music.

‘Enlightenment’ is a term commonly associated only with the Western tradition, and
with modernity insofar as it introduced cultural universalism and emancipated the Euro-
pean middle class from the intellectual boundaries of religion. Dissenting voices were
heard at the Balzan workshop-conference in Oxford, Alterity and Universalism in Eighte-
enth-Century Musical Thought, 30 May-1 June 2014. Philip Bohlman outlined a global reli-
gious enlightenment which benefitted from both universalist and regionalist impulses
(Bohlman 2018). David R. M. Irving and Estelle Joubert analysed eighteenth-century
European reports on the music of other continents and their authors’ attempts to explain
the alterity as a function of history (Irving 2018; Joubert 2018). Western music was then
conceived as being more historically advanced (i.e,, ‘modern’) than any other; the culture
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of Mediterranean antiquity was recruited as the legitimising ancestor of only the Western
cultural sphere. Global modernity has since then become definable as a process of ‘catching
up’ with the West. This ideology operates two forms of exclusion, one spatial and one
temporal: modernity is a Western invention, and it is not found before c. 1800.

The British-Indian cultural and political encounters, or regards croisés, have occu-
pied more than one discussion of our British-led project. In the workshop Theorizing
across cultures (King’s College London, 27 May 2014), Matthew Pritchard and Suddha-
seel Sen explored the aesthetics of Indian classical music vs. the efforts of Indian and
British musicians to go beyond orientalism (Pritchard 2018; Sen 2018). These papers,
which included the search for a post-Saidian definition of orientalism, incidentally
took issue with Bruno Nettl’'s optimistic distinction of 1985 that Indian classical music
‘modernised’ rather than “Westernised’ itself (Pritchard 2018: 259-260). The extent
to which both processes may be seen as negotiating each other was further demon-
strated by two papers presented at the conference Places of Interaction in the session
on India (London, British Academy, 16-17 June 2016: see Figure 1).

London, British Academy 16-17 June 2016

THE SALIAN PROGRAMME IN MUSICOLOGY 2973-2014
TOWARDS A GLORAL HISTORY OF MUSIC”
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Margaret E. Walker noted a difference between an eighteenth-century colonial
infatuation with the Indian ‘nautch’ and a later exoticising and far less respectful use of
Indian music and dance traditions in the modern West (Walker 2019). Nalini Ghuman
demonstrated the twentieth-century discovery of cultural participation through Maud
MacCarthy’s music-making and lecturing, which certainly helped to provincialise
some of her British audiences (Ghuman 2019). The latter two contributions have
been published in the volume The Music Road: Coherence and Diversity in Music from
the Mediterranean to India (Strohm 2019).

Many of the Balzan workshops and conferences were thematically focussed on parti-
cular world regions — which is compatible with the fact that modernity and moderni-
sation are usually captured in local and regional experiences. Several chapters of the
Studies volume (Strohm 2018) address modernisation in East Asia. In this region, the
advent of musical modernity appears far more easily graspable than elsewhere. In the
politically-generated Meiji reforms of Japan since 1868, Westernisation and modernisa-
tion seem to have coincided almost exactly, as shown in Rinko Fujita’s account of Japa-
nese music education (Fujita 2018). But recent developments of the modern mindsets
and musical practices in East Asia have been more conflictual, for example in the pop
music of shibuya-kei of Tokyo, which for its Japanisation of Western blueprints has been
dubbed “West-Ostlicher Diebstahl” (“West-Eastern burglary”) (Seibt 2018). In the same
volume, Keith Howard's socio-cultural analysis of music and modernity in Korea deve-
lops its argument along a historical axis, reminding us of the traditional musical concepts
and types, and of what the present modernising practice is doing to them (Howard
2018); music’s future in this context can almost be predicted.

Max Peter Baumann and others aim at global generalisations of the processes.
‘“The transformation of the world’ (Baumann 2018 ), admits historical, cross-national
and global perspectives. Different perspectives apply to the different levels of society.
On the micro-level, ‘the localised and re-localised worlds of globalisation, most indi-
vidual musicians, composers, ensembles and orchestras make their own choices’
(Baumann 2018: 129), whereas on higher levels of organisation and over longer time-
spans, global perspectives apply more strongly. Modernisation experiences its parti-
cular struggles on the social meso-level of music-making organisations, schools and
teaching traditions. Similarly to Howard’s chapter on Korea, Baumann’s social and
structural perspective is complemented by glances into the historical past of these
meso-level traditions throughout Asia.

Time-space coordinates are also the methodological framework for Jin-Ah Kim,
who advocates the concepts of entangling, intercrossing and histoire croisée for a histo-
riography of modernity in Korea (Kim 2018). This historiography is essentially a
Western idea, deriving from Michel Espagne’s and Michael Werner’s ‘cultural transfer
studies’ (Kim 2018: 181). It can be corroborated, however, by local experience in the
Korean concert and entertainment world of the last decades, when ongoing interac-
tions between colonial power and national tradition have almost erased the distinc-
tion between ‘imported‘ and ‘domestic* music (Kim 2018: 191).

That the Balzan research contributions on Latin America have not explicitly
thematicised aspects of modernisation, does not make them irrelevant for the topic
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at all. Rather, the fact that Europeanisation of this world region has occurred in
pre-modern times, so that the musical traditions are now actually three — native,
Hispanic/Portuguese, and global — has put a disguise on the modernising process
here. The topic is addressed in chapters of the Studies volume (Strohm 2018) by
Melanie Plesch, Juan Francisco Sans, Roberto Kolb-Neuhaus and Julio Mendivil,
who variously explore nationalist musical rhetoric, social political intention and post-
modern nostalgia as the respective backgrounds for new musical idioms in ninete-
enth- and twentieth-century modernity.

The amazing variety of musical idioms and practices which reformers or moder-
nisers can adopt is apparent when we change continents. The so-called ‘Middle East’
appears in The Music Road: Coherence and Diversity in Music from the Mediterranean
to India (Strohm 2019). That there are few contributions here which make explicit
mention of the modernisation concept is definitely not an oversight, but results from
the special cultural and musical histories shared between the regions of western Asia
and Europe for more than two millennia. The historical empires built in these regions,
and their exploitative half-modernisations, have left their post-colonial successors
with many difficult options. Some of the insights that this volume is trying to convey
were generated by a seminal workshop on Musical cultures under relationships of power:
Eastern Europe and the Middle East, held at the Hebrew University, Jerusalem, on
25-26 October 2015 (See Figure 2).

Why did Europe’s nearest cousins not modernise like we did? Or, when they did,
was it a true ‘catching-up’ with the West? Kevin Dawe describes a specific process,
the establishment of the ‘Spanish’ guitar in Turkey since the national modernisation
era of the 1920s; the instrument almost became a new identity symbol (Dawe 2019).
Avra Xepapadakou traces the itineraries and activities of French operetta perfor-
mers in Greece, the Hellenic diaspora and the regions east of the Black Sea in the
late nineteenth century (Xepapadakou 2019). These musicians were convinced they
were helping the region to catch up with ‘civilisation’; one of their essential logistic
prerequisites was the Transcaspian railway built by the Tzarist regime. The prevailing
idea that modern musical cultures have ‘always’ arrived in Greece and Turkey from
the West is followed through the historiographical literature by Katy Romanou: the
supposed differential of musical progress between East and West in this region has
imperialist overtones and is, in a nutshell, the discourse of global modernity itself
(Romanou 2019).

The forthcoming volume Transcultural Music History (Strohm 2020) explores
processes of modernisation based on transcultural conditions, rather than (directly)
on bi-national or imperial structures. The volume will contain, for example, studies
on Martial and Military Music worldwide, based on a Balzan workshop held at Vienna,
22-23 January 2016. It is to be expected, but still surprising, to what extent moderni-
sation of the uses of military music has been a worldwide affair (Grant 2020). The
same volume also offers papers on the worldwide reception of the music ofJ. S. Bach,
which were presented at the Berlin workshop conference Transcultural Music Tradi-
tions in April 2017. Several participants spoke about Bach reception in Latin America
(Fugellie 2020; Richter-Ibafiez 2020; Moreda Rodriguez 2020). The circumstances
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Figure 2. Programme (front page) for Musical cultures under relationships of power: Eastern Europe and the Middle

East, Balzan Musicology Workshop Hebrew University, 25-26 October 2015.

varied in the different countries, as they were co-determined by the respective immi-
gration levels, economies, institutional and musical preconditions. In their function
of cultural modernisation, these processes were anything but added offshoots of the
well-known European Bach tradition: as Daniela Fugellie showed most clearly, they
were transcultural practices that used a globally available heritage for national ends
of spiritual and intellectual reform (Fugellie 2020). It is interesting to compare the
lessons on modernisation learnt here with contributions on the Bach reception in
Japan and Korea (Cressy 2020; Lee 2020). East Asia’s modernisation could proceed
relatively unaided by Bach’s music, which was rather used to temper progress with
transcultural nostalgia.
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The same volume will offer contributions on Africa. These papers were mostly
presented at the conference Places of Interaction (London, British Academy, 16-17 June
2016) in the session on Africa. Just as with the cultures of the continent in general,
we should not look for a common denominator in its music. However, three of the
four chapters in this section of the book have a similar theme: African voices of the
twentieth century that inserted themselves into Western musical discussions. Tobias
Robert Klein, as mentioned, reads analyses and histories by Africans on their partici-
pation in, or resistance to, modern European music (Klein 2020). Anna Maria Busse
Berger follows the tracks of some African musicians and writers, who used colo-
nial and mission contacts to enter Western cultural life (Busse Berger 2020) - not
entirely unlike Ravi Shankar or Allauddin Khan as ambassadors of Indian music in
the West. Barbara Titus experiences the music and the message of a south-African
maskanda group, to whose outlook she ascribes the concept of a non-Eurogenic histo-
riography that would be communicated interactively and through musical-narrative
performances (Titus 2020). According to her ‘experiment’ with these performances,
modern western historiography will fall intellectually short of African modernity even
where it aims to be most inclusive.

‘Media Geography’ is the title of the last section in the volume Transcultural Music
History; the papers assembled here come from the workshop conference Transcul-
tural Music Traditions held at the Humboldt University, Berlin, in April 2017. An entire
session was concerned with the relationships between modernisation, cultural iden-
tities and global-transcultural technology. We have added to this volume two papers
from the London conference Places of Interaction (2016), by James R. Mitchell and
James Kirby, who had discussed, respectively, the success of regional recording indu-
stries in Thailand and the musical translateability of Southeast-Asian languages
(Mitchell 2020; Kirby 2020). The expectation that modern technologies and commu-
nication networks would engulf national and regional traditions or identities in an
ocean of global hybridity could not have been refuted more thoroughly than in these
papers. A historical outline of national radio politics in Soviet-dominated Poland by
Dariusz Brzostek, and a study by Razia Sultanova on the culture of Muslim families
in Moscow, demonstrated the persistence of distinct socio-cultural layers within the
new media geography (Brzostek 2020; Sultanova 2020). The circa two million Muslim
immigrants in post-modern Moscow are in touch with their homelands and their
music via mobile phone, internet and other private telecommunication channels. To
what extent post-modern migrant cultures may be impenetrable to academic ethno-
graphic methodologies was shown at the Berlin session by Tom Western, who chall-
enged even the validity of existing sound archives, based on nationality and identity, in
a transcultural world of migration (Western 2020). Martin Stokes offered a balanced
assessment of ethnomusicological method and technologies between modernising,
uprooting and re-localisation (Stokes 2019).
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OPEN QUESTIONS

In facing the particular audiences and witnessing discussions at the Balzan project
workshops and at the conferences and symposia of 2017-2019, I learnt several things
about the present practice of organisations with which our project hopes to interact,
and about conceptual foundations of our work. It is the concept of history itself that
has come under new scrutiny, not just the concept of music history. Thus the first
open question is whether we are on the right path in focusing on ‘history”. Chall-
enges to the history concept have arisen, as far as I am aware, in three different ways.

First, to some researchers working in ethnomusicology, sociometric and ethno-
graphic methodologies seem to promise all the scientific data that can possibly be
gathered, so that history is automatically implied in data distilled from live observa-
tion and taxonomy. That these data may be the results of older traditions and transmi-
ssions is often ignored, partly with the argument that historical transmission, which so
often happens in the form of writing, is a eurocentric concept and cannot be trusted
as it is full of bias.

Second, there is a worry, shared by myself, that the concept of history may imply,
for many speakers, a western academic tradition only. I began to worry about this
matter during the Balzan project itself, when some observers appeared to expect that
we were producing a book called “The global history of music’. I also attended some
conferences of general historians on questions of global historiography, where history-
telling is conceived as a broader cultural practice than we musicologists tend to see it.
We have to redefine musical historiography in the light of global experiences.

Third, discussions at Abu Dhabi and their continuations have suggested to me
that the concepts of tradition and heritage in present organisational practice rarely
imply the historical depth of cultures. Of course every musicologist will applaud the
UNESCO initiative of protecting and premiating Intangible cultural heritage which
aims ‘to sustain a living, if endangered, tradition by supporting the conditions nece-
ssary for cultural reproduction’ (Kirshenblatt-Gimblett, 2004:53). But it must not
be assumed that the intangible heritage concept of the UNESCO aims to protect
historical transmissions or archives, especially not in written or recorded forms.
This is something we ourselves need to take care of (Strohm 2018). Some nationalist
governments around the world seem more intent on the development of fake ‘heri-
tages’ that can compete in an international, Western-inspired cultural market.’

Speaking only for myself, I consider the study of the history of cultures as part of
my responsibility and as an expression of respect towards these cultures. This would
be my answer to the question whether we are on the right path in focusing on history.

This same respect may perhaps sign-post a future for our discipline, although
it is not a rosy sight yet. In fact, the second open question is: Can we musicologists
develop a future for our quest from a new, global concept of our cultural past? Only, I
believe, if the respect for the cultural past becomes an entirely mutual persuasion: the

3 An exception is the scholarly series Al Salimi-Daube (eds.) (2008-) Studies of Ibadism and Oman,
which is supported by the Sultanate of Oman.
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recognition that we have become what we are through interaction with others must
be translated into shared activities around the world. We Westerners should not be
fooled by the label ‘international’ which we have invented for others so that they feel
welcome in our system. There is little point in expressing post-European and inclusive
views when all your resources, partnerships and reference points are located in a few
Western academic institutes. There must be a much more even distribution of these
resources over all participants in musical culture. Performers and scholars around
the world must be enabled to share what they do, and what traditions or histories
they have to tell. The technical means to achieve this are now available: commercial
products and political beliefs are circulating on the widest possible scale in the media
already. But knowledge and dialogue have fallen behind. Global divisions and disinte-
gration are lying ahead, not behind us. According to Jeremy Adelman (2017), ‘Global
history is another Anglospheric invention to integrate the other into a cosmopolitan
narrative on our terms, in our tongues’. With reference to this, Max Peter Baumann
(forthcoming 2020) comments:

The ‘small’ cultures and music languages must come into play so that ‘global
history” is not just another ‘Anglo-Saxon invention, in which the ‘other’ is reflected
in a cosmopolitan narrative, but indeed only re-imagines the ‘own’ through one
of the dominant languages.

It is not even paradoxical (although still disconcerting) to find how little ‘globali-
sation’ (or for a better word, participation) has been achieved in musicology nearer
home. Others have commented at this conference on the West-East division within
Europe’s cultural and musical traditions. We need a new impetus of collaboration
and participation here. When, in the preparations for a recent conference on Euro-
pean medieval music, someone raised the question what we medievalists should tell
young people who claimed that our specialism was irrelevant, outmoded, an ivory-
tower, as it was not including the whole world, I suggested we might first demon-
strate that our interest included the medieval music of all of Europe. In fact, transcul-
turalism and participation are indivisible: you should not deny your neighbour what
your self-aggrandisement accords to your antipode. And, as far as the experience of
sharing and listening is allowed to grow between various parts of a newly provinci-
alised Europe, it can also also make us better listeners to what other world cultures
have to say. I hope that the 2017 conference at Belgrade and its aftermath will turn out
to be a breakthrough in this direction.
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Pajaxara llITroM

MY3UKOAOIIKY ITPOJEKAT ®OHAAITUJE BAA3AH KA TAOBAAHOJ HCTOPUJH
MY3HKE, TIPOYYABAIE MOAEPHU3AIIUJE HA TAOBAAHOM HUBOY U OTBOPEHA
TIUTARA 3A BYAYRHOCT

(PE3UME)

OBaj YAaHAK CaAPXKU OCBPT Ha HOB KOHIIENIT UCTOPHje My3HKe, KOjH je 6uo
HCTPaXXUBAH y OKBHUPY MY3HKOAOIIKOT IpojekTa poHaanuje barzan Ka
iro6arnoj ucinopuju mysuxe (Towards a Global History of Music). Peaausosan y3
¢unancujcky mopapmky ,Harpaase” Mehynapoare ponparnuje Baasan op 2013.
A0 2017. ropuHe, OBaj IMpOjeKaT je MOAPXKA0 UCTPaXkuBama 23 ucTopudapa
MY3HUKe U eTHOMY3HKOAOTA CpeAle TeHepaliije, KOju Cy OpTaHu30BaAu 14
MelyHapOAHHX PaAMOHHUIIA HAa TeMY PAa3AMYUTHUX ACIIeKara TA0baAHe HCTOpUje
Mysuke. OBaj MPojexT je oImMcaH Kao IMOTPara 3a HCTOPHUjOM My3HKe ,MHOTHX
raacoBa’ — OAHOCHO, MHOTHX KYATYpPa U KATYPHHX areHara MIKPOM CBeTa — Te
MPeACTaB/>a MHUIIU]ATHUBY Y IIPABIY IOCT-eBPONOIIEHTPHIHOT U IIOCTHCTOPH)CKOT
PpasMHIIAambA.

H360p papoBa IIpe3eHTOBAHUX M ACKYTOBAHUX TOKOM PAAUOHHIIA Y OKBHPY OBOT
npojekra o6jasmet je (uau he 6utH o6jaBsen) y Tpu Toma y pazpobay op 2018.
A0 2020.Y oBoM TekcTy ce ocBpheM Ha 29 pas0Ba KOjU Ce THIY TAABHE TeMe OBOT
IPOjeKTa, TO jeCT My3H4Ke ,MOAePHOCTH U ,MOAepHHU3aLHje’. Y OBUM PaAOBHMA
AHAAM3UPAHU Cy Pa3HOAMKH IPOLleCH MOAEPHH3allHje Ha Pa3HHM CTpaHaMa CBeTa
- uamebyy ocraaor, y Mcrounoj Asuju, Jyroucrousoj Asujuy, Jysxsoj Asuju, Ha
Bauckom ucroxky, y Mcrounoj Esporn, Appunu u Amepunu. Cuae koje moxkpehy
HCTOPHUjY MOAEPHOCTH, a KOje Cy OBA€ HCTaKHYTe, HICY CaMO KOAOHHjaAU3aM U
yBecTepHHU3anuja’, Beh i MoCTKOAOHMjaAHA peopujeHTaLHja, OUBIIE UMIIEpUje
U BUXOBU IIPOjeKTH MOAEPHH3AIIMje, MOACPHH TPAHCKYATYPAAU3AM U YTHUIIA]
TPaHCHAITMOHAAHUX MEAHja.
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Hajsaa, oBaj uAaHak pasMaTpa U ABa OTBOpeHA IIHTaka KOja Cy ce yKazaAa
K20 3HaYajHa TOKOM Tpajama npojekra. IIpBo nurame TH4e ce cTaTyca camor
KOHIIeIITa HCTOPHje Y AQHAIIbeM rA06aAHOM pasMunisary. Hexu ra caraepaBajy
Kao IpeBasul)eHy METOAOAOTH]Y, HAH KAO MPEACBAHTAH 3aIIaABAYKU AKAAEMCKH
IPHUCTYII, Te Ce AAHAC cBe yemhe 3aMemyje KoHIenTOM ,HacAeha” y jaBHuM
HOAMTHKAaMa. Apyro murame oAHOCH ce Ha 6yayhe mpoduae ncropujcke
Mysukoaoruje. OBae ce mpenopydyje IPUCTYI TA06AAHO] HCTOPH)HU KOjH je ¥
MHOro Behoj Mepu 3acHOBaH Ha CapaAbH U 32j€AHIYKHM L[HAEBUMA, IPH YeMy
0¥ BeroBY IIOKPETAYN U CTYACHTHU My3HKe OHAM y3ajaMHO aHTQKOBAHM, A H3BOPH
Ca3HaMba MHOTO PABHOMEpHH]je AUCTPUOYHPaHHL.

KxY4YHE PEYM: TAOGAAHA HCTOPU)ja, MOAEPHOCT, TPAHCKYATYPAAM3aM, My3HKa CBeTa, yderthe






DOI https://doi.org/10.2298/MUZ1927031L
UDC 78.091(430)"17"
316.728:78

THE MANY FACES OF EVERYDAY MUSICAL LIFE.
APPROACHING Music HisTORY FROM “BELow”*

Martin Loeser
Institute for Church Music and Musicology of the
University of Greifswald, Germany
Received: 1 October 2019
Accepted: 1 November 2019
Original scientific paper

ABSTRACT

Is it useful to write history on everyday musical life? And how can we do it? This
article introduces a historiographical concept initiated by historians such as Carlo
Ginzburg, Alf Liidtke and Richard van Diilmen already in the 1970s, in an attempt
to renew the writing of history. Instead of the reconstruction and interpretation
of grand narratives and deep structures in society, economy and culture, these
historians offer close descriptions of ‘average citizens’ with their daily musical
routines, motivations and preferences, and the result is often a cluster of fascinating
and wide-ranging insights into different forms of contact with music. Following
this general approach, I hope to offer a panorama of everyday musical culture in
Hamburg in the early eighteenth century.

The sources used for this study include different musical genres such as opera,
cantata and instrumental ‘table music’, as well as books, newspaper reports,
subscription lists, diaries, behavioural guides and archival documents. This
material permits insights into the uses made of musicians such as Johann
Mattheson, Georg Philipp Telemann and Reinhard Keiser, as well as into the
social lives of the Hamburg citizenship.

KEYywORDS: everyday life, music history, Hamburg, early 18th century, Johann Mattheson,
Georg Philipp Telemann, Reinhard Keiser

Everyone has a relationship or at least an attitude towards music. But would it be useful
to write music history on anybody? Could it really be important to know how average

*  This essay originates from a paper given at a seminar The Future of Music History organised by Prof.

Jim Samson, during the eponymous conference at the Serbian Academy of Sciences and Arts (28-30
September 2017).
1 loeser@uni-greifswald.de
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people have dealt and are dealing with music? Or would it be better to continue with tradi-
tional approaches to music — illuminating the foremost composers or compositions which
have been considered of great importance for very different reasons, for instance aesthetic
issues, innovations in musical material, musical form or construction?

Following such traditional paths, music history sometimes looks very simple —
particularly from a traditional Austrian-German perspective, which often brought into
focus only a few musical heroes. An early attempt to structure music history by the
means of epochal men was undertaken, for instance, by Raphael Georg Kiesewetter in
his Geschichte der europdisch-abendlindischen oder unserer heutigen Musik (Kiesewetter
1834). He organized his story in seventeen epochs, or rather chapters, starting with
Hucbald in the 10® century and going on from generation to generation via Guido of
Arezzo, Franco of Cologne, Guillaume Dufay, Johannes Ockeghem, Josquin des Pres,
Giovanni Pierluigi da Palestrina and others up to “Haydn and Mozart”, finally closing
in his own era with “Beethoven and Rossini”. Kiesewetter’s conception of history,
which is dominated by the genius of great men, was underpinned by 19®-century
music editions of famous composers’ collected works (Bach, Beethoven, Handel,
Mozart, Palestrina) and so-called “Denkmiler”™editions, building themselves a kind
of literary monument for composers who are honoured as a part of the (national)
cultural heritage. On this basis, a large portion of today’s musical canon and repertory
developed, as well as a kind of branding of repertory. Thus, from a German point of
view, the sacred music of the 17" century for a long time was represented principally
by the “big three Ss” — the composers Heinrich Schiitz, Johann Hermann Schein and
Samuel Scheidt. And regarding the 19" century, one could have in mind the “big three
Bs,” Ludwig van Beethoven, Johannes Brahms and Anton Bruckner, embodying the
idea of absolute music (Dahlhaus 1991).

More recent textbooks still seem to be conceptualized on this traditional basis,
analysing mostly well-known repertory and understanding musical compositions in
the first place as autonomous artworks. Volumes such as the Cambridge History of
Eighteenth-Century Music (Keefe 2009), the Oxford History of Western Music (Taru-
skin 2005a) or recent editions of the History of Western Music (Burkholder et al.
2006) primarily want to give the reader an orientation on important composers, their
musical works and their stylistic features, although the social and cultural context has
definitely become more important.

Without doubt, composer biographies in particular very easily structure our percep-
tion of the past, connecting compositional styles and aesthetic ideas. And regarding
composers’ lives, it seems possible also to receive an impression of relevant social and
cultural contexts, such as is promised by several composer biographies, for instance the
German book series “Grofie Komponisten und ihre Zeit” (Dahlhaus 2013 ), emphasizing
by their title the relationship of “life and works” or rather of “life and times”.

But overall, the social context of music seems still to play only second fiddle. And for
these reasons — as Richard Taruskin has lamented in his review of the Cambridge History
of Nineteenth-Century Music and the Cambridge History of Twentieth-Century Music — the
“explanatory power” in history writing is often missing (Taruskin 2005b: 189). In many
cases there are no actors, but instead the musical work seems to be acting:
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The only modification of this point that I would propose concerns agency, one
of the thorniest problems bedeviling contemporary music historiography. [ ... ]
only the composer’s input — not reception, not mediation — is considered relevant
historical information (Ibid.: 194).

Starting from such a background, music historians should ask how the range of human
actors in music historiography could be strengthened. For this purpose, it would be
useful to turn our gaze away from the composers towards the consumers, practitio-
ners and amateurs of music. An appropriate concept to help us accomplish this could
be the writing of histories of everyday musical life.

INTENTIONS AND PROBLEMS OF EVERYDAY LIFE HISTORY

The historiographical concept of everyday life history (“Alltagsgeschichte”) was
developed by historians already in the 1970s. The term serves as a gathering point,
bringing quite different historical approaches together, all aiming at a renewal
of historiography. Instead of the reconstruction and interpretation of grand
narratives and deep structures in society, economy and culture, historians such
as Carlo Ginzburg (Ginzburg 1976/1980), Alf Liidtke (Liidtke 1989/2018) and
Richard van Diilmen (Diilmen 1990, 1992, 1994 ) tried to establish less abstract
understandings of history. They undertook this by a very deliberate focus on
so-called ‘little stories’

It was particularly Ginzburg, with his detailed “micro studies” on subjects that
seem of marginal importance for traditional historians (at least initially), who now
served as a role model. He examined the miller Domenico Scandella (1532-1599),
unknown and irrelevant to earlier historians, who now became interesting in terms
of human experiences, human thinking and environmental conditions (Ginzburg
1976/1980). In a very similar way the method of “thick description”, used by the
ethnologist Clifford Geertz, proved stimulating (Geertz 1973: 3-30). Within such a
framework, importance is applied to individuals as historical actors, including their
daily routines, social contexts, experiences and ideas. One important aim is to under-
stand people’s motivations and feelings and their decisions to act in a certain manner.
At the same time detailed studies of objects and persons, which may seem marginal
at first sight, can help us assess just how convincing the master narratives actually are
(Behringer 2005: 224-226).

Although such an approach is now very common for historians, in most cases they
do not include music and only a few musicologists have tried to apply the concept of
everyday life history to musical culture. One rare exception among historians is Bernd
Roeck - with a chapter on music and theatre (Roeck 2006: 104-118). Among musi-
cologists Nicole Schwindt has also reflected that neither in the history of composi-
tion nor in the social history of music is there much consideration of how music is
related to the people’s environment and how far the environment becomes apparent
in musical culture. In most cases, there is no, or at least only faint, interest on the part
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of music historians in dealing with people’s motivations and intentions towards music
and musical culture (Schwindt 2001: 11).

Therefore, music historians should ask much more in future studies about how
and to what extent persons — although differing in class, sex, gender, religion, race,
profession and age — are related to musical culture. All in all, histories of musical
everyday life deal with the anthropological dimension of music. Through them, the
importance and meaning of different kinds of music for a broad and varied range of
persons is reflected.

But how might one conceptualize such histories of musical everyday life? Would
there be enough source materials, for example, particularly when considering the
social stratification of the people examined? And how would one make the choice
concerning an adequate and well balanced portrayal of different social groups and
classes, including the high and low aristocracy, distinguished burghers and burghers of
the middle-class, workers, servants and so on? In the same way it would be necessary
to keep in mind the contrast between different regions and their social conditions and
religious confessions. Furthermore, there might be a significant difference between
urban and rural life affecting diverse cultural opportunities and musical events.

Another question concerns the relation of different musics to everyday routines.
On what basis are possible relationships established? Do they depend on the content
of the music or are they established only or mostly by the personal interest of the prac-
titioners or listeners, by their formation and habits? Finally, there may result a philo-
sophical problem, which would influence the very concept of telling “little stories”:
Is the accumulation of many little stories tantamount to a big story?

Despite such difficulties, it would be useful to put the concept of everyday life
history to a musicological test by attempting some case studies. Since the historical
concept of everyday life history was established by Ginzburg and Diilmen primarily
by research on the Early Modern Period, it may be useful to replicate this by taking
two examples from the late seventeenth and early eighteenth century, both centred
on the city of Hamburg. The Elbe metropolis was around 1700 — with the exception
of Vienna - the largest city of the Holy Roman Empire. (Jaacks 1997: 15-17).

CASE STUDY I: EVERYDAY ROUTINE IN THE OPERA
“MASANIELLO FURIOSO” (1706) BY REINHARD KEISER

In the opera Masaniello furioso by the German composer Reinhard Keiser, premiered
at the Hamburg Goosemarket Opera in 1706, French and Italian traditions of the
genre are combined and adapted to the local environment and audiences. The use of
a comic person, a fool — normally a servant — who mirrors the bad habits of the audi-
ence may be considered as one of these special characteristics. In the case of Masani-
ello furioso, the fruit trader Bassian performs this role. He is introduced with a short
recitative, followed by a simple strophic aria. If the recitative functions here as a brief
report on the outbreak of a revolt in Naples on account of oppressive taxes, Bassian’s
song has another function (Keiser 1986: 49. See also Figure 1):
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1. Sempron, ein braver Cavalier,
(er steht nicht gar zu weit von hier)
Ist bei den Midgens wohlbekannt
Und lebt manierlich und galant.

2. Hort, wie er seine Zeit zubringt:
Er pfeift, er tanzt, er spielt, er singt,
Er if3t, er trinkt, er geht, er fihrt,
Und weil er reich, wird er geehrt.

3. Die Glocke schlagt schier immer zehn,
eh er wird aus dem Bett aufstehn.
Dann ist die Chocolad bereit,

Um elf Uhr ist er angekleidt.

4. Er gibt Visiten bis um ein,
Dann mufl der Tisch gedecket sein.
Drauf speist er bis um Glocke zwei,
Liest im Talander bis um drei.

5. Er tanzt hernach von drei bis vier,
Dann kommt die Kutsche vor die Tiir
Und bringt ihn in die Opera,
was macht nun unser Herr allda?

6. Er spricht Franzosch avec bon air,
Ma foi, parfait, tout entier.
Il juge quelque fois sottement,
Daf Liesgen fast nichts horen kann.

7. Vom Singspiel fahrt er auf den Schmaus
Und kommt vom Schmaus bezecht nach Haus,
Von da ins Bett und schlift darauf,
Das ist sein ganzer Lebenslauf.

As Bassian’s remark — the gallant cavalier “is living not far from here” — makes clear,
the aria is obviously targeted at the Hamburg audience. Furthermore, a day-to-day
routine is displayed. The activities of drinking, eating, reading, dancing, visiting the
opera house and so on are given here in form of a daily time table. Remarkable is the
fact that these activities are presented here in the context of a minuet, the most promi-
nent courtly dance of the time. So it is quite probable that the audience’s living envi-
ronment and activities are represented also by the music. Although one might think
that the given timetable might be too exaggerated, it indicates the general importance
which dancing and the culture of music had at these times for the upper and urban
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middle classes. For them, music served as a kind of divertissement and also as a badge
of distinction. For self-preparation in terms of social behaviour and elegant manners,
dance masters were needed both in urban and courtly contexts (Salmen 1997). In the
17" and 18" centuries dance masters were responsible for teaching good manners, as
was noted by Gottfried Taubert 1717 in his important treatise Rechtschaffener Tantz-
meister:

He is an homme de qualité, a man of quality, who not only unites galanterie (i.e.,
behaviour that is especially polite and natural, and lacking any affectation in
onesart [ ...]) and agility in his own person, but also knows how to help other
respectable people acquire such politeness [T: galanterie] and agility [ ... ]
(Russell 2012: 974).

Therefore, professional dance masters were needed, giving their instructions daily and
also arranging ballets on special occasions. That fact is also apparent from a contem-
porary address book from Hamburg, published in 1723, which displays — on its title
page, table of contents and chapter structure — not only the hierarchical social class
system of the courtly society, but also some indication of the cultural market, giving
the names and addresses of “musicians and other virtuosos” (Jetzt=lebendes Hamburg
1723: 102-104). As is documented, in 1723 at least nine dance masters were living in
Hamburg. But the real number of dance masters living there was probably much
higher, because not everybody seems to have registered his business. As Salmen has
stated, in bigger cities there lived several “corner dance masters” (T: “Winkel-Tanz-
meister”), doing their job not always well, and sometimes even lacking a real dance
education (Salmen 1997).

Comprehensive research on both Hamburg’s dance masters and their clients has
never been undertaken, although one could certainly find several historical sources
portraying their domestic living and economic situation as well as their social and
cultural activities. For instance, an important kind of source could be contemporary
subscription lists.

CASE STUDY II: GEORG PHILIPP TELEMANN'’S
MusIQUE DE TaBLE (1733)

Georg Philipp Telemann’s famous collection of table music, Musique de Table, was
published in 1733. Telemann, who was working in Hamburg from 1721 as a musical
director, was required to compose music for all kind of occasions, ranging from private
and public service (sacred songs and cantatas) to festal music and opera. His Musique
de Table can be characterized as a collection of chamber music, consisting of three
parts and containing suites of dances and other mood pieces, all intended for musical
entertainment.

Telemann’s publication was immediately successful. As we can learn from a list
of subscribers, printed in the first edition, it was bought by consumers not only
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in Germany, but also in other European countries. It was ordered by 206 people,
among them inhabitants of Berlin, Breslau, Dresden, Frankfurt, Himburg, Hanover,
Kénigsberg, Leipzig, Magdeburg, London, Paris, Christiania, Copenhagen and Riga
(Hinnenthal 1957: V).

Regarding the subscription list (see figure 2), on the one hand it is an important
source for the success and dissemination of Telemann’s music, and therefore for his
prestige as a skilful composer in Middle and Northern Europe. On the other hand
we are forced to query the people on this list and this way of distributing Telemann’s
music:

Who were the subscribers and for what reasons did they buy Telemann’s music?
Did they know him personally? Considering Telemann’s career, which led him from
Magdeburg via Leipzig and Frankfurt to Hamburg, he certainly made a conside-
rable number of acquaintances and he joined several social networks. What profe-
ssions did all these people have and to which social class did they belong? These are
important issues for an adequate understanding of the musical culture of Telemann’s
time. Another important point concerns the musical experiences of the audience,
which Telemann tried to target with his music. What role did music play in the daily
routine of these people? Did they have musical backgrounds or musical education?
And how may we imagine their technical skills in making music? Were they able to
play Telemann’s music personally or did they engage professional musicians? Perhaps
some people bought Telemann’s music only for reasons of social status.

On a brief examination of the subscription list, it is probable that such questions
have to be answered differently. Even by focusing on Hamburg, we obviously have
a diverse profile of subscribers. For example, Sir Cyril Wich - the British envoy to
Hamburg and at the same time employer of the secretary, composer and music theo-
rist Johann Mattheson — bought Telemann’s Musique de Table. On the one hand, one
could suppose some personal musical interest here, because of Wich’s close relati-
onship to Mattheson. On the other hand, we have to ask about the daily routines
of an envoy, about his professional duties and therefore for his habitus as an amba-
ssador. How important was music to him? In which places and for what reasons was
it used? What were the occasions for making music? And did he engage professional
musicians?

As we can learn from Hans Joachim Marx (Marx 2008: 1008-1010), in his youth
Sir Cyril Wich had received serious musical training. Born in 1695, he was a pupil
of George Frederic Handel and Johann Mattheson from 1703. Apparently Wich
must have been a fine harpsichord player and to a certain degree also an amateur
composer. For instance, in 1710 Mattheson included an aria of his pupil in his opera
Boris Goudenow. Moreover, in diplomatic households, music served the purpose of
representation and entertainment. Already Sir John Wich, Cyril’s father and prede-
cessor as an envoy, gave in his house “every day a concert to their Lordships” (Ibid.:
1010). And according to contemporary chronicles, it is reported that members of the
aristocracy and other prominent visitors to Hamburg were often treated “magnifi-
cently” (Paravicini 2016: 91; 103-104.). After attending the Goosemarket opera house,
diplomatic agents often gave for their guests elaborate feasts, balls and lights for the
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purpose of celebrating political anniversaries and jubilees (Schréder 1998: 60-69).
From 1722 to 1724 and also in the season 1727/28, Sir Cyrill Wich was a leaseholder
of the Goosemarket Opera (Marx 2008: 1009). Considering his close relationship to
the opera house, it is most likely that Wich engaged the Opera’s musicians for giving
his private concerts. Otherwise he could have fallen back on the town musicians.

This latter issue leads to a second example from the subscription list. Looking at
letter H on the list, one specimen was ordered by “Mrs. les ordinaires de la Musique
d’ Hambourg” (see figure 2). Obviously, this copy was ordered by the town musi-
cians, who surely had a completely different personal and musical background from
an ambassador such as Wich or anyone else for that matter. On account of a different
daily routine, music certainly must have had another significance for them and their
families. And surely they could use Telemann’s music on several professional occa-
sions. But considering this, why did they buy only one specimen? And what does that
tell us about the way they used music in their daily routine? Did they have any kind
of library or archive? And was this a typical or an unusual practice?

As a third, very different, example from the subscription list, “Mr. George
Jencquel” and “Mr. Pichel” may serve. Both men were burghers and merchants of
Hamburg. Georg Jencquel was a member of the successful merchant family Jenckel.
In the early 18" century the family changed its name to Jencquel because of its
intense commercial relations with Portugal and with the purpose of simplifying the
pronunciation (Schramm 1960, Wasmuth 2001). As is reported by the contemporary
address book, Jetzt=lebendes Hamburg — mentioned above — in 1723 Georg Jencquel
was a temporarily chosen member for the advisory board of the local orphanage
(Jetzt=lebendes Hamburg 1723: 86), a position which was significant for his apparently
excellent reputation and for his social prestige.

In the case of Johann Christian Pichel, there is documented a personal relati-
onship with Telemann. In 1732, one year before publishing his Musique de Table,
Telemann composed a Wedding Serenata for Pichel and his bride Margaretha Elisa-
beth Droop (TVWYV deest) (Neubacher 2009: 91). As the musicologist and librarian
Jiirgen Neubacher emphasizes, ambitious burghers often used music and poetry as an
effective means of distinction and social prestige (Ibid.). This strategy is also docu-
mented in contemporary reports on private festivities. For example, in the Hambur-
gische Chronik, a handwritten contemporary chronicle, it says about 3 February 1701:

On 3 February Dangerfeldt gave a beautiful ball in his house, which was attended
by extra invited persons, and therefore he self-displayed as gallant, offering rare
jam, wine and such things abundantly. On 6 February this was punished severely
by the ministers, making it clear that the claiming of such a delight, which is only
appropriate to aristocrats, by a burgher is inappropriate (Hamburgische Chronik
1700-1707: 9.7).2

2 ,Den 3. hat Dangerfeldt einen schonen Ball in seinem Hause von verschiedenen Benehmen darzu
besonders eingeladenen Persohnen halten und sich sonsten defiwegen galant sehen laflen, indem er Rare
Confituren, Wein und dergleichen Sachen in abundant geschenket. Welches die meisten HH. Ministe-



39

MARTIN LOESER
THE MANY FACES OF EVERYDAY MUSICAL LIFE.

Particularly interesting in this case is not only the punishment as a restrictive social
reaction, an attempt to defend traditional social borders, but also the brief mention
of the “ball” as a social event and gentrified setting, following codified rules. For
instance, in Tauberts Rechtschaffener Tanzmeister, mentioned above, a differentiation
is made between the genre of the ball and that of the assembly. According to Taubert,
an assembly is

a convent and meeting of honourable persons, conversing, eating, drinking, discu-
ssing, playing, making music with each other in a honourable way, and at the end
of the meeting normally dancing (Russell 2012: 1107).

Dancing functions obviously as an annex to the assembly, but it was the main event in
aball (Compare also ibid.: 1130). All in all, both assembly and ball are closely related
to music and are placed within a musical frame. Dancing, performing dance music and
also listening to it were important dimensions of the daily routines of the middle and
the upper classes as noted earlier. That music functioned as a kind of status symbol,
allowing the upper classes clearly to be distinguished from the lower, becomes evident
also in a letter by Telemann to the lawyer, architect and scholar Johann Friedrich
Armand von Uffenbach in Frankfurt. On 31th July 1723 Telemann wrote:

While music might be going downhill there [in Frankfurt], here it is on the rise;
and I do not believe that any place can be found which is more encouraging to the
spirit of one working in this science than Hamburg. A great contribution is made
to this by the fact that, besides the many persons of rank present here, the most
prominent men of the city — including the entire city council - do not stay away
from public concerts; likewise, the reasonable judgements of so many connoi-
sseurs and intelligent people give occasion [for such concerts]; not to mention the
opera, which is now flourishing; and finally the nerve of commerce [i.e. money],
which is not rooted too deeply in the pockets of music-lovers here (Telemann
1972: 213; English translation: Stewart 1985: 105-106).}

rial den 6. dieses [Monats] aufs schirfste pro Concione gestraffet, anzeigend, daf8 einem Biirger sich
eine solche Lust, die nur fiirstl. Persohnen gegonnt werde, anzumaflen, im geringsten nicht zugestattet
werden miifle, sondern es werde [ ... ] ein Magistrat ein solches gleich anderen [ ... ] auffs nachdriic-
Kklichste zu bestraffen sich duflerst angelegen sein laf8en.”

3 ,Was inzwischen die Music dort [in Frankfurt] Bergunter gehet, das klettert sie hier hinauf; und
glaube ich nicht, dass irgendwo ein solcher Ort, als Hamburg, zu finden, der den Geist eines in dieser
Wissenschaft Arbeitenden mehr aufmuntern kann. Hierzu trigt ein grosses bey, dass, ausser den anwe-
senden vielen Standes-Personen, auch die ersten Manner der Stadt, ja das ganze Rahts-Collegium, sich
den offentlichen Concerts nicht entziehen; item die verniinftigen Urtheile so vieler Kenner und kluger
Leute geben Gelegenheit darzu; nicht weniger die Opera, welche itzo im hochsten Flor ist; und endlich
der nervus rerum gerendarum, der hier bey den Liebhabern nicht fest angewachsen ist.
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Telemann’s letter is an important document highlighting the diverse and elite social
structure of musical culture in Hamburg. Furthermore, together with its function as
a status symbol, music was apparently also a subject for amusement and education.

That music was probably a subject for upper class education becomes clear from
looking at the female subscribers. Among the 206 subscribers of Telemann’s Musique
de Table are only 14 women,* ten of them having an aristocratic title. Two of the four
civic women are citizens of Hamburg: Madame Peinhorst and Madame Droop. Appa-
rently, the latter was the mother of Margaretha Elisabeth Droop — mentioned earlier
— and therefore had a personal relationship with Telemann.

Looking at Telemann’s subscription list overall, there is a very diverse profile of
subscribers. Finally, this leads to the question, in what way was Telemann’s music
able to fulfil different, and sometimes conflicting, expectations, such as education
and amusement? To what extent might his music have appealed to different social
classes and how was it related to their environment?

As the musicologist Laurenz Liitteken has stated, Telemann’s oeuvre is heavily
affected by his acquaintance with several elite persons of his time. For him this was
certainly an important source of inspiration and a strong motivation to rethink and
change his aesthetic positions over the years for the purpose of appealing to upper-
class expectations (Liitteken 2006: 663-664.).

Considering this background, one may attribute to the Musique de Table several
aesthetic qualities: it represents in many ways “a summation of all that he [ Telemann]
had accomplished in the realm of instrumental music up to the early 1730s” (Zohn
2008: 431) or “a kind of pattern book concerning all relevant genres.” (T.: ,eine Art
von kompositorischem Musterbuch, alle relevanten Gattungen betreffend* (Liitteken
2006: 602). Liitteken in particular has stressed Telemann’s educational intentions
aimed at a broadening of style and taste. Therefore, the Musique de Table consists of
1) conservative pieces containing also some new-style devices, 2) pieces with traditi-
onal melodic and rhythmic characteristics but within a modern form, and finally 3)
“pieces which employ the full range of new-style effects” (Stewart 198s: 139).

Particularly with respect to contemporary experts and lovers of music (“Kenner
und Liebhaber”), we have to remark on the variety of disposition and instrumenta-
tion in each of the three parts of the Musique de Table: For example, the structure of
part 3 is as following:

4 The following women are mentioned in the subscription list: Mad.lle Auguste. Paris, Mad.me
la Marggrave dotiairiére de Bayreuth. Erlangen, Mad.lle de Beschefer. Berlin, Mad.me Droop. Hamb.,
Mad.me la Marquise d’Erouvile. Paris, Mad.lle de Kamecke. Berlin, Mad.me de Nissen, Slesvic, Mad.
me la Duchesse de Nivernois. Paris, Mad.me Peinhorst, Hamb., Mad.lle Rhode. Francf. sur 'Oder, Mad.
lle de Schmettau, Berlin, Mad.me la Comtesse de Castel. Bredenbourg, Mad.me la Baronne de Wrens.

Bremen, Mad.me de Ziegler. Leipzig.
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Overture and suite for 7 instruments
Quartet

Concert for 7 instruments

Trio

Solo

Conclusion for 7 instruments

Variety, which means at the same time delectation, is guaranteed by the contrasting
use of key disposition, measures, dynamics, tempo and melodic lines (see Figure 3).

But alongside such compositional and aesthetic qualities, Telemann’s music also
contains easy understandable moods and pictures, which are often related to the envi-
ronment of its listeners. That fact in particular certainly enhanced the effectiveness
and success of Telemann’s music.

For instance, the Bergerie from the initial suite of part 3 may be interpreted as an
allusion to baroque literature with its Arcadian topoi. At the same time, we may think
of rural life outside the city walls and of the leisure time elite people spent in their
gardens (Stewart 1985: 44-47, Salmen 2006: 140-143, 169—177).

A much stronger reference to everyday life may be seen in the piece Postillons.
From the last third of the 17" century, Hamburg became more and more not only a
major German city, but also a diplomatic centre. On account of these circumstances,
daily life was strongly affected by new media such as newspapers and by the postal
system, bringing political and economic news several times a week (Boning 2010:
20-23, Behringer 2005: 233). Considering the daily experience of diplomatic cables,
postal coaches and signals, a piece like Postillons in particular would certainly have
appealed also to non elite listeners.

CONCLUSION

One basic problem of historiography in general is accommodating the personal inte-
rest and the cultural background of its authors. Every historian has his/her point of
departure. He/she is forced to take decisions, to make a choice of sources and facts,
depending on the questions concerning history. Historians are forced to emphasize
some issues for reasons of clarity and presumed importance. Considering this fact,
historiography is and remains always a simplification of reality.

Overall, historiography presents us with a model of how the past could have been, of
how it might have functioned. Since it presents a reductive model of reality — a “grand
narrative” — it always needs correction and further explanation. And at least for this
purpose, the “little stories” of everyday musical life can be very useful. Music histori-
ography, in my opinion, should be enriched by detailed case studies, placing the focus
on society with its several institutions and human actors, probably all having diffe-
rent attitudes and relations to music. Therefore, it is always useful to research and to
connect very different source materials such as dancing treatises, style guides concer-
ning manners and leisure time activities, subscription lists, address books and so on.
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For this purpose, one may return to the method of writing micro-historical studies
as the Italian historian Carlo Ginzburg did or to the method of thick description esta-
blished by the ethnologist Clifford Geertz. A further point of reference may be the
concept of history as a history of everyday life (“Alltagsgeschichte”). Until today,
historians particularly have tried to use these historical approaches, but in most cases
did not consider music and musical life. Therefore the history of Everyday Musical
Life could and should become a more important and profitable field of musicological
research. And as the example of Telemann’s Musique de Table has demonstrated, even
in a history of everyday life enough space will be left for art works and their aesthetic

qualities.
FIGURES
10. Aria e Ritornello
5
—
o - T ! )
BASSIAN 3 —— e — 1 == —]
1.Sem - pron. ein . ver Ca - va lier - (-er steht  nicht
F:E: =!
I 7 e i
Basso continuo P
=] — = s —— T e—*
i ! f —f = —
T pa S SS— 2 b
10
f—— — — : e =]
by F == =5 === 7 =|
%EE —— ! = === |
—_— 7
gar w weit hier -) ist el den__ Mad
Y Il N | S——————— 4 T 1 }
- - ﬁi o
BE= ] ¥ = 2
[ ———
—— . — T — > = -
5 : i : ! ] t T f
— 4 T
e
_
rd
0 [ ) N 15—
¥ s ———— - ) ,' e = =]
7+ e e ¥—i
——
wohl - - be kannt und lebt ma - nier - lich und ga-
Py ] |
F r ' AN P |7
- o fp £ e ? S P —
P | | = ! ! ! { ; f
f ; 7
¥ ¥
) 20
=t E—= fe—r 5 1 —+¢ —J& 7"
% ! H b it f 7 = — g = |
- lant, und lebt nier tich und B lant.
ﬁ 4 N | ——| }
f P §L__L_;T i- e
he » r
b e —F e i = e 3 !
E= i = f — : : : t =:
‘ attacca

2. Hort, wie er seine Zeit zubringt:

Er pfeift, er tanzt, er spielt, er singt,
Er iBt, er trinkt, er geht und fihrt,

Und weil er reich, wird er geehrt.

3. Die Glocke schligt schier immer zehn,
Eh er wird aus dem Bett aufstehn.

Dann ist die Chocolad bereit,
Um elf Uhr lst er angekieidt.

Figure 1: Bassians Aria from Masaniello furioso (1706) by Reinhard Keiser (Keiser 1986: 49)

4. Ergibt Visiten bis um ein,
Dann muBder Tisch gedecket sein,
Drauf speist er bis um Glocke zwel,
Liest im Talander bis um drel.

5. Er tanzt hernach von drei bis vier,
Dann kdmmt die Kutsche vor die Tur
Und bringt ihn in die Opera,

Was macht nun unser Herr alida?

6. Er spricht Franzbsch avec bon air,

Ma fol, parfait, tout entier.
11 juge quelque fois sottement,
DaB Liesgen fast nichts héren kann.

7. Vorn Singsplel fihrt er auf den Schmaus

Und kdmmt vom Schmaus bezecht nach Haus,

Von da ins Bett und schiaft darauf.
Das ist sein ganzer Lebenslauf.
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Figure 2: Georg Philipp Telemann, Musique de Table, Hamburg 1733, subscription list (Telemann 1733).
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MAPTHUH AECEP

MHOTOCTPAHOCT CBAKOAHEBHOT MY3UYKOT JKBOTA.
ITPUCTYH UCTOPUJU MY3UKE ,,0A03A0

(PE3UME)

Koamxa je KOpUCT 0p THCamkba UCTOPHje CBAKOAHEBHOT My3HYKOT kuBoTa? 1
KaKO Ce TO papu? Y OBOM YAAHKY IPEACTaBAbAM UCTOPUOTPAPCKH KOHLIENT KOjU
cy uHHnMpasn ucropudapu nmomyT Kapaa ['mus0Oypra, Aapa Autkea u Puxapaa
BaH AnAMeHa jom cepaMpeceTHx ropuHa XX Beka, y IOKyIIajy 0OHOBe Mucama
HCTOpHje. YMeCTO PeKOHCTPYKIUje U MHTepIIpeTaljije BeAMKUX HapaTUBa U
AyOOKHX CTPYKTypa y APYIITBY, EKOHOMUJU U KYATYPH, OBU HCTOPHIAPH HYAE
A€TasHe omuce ,IpocedyHux rpahana” U BHUXOBUX CBAKOAHEBHHUX MY3HYKHX
IIpaKkCU, MOTUBAallUja U IpedepeHIinja, a Kao pe3yATaT OBaKBUX pa3MaTpama
HajCTajy KAacTepH PacMHAHTHUX U AAAEKOCEKHUX YBHAAQ Y PAa3AUYUTE BPCTE
KoHTaKara ¢ My3uxoM. Caepehu 0Baj reHepaAHH IPHCTYII, IPEACTABAAM IAHOPAMY
CBAKOAHEBHe My3HuKe KyaType y XamOypry moderxom XVIII Beka.

Hzsopu xopumheHn 3a OBY CTYAHjy 00yXBaTajy pasAUYHTe My3HUUKe KAaHPOBe
HOIIyT oIlepe, KAHTATe H MHCTPYMEHTAaAHe ,My3HKe 3a pydaBame’, KA0 U KIbHTe,
HOBHHCKE YAQHKe, CITICKOBe IIPETIAATHUKA, AHEBHUKE, IIPABHAHKKe IIOHAIIAA
U apxuBCcKe AookyMeHTe. OBaj MaTepHjaA HaM IIPY>Ka YBHA Y AGAATHOCT My3H4apa
nomyT Joxana MarecoHa, [eopra ®uaumna Teaemana u Pajaxapaa Kajsepa, kaou'y
ApywTBeHH xuBoT rpahancrsa y Xam6ypry y XVIII Bexy.

KYYHE PEYM: CBAKOAHEBHH XHUBOT, HCTOpHja My3tike, Xambypr, moyerak X VIII Beka, Joxan
Marecosn, I'eopr ®uaun Teaeman, Pajuxapa Kajsep
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ABSTRACT
Using France as a case-study, this essay calls for enhanced recognition of cultural
variegation within nation states in the era of European Romantic nationalism. It
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between high and low cultures at local level.
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I have done it myself on numerous occasions: publishing under titles that mention
“France” when I really mean “Paris”. And amid new sensitivity among French rese-
archers to such unthinking assimilation of the capital to the nation, this historio-
graphical faux pas has even gained a name: “Parisianisme”. It was in response to the
dominance of capital-centric work that one of the main strands of the Belgrade confe-
rence The Future of Music History involved the “liberation of regions from their chari-
smatic capitals” and a concomitant “denationalising” of research. The link between
capital city and nation was key, the point being either that within current music-histo-
rical tradition the capital and its government are seen to determine what happens
within the boundaries of the nation state, or that the capital somehow represents
and subsumes the nation. There are of course exceptions to this mania of the single

*  This essay originates from a paper given at a seminar The Future of Music History organised by Prof.

Jim Samson, during the eponymous conference at the Serbian Academy of Sciences and Arts (28-30
September 2017). Research for this article was aided by The Leverhulme Trust.
1 kjesa@cam.acuk
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capital. No historian of music is going to prioritise Washington over New York or
Boston or New Orleans just because it is the capital of the USA; and no one is going
to deny that both Moscow and St Petersburg were equal centres of musical authority
in nineteenth-century Russia. Spain, Italy and Germany each have multiple former
capital cities relating to former duchies and kingdoms — and those cities, together
with their respective regions have retained much of their cultural status and distinc-
tiveness despite unification of various kinds.

There is a general principle at stake in the idea of “denationalising music history”.
It is that of ceasing to take monolithic notions of the nation state as the “natural” point
of reference to categorise styles, movements or cultural trends. There have been two
responses to this clarion call, especially within the musicology of the nineteenth and
twentieth centuries, which is what concerns me here. One is to think globally about
music history and to open up pan-European or imperial and postcolonial perspectives
alongside transatlantic, transmediterranean and other kinds of trans-oceanic study.
The other is to think regionally and comparatively about diversity within the nation
state. Both give voice to underrepresented groups (the colonised, the provincial).
And although the second of these ways of thinking remains focused on the territory
of the nation state, it does a lot to decentre the capital and to prevent the study of such
cities as a short cut to understanding the culture of an often heterogeneous polity.

Concomitantly, it means we must be ready for a more bottom-up consideration
of musical life — of ‘musicking’ and its role in ordinary lives — and not just of music as
an elevated art form. Since capitals attract the vast majority of the composers whom
posterity values, there is a musicological logic to focusing on them; but if we treat
capitals as though they are normal, we shall conflate music history in its broadest
sense with monumental musicology. Not only that, but we risk committing errors of
scalability through unjustified extrapolation from capital to region, while underesti-
mating questions of mobility and displacement among musicians most of whom are
nomadic freelancers. If we wish to be better historians, we should be widening our
purview and thinking about how people’s lives were lived, musically and otherwise —
not just in the capital, but elsewhere.

Put together, the binary of capital/region and the term “liberation” I cite above
perhaps suggest that in a new music-historical order, nation and locality would exist
in an either/or relationship defined more or less antagonistically. But that word “libe-
ration” also suggests that alternative or overlapping geographical groupings might
be possible, defined by a combination of historical links, borderland affinities, or
ethnic or linguistic community. Depending on the political space, relationships with
capital cities and their dominant cultures do not have to be reduced to a brute either/
or. Rather, it is beneficial to look for dialogue and negotiation of different kinds —
patterns that are messy, and which change over time. Neither is it necessarily useful
to consider every cultural conversation as self-evidently including the capital as a
reference point: there are regional power centres, region-specific patterns of immi-
gration, neighbourly rivalries or alliances, and international relationships with reli-
gious power-bases to take account of too. Belonging and identity are both layered
and intersectional.
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Broadly speaking, it is no coincidence that those nations with multiple focal points
for musicologists are themselves federations (Germany, Spain, the USA), while those
with a single, magnetic, capital, are more centralised (France, the Soviet Union).
Neither is it a coincidence that different forms of the nation state should catalyse
different kinds of regionalism—to which musicologists need to be sensitive. In 1994,
the anthropologist Ivo Strecker wrote a short think-piece on the two main types of
regionalism he saw emerging in his own lifetime: a ‘soft’ version characteristic of
affluent and federal societies insisting on their distinctiveness in the face of the homo-
genisation brought by internationalism (we would now call it globalisation); and a
‘hard’ regionalism underpinned by resistance to the conformity brought by colo-
nial oppression and its legacy. The first is more cultural than political; the second
reverses those priorities and leads to active struggles for independence (Strecker cites
examples within the former Yugoslavia, the former Soviet Union, the UK, and Ethi-
opia) (Strecker 1994: 47-52). Because he connected it with resistance to big industry
despoiling the local, Strecker concluded that “soft regionalism” dated from the 1960s
(Strecker 1994: 48). Yet with very few tweaks, both extremes of his binary (and the
continuum we must be careful to recognise within it) have resonance for the study
of France during the “réveil des provinces” [the provincial awakening] - a decades-
long process covering much of the nineteenth and twentieth centuries. At this point
it becomes useful to think of them in combination with the work of Joep Leersen on
Romantic ethnic nationalism, where a ‘soft’ version is characterised by celebratory
initiatives regarding museums, heritage, folk culture and language-conservation, but
where political weaponisation turns those same initiatives into the cultural precon-
ditions for independent nationhood (Leerssen 2006: 559-578, esp. 572).

To return to Strecker: he makes no mention of France, perhaps because it does not
present itself as a clear case. But that is my point. For while Strecker seems to assume
that each nation state of the late twentieth century will provoke a single variety of
regionalism, France during this earlier period covers the whole range. Politically
and culturally, the Départements created out of the provinces in post-Revolutionary
France can be equated to colonies or protectorates (the analogy was current in the
1860s, at the very least), leading to instances of Strecker’s hard regionalism; on the
other hand, concerns about the homogenising, alienating and dehumanising effects
of industrialisation, together with the highly effective spread of urban cultures from
Paris, led to the softer version, which was wrapped up in morality (and often Catho-
licism) more than in politics. As Jennifer Millar has noted, the cultural regionalism
of Provence from the 1850s under the poetic leadership of Frédéric Mistral equates
to Strecker’s soft regionalism (and the celebratory end of Leerssen’s ethnic nationa-
lism), while the more antagonistic and ethnically-defined regionalism of Brittany
appears considerably harder.” In fact, the spectrum of debate about relations between
Paris and the French provinces is even wider, since in parts of industrialised France
the issue is neither soft nor hard regionalism, but decentralisation — essentially a plea

2 Without foregrounding the specifics of the French case, Jennifer Millar makes this connection in
her PhD distinctiveness (Millar 2010: 10-11).
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to be taken seriously in (often conformist) matters of local governance and cultural
provision.

How, then, does French musical life work in practice? In this short essay I aim not
to provide comprehensive answers but to show how routes towards those answers can
help clarify the utility of thinking musically about a centralised but internally hete-
rogeneous country from provincial or regional perspectives. I want to think about
ways that we can fruitfully approach questions of regional difference and local autho-
rity within a country whose national institutions promoted centralisation, hierarchy,
uniformity and assimilation whenever possible, the rationale being that regional diffe-
rence and/or local decision-making would threaten French claims to ‘universality’
and, at its extreme, undermine the integrity of the State itself. To do so I propose to
use centralisation and the reactions it provokes as analytical categories, before addre-
ssing borderlands, comparativism, and the beneficial collapsing of traditional bina-
ries that can come with working on smaller-scale centres.

CENTRALISATION

The most common reference point for any study of regional France in the long ninete-
enth century is the 1789 Revolution. France had known centralisation since the Acade-
mies of Louis XTIV, but the dual Jacobin need for a tabula rasa and a rationally-ordered
unity led to wholesale change. The Revolutionary calendar started again from year
1, decimalisation included a 10-day week, French was instituted as the sole national
language, and in an attempt to neutralise historic power-bases, the provinces were
replaced by Départements with new boundaries, new administrations, and anodyne
new labels. It was the erasure of language and province, along with secularisation
(including closure of all France’s choir schools), that sealed the notion of France’s new
Départements as colonial territories. Moreover, new systems of local control involved
establishing the all-important Préfecture, the office where the Préfet, as representa-
tive of the State, acted as overseer of mayors on behalf of ministers. Amid the artistic
destruction or sequestration of anything Catholic, the Jacobins created Paris insti-
tutions such as the Louvre or the Conservatoire, intended respectively as showcase
and training ground of the best the country had to offer. Monumental Paris became
the heart of France, drawing in talent, oxygenating it and sending it nationwide and
empire-wide, in re-energised form. Hence the spread of local versions of the Opéra,
the Comédie-Frangaise, the Louvre, and perhaps also the Ecole des Beaux-Arts
and the Conservatoire. All on a small scale, and usually managed via the three-tier
hierarchy of town hall, Préfecture, and government ministry. It is a paradigm within
which the child must perforce look like its mother, but according to which that child
will never achieve maturity or — heaven forbid ~independence.

The success of French centralisation — which extends even to minutiae such as the
identical cataloguing systems of most of its local archives — has encouraged those of
us who work on the French nineteenth and early twentieth centuries to absorb and
re-inscribe this sense of Paris as the inventor and purveyor of all things French. We
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have looked at Parisian sources and written about ‘national pride) ‘national identity’
and what ‘the French’ thought. We have not, in other words, necessarily considered
whether other parts of France might show evidence of disagreement with Paris, or
evidence of the building of alternative systems of culture. Paris is itself multi-faceted,
but too often that fact is used as a way of bolstering the argument that as a microcosm
of France it is therefore all we need.

Historiographically, the centrist legacy, which maps neatly onto the rise and stabi-
lisation of Republicanism across the nineteenth century, offers a French version of
‘whig history’ — a history of winners who conceptualise a national narrative as a tele-
ological and inevitable progression towards the embedding of their own now-insu-
perable position. The ramifications of whig history are not hard to discern: history
with hindsight, a deterministic approach to the definition of progress, and a high
level of discomfort with any form of resistance, which must necessarily be placed on
the wrong side of history and branded traditional or reactionary. Wittingly or not,
and quite apart from the manner in which it has occulted the regions as a subject
unworthy of study, the adoption within French musicology of Parisianism has encou-
raged precisely these whiggish tendencies, especially in studies of the Third Repu-
blic (1870-1940), where continuity with the present helps consign the legacies of
monarchy and Bonapartism to the past.’

The end result of such asymmetries of cultural power can be seen in a pionee-
ring book to which I find myself turning frequently despite disagreeing profoundly
with its research premises: Francois Lesure’s Dictionnaire musical des villes de province,
which is organised as an entry on each of France’s major cities and towns. As Lesure
himself says (wryly it should be noted — the book is in many ways a call to action),
French centralisation enabled the entire book to be researched from Paris, and he
concentrated on a synthesis of the secondary literature combined with perspectives
from the Parisian press (Lesure 1999: 7). Yet working in this way risks becoming
complicit with the whiggish view if, as in the case of Lesure’s extended Introduction,
it entails giving voice only to those who disparage the quality of local activity or audi-
ence response. Lesure does not ignore the structural effects of institutional centralisa-
tion in the nineteenth century, especially in relation to opera; but his focus on artistic
quality and appreciation in the provinces, or the lack of it, sets up a more important,
silent, and misleading comparison of Paris as unfailing paragon, especially since it is
at precisely these moments of quoted derision that his often densely factual account
comes alive.* Moreover the combination of a monumental musicological approach
with Paris-centric research leads him to a final reckoning in which he laments how
few major composers emerged from la France profonde without either studying priva-

3 For afeisty analysis, see Mayr 1990: 301-309. In France the regions are not the only victims: the mix
of Republicanism and anticlericalism has left the history of sacred music as another historiographical
poor relation.

4 See, for instance, his account of sociétés philharmoniques of the 1820s and 1830s and their Beet-
hoven concerts. Lesure 1999: 30.
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tely or completing their training in Paris at the Conservatoire (Lesure 1999: 37, 41).
It is, then, entirely possible to write about the French regions in a manner that aligns
squarely with centralist narratives that takes as read their backwardness and lack of
refinement. And all this without mentioning compositional regionalism from the
1870s onwards, which constituted a challenge to official culture whatever the iden-
tity or provenance of its authors.

It would be naive and futile to try to counter such narratives with 180-degree
revisionism. Much of what Lesure recounts cannot be gainsaid. But his world view,
doubtless exacernated by the dictionary format, obscures the richness of French
musical life while under-reporting resistance and negotiation. Moreover, it minimises
the extent to which the hierarchical nature of French centralisation had the capacity
to hobble local creativity, which accordingly needs to be studied as a phenomenon
existing permanently against the odds. This entails close study, at a local level, of the
way centralisation works, and an appreciation of why music suffers its effects more
than other arts.

A comparison with the visual arts, for instance, illustrates how a history of musical
composition in educational institutions across regional France during the late-ninete-
enth and early-twentieth centuries could only ever report limited success. In 1905 Paris
hosted the first art show of student work from the regional Ecoles des Beaux-Arts. It
encompassed drawing, sculpture, painting, architectural design, and applied arts, and
the ministerial intention was to tour it regionally as a model of student excellence at
alllevels.’ Such an ‘exhibition), to continue the Louvre metaphor, was unthinkable in
music, because it would have implied concerts of student compositions. And although
performance teaching was regionally institutionalised, composition teaching was not
— because within the hierarchy of music-theoretical training it was perceived by the
centre as too advanced for regional study. I have already used the term ‘oxygenation’
to describe the official role of Paris for provincials coming to train, or to be inspired;
but the corollary is that centralisation left artists in the regions gasping for air, and this
situation was itself institutionalised through a system whereby regional branches of
the Conservatoire were legally defined from the outset (i.e. from the 1820s) as feeder-
schools serving a Parisian finishing school.

This situation produced an inspection regime from Paris that amounted at
times to a perverse dialogue of the deaf. For instance, in 1909 the Nancy conser-
vatoire, directed from 1894 to 1919 by the Breton composer Guy Ropartz, was
criticised for teaching at the same level as Paris and accepting pupils who were
too advanced. He was effectively told to stop having ideas above his station.®
Within the Nancy inspection reports we find more openness only a couple of
decades later: in 1930 Raoul Laparra complimented Ropartz’s successor, Alfred
Bachelet, on a harmony class that showed the “decentralist character of the insti-
tution” [caractére décentraliste de I'institution]: this, he wrote, was a conserva-

5 Prospectus in Journal des débats, 26 August 1905, 3.
6  Archives Départementales Meurthe-et-Moselle (Nancy) 4 T 157.
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toire “where one can prepare effectively for Paris or complete one’s training in
situ” [ot 'on peut se preparer efficacement pour Paris ou se former entiérement
sur place].” Nevertheless, even in the 1930s the teaching of composition at a level
that might prepare a musician for direct entry to the Prix de Rome was a pipe
dream, whether here or in other major provincial conservatoires such as Toulouse
or Lyon. Only the conservatoires of Bordeaux, Strasbourg and Metz, all of which
were either privately run and thus outside the official and centralised system, or
retained the legacy of their pre-1919 German curricula, came close.

The kind of history I am advocating thus weaves into its premises the structural
limitations that affect musicians’ artistic choices and horizons, here using the centra-
lising power of the state as an analytical tool. It is a history of the possible in the
knowledge of what is impossible. And it also helps us understand the way the regions
related to Paris itself.

DECENTRALISATION

It might be surmised that decentralisation is simply the obverse of centralisation;
but the reality is more complex. In a general sense, the term simply means that on
an administrative level, local historical actors have the right to run their own local
affairs, with budgets and regulations drawn up to meet local needs. It involves a tran-
sfer of power from the capital to local government and institutions. Musically, the
term decentralisation referred to a wish for enhanced opportunities for musicians,
enhanced provision for audiences, and respect for local ambitions and initiatives that
might or might not deviate from those handed down by Paris. In central major towns,
such as turn-of-the-century Lyon, decentralist initiatives were aimed at challenging
the capital on its own terms; in borderland areas such decentralist impetus was likely
to be overlaid by regionalist content of some kind.

There is, however, a further wrinkle, in that the term, which was in regular use
in France from the 1830s, often meant what we would now define as ‘deconcen-
tration”: not a handing-over of power but its dissemination to local level (notably
via the Préfecture) in order to facilitate centralist objectives. The French conser-
vatoire system, with its inspection régime, its approved teaching methods and its
ministerially-appointed Directors, is a good example. As early as 1834 we find an
editorial in Le Ménestrel advocating a very similar system whereby Paris graduates
might populate new provinicial conservatoires; but it is titled “Décentralisation
musicale”® What I would term properly decentralist activity, then, has more to do
with independent initiatives, adaptation of Parisian norms, or attempts to secure a
transfer of power and status.

7 Ibid.

8  See, for example, a Ménestrel editorial of 12 October 1834, 1-4, “Décentralisation musicale”, on the
need to set up a nationwide network of conservatoires in place of the then-current teaching of plainchant.
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The city of Lyon is decentralist territory par excellence, its anti-Parisianism mili-
tant from the 1830s and still in evidence today (See Bruno 1996: 491-509). Lyon
was the first town to lobby for its opera house to be designated ‘national’ (actually,
imperial - it was 1865); the first to secure national subsidy to mount an operatic
world premiere (Saint-Saéns’s Etienne Marcel in 1879; and true to its moniker of
the “French Bayreuth” it put on the French premiere of Die Meistersinger in 1896
and the first complete French Ring cycle in 1904. Finally, Lyon’s symphony orche-
stra, the Société des Grands Concerts, was to my knowledge the only French regi-
onal orchestra to be invited to perform at a Paris Exposition Universelle — in 1937.
The Die Meistersinger coup resulted from Cosima Wagner’s refusal to let the Paris
Opéra premiere it because her agent regarded the Palais Garnier chorus as too
feeble to cope (See Ellis 2013: 133). Moreover, it was mounted with the most unusual
of singers in the role of Eva: a foreigner, the Danish soprano Louise Janssen, who
had made Lyon her permanent home since the early 1890s and who introduced
the Lyonnais to so many of the major Wagnerian heroines as a principal or guest
in successive Lyon opera companies that she came to define the town’s identity as
a Wagnerian centre (See Ellis 2018: 214-236). This was decentralisation by happy
accident and audience consensus — there was no local policy behind it — and it was
highly effective.

It will not go unnoticed that in each of these cases bar the Wagner, Paris acts
as a validating force. From the regional point of view, this is the crucial weakness
of much decentralisation: even when it extends beyond deconcentration, it is
rarely a case of clean breaks; and like many minority causes, it succeeds only
when those in power in the capital recognise, and accede to, the need for change.
Thus is the history of decentralisation in this period peppered with requests,
demands, and pleas for Paris to support, to facilitate and even to act as a clearing-
house for local initiatives. As such it is also vulnerable to reversal if the capital
withdraws its support — which is what seems to have happened with the 1865
Lyon ‘national’ opera house, which soon returned to calling itself merely ‘muni-
cipal. However, 'this story contains another twist'. In the brief intervening period
the Lyonnais had spoken, and they did not choose decentralisation. The opera
manager so anxious for imperial recognition used his new status to stop holding
public auditions for his company — a nationwide requirement for all except the
‘national’ theatres and one of the few opportunities for audiences to express their
views about the Director’s own competence. Unwilling to trade national status
for local power over the Director’s casting, the Lyon audience rioted and ran him
out of town.” Examples such as these, which cluster in areas where musical life
was most closely regulated, illustrate how resistance to centralisation could itself
be contested when it entailed other sacrifices.

9  Archives Municipales Lyon 88 WP 006 (folder 20). The manager was Raphaél Félix, brother of the
great tragic actress Rachel. See also Ellis 2011: 327-352.
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REGIONALISM

By contrast with decentralisation, which carries no specific associations of musical
content, musical regionalism celebrates difference through the enacting of local
cultures in performance or through composition. Both the hard and soft versions I
cited earlier constitute resistance to official Paris. It is also useful to disentangle them
from the monolithic or touristic picturesque of couleur locale as found in opera espe-
cially: as Gilles Saint-Arroman puts it, there is a movement, across the French nine-
teenth century, from opera that contained regional scenes and settings, to regionalist
music drama (Saint-Arroman 2012). The same distinctions apply to rhapsodies and
suites by eclectics such as Saint-Saéns or Massenet, in contrast to the instrumental
music of Bordes (Basque country), Erb (Alsace), Séverac (Languedoc and French
Catalonia), Ropartz (Brittany), and a host of younger Bretons including Ladmirault
and Le Flem. From this perspective it is the ‘ist” in regionalist that counts. Yet there
are also inevitably grey areas and works where subsequent appropriation takes them
from one category to another. In different ways, Gounod’s Provengal opera Mireille
(1864), Bizet’s corollary, his incidental music to LArlésienne (1872), and Lalo’s Breton
myth of Le Roi d’Ys (1888), are bellwethers of this process.

In terms of French hotspots we could cite pre-1870 Alsace, or Flanders, or French
Catalonia, or Provence and the Languedoc. Equally we could point to the tensions,
in Toulouse (Languedoc) between centralists who ran the opera house and conser-
vatoire, and regionalists such as Séverac, who assimilated folk cultures into his style
and deplored those who simply tried to equal Paris. There is a rural/urban divide at
work here—also overlaid with social division in the case of working-class Marseille’s
fractious relationship with Mistral’s more patrician, and rural, félibrige. Moreover,
the urge to preserve local customs, whether through festivals, museums or operatic
diegesis quickly turns folk tradition into folklore that risks folding back into the very
couleur locale from which it originally distingished itself. Once tourism gains traction
at the end of the century, the circle is all but closed.

In terms of composition the locus classicus of musical regionalism is Brittany, which
started gathering its folksongs early, with the famous and partly invented collection
Barzaz-Breiz first published in Paris in 1839, and where the closest France came to a
regionalist school of composition flowered from the 1890s onwards. Their stylistic
relationship to Brittany varied, from the evocation of landscape, to music suggestive
of folk music, to the arrangement and transformation of authentic (or at least recogni-
sable) melodies. Among their most prolific members in the early twentieth century
was Paul Ladmirault, whose Variations sur des airs de biniou trécorois of 1905 transforms
dance melodies transcribed from the traditional playing of pairs of sonneurs — bagpipe
and shawm - still practised today. Moreover they indicate the same regionalist deter-
mination to assimilate folk music into art music that the Russian ‘Five’ — with which
Ladmirault compared himself — had achieved several decades earlier. Is such regio-
nalism, though, soft or hard, and what are the implications?

The historical stakes turn out to be as high as the levels of political-cultural varie-
gation. Ladmirault was part of the Association des Compositeurs Bretons, a regi-
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onal composers’ association — very rare in France - set up in 1912 under Maurice
Duhamel, a ‘semi-hard’ regionalist composer committed to the idea of Brittany as an
autonomous region within France. As recounted by Marie-Claire Mussat, its origins
do indeed indicate a kind of ‘blood and soil’ ethnic nationalism that rejects the assi-
milation of outsiders. It was a rearguard action by eight ethnic Bretons against the
Italian Sylvio Lazzari, who had married into a Breton family and whose opera La
Lépreuse, a Breton tale into which the composer had integrated various folksongs,
had been a success at the Opéra (Fauquet 2003: 180). Alongside Duhamel, Ladmi-
rault also joined visual and decorative artists as part of the Seiz Breur, founded in 1923
to promote Breton art as Celtic rather than French, and as bringing together moder-
nism and the traditional.

This group was symptomatic of a wider pan-Celticisation of Brittany, already
detectable in Ladmirault’s 1900s compositions based on Scottish and gaelic themes.”
Breton regionalists had long harboured aspirations — not always successful in prac-
tice — to a Celtic internationalism of the Atlantic seaboard, territorially irrelevant
to France.” Politically, the autonomist Duhamel was firmly on the left; Ladmirault
was much further to the right, but not, it seems, an autonomist.” But it was at the
right-wing extreme that hard regionalism within the Seiz Breur became treason: the
architect Olier Mordrel also founded the Breton National Party, which supported
the German war effort in the hope of gaining Breton independence in the event of
a Nazi victory.

Far-right extremism, and perhaps a need to forget it or a fear of discovering it,
helps explain why musical regionalism has been sidelined as anti-whiggish for so long.
There are more active complementary movements in cultural history, where revisio-
nism, and demonstrating regionalism’s independence from the far right, loom large.”
In musicology, the “réveil des provinces” intensifies at precisely the period when the
cultural counter-power of Vincent d’Indy is at its most influential, and when a shift
of emphasis from religion to regionalism within his Schola Cantorum of the early
1900s seems merely to prove a right-wing and anti-Republican point. A half-century
later, Vichy is a major obstacle, given its early embrace of soft regionalism as a nati-
onal creed and the State collaboration of a Schola regionalist such as Canteloube
(who published folksong for the Vichy government under the direction of Alfred
Cortot). However, as the study of the “années noires” is progressively and sensiti-
vely unblocked after decades of taboo, and as left-wing sources of Vichy regionalism

10 Notably the Chevauchée on Scottish reels, and the orchestral Rhapsodie gaelique.

11 On the mutual misunderstandings of one such encounter, at the 1899 Cardiff Eisteddfod, see
Kathryn N. Jones, ‘Celtic fairytale or Cardiff comic opera? The 1899 Eisteddfod through Breton eyes’
unpublished paper on www.academia.edu.

12 Bibliothéque Nationale de France, Musique: La. Ladmirault. In letters of the 1920s to his wife
(letters 7—22) he is casually anti-Semitic (she censors at times) and proud of the subversive fervour of
his Catholicism. But I have yet to find talk of Breton politics.

13 See Peer 1998; Thiesse 1997; Wright 2003.
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become better understood, study of musical regionalism of the earlier period, espe-
cially from within France, is becoming a progressively less anti-hegemonic act.

BORDERLANDS

Mention of the Atlantic seaboard brings me to consider the importance of border-
lands as a way of decentring capitals and rethinking where other centres might lie.
Unsurprisingly these coincide with many of the regionalist territories I mentioned
earlier; but they are joined by other meeting points relating to prior history, immi-
gration, regular cross-border travel, and collaboration. Hence the importance of
Italian and Russian constituencies in Nice, or the English in Normandy and Picardy.
For historical reasons, however, some of the most important questions are raised by
the borderland regions of Alsace and Lorraine, parts of whose present geographical
terrain switched between France and Germany four times between 1870 and 1944.
Here, questions of regionalism quickly become complicated by those of competing
national allegiances and — at the same time — a wish to rise above them.

On the French side, the balance of musicological work on the Franco-Prussian
War has emphasised the sense of French loss and the revanchist desire to level scores —
achieved temporarily with the ‘liberation’ of Alsace-Lorraine and its return to France
in 1919; elsewhere, the popularity of the cartoonist Oncle Hansi ( Jean-Jacques Waltz),
a celebrated voice of Alsatian anti-Germanism, lives on as ubiquitous tourist merchan-
dise. The first risk here is to extrapolate the borderland situation of the 1910s and
indeed the 1920s from that of the 1870s. What began as one of the spoils of war had,
by 1914, become a semi-autonomous region enjoying more administrative indepen-
dence than any French counterpart. And intermarriage had fundamentally changed
its nature. Strasbourg had become a bi-lingual musical crossroads for Europe and
many Alsatians, in particular, had no wish to be asked to choose between one natio-
nality or another.™

The French ‘liberation’ meant the splitting up and exiling of families, musical and
otherwise, across the whole of Alsace-Lorraine. Hence this plea from Charles Dewald,
the half-German interim Conservatoire director at Metz, to keep his job as leader of
the theatre orchestra and as violin teacher. In a desperate attempt to stay in newly
French Lorraine in 1919 he described himself as “indigenous”, noted how he taught
students from the area in French, and how his maternal grandfather was a “veteran
of the Second Empire” It was no use: he and his son, a student at the conservatoire,
respecively lost their job and their town council study grant. They were too German,
and that was that.

It is in this light that we can try to understand the internationalism of musical
life in Alsace-Lorraine in the 1920s. Let me take the case of the trouble in Strasbourg

14 See Roth 2010, and, for an explicitly autonomist perspective on later developments, Wittmann 2016.

15 Archives Municipales Metz 1 R 637d.
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over Guy Ropartz’s concert programming with the Conservatoire orchestra, when
his own committee rebelled against the French nationalist project he had been hired
to deliver. Ropartz began his directorship in 1919 and also became conductor of the
professional orchestra attached to the Conservatoire. He programmed a restricted
menu of French music from 1870 onwards — 150 works across a decade — to howls of
disapproval in the German-language portion of Strasbourg’s bilingual press. In 1922
we read the following: “Why deprive us of contemporary masterpieces as a matter
of principle? Playing Ravel only confirms the rule. Honegger, Florent Schmitt and
other Parisian artists are certainly not ‘boches’ [ ... ] Strauss, Pfitzner, Schrecker,
Busoni have long been names from another world. As for the newest moderns, they
are beyond the pale™ By 1926, when matters came to a head on the committee of
oversight at the Strasbourg Conservatoire, Ropartz was served with a list of compo-
sers its members wanted to hear, and which they were confident would reverse falling
audience numbers. The list, especially in its final section, is notable for its internatio-
nalism and its eclecticism, taking in modern Romantics such as Rachmaninov and the
new Catalan sardanes of Juli Garreta, alongside Schoenberg and the young tearaway
Sergei Prokofiev.” The internationalism of this selection had nothing to do with imita-
ting Paris. What was important here was to be neither French nor German, but a
proper border town: the very crossroads of European musical culture that Strasbourg
had been in 1914.

COMPARATIVISM

It will have become clear already how important to a musical history of provincial
France is the question of comparativism. It is a need that is increasingly recognised
in France itself, where the majority of studies, starting with those of local historians,
have focused on a single town.” This is more than an old chestnut about breadth
versus depth; it is about what is common and what is not, about benchmarks, local
rivalries, regional power centres, and — ultimately — a holistic approach that is nece-
ssary even though true holism is unattainable. A study of a single centre does not
necessarily imply a static view, since the personalities working in that centre will
have brought with them the experience of working elsewhere. It is hard to track
where they go, and to build up thereby a sense of the patterns of itinerant musical
life; but the internet, including the mass digitisation of local newspapers, is swiftly

16  “Pourquoi nous priver, de propos délibéré, des chefs-d’ceuvre contemporains ? D’avoir joué du
Ravel ne fait que confirmer la régle. Honegger, Florent Schmittt et d’autres artistes parisiens ne sont
certes pas des boches. [ ... ] Strauss, Pfitzner, Schreker, Busoni, Schoenberg sont depuis longtemps pour
nous des étres d’'un autre monde. Quant aux tout modernes, il n'en est méme pas question”. [translated

by Pierre de Bréville], n.l.a Ropartz, 177.
17 AM Strasbourg s MW 89. 3 August 1926.

18 See the discussion of “multipolaire” research by Joann Elart and Yannick Simon (2018: 10-11).
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transforming the research landscape in this respect. Comparativism via archival
sources is also challenging because evidence from different centres is rarely equi-
valent, and a comprehensive picture therefore difficult to construct. Nevertheless,
if history from a regional perspective is to have any meaning, it must go some way
towards mapping and explaining the relationships between centres, the impor-
tance of the relationships often being more important than instances of indivi-
dual activity.

In repertorial terms, opera and concert life can reveal copycat behaviour that
ushers in a new and widespread phenomenon that might or might not extend to
Paris. One such is the Wagner steeplechase of 1891 about which both Yannick Simon
and I have written — where successive and riot-free regional performances of Lohen-
grin between February and June purged Wagner of anti-French poison.” Here, seven
municipal opera houses - those miniature versions of the Opéra — were instrumental
in enabling Paris to put his works on a public stage. While their theatre managers and
conductors did not work as a team (save for Angers and Nantes), cumulative solida-
rity emerges from the news, preview and review literature of each town’s newpapers,
which have to be read alongside those of Paris for the complexity of relationships
between productions, and between regional ventures and initiatives in the capital, to
become fully apparent. It was these regional stagings that ushered in the supremely
belated Wagner craze in Paris. In the process, they illustrated both the maturity of
France’s operatic public, and (especially important for local critics) its level-headed-
ness in relation to Parisian firebrands. The test, then, was as much about responsible
citizenship as it was about music.

Comparativism also yields rewards in thinking about one of the major instances
where provincial France built an alternative musical culture: open-air opera. This
started at the ancient theatre of Orange in 1869, temporarily faltered there, but
returned at the turn of the new century as part of a regionalist and nationalist surge
in the use of Roman arenas, theatres and their modern imitations for opera and plays,
right across the south of France. Despite a lack of institutional structure, these perfor-
mances developed a momentum that fundamentally changed the dynamics of massed
musical spectacle in France. There were over so regular outdoor venues by the 1920s,
reaching ever northward within France; and they blurred the traditional operatic sepa-
ration between professional and amateur, the generic boundaries of play and opera,
of opera and cinema, and even the boundaries of music and sport. The most famous
examples, with newly-commissioned music and breathtakingly complex walk-through
stage-sets, took place in the Languedoc, at Béziers; but after Béziers stopped functio-
ning (the mid-1920s), the phenomenon continued with repertoire opera elsewhere.
Lacking both dependable weather and the right venue, Paris was neither the leader
nor a major player — indeed when Béziers commissions were tried out in Paris, they
usually suffered in the process because Paris could not contain them (see Ellis 2019:
178—194).

19 See Ellis 2013: 121-137, and Simon 2013. Since then, a documentary history by Michal Piotr
Mrozowicki has also dealt with the subject via press sources (Mrozowicki 2016: vol. 2, 943-994.).
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Yet the main venues of open-air opera were not all the same, and to conflate them
as uniformly regionalist would be to mistake surface for substance. As Christopher
Moore has noted, Béziers was more French nationalist than regionalist because its
funder, the wine-merchant Castelbon de Beauxhostes, was a staunch republican.
The mainly ancient classical themes of his commissions allied perfectly with nati-
onal imagery in use since the time of Louis XIV and newly intensified since 1870 (see
Moore 2014: 211-241). Orange was a more official ‘national’ venue, part-funded by
government money and organised from Paris. Led by the poet Paul Mariéton those
Parisians were, however, félibres whose interpretation of latinité had as much to do
with local pride as it did with the more official idea of creating an outpost of the
Comédie-Frangaise and the Opéra in a spectacular southern venue — which explains
why Orange became a site for félibre pilgrimage in a way never experienced by Béziers
(see Mariéton 1908).

Elsewhere, from 1898 Mistral nearly succeeded in consecrating Gounod’s Mireille
as an open-air opera of soft regionalism; but the manner of its contestation among
local critics in Arles, Nimes and Marseille, many of them félibres or otherwise inve-
sted in regionalist culture, underscores the fallacy of assuming that regionalists agree
simply because they represent the same area (see Ellis 2012: 463-509). At the same
time, critics with loud voices are not necessarily representative of the tens of thou-
sands of audience members who climbed the terraces to take in the specacle of an
outdoor performance, or who walked to some of the woodland clearings and in-the-
landscape venues of open-air opera. The combination of drink, food and socialising,
together with a tradition (in Arles at least) that an opera’s last act, like the last bull
of a bullfight, should be offered free of charge, take the visceral experience of such
events well away from middle-class newspaper chatter. The collective reactions of
such crowds, and the longevity of the institution itself, demand our attention.

HicH/Low

Mention of these blurrings of class and region brings me to my last proposition: that
the study of music at a regional level helps us avoid some of the binaries and polari-
sations that otherwise characterise discussion of music in capital cities. There is at
root a simple reason for this: the spreading of local musicians across a smaller number
of entertainment venues, and the consequent need to be versatile. While the point
of deconcentration was to create lots of miniature Parises, there came a point where
it was no longer possible to scale down. Even in large centres where pre-1864 laws
allowed more than one theatre (usually one for opera and one for plays), the luxury of
generic separation, as found in Paris, was impossible. On the musical side a sing]e resi-
dent company had to be able to cope with opera and opéra-comique, and increasingly
with operetta. In the pit, contracts frequently included a time-share between service
at the conservatoire (and possibly also its symphony orchestra) and the theatre orche-
stra. When things went wrong, performer flexibility was at a premium: in 1867, in the
wake of the 1864 legislation deregulating theatres in the provinces, opera in Marseille
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collapsed because the town council refused to continue its subsidy, but its orchestra
and dancers were soon spotted at local café-concerts.” Elsewhere in France, a high-
low continuum did not need to wait for disaster; it was woven in to normal musical
life. This is the case with the cobla - a hybrid of folk and popular music — in French
Catalonia, its oboes and its oboe players.

The cobla oboe, in two sizes of tible and tenora, was adapted in the 1850s to orche-
stral standards — but still for popular use — by the addition of Boehm-system keys.
This was the brainchild of Andreu Toron, himself an orchestral oboist and tenora
player, wind-instrument maker and dealer in the Roussillon town of Perpignan
(Frances 1986: 142-151). Composers of cobla music were frequently attached as
classical musicians to the opera, or to the conservatoire, or both; and Perpignan was
also, with Aix-en-Provence before it, one of the only two known towns in France to
authorise a class for folk or popular music within its municipal music school.* In Aix
from 1868 to 1872, the instrument was the galoubet with tambourin;** in Perpignan in
1881 it was the fible and the tenora. These ventures did not survive long, if at all (four
years in Aix was exceptional, and a bid for ‘national’ status for the conservatoire seems
to have quashed the Perpignan venture),” but their importance as cultural indicators
is none the weaker for that.

Emblematic of its malleable nature was the cobla oboe’s deployment by Séverac in
his Béziers spectacular of 1910, Héliogabale. Within an orchestration based on massive
blocks of instrumental timbre, its closing Act III contained a ‘mascarade’ into which
Séverac introduced three cobla oboes, played by friends from his adopted town of
Céret. The idea was to present the outdoor nature of the Midi at scale, in a score often
referred to as a ‘fresco’ (de Séverac 2002: 341) — the specifically Roussillon provenance
of the cobla oboes being less important than their broader regional and folk character.
Moreover, it was this mixture of the folk/popular with art-music of the open-air tradi-
tion that cemented the Languedoc-born Séverac’s adoption by Roussillon musicians.
For local cobla historian André Cortada, it was not a case of Séverac’s having appro-
priated or travestied a tradition, but of having elevated it by bringing it to wider atten-
tion, including in Paris when Héliogabale was presented there in 1911 (Cortada 1989:
67-68).

CONCLUSIONS

This series of categories and cases underscores the fundamentally lateral nature of
the task of taking the provinces seriously. It encourages such thinking in terms of
geography, repertoire and personnel, and it presses as much against the traditional

20 Around 60 employees were transferred (Bondilh 1867).
21 AM Perpignan, 1D 3/17 Délibérations du conseil municipal, piéces a I'appui, 16 November 1881.
22 Reported in LAvenir national, 26 August 1867; Le Ménestrel, 25 August 1867, 312.

23 Perpignan gained national status in 1884 and sported an entirely Paris-conformist Réglement.
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borders of musicology in general (borders with history, with popular music studies, or
with historical ethnomusicology) as against those of the recent musicology of France.
A concentration on works, rather than on performances, events, or the lived expe-
rience of music-making and listening, allows the bypassing of provincial life — or at
most a belittling of it. But the more that historical musicology becomes historical, the
less satisfactory is such an approach. Understanding cultures involves understanding
the ebb and flow of subcultures, the effects of mobility on musicians’ careers, and the
layering of multiple modes of belonging within any one person. It involves analysing
power relations and thinking about musical life as a set of dialogues and negotiations
rooted in the desire of different communities for meaningful education, leisure, and
art. Music becomes a conduit for all those things; and the ways composers facilitate
that cultural work, together with later appropriations, are a crucial component of the
story. But the first step is to reverse the point of view: to look back at the capital from
a new provincial normal.
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KeTrun Eauc
O3BUMASHO CXBABEHE TPOBUHITUIE

(PE3UME)

Kopucrehu npumep ®panrmycke, y oBoM papsy 3arosapam morpely 3a jauum
Npu3HakeM KYATypHe Pa3dHOAMKOCTH YHYTap HaIlMOHAAHHX APXaBa y
Pa3A06.5y eBpOIICKOr POMAHTHYAPCKOT HALMOHAAN3MA. Y PaAy je HCIIpTaH Iy T
3a HOB, MHTeTPUCAH U KOMIAPAaTHUBAH IPHUCTYII IPOyYaBamky My3HKe HacTaAe
y IpOBUHIIMjaMa, Y KOHTEKCTY IA€ HAaIJHOHAAHA [[eHTPAAM3aIIHja IIPEACTaBAsA
HopMmy. Curyanmja y panryckoj, mocebHo Ha BpxyHLy ,6yhema nmposunmmja®
oxo 1900. ropuHe, aHaAM3MpAHA je Y CBETAY HA€ja O PETHOHAAU3MY U €THUYKOM
HAITMOHAAM3MY Koje Cy usaoxuau Mso Crpexep u Joen AepceH, Kao U y mapaseAn
Ca [IMpUM [IMTABIMA BE3aHUM 33 KYATYPHY AelieHTpaausanyjy. [Toce6Ho ckpehem
Ma)XXiby Ha M3a30Be KOje OCTaBAajy HOrpaHUYHe 00AACTH, 3aTHM, TIpecelu
KYATYPHUX U IIOAUTHIKHUX HA€ja, KaO M Ha OTIACHOCTHU OA AQXKHE ITOAEAC Ha eAUTHY
U HIDKEPa3peAHY KYATYPY Ha AOKAAHOM HHUBOY.

KmyaHE PEYH: Qpaniycka, Oyheme nposunmyja, 1so Crpexep, Joer AepceH, morpanidse
obaactu






DOI https://doi.org/10.2298/MUZ1927071F
UDC 78(100)
78.03

A Music HisTory wiTH LOVE?
TuEs Hits, THE CULTS, AND THE SNOBS™

Marina Frolova-Walker*

Professor of Music History, University of Cambridge, United Kingdom
Fellow of the British Academy

Received: 15 November 2019
Accepted: 1 December 2019
Original scientific paper

ABSTRACT

In this article I refer to a number of examples of powerful manifestations of love
for music that routinely fall under the radar of music historians. One of these is
the present case study: the 'tenor cult' as a prominent feature of Soviet culture in
the 40s and S0s. Discouraged by the authorities and scorned by critics, it led to
extravagant behaviour that may seem anomalous for such a regimented society.
This potent love for both music and performer was largely female-driven, and it
delivered formative, life-defining experiences for many of the participants. I test
the suitability of the concept of “the middlebrow” for analysing this phenomenon
and investigate how such studies can contribute to the project of a listener-
oriented music history.

KEYwORDS: the “tenor cult”, Sergei Lemeshev, Ivan Kozlovsky, the middlebrow, music
listeners

Imagine a history of twentieth-century music based on the preferences of today’s
listeners. In one quite typical poll, held in Australia in 2011, the central figures
were Elgar, Holst, Gershwin, Vaughan Williams, and Rachmaninov. The next five
positions in the poll were held by Rodrigo, Barber, Orff, Stravinsky and Prokofiev
(Lesnie 2011). This particular poll happened to pass over Ravel in its top ten, but
since he featured prominently in similar polls, we should add him too. What if we

*  This essay originates from a paper given at a seminar The Future of Music History organised by Prof.

Jim Samson, during the eponymous conference at the Serbian Academy of Sciences and Arts (28-30
September 2017).

1 mf263@cam.ac.uk



72

MY3UKOAOTHUJA / MUSICOLOGY 27-2019

were then to reconstruct the historiography of twentieth-century music so that it
revolved around these eleven figures? Can we imagine such a narrative? Perhaps
not. Why the difficulty?

We can make sense of the list only if we take a step away from musicology in order
to enter the mind of the casual classical-music listener. Then we are able to see that
each composer has one, or at most a handful of pieces that have entered the popular
consciousness. Elgar? The Pomp and Circumstance March No. 1, “Nimrod” from
the Enigma Variations and the Cello Concerto. Holst? The Planets alone. Gershwin?
The Rhapsody in Blue, perhaps parts of An American in Paris or the Piano Concerto.
Vaughan Williams? The Fantasia on a Theme of Thomas Tallis or The Lark Ascending.
Rachmaninov for his Second Piano Concerto, with the Third Concerto and Rhap-
sody on a Theme of Paganini just behind. Rodrigo for the Concierto di Aranjuez alone.
Barber’s Adagio for Strings. Orff for Carmina Burana. Stravinsky: The Rite of Spring
and perhaps The Firebird. Prokofiev most probably for Peter and the Wolf, but the
Kizhe Suite and a couple of numbers from Romeo and Juliet also assist his bid. And
finally, Ravel for the Bolero.

While such polls doubtless offer some information about the marketing of
classical music today, we should not dismiss the innocent joy that these “greatest
hits” have given to millions of people around the world. We can number even musi-
cologists among these listeners, even if they maintain a discrete silence, or deny
their guilty pleasures. But the divergence between public and academic perceptions
is extreme. With the sole exception of Stravinsky, these most popular composers
are marginal at best in most academic surveys of twentieth-century music history.
For all the stubborn, enduring love Rachmaninov continues to earn from perfor-
mers and listeners alike, for academic historians, he belongs to a kind of musical
Jurassic Park.

In the 1980s, when literary scholars started talking about reader-oriented history,
musicologists suddenly remembered about listeners,” leading to a new focus on the
psychology of listening,’ the history of listening practices,* and reception studies. Of
these three areas, only reception studies (the largest of them) has been integrated into
the more traditional historical writing that had been concerned mainly with compo-
sers and their works. Reception studies are still most often focused on particular
works, as in traditional musicology, but the informal concept of the musical work in
reception studies is of something mutable, subject to reinterpretation in each society
that receives the work. There is a natural bias towards a narrow and atypical sector
of the listening public, namely the music critics employed by newspapers and music
journals, and this is understandable, since these are the only listeners who habitu-
ally commit their musical opinions to print after concerts, operatic performances or
the release of new recordings. It is much more difficult to excavate the opinions of

2 See, for example, an important manifesto in Obelkevich 1989: 102-108.
3 For example, Sloboda and O’Neill 2001: 415-429.
4 For example, Botstein 1998: 427-431.
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“ordinary listeners”, until the present century, which has yielded up a phenomenon
that offers a great potential advance in this musicological enterprise: namely, the
social media, which offer us a copious supply of listeners’ opinions to be searched and
collated for arriving at results such as the concert hit parade I began with.

The story of public taste for classical/concert music in the twentieth century has
still not been recounted in any systematic way (along the lines of William Weber’s
pioneering study of public taste in nineteenth-century musical life) (Weber 2009).
We still tend to write and teach twentieth-century history as the story of musical
modernism exemplified through composers and works, attempting to avert our eyes
from the open secret that the work-based approach collapses in the second half of
the century. This is simply because the concepts of masterworks and great compo-
sers no longer had a clear application. Concertgoers were no longer acquiring new
“friends” in the concert hall, whose company they wanted to enjoy again and again.
Most of the avant-garde’s music was simply off the public radar, confined to cliques
based around Darmstadt, Donaueschingen and other festivals, with a high propor-
tion of fellow composers and performers in the audience.

Once again following literary studies, in recent years, musicology managed to find
one way of accommodating the listeners’ perspective, and that is through the concept
of “the middlebrow”. Just a few decades ago, a classical hit parade would still have been
condescendingly dismissed as “middlebrow”, but in recent years, academic usage of
the word has become neutral. The shedding of the old polemical baggage made the
concept a useful tool in revealing previously unnoticed cultural vistas.

A brief history of the concept will be helpful for present purposes. Amusingly,
but appropriately, “highbrow” first appeared in the literature of phrenology, in 1875,
the hypothesis being that those blessed with higher foreheads had larger brains and
were therefore more intelligent. The contrary term, “lowbrow”, had to wait another
thirty years to appear in print, by which time “highbrow” had expanded far beyond
its phrenological origins, since “lowbrow” was a straightforward derogatory term for
someone who lacked culture and good taste (Levine 1988: 222-289). The stage was
set for the entrance of “middlebrow”, which finally appeared in 1912, in an article for
the American weekly magazine, The Nation. This is the pioneering passage:

[T]here is an alarmingly wide chasm, I might almost say a vacuum, between the
high-brow, who considers reading either as a trade or as a form of intellectual wres-
tling, and the low-brow, who is merely seeking for gross thrills. It is to be hoped
that culture will soon be democratized through some less conventional system of
education, giving rise to a new type that might be called the middle-brow, who
will consider books as a source of intellectual enjoyment.

This allows us to see that “middlebrow” was at least neutral, and possibly laudatory, a

label for a desirable social goal. But with the first stirrings of literary modernism, solid
unexperimental works were placed in a middlebrow category that the more adventu-

5 Attributed to BW. Huebsch, President of the Booksellers’ League, The Nation (25 January 1912), 75.
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rous and ambitious highbrows could dismiss and denigrate. Here is an aloof Virginia
Woolf on the subject:

But what, you may ask, is a middlebrow? And that, to tell the truth, is no easy
question to answer. They are neither one thing nor the other. They are not high-
brows, whose brows are high; nor lowbrows, whose brows are low. Their brows
are betwixt and between. ... The middlebrow is the man, or woman, of middle-
bred intelligence who ambles and saunters now on this side of the hedge, now on
that, in pursuit of no single object, neither art itself nor life itself, but both mixed
indistinguishably, and rather nastily, with money, fame, power, or prestige. ...

We highbrows, I agree, have to earn our livings; but when we have earned enough to
live on, then we live. When the middlebrows, on the contrary, have earned enough
to live on, they go on earning enough to buy—what are the things that middlebrows
always buy? Queen Anne furniture (faked, but none the less expensive); first editions
of dead writers, always the worst; pictures, or reproductions from pictures, by dead
painters; houses in what is called ,,the Georgian style”—but never anything new, never
a picture by a living painter, or a chair by a living carpenter, or books by living writers,
for to buy living art requires living taste (Woolf 1947: 115).

To be fair to Woolf, this highbred sneering appeared in a draft letter to an editor of
the New Statesman and Nation, and was never actually sent.

From the 1920s onwards, the three terms established themselves among journa-
lists on both sides of the Atlantic, and in 1949, Life magazine produced a classic chart,
a witty array of cartoons illustrating the preferences of the three brows in music and
in many other aspects oflife, such as clothes, food, games and charitable causes. The
lowbrow contents himself with whatever the jukebox offers, middlebrow tastes range
widely from Perry Como to Brahms, while the highbrow only admits to “Bach and
before; Ives and after” (Lynes 1949: 99-102).

Histories of music, art, and literature have, in the nature of things, been written by
highbrows — a middlebrow who acquired the knowledge and connections to academic
publishers would have transformed himself into a highbrow. And so middlebrow
cultural products and practices and products were largely excluded from conside-
ration. But now that they have been brought back from the cold, let us look for a
present-day definition of the middlebrow. A useful checklist has been provided by a
literary theorist Beth Driscoll, who offers eight characteristics of the middlebrow, and
her intention is that anything characterised as middlebrow should exemplify several
of these, but not necessarily all eight (Driscoll 2014, 17-44). Thus, according to Dris-
coll, the middlebrow is:

1) middle-class
Both Virginia Woolf’s essay and Life magazine’s chart correlated the three brows
with the three social classes. The aspirational nature of the middle class is reflected
in the self-improving character of much middlebrow culture.
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2) reverential towards elite culture
Middlebrow reverence for high culture leads to a degree of insecurity. A colu-
mnist for Punch magazine in 1925 tells us that the middlebrow category “consists
of people who are hoping that someday they will get used to the stuff they ought
to like”*
But this reveals something about the habits of highbrows. If middlebrows are
patronised for their efforts to understand, this is because highbrows tend to
conceal their own past efforts. No-one is born with an appreciation of complex
and challenging art. This is, of course, snobbery in action, which will always thre-
aten to undermine attempts to turn “middlebrow” into a neutral term, to take the
“sting” out of the word (Driscoll 2014: 1).

3) entrepreneurial or commercial
Middlebrow art is commercially packaged for ease of use and therefore generates
income for middlemen in advertising, distribution and retail.

4) mediated
This word is understood broadly: Driscoll discusses personal, institutional and
technological mediation. People and institutions, such as classical-music radio
presenters, mediate between high culture and the middle class. A succession of
technologies mediates concretely, whether radio, records, television or YouTube.
A BBC Proms concert unites many of these: the prestige and infrastructure of the
BBC, which even employs some of the orchestras performing, the BBC presen-
ters, who also interview guest musicologists and musicians, the live broadcast on
digital radio or television, and the video streaming at the BBC website afterwards.

5) feminised
This is an intriguing point: women make up the majority in audiences for the
middlebrow. In the early and mid-twentieth century, the privacy and lack of
commercial timetabling in the life of a housewife made it easier to cultivate midd-
lebrow habits — listening to a Mendelssohn symphony on the radio at low volume
while ironing, as the baby sleeps. The reasons for this continuing to the present
are more complex.

6) emotional
Here we come a crucial aspect of the middlebrow, and one which I have taken as
the starting point and core of the present article. As Driscoll puts it, “Middlebrow
practices emphasise emotional connection with culture. This involves a number of
different modes, including sentimentality, empathy, and therapy” (Driscoll 2014).

7) recreational
This flows from the previous two points: middlebrow cultural practices are
performed out of love, not obligation.

8) earnest
The idea here is that the middlebrow only listens in earnest, while the highbrow
cultivates the ability to listen with ironic distance. Again, an element of snobbery
threatens to encroach here.

Punch, 23 December 1925.
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How have musicologists used the concept? One of the early adopters and promoters
of the concept for musicology is Christopher Chowrimootoo, whose recent book
Middlebrow Modernism (2018) analyses production and consumption of Benjamin
Britten’s operas outside the standard grand narrative of twentieth-century modernism.
He describes his book as “a tale of composers, critics, and audiences torn between
seemingly conflicting commitments — on the one hand to uncompromising origina-
lity and radical autonomy, and on the other to musical pleasure and communication
with a new mass audience”. Chowrimootoo also points us to our own “guilty plea-
sures”, as scholars, critics, and audiences, “the conflicts between what we think we
“ought to like” and what we actually like, between aesthetic ideals and the messy reali-
ties of artistic taste (Chowrimootoo 2018: 3).

Pauline Fairclough attempts to do something similar for the symphonies of
Shostakovich: that is, she attempts to save them from the Cold War “socialist realist”
ghetto by relocating them to the middlebrow category (Fairclough 2018: 336-367).
This makes sense from our present-day Western perspective: on this basis, we no
longer have to burden Shostakovich with the dead weight of his political circum-
stances, but we are free to listen to him in the same way we listen to his counter-
parts in the Western symphonic tradition of the mid-twentieth century. Yes, his poli-
tical circumstances are interesting (and I for one can hardly be accused of neglecting
them), but the musicality of his work is too easily forgotten.

In this article, I also wish to test the concept of the middlebrow within the context
of Soviet musical culture, but Shostakovich will not be my focus. To begin, I will
quote from the scholar of Soviet literature Stephen Lovell, taking a passage that
Fairclough cited as being particularly helpful when she was trying to articulate her
position:

In early Soviet Russia... culture was issued with an imperative to be both “legiti-
mate” and “popular”, and as a result became “middlebrow”. There was no “high”
culture that corresponded to a dominant social class, nor can we really speak of
a “popular” culture; there emerged a single “Culture”, which was not allowed to
reflect diverse social interests, but rather provided the model for the Marxist-Leni-
nist project of social unification (Lovell 2000).

I'am actually going to take issue with Lovell here. What he describes was the situa-
tion the Soviet authorities hoped to bring about: it was indeed how Soviet culture
was supposed to operate. But that is not what happened in practice. The culture did,
in fact divide into high, middle and low strata, even if these were not the exact coun-
terparts of the Western categories. Let us look at the situation in music. The diffe-
rence arises from the absence of elite modernism, which was prohibited and unheard
in public between roughly 1936 and 1956. This absence had significant consequences
for Soviet culture: for one, Shostakovich’s symphonies occupied the very top tier
of musical culture. For all their supposed middlebrow character today, they were
generally difficult music, even if certain passages had a greater popular appeal. The
Soviet artistic elite, let alone the wider public, had to give the works several liste-
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nings before they were satisfied that they understood enough of what they had heard.
Their main audience was always a minority within the Soviet concert-going public.
Virgil Thomson’s famous bon mot that the Seventh Symphony “seems to have been
written for the slow-witted, the not very musical and the distracted” (Thomson 1942)
is a travesty only uttered to serve Thomson’s own ends. Beyond the famous “inva-
sion episode”, which came to stand for the whole symphony (and, without doubt,
helped its acceptance), there is nothing easy about the Seventh. The Eighth is even
more difficult, and the famous sculptor Vera Mukhina, intellectually well endowed
and sympathetic to Shostakovich, still found herself struggling after four listenings
(Frolova-Walker 2016: 93-94.).

I am happy to take Fairclough’s point that the Fifth Symphony is (only) middle-
brow with respect to its mediation. She understands mediation here as a transaction
between different socio-economic groups, following Russell Lynes and Richard Taru-
skin (Fairclough 2018: 340). In this particular case, the Soviet authorities wanted the
symphony to be accessible to a broad audience and Shostakovich followed the brief
(the work is challenging, true, but it lacks the forbidding modernism of Symphonies
2-4). But even with all these precautions, the Moscow venue was no longer full after
the fourth concert. This was a city of 4 million at the time, of which only 8-10 thou-
sand people actually went to hear the Symphony. And who belonged to this quarter-
of-one-percent of the populace? It was precisely the cultural elite.

The discussions of the Stalin Prize Committee give us a good sense of the Soviet
high-, middle- and lowbrow in music. In one of these, we learn that the most reque-
sted piece of music on Soviet radio is Tchaikovsky’s First Piano Concerto - this repre-
sents middlebrow taste. In another discussion, there is a criticism of popular but
“debased musical tastes”, with Lidia Ruslanova’s “gypsy” songs singled out, as an unde-
sirable vestige of late Tsarist culture — this is lowbrow taste. The Committee discusses
Shostakovich’s music in very different terms from classic favourites like Tchaikovsky;
Shostakovich was generally considered challenging and sometimes problematic — this
gives us a location for highbrow taste. In fact, most other new Soviet concert works
were discussed along similar lines, so they can generally be considered highbrow by
Soviet standards of the time (Frolova-Walker 2016: 188; 275).

And here I would like to offer my own candidate for the Soviet “middlebrow”, a
certain musical phenomenon that won an adoring mass audience. The story I want
to tell is not well known outside of Russia, but it still has resonance in post-Soviet
Russia, and its effects extended to my own family. I shall begin with the extraordi-
nary cult of the Bolshoi Theatre’s two leading tenors, from the 1930s to the 1950s. The
singers in question were Ivan Kozlovsky (1900-1993) and Sergei Lemeshev (1902
1977). But they themselves were part of the “popular opera” phenomenon, a middle-
brow mainstay of Soviet musical life in the Stalin period. To be part of the opera-going
public means access to an opera house, and for most of the Soviet population outside
the main urban centres, this was not possible. Nevertheless, the Soviet authorities
wanted its citizenry to be acquainted with opera, so more accessible and digestible
forms had to be created. Accordingly, extracts from classic operas were presented on
the radio, or in the cinema, while in the concert hall, medleys of favourite arias were
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commonly performed. In this manner, many a Soviet citizen who had never set foot
inside an opera house would still know famous arias by heart.

In the 1954 Soviet film Verniye druz’ya (True Friends), there is an episode where
the audience is kept waiting for a performance that is late to start. A couple of besu-
ited bureaucrats mount the stage in an attempt trying to pacify the crowd, whose
frustration is becoming evident. For our purposes, what is interesting is that they
start to shout out their requests. One of these is for the song “Lodochka” (Little
Boat), but this was only the theme song written for the film, so it is a red herring for
our purposes. The other three requests are all standard items of “popular opera”: the
Habanera from Carmen, Lensky’s Aria from Eugene Onegin, and Susanin’s aria from
Glinka’s Ivan Susanin (the Sovietized version of A Life for the Tsar).

With Lensky, we are right in the centre of our topic: it was the signature aria for
Sergei Lemeshev, one of our two tenors from the Bolshoi. The other, Ivan Kozlovsky,
was best known for his Song of the Indian Guest, from Sadko (and later for his Yudo-
divy, from Boris Godunov). If you search for these clips on the internet, you will imme-
diately be struck by the difference between the two voices: Lemeshev is smooth,
tender, lyrical, and romantic, while Kozlovsky has a “bite” to his voice, which some
found exciting, while others considered it a detraction. But even those unconvinced
by Kozlovsky’s vocal timbre, were won over by his impeccable technique, his wider
repertoire, and his powerful, heart-stopping high notes. The two singers were never
promoted internationally, so you should not be surprised if you have never heard of
them, but among Russians, their recordings still command deep affection today, thirty
or forty years after their deaths. One Russian internet discussion around the relative
strengths of the two tenors flourished for no less than four years, from 2004 to 2008;
in the end, a vote was taken, and Lemeshev won by a long stretch.” Since familiarity
with internet forums was largely confined to the young at this point, very few of the
participants had heard the tenors live, and even those who had heard them were only
old enough to catch them when they were well past their prime.

The cult of these two singers took two principal forms. The first was the role
of radio and film in building their popularity across the Soviet Union. Lemeshev
was given a great boost by his starring role in A Musical Story (1940), a fictionalised
account of his own life.* The film rode the wave of Lemeshev’s radio popularity, but
the screen portrayal added a new intimacy to his public image. His daughter attested
that in the film, he behaved and spoke just as she knew him: a simple and unpreten-
tious man from a small village, free of the artifices of celebrity culture.® Kozlovsky
appeared on the big screen two years later, in the wartime documentary A Concert

7 “Lemeshev i Kozlovskiy — postfactum”, ClassicalForum.ru, http://classicalforum.ru/index.
php?topic=2251.25.

8  There is an insightful essay on this film by Anna Nisnevich (2014: 193-211).

9  “Doch’ Lemesheva o nishchenskom detstve, sumasshedshikh poklonnitsakh i zhenakh velikogo
otsa”, https://7days.ru/stars/privatelife/doch-lemesheva-o-nishchenskom-detstve-sumasshedshikh-
poklonnitsakh-i-zhenakh-velikogo-ottsa/2.htm#ixzz686kRtSha.
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for the Front (Kontsert Frontu, 1942). After these films, there were few Soviet citi-
zens who would not have heard their voices or known their names. For that level
of isolation, you would have to belong to remote communities that lacked even a
single village radio set, such as the Old Believers hidden away in the middle of the
taiga. The Soviet state relied on radio for the creation of a common culture for the
nation, and one feature of Soviet life during the 30s-50s period was that the conti-
nuous background sound of the radio. The Soviet sets did not even have an off switch
—you turned the volume knob down if you needed some quiet.

The second form of the cult was localised. Both Kozlovsky and Lemeshev were
pursued by large groups of fans, mostly female. These fans gave their loyalty exclusi-
vely to one singer or the other — you were a lemeshistka or a kozlovityanka — and each
reputedly harboured some hostility towards the other camp. These groups were seen
at the Bolshoi, and their noisy adulation resulted in long interruptions to the perfor-
mance of operas when their idol first stepped out on to the stage.” They were also to
be seen at the artists’ entrance, and it was recorded that Kozlovsky often ran in by the
back entrance to avoid being mobbed. They accompanied the singers on the way from
the theatre afterwards, and these women even managed at times to lift Lemeshev’s
car off the ground, carrying him along with the rest of the adoring crowd. They also
congregated near the apartment block in which their idol lived. A Russian word in
Soviet times for “fans” or “admirers” was sirikhi, derived from sir (cheese); this actually
stems from the fact that in bad weather, Lemeshev’s fans would take shelter nearby in
the imposing cheese shop on Tverskaya. They travelled the country to follow their
idols around, when they were on tour, obviously enough, but also, more disturbingly,
when they were on vacation. They were happy to intrude on their idol’s personal life:
when Lemeshev and his wife Irina (who was a soprano at the Bolshoi) parted ways,
he came out on stage to be greeted by a chorus of sirikhi shouting “Go back to Irina
Maslennikova”"

This behaviour, when viewed in isolation, may not be so very different from
the behaviour of other groups of fans, such as the earlier cult of the bass Fyodor
Chaliapin, in fin-de-siécle Russia, the subject of a book by Anna Fishzon (2013). What
distinguishes the present case, however, is that this adulation of opera singers took
place in the Soviet Union, and not only that but throughout the years of high Stali-
nism. The formation of obsessive and hysterical cults around opera singers is, after
all, a phenomenon that would seem alien to Soviet life: it is hedonistic, escapist, redo-
lent of psychological disorder, and it is accompanied by a spectrum of hooliganistic
behaviour: disruption of performances at state opera houses, gate-crashing, loitering,
climbing drainpipes, and so on. In addition to all these problems, it was fundamen-
tally un-Soviet to build your identity and existence around a recreational practice,
since work, as a form of service to the state, were supposed to come first. The indul-

10 In the following PhD thesis, the author focuses on the (mainly negative) influence of the “cult of
the singer” on the artistic level and day-to-day running of the Bolshoi Opera: Panchuk 2006.

11 This was one of the Lemeshev stories told to me by my mother.
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gence of obsessions was inimical to the kind of healthy and balanced life the Soviet
authorities promoted among its citizenry. Any obsessive behaviour was supposed to
be chanelled into useful Soviet activities such as fulfilling industrial goals, hunting
down saboteurs or fighting wartime enemies. Even the objects of admiration were
far from the severe, muscular Soviet men of monumental sculpture and propaganda
posters. Lemeshev was small and slight, with big eyes, his looks as sweet as his voice.
Kozlovsky was at least tall, but decidedly effeminate, always wrapped in a long scarf
off-stage, of aristocratic bearing and mannerisms (despite the fact that like his rival,
he also came from a peasant family).

And yet for all their un-Soviet behaviour, there was nothing underground about
these fans in pursuit of their idols — on the contrary, it was highly public. For as long
as individual fans stopped short of outright criminality, their behaviour was treated
as a tolerable embarrassment, and as such, it passed largely unremarked in newspa-
pers, music journals and other printed literature of the period. The memoir literature
is another matter, and much amusement is drawn from the more bizarre antics of the
opera fans, but these were published long after the events. Still, the tiny number of
contemporary pieces addressing the matter are worth examining.

One such piece is the short newspaper article, “A Claque at the Bolshoi”, which
appeared in 1936 (L'vov1936: 3). The journalist blames the artistes for the existence
of their claques, since they offer encouragement by handing out free passes to their
fans. The writer further complains that Lemeshev would place a toy poodle in his
dressing-room window as a signal to his fans that he was about to make an unsche-
duled appearance. The fans who spotted the poodle would hurriedly circulate the
information around the claque. The writer of the article approvingly provides an
example of another star singer, the soprano Elena Kruglikova, whose behaviour
was much more sober and Soviet. Instead of encouraging her incipient claque,
she would hold “serious, comradely conversations” with her fans to explain why
she was not going to offer free passes, and as a result, they left her alone. Another
article on the topic comes from 1954, and it is once again centred around Leme-
shev (it also covers other forms of bad behaviour in the opera house, such as late
arrivals) (Anon. 1954: 2).

The most interesting of my exhibits, however, is a little article from 1949, signed
by Lemeshev himself, in the Bolshoi Theatre’s own paper, distributed exclusively
to employees (although the actual readership extended to friends and family). The
article is entitled: “This is unworthy of Soviet youth!” (Lemeshev 1949: 3), and it
enters into greater detail on the kind of behaviour found among claque members,
which included (older) schoolgirls missing their classes in order to pursue their idol.
This was deviant behaviour, shirking the responsibilities of young citizens to join
a community of idlers. The point of the article is unclear: it seems to be admonis-
hing the fans directly, but these fans were not officially part of the paper’s readership.
Alternatively, it might have been an oblique attempt to exculpate Lemeshev from
the behaviour of his claque (he could hardly be accused of dragging girls from their
schoolrooms). At any rate, after 20 years of Lemeshev hysteria, no one could serio-
usly expect such an article to have any effect.
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Most of our information about the tenor cults comes from later memoirs and
interviews, rather than from any contemporaneous printed sources. My own interest
in the topic was initially sparked by my own mother’s recollections, since she herself
was one of those errant Moscow schoolgirls scolded in the Bolshoi paper. Even the
period is right, since she was in her early teens during the post-War period. She was
drawn into this “deviance” by her friend Lyuba, who was indeed, by my mother’s
account, quite obsessed. Lyuba decided to avoid the more oversubscribed cults, and
chose a tenor of the second rank, Anatoly Orfyonov (who often served as Lemeshev’s
understudy). My mother, already an individualist, would not even follow Lyuba’s
choice, but instead selected another tenor with the same lyrical repertoire, but a little
further down the ranks again. Even so, the mementos that she passed on to me clearly
show that she was a great admirer of Lemeshev, even if she kept her distance from
the herd back in her teens.

Lyuba became a senior acolyte in the cult, so to speak: she made personal contact
with her idol, began to receive free passes from him, even came to know various
members of his family. In the end, she became a life-long friend of her idol’s family.
My mother was more reticent, and contented herself with constant trips to the opera
house — whatever fantasies she harboured never became reality. She never had much
confidence in her singing voice, and her childhood piano lessons were set aside after
a few years, so she could not even be called an amateur musician at any level. Even
so, she came to know several repertoire operas by heart, with La Traviata and Eugene
Onegin as her favourites. By her own accounts, she was sufficiently immersed in the
operatic experience to shed frequent tears in the darkness of the auditorium. Her own
mother she lost when she was only 15, and the opera house became a happy place
of escape from sad realities. Many decades later, she still spoke with great warmth
about her operatic experience, and it remained in her memory as an important rite of
passage, although she also cautioned me to guard against any obsession on the level
of Lyuba’s, an obsession that could affect or even derail career and marriage plans.

Is it appropriate, then, to treat the Soviet tenor cult as a middlebrow cultural prac-
tice? Following Driscoll’s approach, let us see how the cult holds up against his eight
criteria (remembering that Driscoll did not expect them all to be met by any single
cultural phenomenon).

1) middle-class
Although class-society had officially disappeared from the Soviet Union by the mid-
1930s, this was a fiction. There were, in fact, huge differences in earning power and
prestige across Soviet society. At the top was Stalin’s elite of senior military personnel,
government officials, academicians and the uppermost layer of cultural figures. At the
bottom of society, constituting the majority, were the ordinary workers and (collec-
tive) farmers. Between these groups was a middle class of professionals: teachers,
scientists, engineers, managers and civil servants. Culturally, there were also high-
brows, middlebrows and lowbrows, although these strata did not align precisely with
the social strata. The musical highbrows were those who attended symphony concerts
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and piano recitals; their interests extended to opera, but their attendance patterns
differed from that of the cultists, favouring new productions, and lacking the obsessive
desire to see the same opera again and again. The lowbrows were those who shunned
opera or classical music in general, preferring to follow recent popular songs. Opera
cults fit in the middle. As a member of the musical public, Stalin himself belonged to
the middlebrow group, attending the same productions of classical opera (and ballet)
repeatedly, but avoiding or actively rejecting new works, as we know from the scandal
that overtook Shostakovich’s opera Lady Macbeth.

To belong to an opera cult, devotees needed a lot of leisure time in order to
visit the Bolshoi several nights a week. Cult members therefore consisted mainly
of housewives whose husbands could provide for the family, or university students
and older schoolchildren who did not have to spend their free time earning extra
income. The ticket price was not, in itself, a great obstacle, since prices had not been
set by market forces since the end of the 1920s. But even if they were easy to pay for,
actually obtaining them was another matter. The normal operagoer had to queue
for hours (which itself required leisure time), so cult members tried to bypass the
normal process by developing helpful contacts. If they were enterprising and char-
ming enough, they might become sufficiently acquainted with their idol to acquire a
free pass, as we saw earlier.

2) reverential towards the elite culture
Some of the memoirists refer to their cult devotions as a process of learning. The
screenplay writer and novelist Yuri Nagibin first heard Lemeshev at the age of 12.
By his own admission, he paid little attention to the music that was sung, but he
was enchanted by the sound of Lemeshev’s voice and also struck by his charismatic
presence on stage. Through Lemeshev, Nagabin says that he was able to learn the
operas by heart, without any musical knowledge (although musicians will understand
that he was certainly picking up solid musical skills along the way). He admitted that
his knowledge of operas’ first acts was hazier, simply because the most rudimentary
way to bypass the long hours of queueing for a ticket was to slip discretely into the
auditorium during the interval (as many did). His initial appreciation of Lemeshev
in time led to a general love of opera. This eventually extended to a driving passion
for classical music of all kinds, which he promoted in his journalism with a missio-
nary zeal.”

Let us broaden our focus to the much larger radio audience for a moment. Soviet
radio (not unlike the early BBC) had a primary function of “enlightening” listeners
and directing their leisure hours towards their intellectual and cultural development.
Opera was present from the beginning: on 17 September 1922, listeners were able to
the first broadcast concert (in Russia, and indeed, the whole of Europe), consisting
of three operatic arias and one song. This was the programme:

12 Yuri Nagibin, “Pevuchaya dusha Rossii’, https://profilib.website/chtenie/ 40287 /yuriy-nagibin-
pevuchaya-dusha-rossii-10.php.
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Borodin, Igor’s Aria from Prince Igor

Tchaikovsky, Polina’s Romance from The Queen of Spades
Rimsky-Korsakov, Marfa’s Aria from The Tsar’s Bride
“Krasnyi sarafan’, a drawing-room song (Sukhareva 2017: 63).

To take an example from the early years of Soviet broadcasting, in the course of 1925
alone, the so-called “trade-union radio” station presented 28 opera broadcasts from
the theatre, and 9 more operas from their studio, together with 171 concerts (which
in all probability featured many performances of operatic arias). There was a delibe-
rate drive to bring opera to the ordinary listener, who was even lectured, before the
performance, on why this was an edifying activity for Soviet citizens. There was some
grumbling from the public: “It’s hard for a worker to make sense of operatic music”
and “The words in opera are not comprehensible” But whatever the public initially
thought, a respect for high culture was carefully inculcated, raising much of the citi-
zenry from the lowbrow to the middlebrow.

3) enterpreneurial/commercial

Within the Soviet context this point is far from straightforward, yet it has been shown
on many occasions that the Soviet arts had to commercially viable up to a point:
that is, state subsidies only covered a percentage, while the rest had to be earned
from ticket sales and other sources of commercial revenue. There was a flourishing
record industry and also a market for operatic postcards; the ordinary public bought
these too, but the opera-cult members bought them in amounts commensurate with
their obsession. For this reason, it was not in the Bolshoi’s own commercial inte-
rests to discourage the opera cultists, and this is no doubt a larger factor in their
survival, in spite of the decadence of their behaviour by Soviet standards. But the cults
sometimes benefitted the singer directly, rather than the opera house. Kozlovsky in
particular, became a star feature in the shadowy private economy, singing in many
private concerts where he could command enormous fees (Frolova-Walker 2016: 12).
Although this aspect of his career needs much more research, the level of his fees
implies wealthy individuals or institutions to pay him, so it is safe to assume that
these private appearances were often at the behest of senior Party officials, or from
the larger factories or collective farms (which does not mean that he sang on the
factory floor or in the fields).

4) mediated
Technological developments played a major role in the way opera was disseminated,
and even in the formation of the cults. The original broadcasting of operas direct from
the theatre was exciting at first, but it was dogged by various technical problems. A
much smoother and better digestible presentation was achieved through the tech-

13 All this information also comes from Sukhareva 2017: 87—90.
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nique of radio montage. This was a somewhat abridged version of a given opera, the
music interspersed with explanations of the story, but the recording process was now
generally studio-based, usually from prior recordings, but sometimes live. Several
studies have shown how the broadcasting opera actually influenced the development
of radio and recording technology in the U.S., and while these studies are lacking
for the USSR, it is more than likely that the broad conclusions would be the same.
The very first radio receivers were public, not domestic: the broadcasts were heard
in the street, creating a collective mass audience (as opposed to a mass audience
that was just the aggregate of private listeners at home). But the spread of domestic
radio technology led to listening habits similar to those found in the West from the
19208-1940s, and the cultists could enjoy Lemeshev, Kozlovsky intimately, in their
own rooms, decorated with postcard pictures of the singer in his various roles, or in
his elegant street clothes.

5) feminised and 6) emotional

These two points are tightly connected, and of paramount importance for my argu-
ment. In the development of literary middlebrow studies, much has revolved around
changing attitudes to women’s reading habits. As Driscoll suggests in her book,
“Women’s reading has been dismissed and degraded as part of elite responses to
the middlebrow” (Driscoll 2014: 46). She argues that Flaubert created a dichotomy
between woman as “the emotional, passive reader of inferior literature and man as
the objective, ironic and active writer of authentic literature” (Driscoll 2014: 49). In
the same way, the female-dominated tenor cult has attracted much sneering, with
dominant tropes of hysteria and sexual frustration. I have described various aspects
of Moscow’s operatic cults that are indeed amusing, but this should not lead to a facile
dismissal of the cult members’ personal experiences — from their writings, we know
that they were capable of engaging with the music and drama, not just sobbing at the
sight of their idol coming on stage. The ability to sing one’s way through a whole opera
(and hum the main instrumental line in non-vocal sections) is a considerable musical
achievement after all, and anyone who tries to psychologise this away (hysteria, sexual
frustration) merely demonstrates his lack of musical knowledge. Ethnographic studies
of opera fandom that have been carried out in other localities attest the depth of indi-
vidual experiences.*

7) recreational
This point warrants some elaboration in the Soviet context. As I have already menti-
oned, it was “transgressive” by Soviet standards to place a recreational practice in the
centre of your life. As Claudio Benzecry has argued, opera cults belie the current soci-
ological understanding that the consumption of culture has mostly to do with status,

14 See, for example, Benzecry 2012: 39-4s.
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cultural capital, or material self-advancement. If we can say that opera fans accrue
cultural capital, Benzecry shows that they do not take it outside the group. In this case,
itis not even clear whether we can properly use the term “cultural capital” — they have
acquired nothing that they can use outside their own small circle of aficionados. Far
from serving any external goal, the passion of the opera-cultists is more likely to earn
them stigmatization from the outside world (Benzecry 2011: 189). As I believe I have
demonstrated, an extreme passion for opera seals the fans off from the outside world.
This phenomenon is close to vnenakhodimost’, the state of existing outside the system,
as diagnosed by the social anthropologist Alexei Yurchak among Soviet followers of
rock bands from the 1960s onwards (admittedly, rock had troubled relations with the
state, whereas opera was promoted by the state) (Yurchak 2006). Vaenakhodimost’
insulated such groups from the state ideology, which was ever present for most of the
population. The proliferation of subcultures outside state management was, Yurchak
argues, one of the (almost concealed) factors that made the fall of the Soviet state
so unpredictable and rapid. In other words, while all these millions of people were
thought (in the West) to be believers, more or less, in Communism and at least placid
Soviet subjects, they were in fact pursuing their private and small-group interests that
had nothing to do with the state (some of these interests were purely economic — the
black economy was comparable to the official Soviet economy. The tenor cult reveals
to us that in some relatively innocuous forms, this vnenakhodimost’ was present all
along. Having said this, we should still exercise due caution before the matter is resear-
ched in depth, since there is always the possibility that a significant number of Leme-
shev fans could also have been dutiful Komsomol and Party members.

8) earnest
AsThave already mentioned, this category may indicate a vestigial condescension on
Driscoll’s part, since earnestness stands in opposition to the detached, ironic outlook
available to the highbrows. Perhaps the theory itself is contaminated by this attitude
for all its protestations to the contrary. At the recent conference on music and the
middlebrow in London, a sneering, mocking tone was adopted by most speakers.’s
This tone stemmed from their primary sources (in the manner of the earlier Virginia
Woolf passage), and mockery, of course, is a great tool for entertaining a conference
audience. The speakers ostensibly adopted neutrality, but they seemed to be unable
to rid themselves of highbrow assumptions. Academic work is intrinsically highbrow,
so this is hardly surprising.

I would propose, then, that while the recent trend of middlebrow studies succeeds
in bringing into focus many cultural practices that had hitherto remained invisible,
something is still missing from the project. What is missing, in my opinion, is the
recognition that a middlebrow experience of the arts can be authentic, valuable and
valid. Instead of the precarious category of earnestness, I suggest that we substitute

15 “Music and the Middlebrow”, three-day conference at the University of Notre Dame’s London
Global Gateway in June 2017.
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“love” — for who can build that into a sneering opposition without collapsing into
blatant cynicism and misanthropy?

TowARDS A CONCLUSION

Claudio Benzecry’s book The Opera Fanatic speaks explicitly of love. It is an ethno-
graphy of opera fans in today’s Buenos Aires. It is a book of musical sociology, and
the author takes issue not with music historiography (as I am doing now) but with
sociological theories of cultural consumption. Benzecry identifies three theories for
the consumption of classical music: art as status (Weber), art as ideological domi-
nation (Marx, Adorno) and art as cultural capital (Bourdieu). All three (and Bour-
dieu in particular) have been much cited by scholars practising middlebrow studies.
He concludes that consumption of classical music is usually studied as “objective
culture”, in contrast to popular music, where the listening subject is placed centre
stage. In our attempts to reach the subject, an examination of listeners’ love for parti-
cular pieces, performers or musical genres is very useful, and helps us see how these
listening subjects are enabled by music to develop as individuals and to transcend
their circumstances. In moments of self-transcendence, of escaping from the world
outside the walls of the opera house, the fans experience ecstasies, accompanied by
tears, or involuntary shaking. Such mystical, quasi-religious moments have a profound
effect on the development of these individuals. This process of self-formation can last
alifetime, with cumulative learning and the cultivation of an undemonstrative conno-
isseurship, as the investment of time, effort and emotion increases further.

To add to this a little self-ethnography, a single moment of revelation and tran-
scendence that I experienced in my early teens, resulted in a lifetime of devotion to
music. My own self-formation began precisely in fandom, and I know very well how
intense emotional attachment can open up a piece of music (usually in connection
with a particular performance) in the way that no detached analysis can duplicate. I
have been feeding off these revelatory moments for most of my career. Fandom led
me to some important personal choices such as my choice of career and the shaping
of my public persona. It defined my ambitions and shaped my work ethic; it gave me
a sense of purpose or even mission in life. It was hugely important to me that my son
should be able to experience such a revelatory moment in the opera house — and when
that happened, I was satisfied that an important building block of his life has been set
in place. That openness to emotion and inhabitual thoughts in the opera house would
open up paths to empathetic behaviour outside it, and that the therapeutic aspect of
art would serve him as a protective cocoon.

Is none of this important when we sit down to write music history? Must we leave
our “middlebrow” baggage at the door and assume highbrow posturing?

I could conclude this article modestly — by articulating, for example, how my case
study of the two tenors could influence the histories we already have. It is easy to see
that new Soviet works produced in the 1930s and 1950s resonate in many ways with
the contemporaneous culture of “popular opera” and “popular classics” in general.
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Shostakovich’s works of the period easily slip into quotations from Carmen' or
Faust, or indeed, Eugene Onegin or Khovanshchina, tapping into the listeners’ familia-
rity with this repertoire. I have examined Shostakovich’s demotic style to see what
distinguishes it beyond an avoidance of learned devices, and I found that the allu-
sions pile up as if he was summarising a Friday-evening request concert on the radio
(Frolova-Walker 2009: 403—423). In Prokofiev, we find less of this behaviour, but his
own popular hits, such as the mezzo-soprano aria from Alexander Nevsky rode in on
the coat-tails of several Russian classical prototypes. It was easier to create a “Soviet
classic” this way. When Shchedrin turbocharged Bizet’s music for his own balletic
Carmen Suite, he made one of the shrewdest moves of his career: the opera was so
familiar to the Soviet public that he could drop the melody of the Toreador’s Song,
in the sure knowledge that each listener would imagine it with every detail in place —
or even treat the music as a karaoke track.

But there is a broader conclusion to be drawn from all this: if we are ever going
to create a genuine listener-oriented history of twentieth-century music, we actually
need to take listeners seriously — if this was really as platitudinous as it sounds, the
project would be well underway by now. The concept of the middlebrow proves to
be of great use here, because it allows us to approach cultural practices holistically,
looking simultaneously at works, performers, mediators and audiences. But we must
first defang the term “middlebrow”, and if that cannot be done, then invent a new term
that will perform the same task. We need to recognise that the emotional engage-
ment with culture, essential to middlebrow pursuits, has authenticity and value, rather
than deriding it as kitsch culture. Among many other things, we can perhaps finally
revise the academic narrative of Rachmaninov’s career: that he was a melancholic and
nostalgic left adrift after he was thrown off the ship of modernity. Instead, we could
have a positive story of the love and elation that his music and his playing elicited
(and continues to elicit) among millions of listeners around the world — and for many
of them, he is the principal composer of the twentieth century, as absurd as that may
sound in a musicological environment. Perhaps such a strategy, allowing for an adora-
tion of music that can be life-enhancing and life-changing, will help us not only to
advocate for Rachmaninov, but for classical music in general.

16 References to Carmen had a personal significance, as shown by A.S. Benditsky in his book O
Pyatoy simfonii Shostakovicha (2000). Being aware of the culture of “popular opera” is crucial for appre-
ciate Shostakovich’s conceit: he manages to hide in plain view even the greatest hit from Carmen, the

Habanera.
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MarusA PPOAOBA-BOKEP
VICTOPUJA MY3UKE C SYBABAY? XUTOBH, KYATOBU M CHOBOBU

(PE3UME)

3amucauTe ucropujy My3uke XX Beka 3aCHOBaHY Ha apMHUTETHMA AAHAIIBUX
CAyIIaAana. ¥ jeAHOj TUIIMYHO] aHKeTH, cripoBepeHoj 2011. ropune y Aycrpaaujy,
IpBUX IeT MecTa 3ay3ean cy Easapp Earap, I'ycras Xoact, Ilopu I'epmsun, Paad
Bon Buanjamc n Ceprej Paxmamunos. Ha HapeAHUX ITeT mo3uIiyja AaCHpaAH Cy
ce Xoaxun Poppuro, Cemjyea Bap6ep, Kapa Op¢, Hrop Crpasurcku u Ceprej
IIpoxodjes. Y oBoj ankeru Mopuc Pasea Huje ycreo pa ce maacupa y npsux 10,
AAH IOLITO Ce OH OOMYHO HAAA3H IIPY BPXY CAUYHHUX AUCTA, IpuaoAahemo ra u
oBAe. ITTta 6u ce AecrAO Kapa OGUCMO PeKOHCTPYUCAAN HCTOPHU)Y My3HKe TaKo
Aa IleHTPaAHA MeCTa 3ay3Me OBUX jeAaHaecT KOMIo3uTopa? Aa Au MOXKeMo Al
3aMMCAMMO TaKaB HapaTHB? BepoBaTHO Aa He MOXkeMO. 3allTO je TO TOAUKO TEIIKO?

ITpemaa oBa 1 cAMUHe aHKeTe 6e3 CyMEbe OTKPHBAjy OHENITO O MAPKETHHIY
KAACHYHe My3HKe Y AAHalllibe BpeMe, O1AO 61 IOTpelIHO Kapa 6ucMo opbarman
HeITpoIlehbrBe, HHTUMHE TPEHYTKe PAAOCTH KOje OBHU ,HajBehu xuToBu” npyxajy
MHAMOHHMaA CAyLIaAalia MKPOM CBeTa, yKayuyjyhu, BepoBaTHO, 1 6pojHe
KpHUTHYape 1 mpodecope My3HKe, YaK U AKO OHH TO He OM jaBHO IIPHU3HAAH.
A umnak, ¢ usyserkomM CTpaBMHCKOTI, OBH HajIOIYAAPHMjH KOMIIO3UTOPH CY
MapryHAAN30BaHHU, HAU YaK UTHOPHUCAHH, y BehMHH aKapAeMCKHX IIPOy4YaBama
ucropuje Mysuxe XX Beka. YaMuMo, Ha IpuMep, PaxmamnHOBa: nako usBohadu u
CAYIIAOI YIIOPHO U TPAjHO BOAE HeTOBY MY3HKY, TO HHje AOIIPHHEAO ITONPaBAoaby
HeroBe MOo3HIjHje Y akapeMCKOM CBeTy: Kao koMro3uTop XX BeKa, OH je HEBHAMUB,
HAH, Y HajOOseM CAy4ajy, cMaTpaH 3a GocHAa.

ITocAeABHX TOAMHA, My3UKOAOTHja MOKYIIABa AA Pa3pelI oBaj mpobaeM
IPUMEHOM KOHIIENTa ,cpeAmber Yeaa” uau ,cpeambeymuor” [the middlebrow],
nosunuonupanor usmeby ,Bucoxor geaa” (,Bucoxoymuor” [the highbrow])
u ,Huckor yeaa” (,Huckoymuor” [the lowbrow]). OBakas npucryn seh je
kopumheH y KIbIDKeBHOCTU 1 AOBEO je A0 OPOJHUX CTYAHja O KIBIDKEBHUM ACAUMA
KOja cy paHuje Ouaa 3aHeMapuBaHa. Pasmarpajyhu Teopujcke HMIIANKALIH)je
»CPEABEYMHOTr”, HAYYHHIU Cy IIOKYIIAAY He CaMoO Aa ra cMecTe y oppeheny
APYI.HTBQHY FPYHY HAN Y CETMEHT TP)KI/IHITB., Beh Cy O6paTHAI/I IIAXIbYy U Ha
,EMOLIMOHaAHY Be3y ¢ kyaTypoM” (BeT Apuckoa), mTo je u mpeaMeT OBe cTypuje.

IToce6HO >KeANM Ad IIPEHCIIUTAM AQ AU HABOAHO 00jeKTHBHA yIIOTpe6a KOHIlenTa
“the middlebrow” y akapeMckoM AMCKYpCY 3alpaBo yKasyje Ha OAPYTAHBE
KOHOTAIHje OBOI TEPMHHA, Te A A Cy HAyYHUIL[Y KOHAYHO UCKPEHO IPUHAAU
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A3 eMOIIMOHAAHHU aHTAKMAH ¥ OAHOCY Ha KYATYPY IIOCeAyje ay TEeHTUYHOCT U
BPEAHOCT. Aa AM HayYHUIIM MOT'Y HE3aUHTePeCOBAHO AA PasMaTpajy KYAT jeAHOT
TaKO HEMOAEPHOT 1 eMOLjHjaMa Hab1jeHOT KOMITO3UTOPA Ko IITO je PaxMamiHOB?
Vv he yBex MHCHHYHPATH A2 TAKBO ITOHALIAkbe HACTAje YCACA HEOOPa30BaHOCTH
U Aommer yKkyca? Aa AM je KOHIJENT ,CPeAmheyMHOr IPOCTO MpeBHIle HabujeH
HMIIAMKAIIHjaMa Ad 61 MOTa0 Ad Ce YCBOjU Kao HaydHa KaTeropuja?

Osowm npuankoM Hasemrhy 6pojHe IprMeHe MONHYX HCIIOAABAbA AYOaBU IpeMa
MYS3HI¥ KOjU PYTHHCKH IIPOAa3e UCIIOA ,pajapa’ Hcropudapa mysuxe. Mebhy
IbUMa je M TeMa MOT TPeHYTHOT HCTPaXHUBamba: ,KyAT TeHOpa', Kao 3HadYajHa
OAAMIKA COBjeTCKe KYATYpe y YeTPACCETHM U IlepeceTHM ropuHama XX Bexa.
Ob6ecxpabpuBaH 0A CTpaHe BAACTU U IIPE3PEH OA CTPAHE KPUTHIAPA, OBAj KYAT
je AOBOAHO AO €KCTPABAraHTHOT MOHAIIaka, KOje je ACAOBATO Ka0 aHOMaAHja y
crpukTHO ypeheHoM ApymrBy momyT cosjerckor. OBa cTpacTBeHa Ay6aB, Kako
IpeMa My3HULH, TAKO U IpeMa u3BohaurMa, yraaBHOM ce Be3UBaAa 3a XKeHe U
pe3yAToBaAa je GopMaTHBHUM, KUBOTHO oApelyjyhum uckycrsuma 3a MHOTe
caepbeHue Kyara. Llum Mu je Aa OKaXXeM KaKoO [IPOyYaBambeM OBOT GpeHOMeHa
MOXXEMO AOIIPUHETH yTeMeAey UCTOPHUje My3UKe OPHjeHTHCaHe Ha CAYIIAOLA.

Kaxy4aHE PEYM: ,KyaT TeHOpa', Ceprej Aemernes, ViBat Ko3AOBCKH, KOHIIEIT CPEAHEYMHOT,
CAYIITAOIIM My3HKe
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ABSTRACT

It is little known that Nietzsche — appointed professor of classical philology at
Basel University in his twenties — had postulated on the basis of rigorous textual
studies that the leading classical philologists active in Central Europe in the
nineteenth century, predominantly German-speaking, had gone seriously off-track
by fitting Greek rhythms into measures of equal length. Unlike the philologists,
influential musicologists who wrote about ancient Greek rhythms were mostly
French. The Paris Conservatoire was a powerhouse of rhythmic theory, with
an impressive lineage from Fétis and Gevaert through Laloy and Emmanuel to
Messiaen and beyond. Fétis and Gevaert referenced their contemporary German
philologists without really critiquing them. With Laloy, Emmanuel, and Messiaen,
however, there was a notable change of orientation. These authors all read as if
they had somehow become aware of Nietzsche’s discovery. Yet none of them
make any mention of him whatsoever. In this study, a comparative analysis of their
musical rendition of Greek rhythms is undertaken before focusing on Messiaen’s
analytical proposal that there is an impressively long series of Greek rhythms
in Stravinsky’s Le sacre du printemps. I seek to throw light on the resurgence of
interest in ancient Greek rhythms in modernist musical works, and question how
the convoluted reception of Nietzsche’s discovery in Parisian music circles might
have sparked rhythmic innovation to new heights.

KeYwoORDS: ancient Greek rhythm, Le sacre du printemps, Nietzsche, Fétis, Gevaert, Laloy,
Emmanuel, Messiaen

Tam indebted to Jim Samson and Christopher Hasty, who read different versions of the paper and
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1. INTRODUCTION

Olivier Messiaen’s analytical proposal that there is an impressively long series of
ancient Greek rhythms in Igor Stravinsky’s Le sacre du printemps opens a window onto
a major field of study. Despite the importance of this source — Messiaen’s analysis of
Le sacre in Traité de rythme, de couleur, et d'ornithologie, volume II (1995) — it is virtually
unknown (Messiaen 1995: 134-136). The resurgence of interest in Greek rhythms is
not nearly as visible in modernist musical works as in scholarly writings about music.
Composers’ use of modern notation to convey ancient Greek rhythms, with which
we are unfamiliar in the first place, is a major obfuscatory factor. Both our unfami-
liarity with Greek rhythms and the problematic transcriptions of a whole generation
of leading philologists — Gottfried Hermann, August Boeckh, Rudolph Westphal, to
name but a few — pose considerable challenges to the investigation of the resurgence
of interest in Greek rhythms in modernist music.

The late nineteenth-century paradigm shift summed up how classical philologists
rethought and ultimately discarded the establishment of isochronism (equal measure
length) as an axiom. James Porter, in “Being on Time,” traced the origin of this remar-
kable paradigm shift to Nietzshce’s quantitative theory, essentially his philological
research from around the 1870s. Nietzsche, then a classical philologist and fervent
Wagnerian, postulated on the basis of rigorous textual studies that his predecessors,
eminent classical philologists active in Central Europe in the nineteenth century,
had erroneously fitted Greek rhythms into measures of equal lengths (Porter 2000:
127-166). Christophe Corbier, in “Alogia et eurhythmie chez Nietzsche,” zoomed in
to focus on how Nietzsche theorized the correlation between Wagnerian dramas and
Greek tragedy where musical thythm is concerned (Corbier 2004: 1-38). Despite this
ground-breaking research, Nietzsche’s contribution to the paradigm shift remains
slow in gaining recognition in the existing philological literature.

In November 1870, during his professorship at Basel University, Nietzsche wrote
to Erwin Rohde, a good friend and fellow classicist, about his discovery:

If you will believe me, I can tell you that there is a new metric that I have disco-
vered, which is an aberration to the whole recent development of metrics from
G. Hermann to Westphal or Schmidt. Laugh or ridicule as you wish — to me, the
case is very astonishing. There is a lot to work on, but I swallow dust with plea-
sure, because this time I have the fullest confidence that I am able to give an ever-
greater depth to the basic idea.*

2 Alltranslations are mine unless otherwise stated. “Wenn du mir glauben willst, so kann ich dir erza-
hlen, dass es eine neue Metrik gibt, die ich entdeckt habe, der gegeniiber die ganze neuere Entwicklung
der Metrik von G. Hermann bis Westphal oder Schmidt eine Verirrung ist. Lache oder hohne, wie du
willst—mir selber ist die Sache sehr erstaunlich. Es gibt sehr viel zu arbeiten, aber ich schlucke Staub
mit Lust, weil ich diesmal die schonste Zuversicht habe und dem Grundgedanken eine immer gros-
sere Tiefe geben kann.” Nietzche, Briefwechsel: Kritische Gesamtausgabe (abbreviated KGB) 3 (1975: 159).
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Shortly afterwards, Nietzsche wrote to his teacher Friedrich Wilhelm Ritschl expre-
ssing his reservations about his predecessors’ reconstructions of ancient rhythm in
relation to modern music: “the more we gained understanding of metrics through
modern music, the farther we distanced ourselves from the true metrics of antiquity.”
Nietzsche then singled out Westphal for criticism: “I disagree with Westphal on
almost all essential points.”

The crux of the matter is that ancient Greek rhythm draws on a distinction
between short (S) and long (L) syllables, rather than between stressed and unstre-
ssed syllables. Nevertheless, German philologists in the nineteenth century adopted
the cognitive modalities of modern languages and rendered Greek rhythm in accen-
tual terms. As Martin West put it:

The investigation of IE [Indo-European] metre was first attempted in the last
[nineteenth] century by German scholars who falsely projected the features of
early Germanic accentual verse back on to IE verse (West 1982: 4).*

Where musical rhythm is concerned, Westphal was foremost among nineteenth-
century German philologists in working on the problematic assumption that Greek
rhythm shares with European art music the attributes of metrical accent and equal
measure lengths. At risk of initiating something of an excursus, it is worth quoting
West’s comments on this problem.

German scholarship in the last [nineteenth] century devoted much effort to the
rhythmical interpretation of asymmetrical cola on the erroneous premise [my
empbhasis] that they must be divided into equal bars. Such feats of arithmetic have
fortunately disappeared from metrical treatises. ... It is precisely the asymme-
trical distribution of the longs and shorts that gives many metres their characte-
ristic quality (West 1982: 24.).

West showed us how some of the most esteemed German scholars transcribed a
Pindaric sequence by drawing on “the erroneous premise that they [the longs and
shorts] must be divided into equal bars.” And since this calls for the treatment of

3 “mehr wir von der modernen Musik zum Verstindnif8 der Metrik hinzugewonnen haben, wir um so
weiter uns auch von der wirklichen Metrik des Alterthums entfernt haben ... Mit Westphal bin ich fast

in allen wesentlichen Punkten nicht mehr einverstanden.” (KGB 3, 1975: 173)

4 Inthe nineteenth century much of this scholarship is indebted to German-speaking philologists. In
the last quarter of the twentieth century, however, Anglo-American scholarship has come to take lead.
Greek Metre (1982) and Ancient Greek Music (1992) by M. L. West, an eminent classical philologist of our
times, are adopted as major secondary sources in this study.

5 These two interrelated concepts are pivotal to our understanding of how nineteenth-century philo-
logists and musicologists transcribed ancient Greek rhythm. I shall come back to them.
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selected longs and shorts in the sequence as irrational values,’ what West called “feats
of arithmetic” inevitably came into the picture (Example 1).

Example 1. Two different transcriptions of a Pindaric sequence - U - - - U U - U
U - - by (a) Boeckh and (b) Rossbach-Westphal (extracted from West 1982: 24)’

(@-U--|-UU|-UU|--
1291,33|,33
217 - 322 322 33
(b)-U--|-UU-UU|--

8 4
- =2 21211 211
33 44

By the time West published his Greek Metre in 1982, the “feats of arithmetic”
had long disappeared, along with “the erroneous premise.” Knowing that West had
used “[Paul] Maas’s well-known Greek Metre” (West 1982: preface)® as a key source,
however, it remains open to question whether West was aware of Nietzsche’s philolo-
gical insight, especially as there is some evidence that Maas may himself have drawn
directly from Nietzsche.

According to Porter, “Nietzsche treated the topic of rhythm in lectures between
1869 and 1874, twice devoting a whole course to it (1869 and 1870/71)” (Porter 2000:
128). Central to any enquiry into Nietzsche’s understanding of Greek rhythm are the
teaching and research notes (henceforth, the “four notebooks”) composed during his
short-lived professorship at Basel University. The publication of Nietzsche’s complete
set of “four notebooks” was, however, seriously delayed until 1993 (Table 1).?

6 Theseinclude 12/7, 9/7, and 3/2 in Boeckh’s transcription, and 8/3 and 4/3 in Rossach-Westphal’s
transcription.

7 West did not specify the two sources, but since Westphal co-authored with Rossbach only one
book, there can be no doubt that Theorie der musischen Kiinste der Hellenen (1885-1889) is referred to.
8  Maas’s Griechische Metrik was first published in 1923. Following the publication of Hugh Lloyd-

Jones’s English translation in 1962, the impact of this monograph was even more widespread.

9  Werke: Kritische Gesamtausgabe (KGW) Abt. I1 Bd. 3, 99-338 (Berlin: Gruyter, 1993).
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Table 1. Nietzsche's “four notebooks”

1. Griechische Rhythmik (pp. 99-201)
Aufzeichnungen zur Metrik und Rhythmik (pp. 203-261)
Zur Theorie der quantitirenden Rhythmik (pp. 263-280)

E e

Rhythmische Untersuchungen (pp. 281-338)

It was Fritz Bornmann who made the pioneering move to give the “four note-
books” long overdue scholarly attention (Bornmann 1989). While editing that parti-
cular volume of Nietzche’s Werke: Kritische Gesamtausgabe (abbr. KGW), Bornmann
published an article on Nietzsche’s research into Greek rhythms, though he focused
rather exclusively on the so-called ictus theory, a theory that died hard despite its
inherent problems. Ulrich von Wilamowitz-Moellendorff, Nietzsche’s peer and a
fierce critic of The Birth of Tragedy who came to be established as a towering figure
in classical philology, was understandably reluctant to give recognition to Nietzsche’s
discovery. What is worse, Griechische Rhythmik, the highly influential monograph
published by Paul Mass, Wilamowitz’s pupil, “buries Nietzsche’s contribution in three
brief mentions and in a series of unacknowledged, often nearly verbatim, borrowings”
(Porter 2000: 136). It is hardly surprising, then, that many scholars today still credit
Maas with having initiated a paradigm shift.

In April 1886, over a decade after Nietzsche had completed the “four note-
books” and had largely abandoned philology for philosophy, he wrote to Carl
Fuchs, a musicologist and close friend, referring once again to the discovery of
his Basel years:

Admittedly, I am hardly entitled to talk about these matters [classical metrics]
anymore—but I would have been entitled to do so back in 1871, a dreadful year
that I spent reading the Greek and Latin metricians, but with a most peculiar
result. At that time, I felt myself to be the most marginally placed metrician among
all classical philologists: for I demonstrated to my students how the whole deve-
lopment of metrical theory from Bentley to Westphal was the history of a funda-
mental error [ Grundirrthum].°

Although Nietzsche’s discovery of “a fundamental error” was not properly credited
to him until Bornmann’s article of 1989, discussion of the “error” had surfaced in Pari-

sian sources from the late 1880s, some three decades before the publication of Maas’s
Griechische Rhythmik.

10 “Freilich: ich darf heute kaum mebhr iiber diese Dinge mitreden, — aber 1871 hitte ich’s gedurft,
welches Jahr ich in der erschrecklichen Lektiire der griechischen und lateinischen Metriker verbracht
habe, mit einem sehr wunderlichen Resultate. Damals fiihlte ich mich als den abseits gestelltesten
Metriker unter allen Philologen: denn ich demonstrirte meinen Schiilern die ganze Entwicklung der
Metrik von Bentley bis Westphal als Geschichte eines Grundirrthums.” This English translation is from

Porter 2000: 129.
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Leading classical philologists in the nineteenth century were predominantly
German-speaking. Influential musicologists who wrote about ancient Greek rhythms,
on the other hand, were mostly French. The Paris Conservatoire in particular was
a powerhouse of rhythmic theory, with an impressive lineage from Frangois-Joseph
Fétis and Frangois-Auguste Gevaert through Louis Laloy and Maurice Emmanuel*
to Olivier Messiaen and beyond.” Fétis and Gevaert referenced their contemporary
German philologists without really critiquing them. With Laloy, Emmanuel, and
Messiaen, however, there was a notable change of orientation. All of them discussed
what Nietzsche had already described as an “error.” This change is noteworthy, for
it is remarkably close in timing to the paradigm shift initiated by Nietzsche. These
authors all read as if they had somehow become aware of Nietzsche’s discovery. Yet
none of them make any mention of him whatsoever.

II. OUTLINE AND TERMINOLOGY

The present study is in two parts. Part I focuses on textual criticism. I offer a critical
review of writings on ancient Greek rhythm by Fétis, Gevaert, Laloy, Emmanuel, and
Messiaen, in chronological sequence. This is preceded by a brief discussion of Maxi-
milien Kawczynski’s Essai comparatif sur lorigine des rhythmes (1889). This essay is
one of the earliest French sources to have mentioned the “error,” and is therefore of
special historical importance.

The textual criticism undertaken in Part I paves the way for a case study in Part
II. The latter focuses on Igor Stravinsky’s alleged use of an extended series of Greek
metrical feet in the “Sacrificial Dance” as noted by Messiaen in his analysis of Le
sacre in Traité de rythme, de couleur, et d'ornithologie, volume II (1995). Messiaen did

11 Louis Bourgault-Ducoudray’s pioneering research into Greek folk music was mainly about mode.
Greek rhythm research was advanced by his protégé Emmanuel.

12 An overview of the development of rhythmic theories in the eighteenth and nineteenth centu-
ries may be gleaned from William Caplin’s “Theories of Musical Rhythm in the Eighteenth and Nine-
teenth Centuries” in Thomas Christensen (ed.), The Cambridge History of Western Music Theory. Greek
rhythms constitute only a side issue in Caplin’s chapter, and are discussed with reference to the writings
of Wolfgang Caspar Printz (1641-1717) and Johann Mattheson (1681-1764), the “most important eighte-
enth-century exponents of rhythmopoeia.” In Caplin’s view, interest in rhythmopoeia, which “defines
various patterns of long and short durations using the traditional Greek metrical terms,” had subsided
since the time of Printz and Mattheson, and was not really renewed until Westphal and Wiehmayer
came on stage late in the nineteenth century (Westphal’s Allgemeine Theorie and Wiehmayer’s Musi-
kalische Rhythmik und Metrik were mentioned in this regard). Contemporaneous publications by Fétis
and Gevaert on Greek rhythm are absent from Caplin’s chapter. In a closing remark Caplin refers to
Grosvenor Cooper and Leonard Meyer’s co-authored book The Rhythmic Structure of Music (1960) as
“a twentieth-century reincarnation of metrical poetics in music theory” even though Greek rhythm is
treated (reincarnated?) as accentual rather than as durational patterns in The Rhythmic Structure of Music.
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not probe into the series, nor did he attach any importance to it. In what follows, I
investigate this case by way of a summary review of Messiaen’s textbook-like intro-
duction to Greek metrical feet, alongside two short analyses—Messiaen’s reading of
dochmius, the Greek rhythm that connotes tragedy, in Ravel's Gaspard de la nuit (“Le
gibet”) and Debussy’s Chansons de Bilitis (“La flate de Pan”).® This exposition helps
us to make sense of Messiaen’s analysis of Greek rhythms in the “Sacrificial Dance”
I take the 1913 autograph as a point of reference and compare it to the sketch and to
the 1943 revision of the “Sacrificial Dance.” This leads to a critique of Pieter van den
Toorn’s analysis of the same three sources and his postulation of “rhythmic Types I
and II” in Stravinsky’s music more generally.

Before presenting any of this, it is necessary to discuss the disparity in tech-
nical terms used by philologists and musicologists from different language zones. I
limit the discussion to a handful of concepts pivotal to the enquiry in hand: meter,
measure, metrical accent, meter change, and equal measure length. These are interre-
lated, in that meters, and by extension meter changes, are defined by the placement
of metrical accents and hence measures, whereas equal measure length results when
meter change is suppressed (Table 2).

Table 2. Important technical terms in English, German, and French

English German French

meter; measure Takt mesure = metre

metrical accent Ictus/Tktus temps fort

meter change Taktwechsel modulation rythmique; métabole
equal measure length Taktgleicheit mesure isochrones; unité de mesure

The musical terms “meter” and “measure” are distinct in English. In German and
French sources “Takt” and “mesure” can mean either meter or measure, while “Ictus
or Iktus” and “temps fort” mean “metrical accent.* The latter also appears in German

13 Theyappear in volumes I and VI of his Traité de rythme, de couleur, et d'ornithologie (1994 and 2001).
Both Gevaert and West noted that dochmius are characteristic of Greek tragedy. See: Gevaert 1881: 65
and 79; West 1982: 108.

14  This falls in line with Robert Donington’s definition of “ictus” in Grove Music Online: “A term
which in prosody indicates the stress or accent schematically implied on a certain syllable of a foot
or verse; hence, in music, it is a comparable stress or accent schematically implied on a certain
beat of a bar, in a certain metre, whether or not this implication coincides with the stress or accent
actually made [my emphasis].” http://www.oxfordmusiconline.com/grovemusic/view/10.1093/
gmo/9781561592630.001.0001/ 0mo-9781561592630-e-0000013699rskey=tMR79v&result=1 (accessed
February 11, 2018)
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sources as “metrischen Akzent,” but is much less common.” The following excerpt
from Nietzsche’s Griechische Rhythmik shows his use of the term “ictus” to mean
“metrical accent” (Plate 1).

Plate 1. Nietzsche’s Griechische Rhythmik, p. 163 (excerpt only)

Der Ictus (die Thesis eines Tactes) ist das Zusammenfallen
simtlicher Perpendikelneubewegungen, aller schnellsten Be-
wegungen im Klange aller stdarksten Tone.

..................

Nietzsche’s distinguished predecessors were apparently unaware that the concept of
metrical accent postdates Greek rhythm and that it was not theorized until Johann
Philipp Kirnberger proposed the so-called Akzenttheorie, truly a watershed moment:

Unlike theorists in the first half of the eighteenth century, who regarded the entire
measure as the starting point of a metrical theory, Kirnberger begins with an unli-
mited succession of undifferentiated and aesthetically insignificant stimuli, what we
now typically call pulses or beats. These beats then become differentiated through
[metrical] accent ... In Kirnberger’s theory, which Hugo Riemann later characte-
rized as the Akzenttheorie, the individual measure no longer delimits fundamental
rhythmic activity as did the earlier tactus-derived measure. ... And rather than being
linked to the traditional Greek meters, durational values are free to assume a wide
variety of patterns, always retaining, however, their metrical interpretation as defined
by the hierarchy of accents and unaccents (Caplin 2002: 668).

As detailed below, Akzenttheorie seems to be lurking behind Fétis’s and Gevaert’s
problematic transcription of Greek verses into measures of the same length. Like their
contemporaries in philology, they assumed the existence of metrical accents in Greek
rhythm, and endeavored to reconstruct ancient metrics by way of modern music. This
problem is precisely what Nietzsche reported in his letter to Ritschl.

III. TExTUAL CRITICISM

Accordingly to Bornmann, Kawczyniski was the first to follow in Nietzsche’s footsteps,
consciously or not, by challenging the reading of ictus in Greek rhythm.

15 See, for example, Bornmann 1989: 487.
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For a long time Nietzsche stands alone with his insights into ancient metrics.
The first hesitant attempts to question the ictus came only later, and it was certa-
inly no accident that they were not initially from Germany. In 1889 K. Kwacziiski
[Kawczyniski] turned against Westphal's Rhythmik and also G. Hermann'’s Elementa
[doctrinae metricae], and made the very correct remark that Bentley did not treat
the concept of ictus systematically, but in actual fact only deductively.

In 1889 Kawczyniski's Essai comparatif sur lorigine des rhythmes was published in Paris. Just
how impactful this criticism of Westphal and Hermann was at the time still awaits inve-
stigation. But, in any case, it was not until the early 1900s that Paris-based musicologists
began to write about the ictus-induced “error” made by leading German philologists. Prior
to that, Fétis and Gevaert had simply subscribed to their fellow German philologists’ views.

In volume III of Histoire générale de la musique depuis les temps les plus anciens
jusqua nos jours (1872), Fétis transcribed classical Greek verses by prioritizing “the
unity of meter (unité de mesure),” which in his terminology meant the same as equal
measure length or Taktgleicheit:

[W]hen iambic or trochaic rhythms are mixed irregularly with the dactylic genre,
it is essential to maintain the unity of meter [unité de mesure], be it binary or
ternary, depending on the preponderance of either iambic or dactylic genre in
the poetry. The rhythm occupying the most important place in the verses deter-
mines the meter, and the time values of the other rhythm undergo modification
that augments or diminishes the duration of the syllables.”

According to Fétis, music that alternates between binary and ternary in an irregular
manner may only be heard among “barbaric” people (Fétis, vol. I11, 1872: 179).* This
may explain why he transcribed Greek verses in ways that make them conform to the
“unity of meter,” which he upheld as an absolute and overriding rule. The following
example is a case in point (Example 2).

16 “Hier steht nun Nietzsche mit seinen Einblicken in die antike Metrik lange Zeit allein. Erst spiter
kamen die ersten zogernden Versuche, den Iktus in Frage zu stellen, und—gewif} kein Zufall—zunichst
nicht aus Deutschland. K. Kwaczinski wandte sich 1889 gegen Westphals Rhythmik, aber auch gegen
G. Hermanns Elementa, und machte die sehr richtige Bemerkung, daf3 dieser den Iktus, den Bentley
nicht systematisch behandelt, eigentlich nur deduktiv erschlossen habe” (Bornmann 1989: 486—487).

17 “quand le rhythme fambique ou trochaique se méle, sans ordre régulier; avec le genre dactylique,
il est indispensable de maintenir I'unité de mesure, soit binaire, soit ternaire, suivant la prépondérance
du genre dactylique ou fambique dans la poésie. Le rhythme qui occupe la place la plus importante dans
les vers détermine la mesure, et les valeurs de temps de I'autre rhythme subissent une modification qui
augmente ou diminue la durée des syllabes” (Fétis, vol. IT1, 1872: 194).

18 “Les alternatives de temps binaires et ternaires quon y voit n'existent dans aucune musique, sauf
de trés-rares exceptions. Il nest pas de peuple, si barbare qu'on le suppose, qui chante de cette maniére”
(Fétis, vol. 111, 1872: 179).
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Example 2. Fétis, Histoire générale de la musique, pp. 194-195

Fétis noted that the two iambs (the second and fifth feet) disturb what would
otherwise be a unifying use of binary meter in this verse. He therefore converted
them to binary meter, remarking that this “can only be done by using dotted rhythm”
(Fétis, vol. II1, 1872: 195).” The end result is that Fétis partitioned the series of longs
and shorts into four measures, and transcribed the long into a half note or a dotted
quarter note, and the short into a quarter note or an eighth note. The 2:1 ratio between
the long and the short is not retained.

In Histoire et théorie de la musique dans lantiquité (1875-1881), Gevaert arrived
at “the unity of meter” in his transcription of Greek verses in much the same way
as Fétis. Yet he shrewdly rejected Fétis’s wilful regrouping of longs and shorts. The
following example from Histoire et théorie illustrates this well (Example 3). The verse
comprises a series of binary feet, with just one ‘isolated’ trochee (fourth foot below)
inserted about halfway through (Example 3a).*

Example 3. Gevaert, Histoire et théorie, pp. 112113

(a)
Tuvda-pi - Saug 76 i = Ao~kei = voig  d - iy xah = M-whoxd - pw §''EXé - va
Tyndaros - sik - ne, des Fremdlings Schutz! und der schon - lo - ckige He - lena! Euch
Pinp. Ol I11, str. 1, v. 1.

(b)
17 £F 17

-~ -

FFIFFIE FIF IR EFIF EFIF &

19 “deuxiambes seulement donnent, dans ce vers, le sentiment du rhythme ternaire; tout le reste est a
deux temps : il faut donc ramener les deux fambes a la mesure binaire, en leur conservant néanmoins le

caractére des temps inégaux, ce qui ne peut se faire que par le rhythme pointé” (Fétis, vol. I11, 1872: 195).

20 “Dans quelques métres ot prédominent les pieds binaires, le texte poétique présente des trochées
isolés, mélés aux dactyles” (Gevaert 1881: 112).
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Transcription usuelle:

Gevaert began by describing how Westphal had transcribed the ‘isolated’ trochee as
a quarter-note triplet (Example 3b). The long and the short of the trochee are thus in
2:1 ratio and the trochee as a whole occupies the same length as the flanking binary
feet. Gevaert then debated how Westphal’s transcription of the trochee is at variance
with that of the “new metricians” of his time.

This kind of rhythm, called dactylo-trochaic, épitrites or doric, much embarra-
ssed philologists since Boeckh, and gave rise to the most diverse interpreta-
tions. Obviously the trochee occupies the same duration as the dactyl, that is, a
measure of four units. ... Yet, things being as they are, how could the two elements
[notes] constitutive of the trochee share the 2/4 measure? Westphal, applying the
common rule - “a long doubles [the length of ] a short” - attributed to the first
syllable of the trochee two-thirds of the total measure, and to the last short the
remaining third [.] ... But most ‘new metricians’ transcribe the trochee mixed
with dactyls as a much simpler rhythmic figure[.]*

As shown in Example 3¢, Gevaert aligned Westphal’s and the new metricians’ diffe-
rently transcribed trochee and added between them two sextuplets to serve as a
common denominator. He then noted that although only Westphal’s rendition of the
trochee observes the 2:1 ratio, the new metricians’ alternative transcription, which is
“much simpler,” comes close to it. In either case, however, the problematic acceptance
of equal measure length as an axiom remains unchallenged. The “fundamental error”
remains in play. It was not until Laloy’s doctoral dissertation Aristoxéne de Tarente et
la musique de lantiquité (1904) that there was a change of perspective.

21 “Ce genre de rhythmes, dits dactylo-trochaiques, épitrites ou doriques, a beaucoup embarrassé les
philologues depuis Boekh, et donné lieu aux interprétations les plus diverses. Evidemment, le trochée
y occupe une durée égale a celle du dactyle, a savoir une mesure de quatre unités. ... Or les choses
étant ainsi, de quelle maniére les deux éléments constitutifs du trochée se partageaient-ils la mesure de
2/ 42 Westphal, appliquant la régle commune, - « une longue vaut le double d’'une bréve » — attribue
ala premiére syllabe du trochée les deux tiers de la mesure totale, 4 la derniére bréve le tiers restant[.]
... Mais la plupart des nouveaux métriciens transcrivent le trochée mélé aux dactyles par une figure
rhythmique plus simple[.]” (Gevaert 1881: 112-113).
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In the concluding chapter (“Le rythme”) of Laloy’s dissertation, under the
heading of “Rhythmic modulation: critique of the principle of equidistance between
downbeats,” he explains how the “principle,” which is characteristic of modern rather
than ancient Greek music, had “consumed almost all the effort” of the metricians in
the long nineteenth century:

Our rhythm has as an absolute rule the equidistance between strong beats. ... It is
the establishment of such equivalences that consumed almost all the effort of the
modern [nineteenth-century] metricians. They believe that they should reesta-
blish the equidistance between [strong] beats to ancient [Greek] poetry, without
which the rhythm would seem inconceivable to them.”

The publication of Laloy’s dissertation in Paris in 1904 was soon followed by
Emmanuel’s writings on Greek rhythm in Histoire de la langue musicale (1911), his
extensive entry on Gréce (art gréco-romain) for the Encyclopédie de la musique et
dictionnaire du Conservatoire (1913), and his “Le rythme, d’Euripide 4 Debussy” in
Compte rendu du Premier Congrés du Rythme (1926). The importance of Antoine
Meillet’s Les Origines indo-européennes des métres grecs (1923) is duly acknowledged.
Emmanuel praised Meillet’s “literal reading” of a Euripidean strophe as “more effec-
tive,” and expressed regret that he had treated the same strophe with measures of equal
length in an earlier analysis published in Encyclopédie de la musique. “[ The analysis]
now seems to me useless!” Emmanuel confessed (1926: 119—-121).

Emmanuel’s pairing of Debussy and Euripides in “Le rythme, d’Euripide a
Debussy” seems to echo Nietzsche’s pairing of Wagner and Aeschylus, but Nietzsche
is not mentioned. In Emmanuel’s view, the renditions of Greek rhythm by Schmidt
and Westphal, Weil, and Masqueray are problematic at best, since these authors were
enslaved by “the isochronous rhythm of modern music” in their effort to “rediscover
in Greek lyricism the evenly spaced milestones [bar lines].”** Emmanuel welcomes
“a new and fruitful interpretation” that no longer “rests on an error,” though without
disclosing how he came to learn about this error.

In Messiaen’s chapter-long discussion of Greek rhythm in Traité de rythme, de
couleur, et d'ornithologie, volume I (1994), the “fundamental error” is illustrated in

22 “Lamodulation rythmique. Critique du principe d’équidistance des temps forts.”

23 “Notre rythmique a pour régle absolue I'équidistance des temps forts. ... Cest a I'établissement
de pareilles équivalences que s’est consumé presque tout 'effort des métriciens modernes. Ils croient
devoir aux poétes anciens le rétablissement de cette équidistance des temps, sans lesquels le rythme
leur parait inconcevable” (Laloy 1904: 326-327). West expressed basically the same view in his Greek
Metre; see West 1982: 24.

24  “une interprétation nouvelle et féconde. Elle s'oppose, en bien des cas, a celle de Schmidt, de
Westphal, de Weil, de Masqueray, a celle que jai pratiquée moi-méme et qui, pour toute une catégorie
d’ceuvres, repose sur une erreur. Tous nous avons cherché, tant la rythmique isochrone de la musique
moderne nous avait enchainés a ses barres de mesure, a retrouver dans le Iyrisme grec, ces jalons

réguliérement espacés que réclament nos habitudes” (Emmanuel 1926: 105; my emphasis).
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more concrete terms with reference to a logaoedic verse from Sophocles’s Anti-
gone. Messiaen explains at some length such technical details as “substitution” and
“dissolution” before he introduces the logaoedic verse. Triple time alternates with
quadruple time in the verse apparently because the technique of substitution is at
work. Messiaen then cautions us against a tendency to read into the logaoedic verse
measures of equal lengths.

It often happens that a foot is used to replace a different foot and thereby varies
and lengthens it — spondee (4 4 ) instead of iamb (<4 ) — this process is called
substitution, and the foot that replaces the original one is called a substitute.
When the long in an iamb (44 ) is divided into two shorts and the pattern becomes
atribrach (<), the metricians refer to the process as dissolution. In these different
changes, as in the mixed use of rhythms in four and three times, as in the whole of
Greek versification, the short always equals the short. We tend to treat these varia-
tions in isochronous measures. For example, a verse from Sophocles’s Antigone:

' 1 25
U Uy — v ,,— U U — U v, — U —
| 1

According to Messiaen, the logaoedic verse begins with a trochee (L-S) that is
“dissolved” into a tribrach (S-S-S). This is followed by three dactyls (L-S-S) and
two trochees (L-S). The last trochee is, however, deprived of the short, and thus the
two trochees together add up to a catalectic pattern (L-S-L).* Messiaen argues that
the standard transcription (“la transcription normale”) of this verse shows an alter-
nating use of triple time and quadruple time (Example 4).

Example 4. Different renditions of a logaoedic verse, Sophocles’s Antigone (Traité
L, pp- 81-82)

(a) logaoedic verse in Sophocles’s Antigone
U uu — UV E — U ou — VRNV

|
C
|

25 “Ilarrive fréquemment qu’un pied soit employé a la place d’un autre, donnant ainsi des variations
par allongement: spondée (< 4 ) au lieu de iambe (#4 ): ce procédé se nomme substitution, et le pied
qui remplace est un substitut. Lorsque la longue est monnayée en deux bréves: iambe (#2 ) devenant
tribraque (e¢e ), les métriciens disent qu'il y a dissolution. Dans ces différents changements, comme
dans les rencontres entre rythmes a 4 et rythmes a 3 temps, comme dans toute la versification grecque,
la bréve égale toujours la bréve. On a voulu rentrer ces variations dans des mesures isochrones. Voici, par
exemple, un vers d’Antigone de Sophocle” (Messiaen 1994: 81).

26 “Ce schéme métrique est donné par Masqueray. ]’y vois un vers logaédique ot se mélangent: un
trochée monnayé en tribraque (U U U ), 3 dactyles (-UU-U U - U U), et2 trochées, dontle 2e a
perdu une breve, ce qui rend le vers «catalectique>» (- U - )” (Messiaen 1994: 81).
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(b) standard transcription of the logaoedic verse

JJJid JJId Jdid JJd Jid]

(c) transcription of the logaoedic verse into isochronous 6/8 measures

RN i P P

He criticized some musicians for “transforming the entire verse into a regular 6/8
meter” by converting the dactyls (L-S-S) into quadruplets to take up the same
measure-length as the tribrach (S-S-S) or the trochee (L-S). Due to the use of
the quadruplets, there are two different lengths to the short and also two different
lengths to the long.

Messiaen did not cite any example from the music literature, and yet Anton Aren-
sky’s “Logaoedics” illustrates this well (Example 5).” Arensky names the solo piano
pieces in his Six essais sur les rythmes oubliées, op. 28 after selected Greek rhythms and
makes prominent use of them. In “Logaoedics,” the first in the set, Arensky fits dactyl
(L-S-S) and trochee (L-S), which suggest one measure of 7/8 or two measures
of unequal lengths (4/8 and 3/8), into a measure of 6/8 by treating the dactyl as a
quadruplet. The Greek rhythms, if ever forgotten, became distorted in Six essais sur
les rythmes oubliées. Regardless of whether Arensky knew of the “premise, laid down
by August Boeckh, that the verse is made up of trochaic and (irrational) dactylic feet,”
his rendition of the logaoedic verse concurs with “the Boeckhian method of assuming
that — U U and - U occupy equal time” (West 1992: 148 and 150).>*

The uniform use of 6/8 and equal measure length for a logaoedic verse, in
Messiaen’s view, violates the rule that “the short always equals the short” and “comple-
tely destroy the equality [in length] of the shorts in logaoedic verses.*® Messiaen proc-
laims: “All these views are erroneous. They contradict Louis Laloy and Dom Mocqu-
ereau, and above all the sovereign authority of the greatest ancient Greek metrician:
Aristoxenus.” He then references Aristoxenus to affirm that the change of meter

27 This set of solo piano pieces was composed in 1893 shortly after Arensky (1861-1906) graduated
from St. Petersburg Conservatory, where he studied composition under Rimsky-Korsakov.

28  The music is sadly deprived of “snappy syncopations and lively, wrong-footing changes of bar-
length, disconcerting to people brought up on English nursery rhymes and the Viennese or Liverpud-
lian classics, but in keeping with what we have found in several other of the ancient Greek rhythmical

genres” (West 1992: 150).
29 “dans toute la versification greque, la bréve égale toujours la bréve” (Messiaen 1994: 81; Messiaen's italics).

30 “détruire compleétement I'égalité des bréves dans les vers logaédiques ... Toutes ces opinions sont
erronées. Elles ont contre elles Louis Laloy et Dom Mocquereau, et surtout l'autorité souveraine du plus

grand métricien de l'antiquité grecque: Aristoxéne” (Messiaen 1994: 82).
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is characteristic of ancient Greek music, while the equidistance between metrical
accents is not.” This is in keeping with the critical stance of Laloy, who is nonethe-
less more cautious about referencing Aristoxenus:

we do not know how Aristoxenus understood a logaoedic or a dochmiac verse. But

I believe at least I have established that he did not exhaust himself by equalizing
the measures, eliminating here, adding there, finishing up altogether denatured.”

Example 5. Arensky’s ‘Logaoedics’: dactyl and trochee fitted into one measure of 6/8
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31 “Aristoxéne ne déclare nullement I'égalité des frappés comme principe nécessaire du rythme. Il
établit expressément quon rencontre dans I'art musical de I'antiquité la forme du changement de mesure”

(Messiaen 1994: 82).

32 “Quoi qu'il en soit, on voit que les modulations rythmiques devaient tenir une grande place dans
toute théorie compléte. Et il est fort regrettable que cette partie de I'ceuvre d’Aristoxéne ait disparu
... je ne prétends pas avoir reconstitué, méme approximativement, ce chapitre perdu; nous ne savons
pas comment Aristoxéne comprenait un vers logaédique ou dochmiaque. Mais je crois au moins avoir
établi qu'il ne se fatiguait pas a égaliser ses mesures, 6tant ici, ajoutant 1a, pour finir par tout dénaturer”

(Laloy 1904: 335).
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During Messiaen’s formative years ( 1919—1930) at the Paris Conservatoire, Emmanuel
had already assumed a leadership role in ancient Greek music research. Messiaen’s
indebtedness to Emmanuel for his inspiring teaching of Greek rhythms is well docu-
mented. This is not to say that Messiaen’s awareness of the ‘error’ cannot be traced
back to Laloy’s exceptional dissertation, notwithstanding the strained relationship
between Laloy and Emmanuel.®

IV. CASE STUDY: MESSIAEN AND
“THE SURVIVAL OF GREEK RHYTHM”

Messiaen’s most elaborate discourse on Greek rhythms appears in “Greek metrics
[Métrique grecque],” chapter three of his Traité 1.* His comparative study of two
different transcriptions of a logaoedic verse from Sophocles’s Antigone is preceded
by a textbook-like introduction to Greek metrical feet:

This [ Greek] rhythm was based on an extremely simple notion: the long is worth
two shorts. The rhythms or feet grouped a very small number of longs and shorts
[denoted as — and U respectively].

Messiaen listed “all the known feet [tous les pieds connus]” in his “Table of Greek
rhythms [ Tableau des rythmes grecs],” and classified them by taking into considera-
tion the total number of shorts contained in each foot, regardless of whether any of
the shorts are grouped into longs (Table 3). Beginning with pyrrhic, the only foot that
contains two shorts (“a 2 temps”), Messiaen lists metrical feet that contain three, four,
five, six, and seven shorts before ending with compound feet (“pieds composés”)
He likens selected Greek rhythms to Hindu rhythms (degi-tilas) and points out how
permutation, retrograde, and non-retrograde, some of his favored techniques, may be

seen to be at work in individual Greek rhythms.

33 Laloy was not appointed professor of music history at Paris Conservatoire until 1936, the year
Emmanuel retired. When Laloy competed with Emmanuel for the same position back in 1909, Emma-
nuel received twenty-nine votes while Laloy received only one vote, which was allegedly cast by Debussy
(see Corbier 2007: 98).

34 In contrast to Traité, Technique de mon langage musical contains only one brief remark on Greek
meters, in which Messiaen acknowledges his debt to Maurice Emmanuel for introducing him to the
world of Greek rhythm.

35 “Cette rythmique [la rythmique grecque] s’appuyait sur une notion extrémement simple: la
longue vaut deux bréves. Les rythmes ou pieds groupaient un tres petit nombre de longues et de bréves”
(Messiaen 1994: 73).

36  Cf. West’s listing of six rhythmic genera: (1) dactylic, anapaestic, (2) iambic, choriambic, trochaic,
(3) paeonic, (4) dochmiac, (5) ionic, and (6) aeolic (see West 1992: 135-150).
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Table 3. Asummary of Messiaen’s “Table of Greek Rhythms” (Traité |, 74-81)

a 2 temps Pyrrhique (ou Pariamba) [URV]

a 3 temps Trochée (ou Chorée) -y
lambe v —
Tribraque [ORCRS,

a4 temps Spondée —_—
Dactyle —Vvuyu
Anapeste vy —
Procéleusmatique UNVECRV!
Amphibraque v—u

a 5 temps (1% espéce) Bacchius (ou Bacchée) U —_—
Amphimacre (ou Crétique) —y —
Antibacchius ——

a 5 temps (2° espéce) Péon I —vuuy
Péon II Uu—uu
Péon II1 vy —u
Péon IV vy —

a 6 temps Tonique majeur ——uu
lonique mineur Uy ——
Molosse _——

a7 temps Epitrite 1 U—_——
Epitrite II —_—y ——
Epitrite 111 S -
Epitrite IV —_——_—u

Pieds composés Ditrochée (ou Dichorée) — A A
Diiambe v—uv—
Choriambe —vu—
Antipaste vU——uv
Dochmius U—_—yu —
Dispondée -
Dactylo-Epitrite — vy ———

For example, peon I and peon IV are retrogrades of one another, as are peon II and
peon III. They have in common one long and three shorts, but the long occupies a
different position in relation to the three shorts in each case. The long is in this sense
permuted. Similarly, epitrite I and epitrite IV are retrogrades of one another, as are
epitrite IT and epitrite III. They have in common one short and three longs, but the
short occupies a different position in relation to the three longs in each case, and
hence the short is in this sense permuted.
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peon I (-vuu) epitrite | (U-———)
peonll  (u-uu) epitrite [ (—y——)
peonIll  (uu-u) epitrite Il (——u-)
peonlIV  (uuu-) epitrite [V (———u)

That Messiaen’s understanding of Greek rhythms is unique becomes even more
evident in the ensuing discussion, which comes under the heading of “Survival
of Greek rhythms [Survivance des rythmes grecs].” Messiaen cited examples that
range from the slow movement of Beethoven’s Seventh Symphony, Holderlin’s
poetic works, Constantin Briiloiu’s study of traditional Romanian music, to
Stravinsky’s Petrushka, Le sacre du printemps (“Glorification de 'élue”), Histoire
du soldat (“Danse du diable”), Les noces, Falla’s Lamour sorcier (“El amor brujo”),
Ravel’s Daphnis et Chloé (“Dance générale”) and Gaspard de la nuit (“Le gibet” and
“Scarbo”). Although the examples vary widely, the majority of them are musical
works from the early twentieth century premiéred in Paris, suggesting that Messiaen
was concerned with “the survival of Greek rhythms” at a specific time and in a

specific place.

Dochmius in Ravel's “Le gibet” and Debussy’s “La flite de Pan”

Of all the music examples Messiaen groups under “Survivance des rythmes
grecs” in chapter three of Traité I, “Le gibet” stands out in that Greek rhythms
are engaged consistently throughout the piece (Example 6). A rhythmic pedal is
in play, one that juxtaposes iamb ( U - ) and bacchius ( U - - ), forming a type
of dochmius that is “the retrograde of the second form of the dochmiac verse:
bacchius + iamb:”

This pedal reunites 2 Greek rhythms, iamb ( U - ) and bacchius (U - - ) ... the
bacchius being an extension of the iamb through a repetition of the long. (iamb +
bacchius: this is the retrograde of the second form of the dochmiac verse: bacchius
+iamb).7

37 “Cette pedale reunit 2 rythmes grecs, iambe ( U - ) et Bacchius (U - - ) ... le Bacchius etant
l'accroissement du iambe, par repetition de la longueur. (iambe + Bacchius: c’est le renversement de la
2e forme du vers Dochmiaque: Bacchius + iambe)” (Messiaen 1994: 127). See also: Ibid.: 7s.



115

WAI-LING CHEONG
ANCIENT GREEK RHYTHMS IN MESSIAEN’S LE SACRE: NIETZSCHE'S LEGACY?

Example 6. Dochmius (iamb + bacchius) as a pedal in Ravel’s “Le gibet”

iamb bacchius
\
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Ravel’s dynamic accents ensure the grouping of 3+5 eighth notes typical of dochmius
rather than the conventional grouping of 4+4 eighth notes. Depending on where
Ravel positions dochmius in relation to the underlying 4/4 schema, the notation
varies. If the onset of the rhythmic pedal in m. 1 had been advanced by an eighth
note, the tie in the pedal would have been spared.’® Ravel’s placement of dochmius
in “Le gibet” complicated the notated rhythm. On this occasion, Messiaen makes
no mention of the fact that the visual complexity of the rhythmic pedal stems from
the use of modern notation and, more specifically, the mapping of dochmius to an
underlying metrical grid prescribed by the 4/4 meter. But elsewhere he distingu-
ishes between what he calls notated rhythm and true rhythm, which applies well to
dochmius in “Le gibet.””

Messiaen’s comments on Debussy’s use of Greek rhythms appear belatedly in
Traité VI, the volume Messiaen sets apart for Debussy’s music.** In the opening and
closing measures of “La fléite de Pan” (Trois Chansons de Bilitis), dochmius takes shape
through a series of block chords (Example 7). As in Ravel’s “Le gibet,” the nota-
tion visually blurs the identity of the Greek rhythms. The dochmius is exactly four
quarter-notes long, and yet it appears at the point where the meter changes from
4/4 to 3/4. Just as the dochmius ends, the meter then reverts from 3/4 back to 4/4.

38 Ifall the rests in m. 1 (R.H.) had been removed, the pedal would have fitted neatly into one measure.
39  See Messiaen’s The Technique of My Musical Language, chapter VII (“Rhythmic Notations”).

40 Greek rhythms are seldom mentioned in Traité VI. We note Messiaen’s reference to iamb and
trochee in association with just a few works, and bacchius is touched on in his analysis of “La flite de
Pan” exclusively.

41 Messiaen’s reading of m. 2 as “2 iambes U —, Bacchius” is perplexing. His reading of m. 29, which
literally repeats m. 2, as two iambs is just as problematic. They might have been a slip of the pen.
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The dochmius featured in both “Le gibet” and “La flate de Pan” is suggestive of how
Ravel and Debussy might have appropriated Greek rhythms and played with some
of the complications that derive from the use of modern notation, which prescribes
an underlying metrical grid and the metrical accent.

Example 7. Dochmius (iamb + bacchius) in Debussy’s “La fléite de Pan”
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Greek rhythms in Stravinsky’s “Sacrificial Dance”

Debussy’s “La flate de Pan” is by no means the only example omitted from Messiaen’s
discussion of the survival of Greek rhythms in Traité I. An even more important
omission is the “Sacrificial Dance” from Le sacre. It is not until Traité II and in
chapter three (titled “Personnages rythmiques”) that we read Messiaen’s account
of Stravinsky’s copious use of Greek rhythms in the rondo-like “Sacrificial Dance:”

Another analysis of the first couplet [figures 149-166], taking into account the
beams Stravinsky used for the grouping of sixteenth or thirty-second notes with
reference to the Boosey & Hawkes edition [1913 autograph]. To facilitate reading,
I transcribe the score notation into sustained notes [eighth and quarter notes].
Numerous Greek rhythms are to be found here.**

42 “Autre analyse du 1er Couplet, en tenant compte des ligatures en enjambement utilisées par
Strawinsky pour ses groupes de doubles croches ou triples croches, et d'aprés I'Edition Boosey and
Hawkes. Pour la facilite de la lecture, je transcris le texte en sons tenus. Nous allons y trouver de

nombreux rythmes grecs” (Messiaen 1995: 134.).
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Messiaen briefly remarks that there is a myriad of Greek rhythms in the first contra-
sting section (henceforth, the “first couplet,” using Messiaen’s words) of the “Sacrifi-
cial Dance,” and that Stravinsky’s beaming of the many repeating block chords, which
are heard throughout the first couplet, signifies the composer’s grouping of them into
Greek rhythms.® Messiaen then names the Greek rhythms one by one in a music
example without explaining further. Given that Messiaen’s brief mention of Greek
rhythms is buried in his extended analysis of Le sacre, it is hardly surprising that this
case, despite its importance, has failed to attract critical attention.

To my knowledge, this case is truly unique and no doubt deserves close examina-
tion. It is also opportune that we have at our disposal not just the 1913 autograph, but
also the sketch and the 1943 revision of the first couplet. The music is notated diffe-
rently in these three sources, and in ways that visually signify or cloud Stravinsky’s
alleged appropriation of Greek rhythms.

Messiaen’s reference to Greek rhythms in the first couplet (1913 autograph)

The first couplet features a continuous use of repeating block chords (Example 8a).
It also features frequent changes of meter and hence measures of different lengths.**
The notated meters are exclusively 2/8 and 3/8, with 2/8 the prevailing one. The only
exception is the use of 4/8 in the two measures of figure 161.

The repeating block chords bear rhythmic rather than melodic interest. (Unlike
the “accentual” theme in “The Augurs of Spring,” however, stress accents are not
used.) They fill all eighty-two measures of the first couplet (figures 149-166) and set
up a hypnotic backdrop to the irregular interjections from wind and brass. It is stri-
king that all these repeating block chords constitute an extended series of exclusi-
vely longs and shorts. Each block chord is heard as a quarter note (long) or an eighth
note (short), but they are not notated as such. Instead, each block chord is notated as
either a sixteenth note or a quick succession of two thirty-second notes, and there-
fore the ensuing rest, which occupies either one or three sixteenth notes, is a deci-
sive factor. When a block chord is followed by a short rest (one sixteenth note), they
add to give an eighth note (S). When a block chord is followed by a long rest (three
sixteenth notes), however, they add to give a quarter note (L) instead.* In other

43 Messiaen skips mentioning the first couplet when tracing the survival of Greek rhythms in Traité I,
even though it gives an example par excellence of Stravinsky’s appropriation of Greek rhythms. Messiaen
might have found it more advantageous to discuss the first couplet in the context of his analysis of Le
sacrein Traité I1.

44  Pieter van den Toorn refers to this kind of setting as Stravinsky’s type-I rhythm.

45  There are only two exceptions to the addition of the duration of a rest to that of the preceding
block chord. At figure 153 the opening eighth-note rest is read as part of an iamb, the first of a series of
Greek rhythms heard previously at figure 150 (iamb-anapest-amphimacer-spondee). At figure 162 the
opening eighth-note rest is not added to the time-span of the preceding block chord, nor is it treated as
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words, the longs and shorts are the durations between the attacks of successive block
chords, including not just the lengths of the block chords, but also those of the inter-
vening rests. In today’s research into rhythm perception by cognitive psychologists,
this is termed “inter-onset interval (IOI),” and is defined as the time-span between
the onset of one event and that of an immediately succeeding event.*

Example 8a. Opening measures of first couplet, ‘Sacrificial Dance’ (1913 autograph)
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part of the following Greek rhythm. Messiaen denotes the eighth-note rest singularly as “respiration,”
which directly precedes the reprise proper, in which we hear a compressed restatement of the Greek
rhythms featured in figures 149-152.

46 Hence an inter-onset interval may or may not be the same as the physical time-span of an event.
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Example 8b. Opening measures of first couplet, ‘Sacrificial Dance’ (sketchbook, p. 9o;
reproduced by permission of Boosey & Hawkes Music Publishers Ltd")
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Table 4. Repeating block chords in the first couplet

(a) An extended series of shorts (S) and longs (L)

149 150 151 152 153
s-L-L-S-s-L-L-L-S§L-S-S1L1-SL-L-LLESLII-L-SSL-L-SL-S-S-8L-etc.

(b) The same series, but with all the longs and shorts grouped through beaming into
Greek rhythms (e.g. bacchius and anapest at the outset)

149 150 151 152 153 154
SLL-SSL-LL-SL-SSL-LSL-LL-LSL-LL-LS-SL-LS-LSS-SL-SSL-LSL-LL-LL-SLL-LL-LS—

156 157 158 159 160 161 162 163
SLL-ESS-SLS-ESS-LLS-LS-LLS-SSLS-SSSLL-SSLLS-SSSSSSS-test-SLL-SSL-SL-LL-LSL-

164 165 166
LL-LS-SL-LS-SLL-SSL-LL-SL-LSSS

(c) The same series, but with the thirteen different Greek rhythms classified into four
categories and denoted as “3,” “4,” “s,” or “7” (The only consecutive use of “s” and “7”
appears together as “s—s—7—7-7" (bolded) at a climactic point that directly precedes
the reprise proper.)

149 150 151 152 153 154 155 156 157 158 159 161
544345454333 43454454354445355777

162 163 164 165 166
rest-5-4-3-4-54-3-3-3-54-4-3-5

(d) Symmetrical and near-symmetrical patterns that engage three different catego-
ries of Greek rhythm

150-151 3-4-5-4-54-3 symmetrical
153 —155 34544543 symmetrical
155-158 3-5-4-4-4-5-3 symmetrical
162-164 54-3-4-5-43 near-symmetrical
164-166 3-544-3-5 near-symmetrical

The rhythmic reduction Messiaen used in his analysis falls perfectly in line with the
measurement of IOI and reveals an extended series of longs and shorts in strictly 2:1
ratio (Table 4a). The stringent use of longs and shorts in 2:1 ratio boosts rhythmic
uniformity, but the permutation of the longs and the shorts is highly unpredictable,
suggesting that the rhythm is worked out, for the most part, additively.
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Messiaen takes Stravinsky’s beaming of the repeating block chords as a key factor
in his reading of Greek rhythms in the first couplet. The longs and shorts heard
through the chords are, according to Messiaen, grouped through beaming into Greek
rhythms (Table 4b).# In the opening two measures, for instance, three repeating block
chords are beamed and interleaved with one short rest and two long rests respecti-
vely. Messiaen’s rhythmic reduction reveals a short-long-long (S-L-L) pattern or
bacchius in the terminology of Greek rhythm. With recourse to rhythmic reduction
as such, Messiaen identifies anapest (S-S-L) and spondee (L-L) in the following
measures (Example 9; Appendix 1).

Example 9. Messiaen’s reading of ancient Greek metrical feet in the first couplet
(Traité 11, pp. 134-136)

ororoere
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47  The only exception to the reading of Greek rhythms in the repeating block chords is the pair of
measures that constitute the retransition (figure 161), in which seven eighth notes are played in a row.
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The beaming of these block chords suggests some eighty measures of Greek metrical
feet.* Altogether forty-five Greek rhythms — among them thirteen distinct ones — are
identified (Table 5). The Greek rhythms include not only well-known ones like iamb
and trochee, but also lesser-known ones such as epitrite II and epitrite IV. Since the
total number of eighth notes (regardless of whether they take shape as long or short)
contained in each Greek rhythm is invariably three, four, five, or seven, they can be
classified into four categories accordingly.

Table 5. Classification of Greek rhythms into four categories®

Greek rhythm total no. of eighth
notes (appearances)

Iamb; trochee 3(12)
Anapest; dactyl; spondee; amphibraque 4(18)
Bacchius; antibacchius; amphimacer; peon I; peon III 5(13)
Epitrite I1; epitrite IV 7(2)

The classification of the thirteen different Greek rhythms into four categories (“3,”
“4, “s,” and “7”) enables us to analyze the overall rhythmic design as the permuta-
tion of four rather than thirteen entities (Table 4c). This is clearly preferable since the
juxtaposition of Greek rhythms of the same lengths (for instance, iamb and trochee,
or anapest and dactyl) does not create metrical irregularity.

As shown in Table 4d, three different categories (“3,” “4,” and “s”) of Greek
rhythms are featured schematically at strategic points. They form series that are
retrogrades of one another (e.g. 3-4-5 and 5-4-3 around the axial 4 at figures
150-151), and bring about frequent meter changes that go hand in hand with dura-
tional symmetry. Epitrite I and epitrite IV belong to the outstanding category
“7”) of Greek rhythm. They are the lengthiest among all the Greek rhythms iden-
tified in the first couplet, and they appear only once at a climactic point in the first
couplet (three measures before and after figure 160). Evidence as such supports
the argument that Greek rhythms and not just changing meters are featured in the

first couplet. It seems much less convincing to argue that Stravinsky beamed the

48  There are considerably less measures in the sketch since 4/8, 5/8, and 7/8 are used rather than
depending on 2/8 and 3/8 almost exclusively.

49  The total number of measures set aside for each of the four categories of Greek rhythms is parenthesized.

50 It makes a difference to prove the use of Greek rhythms, for meter changes can be featured without
engaging them.
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repeating block chords arbitrarily, or that the perfect match between some forty
rhythmic patterns and Greek metrical feet is a mere coincidence.

Greck rhythms in the first couplet (sketchbook)

Still, the 1913 autograph leaves us with some unanswered questions, since the
rhythmic patterns suggested by the beaming of repeating block chords are more
often than not notated in two measures and, exceptionally, even in three measures.
It is questionable whether these rhythmic patterns are integral wholes. Perhaps they
comprise two or three constituent parts? Fortunately an examination of the sketch
helps clarify this (see Example 8b). Greek rhythms that are notated in two or three
measures in the 1913 autograph are, without exception, notated in one measure in
the sketchbook, and the repeating block chords are not yet beamed across bar lines.
More specifically:

« Greek rhythms notated in one measure of 4/8 in the sketch are re-notated as
two measures of 2/8 in the 1913 autograph.

« Bacchius, antibacchius, amphimacer, peon I, and peon III are the only Greek
rhythms notated in 5/8 in the sketch. In the 1913 autograph they are re-notated to
take up two rather than just one measure, with 2/8 followed by 3/8 or vice versa.

« Epitrite IT and epitrite IV are the only Greek rhythms notated in 7/8 in the sketch
(Example 10a). They are re-notated to take up three measures rather than just
one in the 1913 autograph (Example 10b). 7 /8 becomes replaced by 2/8 - 3/8 -
2/8 at figure 159, and by 2/8 — 2/8 — 3/8 at figure 160. The repeating block chords
are, in each case, beamed across two bar lines.
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Example 10a. Climactic point of first couplet (sketchbook, p. 94; reproduced by
permission of Boosey & Hawkes Music Publishers Ltd)
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Example 10b. Climactic point of first couplet (1913 autograph)
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A comparison of the time signatures Stravinsky jotted down in the sketch with their
counterparts in the 1913 autograph is also revealing. Table 6 shows all the time signa-
tures marked or unambiguously implied in the two sources together with the total
numbers of measures set apart for different time signatures to trace how often each
of them is used.

Table 6. Time signatures marked or implied in the sketch and the 1913 autograph

Time signature 1/8 2/8 3/8 4/8 5/8 6/8* 7/8
Sketchbook 1 3 7 14 11 1 2
1913 autograph 0 52 29 1 0 0 0

(*6/8 is probably a typo for 7/8, for the measure in question contains seven rather than just six eighth notes.)

A greater variety of meters appear in the sketch, including 1/8, 2/8, 3/8, 4/8, 5/8,
and 7/8. That 4/8 outnumbers all other time signatures in the sketch also contrasts
sharply with the 1913 autograph, in which 4/8 appears only once in the retransition,
and all the other time signatures are restrictively 3/8 or 2/8.

Greek rhythms incognito?
In the 1943 revision of the first couplet, all the note values are doubled, and the rather

exclusive use of 2/8 and 3/8 in the 1913 autograph is replaced by 2/4 and 3/4 (Example 11).
The repeating block chords are no longer grouped through beaming into different
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rhythmic patterns. Is it possible that Stravinsky actually tried to delete evidence of
his use of Greek rhythms in the first couplet? At the very least, we can say that the
evidence pointing to Stravinsky’s use of Greek metrical feet in the first couplet was
compromised when he re-notated the repeating block chords in the 1913 autograph
and yet again in the 1943 revision.
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Example 11. Opening measures of first couplet, ‘Sacrificial Dance’ (1943 revision)
A comparison of Stravinsky’s notations and re-notations of the first couplet over some
thirty years is presented in van den Toorn’s Stravinsky and The Rite of Spring: The
Beginnings of a Musical Language (1987: 53). Having examined the notational discre-
pancies that set apart the different versions of the first couplet in the sketchbook, the
1913 autograph, and the 1943 revision, van den Toorn remarks that “the earlier, longer
groupings are ignored [in the 1943 version]. Single beams over the bar lines ... are
sacrificed, presumably in the interests of facility or simple legibility” (van den Toorn
1987: 53). But it is not obvious that the beams should be regarded as mere ortho-
graphic complexity. Are they not meant to show how Stravinsky groups the repea-
ting block chords?

For van den Toorn, though, the music is “quite simple... a single chord is punctu-
ated one, two, or three times in succession. These punctuations or successions of
punctuations are always separated by a single unit of rest” (1987: 53). Van den Toorn
does not attribute much significance to Stravinsky’s “single beams over the bar lines,”
and he treats the quarter-note rest as a caesura regardless of whether it formerly
appears within or outside a beamed group of attacks. This clearly goes against the
sketchbook and the 1913 autograph, which suggest the presence of many more inte-
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resting rhythmic patterns. It is thus worth asking what might have motivated Stra-
vinsky to delete the beams in the 1943 revision. Did he seek to serve “the interests of
facility or simple legibility,” as suggested by van den Toorn? Or did he perhaps try
to conceal his use of Greek rhythms? A comparison of the three versions of the first
couplet suggests that he may indeed have moved in incremental stages to cover up
the original rhythmic design.*

Given the widespread recognition of van den Toorn’s “rhythmic Types I and II”
as the theoretical models that encapsulate Stravinsky’s rhythmic innovations in Le
sacre,*it is important to add that the first couplet can be mapped onto van den Toorn’s
rhythmic Type I, which he defined as “foreground metric irregularity; an irregular or
shifting meter.” Taruskin also read into Le sacre two types of “rhythmic novelties,”
and what he described as “the rhythm of irregularly spaced downbeats” is obviously
the same as van den Toorn’s rhythmic Type I. But Taruskin had something vital to
add, noting that “in Russian folklore it [this type of rhythm] had been a fixture from
time immemorial,” though without touching on any specific archaic rhythm, Greek
or otherwise (Taruskin 1996: 958-959).

V. CONCLUSION

The preceding case study attempts to clarify the issues surrounding Stravinsky’s puta-
tive appropriation of Greek rhythms.>* Although there is strong evidence that Stra-
vinsky had already been playing with ancient Greek rhythms in the 1910s as a means
of injecting novel rhythmic effects into his music, existing Stravinsky scholarship is
silent on this point. Even Messiaen, who spotted a rich use of Greek rhythms in the
first couplet, played down this discovery and preferred an alternative reading, one that
applies his theory of rhythmic characters (Messiaen 1995: 131-134.)% without consi-

51 According to van den Toorn, Stravinsky showed a distinct preference for the 1943 revision, and
that it “alone was intended by the composer to supersede all previous versions of this dance, and after
its publication Stravinsky himself always conducted from this 1943 version” (van den Toorn 1987: 40).
See also Stravinsky and Craft 1981: 147, for the justification provided by Stravinsky for the 1943 revision.

52 The near canonic status acquired by these models is comparable to that attained by his research
on Stravinsky’s octatonicism, in which van den Toorn designates the three octatonic collections in a
similar fashion as I, II, and III.

53 Van den Toorn’s rhythmic Type I is not relevant to the first couplet. It is characterized by the
“superimposition of two or more motives that repeat according to periods, cycles, or spans that are not
shared but vary independently of, or separately from, one another.” See van den Toorn 1987: 100, for
both his rhythmic Types I and IL

54 This may lead to research questions such as whether Stravinsky modeled his use of Greek rhythms
on some precedent cases or perhaps not. It also worth investigating whether there is any time frame to
Stravinsky’s appropriation of Greek rhythms, and whether they loom large or are avoided in Apollo,
Orpheus, and his other overtly Greek-inspired works.

55 Messiaen’s most accessible explanation of rhythmic characters appears in Music and Color: Conver-
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dering Stravinsky’s beaming of the repeating block chords as signifiers of scansion. A
good grasp of Greek rhythms is a prerequisite for any understanding of Stravinsky’s
appropriation of them in the first couplet. Still, even for someone well versed in Greek
rhythms, these archaic patterns may not be readily recognizable. This is so even when
a good number of Greek rhythms are used literally and exclusively for a prolonged
and well-defined time-span, as in the first couplet.

A comparative study of Stravinsky’s notation and re-notation of the first couplet
in the sketchbook, the 1913 autograph, and the 1943 revision suggests that Stra-
vinsky might have tried to conceal his use of Greek rhythms through notation.
Greek rhythms in five and seven times are notated in /8 and 7/8 respectively in the
sketchbook. In the 1913 autograph, however, the same Greek rhythms are re-notated
with recourse to a mixed use of 2/8 and 3/8. What is more, Stravinsky changed the
way he notates the first couplet again in the 1943 revision. As a result of this belated
change, the repeating block chords and the longs and shorts are no longer grouped
through beaming into rhythmic patterns that map well with the Greek rhythms.

Stravinsky was still in his twenties when he used restrictively longs and shorts, all
in a 2:1 ratio, to build an extended series of Greek rhythms in the first couplet. From
his early days as a “national” composer, drawing on elements of pre-modern traditi-
onal music, he soon developed in meteoric fashion into an international figure. With
the cosmopolitan outlook that he was keen to present to the world, Stravinsky might
have found it increasingly necessary to conceal his former use of Greek rhythms in the
first couplet. Time and again he changed the notational form of what could be consi-
dered rather blatant presentations of Greek rhythms in the sketchbook.* Given that
over the years Stravinskian rhythm has come to be celebrated for its frequent changes
of meter, it is worth considering whether this feature might not have stemmed, at
least in part, from notating unconventional quintuple and septuple meters by means
of duple and triple meters. Just as the use of Greek rhythms were obfuscated, rapid
changes of meter, then considered a progressive rhythmic technique, began to proli-
ferate. In this way Stravinsky seems to have succeeded in killing two birds with just
one stone.

On 2 June 1912, when Stravinsky and Debussy met up to sight-read Le sacre at the
piano, it was chez Laloy, their mutual friend.” Laloy was no doubt impressed by the

sations with Claude Samuel, in which he alludes to the dramaturgical interaction between three different
roles: “Let’s imagine a scene in a play in which we place three characters: the first one acts, behaving in
a brutal manner by striking the second; the second character is acted upon, his actions dominated by
those of the first; finally, the third character is simply present at the conflict and remains inactive. If we
transport this parable into the field of rhythm, we obtain three rhythmic groups: the first, whose note-
values are ever increasing, is the character who attacks; the second, whose note-values decrease, is the
character who is attacked; and the third, whose note-values never change, is the character who doesn’t
move” (Samuel 1994: 71).

56  Stravinsky re-notates the first couplet but not the other parts of Le sacre du printemps in the 1943

revision.

57 While many sources recount this meeting, the details differ (for example, as to whether Stravinsky
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frequent meter changes in Le sacre, a feature also characteristic of Greek rhythms,
whose expressive quality, according to Laloy, owed much to “the inequality of the
elements they comprise:”

[I]n Greek rhythms one could juxtapose the measures of 3, 4, 5 or 6 times seamle-
ssly ... These complex measures were modulating measures ... the composite
rhythms are very expressive rhythms because of the inequality of the elements
they comprise.s*

While Laloy was working on his doctoral thesis, in which he refuted “the principle of
equidistance between downbeats” regarding Greek rhythms, he could not have known
that in a few years’ time Stravinsky would revolutionize the whole field of thythm and
meter. In order to illustrate the use of changing meters, Laloy cited examples from
Vincent d’Indy’s Second String Quartet, adding that the juxtaposition of different
meters, though rarely heard in classical music, was beginning to gain currency (Laloy
1904: 336-337). Importantly, Fétis had expressed a similar view in “Du développe-
ment futur de la musqiue: Dans le domaine de rhythme” (1852), notwithstanding
his derogatory note on the irregular alternation of duple and triple times as typical
of “barbaric” peoples. Musical rhythm, according to Fétis, evolves over time, and
will one day attain “the immense and new musical realm in which various rhythms
and different metric systems can follow one another and be connected naturally to
produce effects unknown at this [his] time.®® We may reasonably ask whether Fétis
was alone in this prophetic insight, or if there were similar ideas in circulation in Paris
at the time, ideas that would come to fruition in Le sacre (Arlin 2000: 261; 302).
Although it is not clear exactly when Nietzsche’s discovery of a philological “error”
in the 1870s reached Paris, the earliest extant source that touches on the “error” —
Kawczynski’s Essai comparatif sur lorigine des rhythmes — was published there in 1889,
albeit without mentioning Nietzsche. The “error,” but again not Nietzsche, also
surfaced in music-theoretical writings by Laloy and Emmanuel in the 1910s. When
Maas published Griechische Metrik in 1923 and plagiarized Nietzsche, as argued by
Porter, it was he (Maas) who was credited with the paradigm shift. Nietzsche’s scho-
larly contribution was forgotten, intentionally or otherwise, until Bornmann edited

and Debussy met at Laloy’s home or Debussy’s, and whether they played through the whole of Le sacre
or just a part of it).

58  “T'on pouvait juxtaposer sans encombre des mesures de 3, 4, 5 ou 6 temps, comme on juxtapo-
sait dans I'intérieur d’'une mesure simple des temps inégaux, en rapport double ou sesquialtére ... Ces
mesures complexes étaient des mesures modulantes ... les rythmes composés sont trés expressifs 4 cause
de I'inégalité des éléments dont ils se composent” (Laloy 1904: 338). Again, West shared the same view
in Greek Metre (see West 1982: 24). While the evolution of the philological and musicological studies of
Greek rhythm certainly crossed paths, this has been under-investigated.

59 “I'immense et nouveau domaine de la musique dans lequel des rhythmes divers et des systémes

différents de mesures peuvent se succéder et s'enchainer d'une maniére naturelle et produire des impre-

ssions inconnues jusqu’ a ce jour” (Fétis 1852: 300). The translation is from Arlin 2000: 280.
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the manuscripts of the “four notebooks” for KGW in the 1980s. Nevertheless, music
by composers such as Debussy, Ravel, and Stravinsky suggests that Nietzsche’s insi-
ghts might very well have percolated down into their compositional praxes. Perhaps
there is nothing fortuitous about the premiére of Le sacre taking place in Paris, which
had by then become established as a center of rhythmic research and innovation. It
was in Paris that the philological and musicological studies of Greek rhythm inter-
sected, an in ways that have hitherto remained unexplored.

Fueled by important archeological findings, philological studies of Greek rhythm
burgeoned in the nineteenth century. One major archeological discovery was the
Anonymous Treatise published by Bellermann in 1841, discussed at some length by
Fétis in his Histoire générale de la musique. In contrast, the focus in Laloy’s doctoral
dissertation was rather more on the Oxyrhynchus Papyri, which was discovered in 1897.
There are, of course, endless debates about the true nature of ancient Greek rhythms.
During the long nineteenth century, the ictus theory, and hence the axiom of equal
measure lengths (Taktgleicheit), espoused by a line of distinguished German philo-
logists waxed and waned. There was growing awareness that ancient Greek rhythms
could never be known and experienced as they had been in the past, for the obvious
reason that audiences had changed. The Greek rhythms identified by Messiaen in Le
sacre often feature syncopation and metrical dissonance, which require the presence
of a metrical grid in the first place. Greek rhythms, however, belong to a time when
the metrical grid and the divisive approach to rhythm (as exemplified by Kirnberger’s
Akzenttheorie) were probably not yet in place. Just what truly constituted ancient
Greek rhythms for Stravinsky matters less in the end than how he turned what he
understood of them into a valuable compositional resource.®® In Le sacre Stravinsky
was no doubt happy to play with Greek rhythms, and even to distort them, in the inte-
rests of novel aesthetic effects, exploiting their asymmetries at multiple levels, and in
ways that resonate well with Nietzsche’s stance in the late 1870s:

it is only to the extent that I am a pupil of earlier times, especially the Hellenic,
that though a child of the present time I was able to acquire such untimely expe-
riences. That much, however, I must concede to myself on account of my profe-
ssion as a classicist: for I do not know what meaning classical philology could
have for our time if it was not untimely — that is to say, acting counter to our time
and thereby acting on our time and, let us hope, for the benefit of a time to come
(Nietzsche 1997: 60).

60 A parallel can be drawn between the use of Greek rhythms and the magic potion in Tristan. Both
are inherited from the past, hardly known, and yet stunningly powerful.
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ArPENDIX 1. GREEK RHYTHMS IN THE FIRST COUPLET

Figure Rhythmic pattern Time unit (eighth note) Greek rhythm
v r r 5 Bacchius
149 U r 4 Anapeste
r r 4 Spondée
or 3 lambe
Lr r 4 Anapeste
150
r U r 5 Amphimacre
r r 4 Spondée
r U r 5 Amphimacre
151 fr 4 Spondée
f P 3 Trochée
7r 3 lambe
152 ] 3 Trochée
r U 4 Dactyle
b r 3 Tambe
U r 4 Anapeste
153
r ﬂ r 5 Amphimacre
r r 4 Spondée
r ]' 4 Spondée
154
D r r 5 Bacchius
r r 4 Spondée
155 fr 3 Trochée
G r r 5 Bacchius
r U 4 Dactyle
156
D r v 4 Amphibraque
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r U 4 Dactyle
157

r r p 5 Antibacchius

r 7 3 Trochée
158

r ]' V 5 Antibacchius

U f p 5 Péon 111
159

(Lr ff 7 Epitrite 11
160 Lrrr e 7 Epitrite IV
W | eereees :

wprf 5 Bacchius

U r 4 Anapeste
162

D r 3 lambe

r r 4 Spondée

r 7r 5 Amphimacre
163

r r 4 Spondée

fr 3 Trochée
(164) pr 3 lambe

r 7 3 Trochée

or r 5 Bacchius
165

U r < Anapeste

fr 4 Spondée
166 pr 3 lambe

f¢Lr 5 Péon |
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Bau-AuHr YsoHr

AHTHUYKU I'PYKY PUTMOBU Y MECHUJAHOBOJ AHAAU3U [IOCBEREA IIPOAEBA:
HuW4YEOBO HACAEBE?

(PE3UME)

Maao je mosHato aa je Opuppux Huue — koju je 6uo usabpan 3a mpodecopa
KAacuuHe QUAOAOTHje Ha YHUBep3uTeTy y BaseAy y cBojum pABapeceTHM ropuHama
— IOCTYAMPAO, Ha OCHOBY PHUTOPO3HUX TEKCTYAAHUX CTYAHUja, Ad CYy eMHHEHTHHU
KAACMYHHU QHAOAO3H, aKTUBHHM y LlenTpasnoj EBpomnu y AoeBeTHaeCTOM BeKy,
030HMAHO OMAIIMAN; HAFIMe, OHH CY Ha CTAPOTPYKH PUTAM IPUMEIbIBAAY MOAECPAH
AKI[EHATCKU CHCTEM, YMECTO Ad CY BOAMAH PadyHa O Ay’KHHHU cAOoroBa. Boaehu
KAQCHYHU QUAOAO3HU Y ACBETHAECTOM BeKY OHMAU Cy, IperexxHo, Hemuy; ¢ apyre
CTpaHe, yTUIIAjHH MY3UKOAO3H, KOjH Cy MUCAAY O APEBHHM I'PUKHM PUTMOBHMA,
yraaBHOM cy 6uan Qpanmysu. ITapucku koH3epBaTopujyM 61o je MohaH renrap
3a U3y4yaBame TEOPHja PUTMA, Ca UMIPECHBHOM TPAAUIIU)OM KOja j& BOAHAA OA
®pancoa-XKozepa Pernca u Ppancoa-Orucra I'eBepra, mpexo Ayja Aasroja
u Mopuca Emanneaa, oo OauBujea Mecujana u opyrux. ®eruc u I'esepr cy ce
[O3UBAAM Ha HeMauKe QHAOAOTE, CBOje CaBpeMeHHKe, IIPOIyIITajyhu mpuAnKy
AQ MCTUHCKY [IPeUCIINTAjy BUuxoBe mocraBke. Mehyrum, kop Aaroja, Emanneaa
u MecHjaHa AOLIAO je A0 3HavajHe MPOMeHe OpHjeHTanuje. PapoBu oBHX ayTOpa
OCTaBAAjy YTHCAK KA0 A Cy OHH 6uAu cBecHu HudeoBux oTkprha — Hako HUKO
0A BUX He cioMuse Hrrgea y cBojum TekcroBrMa.

Y 0B0j cTyauju, cipoBepeHa je KOMIAPAaTHBHA AHAAM32 HUXOBOT MY3HUYKOT
TyMadera aHTHYKIX IPUKHX PUTMOBA; HAKOH TOTa, poKycupaMm ce Ha MecujaHoBo
AHAAMTHYKO OTKprhe MMIIpeCHBHO AyrauKkor HH3a TPYKMX PUTMOBA ¥ baAeTy
Iocseherwe tiporeha ropa Crpasunckor. LTua oBor papa je Aa 6anu HOBO CBeTAO
Ha OXHBsAaBalkbe HHTEPEeCOBakha 3a CTAPOrPUKe PUTMOBE Y MOASPHUCTUYKUM
My3HYKAM A€AUMA, d 3aTHM U AQ IIPEHUCIINTA KAKO je ,,yBUjeHa,” APYTHM pednma,
HenpusHaTa peneniuja Huueosor oTkpuha op cTpaHe mapucKux My3HYKHX
KPYTOBa BepOBATHO ITOACTAKAA M YCMEPUAA PUTMUYKY HHOBAIIH]y Ha HOB, BHIIH
HHBO.

KnY4HE PEYU: aHTHYKY Ipuky puTaM, Ilocseherse iiporeha, Ppuapux Huue, Ppancoa-
JKosed Petuc, Ppancoa-Orucr Ieept, Ayj Aasoj, Mopuc Emannes, Oanusuje Mecujan
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ABSTRACT

The creation and expansion of commercial music printing from around 1500 has
normally led to modern editors assigning textual primacy to published copies of
music from the period in preference to any equivalent manuscript copies. However,
some groups of manuscript sources, such as the Paston collection, from late 16th
and early 17th century England, can shed a different light on contemporary music
print culture and its relationship to manuscript copying. Edward Paston’s huge
private music library, now dispersed in collections in the UK and US, contains many
multiple versions of works he already access to in print form, and the choices he
or his copyists made with regard to three particular six-voice Latin motets, Byrd’s
Memento homo, Ferrabosco’s In monte Oliveti, and Vaet’s Salve Regina, are examined
here, and placed within with their collecting context and likely use.

Keyworps: Edward Paston, manuscript collections, William Byrd, Alfonso Ferrabosco,
Jacob Vaet, Memento homo, In monte Oliveti, Salve Regina

INTRODUCTION

The creation and huge expansion of music printing from 1500* appears to have over
time diminished the importance of the previous music manuscript culture that had
previously dominated; and today, where a composer-sanctioned historical published

*

My thanks go especially to Prof John Milsom, who guided much of the first research here, and to
the two anonymous journal referees for their very thorough and thoughtful comments and suggestions.

1 tkago@cam.acuk

2 See, for example, the graphic representations of this in Rose, Tuppen and Drosopoulou 2015:

649-660, illus.1 and 2.
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copy exists, the value of any manuscript-equivalent to a modern editor is lessened,
unless it offers some particular information regarding early versions, variant readings,
performance practice or the like. However, there are some groups of sources that can
shed light on music print culture and its relationship to continued hand copying,®
and one such is the Paston collection, from late 16th and early 17th century England.
This vast private music library, now dispersed in the UK and US, represents a rare
opportunity to examine what differences might occur when a group of related scribes
working in the same place and at the same time apparently used one printed original
as an exemplar. The multiple copies of works they produced - up to nine - can be
compared with the original, to see what choices they made, how they interpreted
the prints, how accurate their copies were, and how they grouped the pieces within
genres and within manuscript partbooks.

Edward Paston* (1550-1630) was a linguist, poet, traveller, lutenist and collector of
music. The head of a junior branch of the Norfolk Catholic family* which produced
the well-known ‘Paston Letters’ at the end of the 15th century, his name has been
known to musicologists since at least the end of the 19th century (Eitner 1900
1904: vii, 333) for his ownership of four leather-bound volumes of manuscript music
stamped with his name, but it was not until the early 1960s that Philip Brett noticed
that there was evidence on grounds of contents, subsequent ownership and writing
styles to connect a large number of other late 16th-century and early 17th-century
English manuscripts with these Paston books.® The size of the collection he identi-
fied is quite remarkable: some 45 sets of vocal and instrumental partbooks, compri-
sing 157 bound volumes’ of an estimated original 220, now scattered throughout
libraries in England and the United States. The largest groups are to be found at
the Bodleian Library, Oxford (the deposited collection from Tenbury), the British
Library, London, the Madrigal Society collection (now also in the British Library)

3 For some useful background on the status and reasons for manuscript copying in the age of print,
see Love 1993.

4 Paston’s biographical details were established in detail by Philip Brett in his seminal article “Edward
Paston (1550-1630): A Norfolk Gentleman and his musical collection” (Brett 1964 ), and this introduc-
tion relies heavily on his findings. See also Brett 1965. Paston studies have received a great deal of atten-
tion in the past few decades, including dissertations (Knights 1999; Schmitt 2004; Taylor 2007; Sequera
2010) and chapters (Sequera 2016: 215-229). Byrd studies have also been very active; among others,
Harley 1997, 2010, McCarthy 2013 and Smith 2005 and 2016 have added greatly to our knowledge. Note
that Francis Knights, A Catalogue of the Paston Music Manuscripts is forthcoming.

5 See Castor 2006.

6  The terms Paston manuscripts’ and ‘Paston collection’ are used here to refer to those manuscripts
which can be linked on grounds of provenance, paleographic evidence and repertoire with those books
definitely owned by Edward Paston himself.

7 Joseph Kerman estimated this to be one-third of all surviving contemporary English music manus-
cripts (Kerman 1980).
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and the Royal College of Music, London. It is evident from Edward Paston’s will* that
many other music books have been lost,” and only one printed book™ has so far been
identified as coming from this source.

Edward’s branch of the Paston family achieved a level of social distinction, and
can be seen to have been very well connected. His father, Sir Thomas Paston, was a
Gentleman of Henry VIII’s Privy Chamber, and received a knighthood and grant of
lands in East Anglia in 1544. Sir Thomas’ second son, Edward, was born in 1550, and
given the name of his godfather, Edward VI. Succeeding to the estate on the death
of his elder brother, Edward was able to enlarge his estates by the receipt of property
(including his principal home at Appleton, near Norwich, Norfolk, in eastern
England) from his uncle, the sea-captain and Member of Parliament Sir Clement
Paston (c.1523-1598). It is not known where Edward was educated; his name does not
appear on any university lists, and a surviving letter" he wrote to a Spanish nobleman
at the age of 18 indicates that he was about to return to Spain, where he had many
friends. He was mentioned in the preface to Bartholomew Young’s 1598 translation
of Montemayor’s Diana,” and in Whitney’s 1585 A Choice of Emblemes.” These lite-
rary connections are strengthened by the fact that he was likely known to Sir Philip
Sidney’s circle: Penelope Rich (the supposed ‘Stella’ of Sidney’s 1591 sonnet sequ-
ence Astrophel and Stella) stayed at Appleton. However, despite these important social
and literary contacts, Brett rightly says that Paston “seems to have had no desire at
any time of his life to advance himself in the public eye, either at court or in his own
county” (Brett 1964: 55). Paston’s diffidence in this respect will surely have owed
something to his status as a Catholic; the Pastons were staunch Catholics. Several of
Edward Paston’s children suffered under the Elizabethan recusancy laws, and three
of them entered monasteries on the Continent; a grandson also named Edward even
became president of the famous college at Douai (Brett 1964: 53). Paston also kept
a secret mass centre (Brett 1964: 53), which may have been a focus for Catholics in
North Norfolk. He died in 1630, and his grand family monument in Blofeld church,
Norfolk, survives.'s

8  Prerogative Court of Canterbury, Scroope 43; the relevant music extracts are given in Brett 2007:
33-34.

9  Other manuscripts, no longer extant, that are likely to have derived from Paston’s circle were sold
by Edward Taylor on 30 November 1863 (Hofman 1977: iii, 164-165); of the nine sets listed, only two

now survive.

10 Byrd’s Psalmes, sonets and songs of 1588, British Library, catalogue number K. 2. f. 1.

11 British Library, Harleian MS 1583 £.378.

12 https://search.proquest.com/eebo/docview/2240897327/FC499FD957224F8CPQ/14.

13 https://search.proquest.com/eebo/docview/2240902622/A0B1C8CF105040D4PQ/1; and see
Brett 1965: 40, and Smith 2016: 164-165. The Whitney woodcut is reproduced in McCarthy 2013: 197.

14 (1563-1607), later Countess of Devonshire.

15 For the later history and collecting activity of other members of the Paston family, see Bucklow 2018.
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The number of individual compositions or extracts from compositions in the
manuscripts totals 1350, only one third of these being English in origin (motets,
consort songs, madrigals and instrumental pieces). The remainder comprises conti-
nental motets and masses (479), Italian madrigals (310) and French chansons (103),
virtually all apparently copied from printed sources imported into England from the
mid-16th century onwards. The Italian and French pieces are untexted. Studies of
the Paston repertory to date have often concentrated on single genres. In the broader
context of other English sources, the Latin motets, chansons, instrumental music,
lute arrangements, secular songs and Italian madrigals have been considered by May
Hofman (1977), Jane Bernstein (1974 ), Warwick Edwards (1974), Stewart McCoy
(1985), Philip Brett (1965) and Francis Knights (1999) respectively. It is apparent that
there are two genres which Paston seems to have had little interest in collecting, if the
extant manuscript survivals are at all representative: keyboard music and the English
madrigal.® The Paston books are especially rich in the music of William Byrd, and
contain a large number of otherwise unknown pieces, and early versions of works
later published by Byrd.

One major group within the Paston collection comprises the five lute accom-
paniment manuscripts (the corresponding “singing books” mentioned in Paston’s
will have been lost). They contain an enormous repertory — about 600 pieces — of
sacred and secular vocal compositions in two to eight parts, arranged for six-course
lute and one or two soprano voices. Some of this music is known from no other
sources, and it is quite likely that it was derived from other Paston partbooks themse-
lves made from manuscript and printed copies no longer extant, or not yet identified.
The arrangements themselves follow very closely the style of 16th-century Spanish
vihuela intabulations, and represent virtually the only known use of non-French tabla-
ture in England.” The transcriptions, which seem to be the work of an experienced
and capable player despite being very literal,” reflect a complete familiarity with the
sophisticated notational practices of the vihuelists. Interestingly, this type of nota-
tion must presumably have rendered the entire extant collection quite inaccessible
to almost all other contemporary lutenists in England besides Edward Paston, and
this confirms the domestic nature of this repertory. As well as directions for giving
the singer their first note (e.g. La.p.al.3.t. — “La prima al 3 traste”, “the first [course]
at the third fret”), the lute book 31992 also includes more than once a comment —
in Spanish — regarding some of the music: Excellente.”” The poet Geoffrey Whitney

16 A number of English madrigals were copied into the miscellaneous and rather atypical Paston set,
Lbl Add MSS 18936-9; very many were of course available in published versions.

17 See McCoy, 198s; Julia Craig-McFeely details the contemporary English solo lute sources, and
specifically omits the Paston lute books (Craig-McFeely 1994).

18 I owe these observations on the intabulations to lutenist David Miller (private conversation);
Stewart McCoy (1986: 22) makes the same point.

19 Such subjective marginalia can be found in a number of English virginal manuscripts: Thomas
Tomkins writes “Excellent for the hand” against John Bull's Quadran Pavan [II] in Paris Conservatoire,
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(c.1548-c.1601) provided a contemporary verse description of Paston’s playing,* and
the latter was clearly an able gentleman-amateur of music.* His domestic ensemble
performing resources (or ambitions) appear to have encompassed eight-part music
(34001-2 and 34000/9-15), and even ten parts in one instance.”

The bulk of the music in the Paston collection is usually thought of as reflecting
a conservative or old-fashioned taste,” and as reflecting some antiquarian interest.
The earliest music is by Josquin and Fayrfax, and there is relatively little English music
later in date than about 1585, the compositions of William Byrd excepted. However,
Paston was in some areas more up-to-date with more recent continental musical deve-
lopments, such as the polychoral style of Giovanni Gabrieli and Hassler, although
there is no music by Monteverdi or Gesualdo, for example.**

It is not known how Edward Paston came to have access to such a large number
of continental music publications (probably as many as 200), nor whether they
were actually owned by him, or borrowed from fellow travellers and musicians. Tain
Fenlon (1982) suggests that Paston’s sources were primarily Netherlands and German
reprints, mostly anthologised, of Italian and French publications, but the picture that
has since emerged is more complex.” Paston’s continental sacred sources did include
large-scale anthologies such as Montanus and Neuber’s Thesaurus musicus (RISM
1564"%), Giovanelli’s collection of the same name (RISM 1568>¢),* and the later Scha-
deus collection Promptuarium musicum (RISM 1611, 1612%, 1613*and 1617'). The Paston
scribes (named A, B, C and L by Phlip Brett) made considerable use of some of these
collections, extracting for example 16 pieces from among the 229 motets of the 1564
Thesaurus musicus volumes, making 49 copies in all (see Knights 1999).

Copying a piece repeatedly is a characteristic feature of the Paston scribes, even as
many as eight or nine times. On occasion the same motet or song will appear twice
in the same set of partbooks, at two different performing pitches.”” This policy of
re-copying, assuming that is is intentional rather than having any scribal make-work

MS Rés 1122 (Musica Britannica, xix: 235), and the 1649 printed catalogue of King John IV of Portugal’s
music library also includes similar comments (“muito bom”, R. F. V. Nery 1990: 259-260).

20 For, hartes like marble harde, his harmonie dothe pierce: And makes them yeelding passions feele, that
are by nature fierce. From Whitney 1585, quoted in full in Brett 2007: 37.

21 The word ‘amateur’ carries different connotations today; see Marsh 2010, ch.4.
22 Andrea Gabrieli’s Deus, Deus meus in Lbl Add MSS 34001-2 is scored for 10 voices.
23 Asimplied in Brett 2007: 46.

24  The most modern exemplar prints identified so far date from as late as 1617, by which time Paston

was over 6s.

25 See Knights 1999, vol. i ch. 2 for a list of likely madrigal anthologies available to the Paston scribes.
These include volumes published in Antwerp, Copenhagen, Ferrara, Florence, Leiden, Milan, Nurem-
berg and Venice for which the first impressions date between 1551 and 1616.

26  RISM B/, see http://www.rism.info/publications.html.

27 See Brett 1993: 89, and Sequera 2010 for a discussion of this.
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component, may be accounted for partly by the supposition that Paston wished to
have separate, partly duplicated music collections at each of his three Norfolk houses:
Thorpe Hall, Appleton and Town Barningham.*® The Netherlands source of some of
these anthologies may also tie in with Paston’s manuscript paper sources: one of the
commonest Paston watermarks® is similar to contemporary Flemish watermarks (see
Briquet 1907), and Norwich’s important trading position near the Continent would
have made such import of both music and paper practicable. While it is known that
Thomas Vautrollier, printer of Byrd and Tallis’s 1575 Cantiones sacrae, visited the cele-
brated Frankfurt Book Fair several times, it is not certain whether he, or well-travelled
musicians like Thomas Morley, Alfonso Ferrabosco the elder, John Bull and Peter
Philips, were more responsible for bringing music back from the Continent. Certa-
inly, Francis Tregian* must have had a good source of foreign prints, yet a comparison
of the large Paston and Tregian collections shows surprisingly few concordances.*
The restrictive terms of the patent granted to Tallis and Byrd regarding the importa-
tion of music, and printed in full in the 1575 Cantiones sacrae, stated:

...we straightly by the same forbid all printers booksellers subjects & strangers,
other then as is aforesaid, to do any the premisses, or to bring or cause to be
brought out of any forren Realmes into any our dominions any songe or songes
made and printed in any forren countrie, to sell or put to sale, uppon paine of our

high displeasure...

and may have resulted in Byrd himself (or an assignee) sourcing continental prints
which were then given, sold or loaned to Paston or other musicians and collectors
(Milsom 2014 ).

28  Afurther house was planned for Binham but never started, after a work accident; see Brett 2007: 33.

29  Knights’ watermark A (see Knights 1999: 188), an ornate heraldic crowned shield, seen most clearly
in the Cantus partbook of 2036 (37v). Surprisingly, this watermark is also found in a much later volume
of theorbo music and songs (Obod b.1) presented to Oxford in 1656 by the composer John Wilson (1595-
1674 ), then Heather Professor of Music.

30 For the most recent work on this important collection, see Milsom (ed.) 2014. The substantial 1583

stock list of Henry Binnemann mentioned there included imported music prints.

31 See Reid Thompson 2001: 1-31, Smith 2002: 7-16 and Smith 2019: 163-183, for discussion of Tregian
and his sources.

32 Arelatively small number of pieces from the 30-plus prints used by Tregian in Egerton 3665 and
Drexel 4302 appear in Paston.

33 Facsimile printed in the Byrd Edition I p.xxiv. The extent to which this monopoly was enforced —

or enforceable — is unknown.
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THE PASTON SOURCES OF THREE MOTETS COMPARED

Some two-thirds of the 1350 pieces extant in the Paston music manuscripts exist in
more than one copy. Some works, especially continental motets, were copied many
more times. This poses the question whether these copies were made anew from the
source exemplars each time, or whether subsequent copies were made from earlier
manuscript copies. A close reading of the musical texts themselves is the best way
of addressing this issue, clarifying the relationship between the printed sources and
the manuscript copies, and between the manuscript copies themselves. This article
examines the extant Paston copies of three six-voice Latin motets: Byrd’s Memento
homo, Ferrabosco’s In monte Oliveti, and Vaet’s Salve Regina; a full critical commen-
tary and music transcriptions have been included in an Online Appendix. These three
pieces have been chosen as they exist in an unexpectedly large number of multiple
copies (eight, seven and nine respectively), and were derived from unique printed
exemplars: each piece appears to have been printed only once during the 16th century.
(With respect to In monte Oliveti, although it is now known only from a continental
print, it is not impossible that Paston’s scribes could have used a now-lost manuscript
exemplar from the composer’s circle, as seems to have been the case with some other
contemporary English copies of certain Ferrabosco motets.) The published version
can thus plausibly be treated as a definitive first-source text,** against which devia-
tions can be measured.

In the discussion of manuscript transmission, the musical and verbal text is of
primary importance, as substantive variants and scribal errors provide the main
evidence for transmission direction. The texts of the lute intabulations which Paston
or his scribe ‘L’ made of nearly half the pieces in the Paston manuscripts can also be
compared in the same way as the partbook sources. These lute parts contain vari-
ants and errors of their own, which are not necessarily related to those in the other
Paston manuscripts.

The process of copying by hand is inevitably open to error as well as the copyist’s
own ongoing interpretation of the text.** Even the most experienced and careful

34 Milsom (1996: 348-367) reminds us that corrections were made to some prints during their run,
giving Tallis and Byrd as examples. It is also worth remembering that even a composer-sanctioned and
corrected printed version may not have had a definitive compositional status as it became understood
in 18th and 19th century music (such as the ordres of Frangois Couperin, to give an early example of a
‘fixed’ version). See also Herissone 2019: 244-311.

35  Fora guide to stemmatic issues relating to music manuscripts, see Grier 1996, ch.3. Bent 1981 and
Boorman 1981 are valuable contributions to this subject, although they deal with an earlier repertoire
than that discussed here; the latter includes an extensive bibliography. My own professional experience
as a music copyist and typesetter has also informed my views. Boorman’s caution in discussing the limita-
tions of musical stemmatic techniques must be borne in mind with regard to the stemmata below, which
must be considered as conjectural: the Paston sources contain numerous variants, many of which (such

as the omission of ligatures, and underlay variants and musica ficta) would be regarded as non-substan-
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copyist will rarely reproduce an entirely flawless document, or one that duplicates
exactly the style, format and layout of the original. Five types of scribal variant
(‘variant” here encompassing among other things the notion of an actual error) are
considered here:

« miscopying of pitch or duration

« deliberate substantive variants (that is, those introduced intentionally by the
scribe)

« miscopying of text

- expansion or contraction of text underlay

« errors of omission or addition

This information is relatively straightforward to obtain, but interpretation of the
evidence is greatly complicated by the fact that an intelligent scribe (and all of the
Paston scribes seem to come into that category) may be able to correct or partly
correct an error (or perceived error) in their* source. This could even involve the
physical correction of the exemplar in addition to making a corrected copy. The like-
lihood of such scribal correction of a suspected error is minimal in the case of pitch or
duration errors, as a copyist working from single partbooks rather than a score could
not know whether there is an error of this kind in their source, unless they knew the
piece well. But it may be possible to see, for example, perhaps by reference to other
partbooks in the set, that a final pause mark has been omitted from the exemplar, or
that the given underlay does not correspond to the notes provided. Both substantive
and non-substantive variants must therefore be treated with some caution as transmi-
ssion evidence, in case the obvious interpretation has been confused by scribal initia-
tive. Evidence of this kind may be negative rather than positive: for example, a given
manuscript cannot have been copied from another, as the second introduces a variant
for which the scribe cannot reasonably be thought to have been responsible, at least
without reference to some other musical text, or possibly the advice of a performer
(who might themselves be the copyist).”

The lute sources can be considered in the same way as the staff-notation manus-
cripts. In this case there is the additional advantage, stemmatically, that the musical
text having been reduced to tablature form — and this was not done directly from the
partbooks (McCoy 1986: 26) — it is then expressed in a notation in which the scribe
is unlikely to be able to interfere, unless extremely knowledgeable about Italian lute
tablature. Generally, the lute texts are too similar in detail to presuppose that the
labour of intabulating each piece was done independently, and all of the lute sources
will therefore be closely connected stemmatically.

tive in other repertories. Here, they attain greater importance, as there are relatively few of the substan-
tive pitch and duration variants on which to base stemmatic relationships.

36  The gender of the copyists is not known, apart from Paston’s secretary, Hand L.

37 The addition of musica ficta is an obvious example of the latter.
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As well as the textual errors and variants, such as incorrect pitches or note values,
added accidentals and sub-section omissions, the layout and style of a copy may also
yield useful information. A scribe is faced with many decisions during the copying
process: should a part called Cantus Secundus be copied into the Quintus partbook,
if there is no separate book for the former? Should a printed source laid out on five
staves be compressed on to one page or expanded to two pages of a four-stave manus-
cript copy? Scribal solutions to such questions may provide useful information about
the nature of the exemplar. In the former case, one may fairly assume that a copy in
which the voice-names exactly match those of the exemplar is likely to be closer,
stemmatically, to the original; it is less probable that a scribe, having renamed the
parts of a motet to correspond to the new partbook titles, would in a subsequent
copy revert exactly to the original names, at least without reference to the first copy.

The extent to which a scribe will duplicate the layout of an exemplar provides
useful evidence for transmission. Copying by hand is a mechanical process, and it is
ordinarily most convenient for the copyist to reproduce exactly what they see in front
of him, unless they have some reason to alter it. The format of the Paston manuscripts
is almost entirely uniform (four staves on each oblong page), with the exception of
Tenbury MSS 341-4 (upright format), and the lute sources (five or six six-line tabla-
ture staves on each page). This being so, the layout modifications to the musical text,
by compression or expansion depending on the available space, may be visible, and
even imply the direction of transmission. For example, several lute intabulations appa-
rently copied from 2089 to 29247, in which the copying direction is clear from error
transmission, show an attempt to compress the musical text, wherever possible, presu-
mably to save space and therefore paper. At the most literal level, a tabulation of line
endings by bar number* indicates the correspondences between the various manus-
cripts. Where these figures are very different, this proves neither that the manuscripts
are related nor that they are independent; however, where the layout is similar, this
indicates a possible connection between the copies. A scribe copying from a manus-
cript a to a second manuscript b, where both are similar in size and format, will tend
graphically to reproduce the layout, in order to ensure good use of the available space.
A comparison of the printed source in the same way may also be instructive, for the
same reason.

As the process of assembling a partbook set by the Paston scribes appears to have
involved, to a considerable degree, the editorial selection of pieces from printed
sources (frequently themselves anthologies), the context in which an individual motet
or madrigal is copied is very relevant. Although there is no example yet identified of
the Paston scribes copying in blocks (i.e. substantial groups of pieces transmitted in
exact order), many pieces were copied in small but related groups, or in close proxi-
mity to other pieces from the same source. The variations in the order and size of
these groups can be a further guide to the direction of transmission. It appears that
a filtering process occurs: a selection from a printed or manuscript exemplar (typi-
cally, a continental printed anthology) is grouped in the first instance according to

38  See Knights 1999, Appendix 3.
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the number of voices. It is noticeable that the Paston scribes are generally metho-
dical about sifting repertory into partbook sets with a uniform number of voices,
even sometimes omitting sub-sections with reduced scoring; this may simply reflect a
desire not to waste space. Some of these pieces may then be copied into other manus-
cripts at a later date, interspersed with new pieces, and possibly in a different order.
There are examples of pieces being dispersed in this way, or copied with the order
reversed. Tracing a piece or group of pieces through this process is complex, given
the large number of possibilities, the high input of new repertory, and allowing for the
fact that intermediate or additional manuscripts may no longer be extant.
The relevant Paston sources used here are listed in Table 1.

Table 1. Paston manuscripts including the three motets
The first two columns list the location and manuscript sigla, the third the scribe (iden-

tified as A, C and L (for “lute-hand”),” and the fourth the earliest completion date for
each manuscript (with reference to the publication date of the printed exemplars).*

Location Number Hand Date
Tenbury MSS 340 L 1617
341-4 L 1591
379-84 C 1611
1469-71 A 1589
British Library Add. MS(S) 29247 L 1611
29388-92 A 1600
30361-6 C 1611
30810-5 C 1591
31992 L 1611
Madrigal Society MSS G 16-20 A 1613
21-6 A 1612
Royal College of Music MS 2041 A 1611
2089 L 1591

WiLLiAM BYRD, MEMENTO HOMO

Memento homo is the 18th piece in the collection of 34 motets by Tallis and Byrd
printed by Vautrollier in 1575, Cantiones, Quae ab argumento Sacrae vocantur. Craig
Monson (1977) has established that there were no changes to the musical or verbal
text during the print run, and this text (which in this motet is entirely free of errors)

39  Hand B was not involved with copying these three motets.

40  For full descriptions and catalogues of the contents, see Knights 1999 vol.1.
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may thus be regarded as definitive. There are eight Paston manuscript copies of the
piece (341-4, 21-6, 379-84, 30810-5, 1469-71 and 2041, including two lute intabula-
tions (340 and 29247) (see Table 2)). All of these appear to derive ultimately from
the printed source and not some other manuscript version (contrasted with Paston’s
access to pre-publication copies of Byrd’s printed songs); and all but 30810-5 (tran-
sposed upwards by a fifth) and 1469-71 (the Cantus part only transposed up a fourth,
as is not uncommon in this manuscript*) retain the printed clefs and pitch.

The only noted pitch or duration variant relative to the printed source is the repla-
cement of a dotted crotchet and quaver with two crotchets [3] of 26 (that is, bar 3 of
manuscript Madrigal Society MS G.26), which can therefore be placed at the very
end of one stemmatic branch; it can be explained either as a wilful scribal variant (a
figure of four equal crotchets is found twice elsewhere in the motet, at [10] and [30]),
or it might be an error. The added ficta sharp [36] may imply a link between 341-4,
1469-71 and 30810-5; but this could have been added independently in each case, or
it could reflect a manuscript emendation of the exemplar.*® The non-identical tran-
sposition of 30810-5 and 1469-71 indicates that they are to be placed at the end of two
different stemmatic branches. In the former case, this is supported by the underlay
variants 5], [8], [13] and [25]. 379-81 is also to be located at a stemmatic extremity,
as shown by underlay variants [5], [10], [12], [13], [25], [37] and [40-41]. The same is
true of 21-6 [3], [10], [13] and [40], and a possible intermediate missing manuscript a
is suggested by [13], where the printed underlay is replaced.* Both 379-84 and 30810-5
are close to 1575 in layout, as indicated by line endings,* but this does not necessarily
imply a relationship between them. The position of 2041 is less clear, as this is only a
single Discantus part remaining from a complete set. The readings of this source are
identical to 1575, but 2041 could have equally have been derived from 1469-71 or 341-4
(1470 and 342 are also identical to 1575); the idiosyncratic transposition of 1469-71
suggests however that this is not an intermediate transmission source. In the following
stemma, 2041 is tentatively derived directly from 157s.

41 See the Online Appendix for full information.

42 For an extensive discussion of transposition issues in Paston, and the likely reasons for these, see
Sequera 2010.

43 Such alterations might occur over time; hence one Paston copy might reflect an emendation, while
an earlier one did not, yet both could have been copied from the same printed exemplar.

44  This suggests that 21-6 was copied from an exemplar where the underlay for these bars had been
abbreviated from the printed version; hand A then expanded this incorrectly.

45  See Knights, 1999, Appendix 3.
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Figure 1. Stemma for Memento homo
1469-71

30810-5 341-4

21-6

\ 379-84

The repertorial context is a useful guide to the value of the stemma above, but it is
limited in that the derivation of all the extant Paston sources from either 1575 or the
conjectural manuscript 4 admits the possibility of the scribe making a fresh selection
of pieces from the copy source each time. It is worth noting that the Paston manus-
cripts contain a total of 46 copies of 16 of the 34 motets in 1575. In terms of a percen-
tage of the source contents copied by Paston scribes, this means that 1575 is one of
the most frequently used (one might say, popular) exemplars.

Table 2. Repertory concordances between the Paston sources of Memento homo

Numbers in square brackets indicate the number of other motets (or mass sections,
in parts of 2041 and 341-4) occurring between the named motets in the sources; a ‘/’
between two titles separates prima and secunda pars. In the key, the number after the
colon refers to the numbering of the piece in the print.
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Aspice Domine (15753: 10)

Attollite portas (1575*:

O Lux beata trinitas (1575%: 12)

Infelix ego

Tribue Domine (15753 30)*

Te deprecor (1575%: 31)
Gloria Patri (1575%: 32)
Circumspice

11)

Domine, non secundum

Domine, salva nos
Cunctis diebus

Suscipe quaeso/Si enim iniquitates (1575% 27)
Emendemus in melius (1575%: 4)
Derelinquat impius (15753: 13)

Dum transisset (15753:

Sermone blando (1575 16)
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Byrd Memento homo (1575 18)
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The patterns shown above may be significant: the A - B - C grouping of 1575 is
mirrored in 29247, although the order C - A - B is more widespread (2041, 30810-5,
29247 and 340). E - F - G, from later in 1575, appears only in 340. The relatively
small number of 1575 motet copies in 1469-71, 21-6 and 379-84 confirms that they
are not likely to be intermediate transmission sources. The way in which 1575 is
interspersed with much other material in 379-84 and 341-4 suggests, as does the
stemma, that all six Paston non-lute copies of Memento homo were made either
from the printed version, or manuscript a; the only evidence against this is the
C - A - B grouping apparent in four of the sources. A possible explanation of this
might be that this was a performing order for this group that had become conven-
tional in the Paston household, perhaps as a result of the order of the pieces in
the lute books, and that the scribes were aware of this when copying 2041 and
30810-5. There seems no sense of any liturgical groupings, and it is not possible
to determine whether, how and when the Paston sources might have been used
in private services or devotions.

The part-names and layout offer little further evidence to that above; no
source duplicates more than two of the six voice names of 1575. This may not be
unexpected, as the Paston scribes follow the continental practice of naming the
parts nearest to the usual voice-ranges by the Latin titles Cantus, Altus, Tenor and
Bassus, with the Quintus or Sextus for any additional parts. 1575° uses some less
usual terms like Discantus or Tenor Secundus, and Paston scribes A and C do not
hesitate to change them. The inconsistent way in which this is done might be
taken as confirmation that each copy was made independently.

The two lute 29247 and 340 sources are very closely related: this is evident
from their near-identical line endings,*” and hence layout. While the omission
of five tablature letters (two of which are actual errors, and three possible vari-
ants) in 29247 and the erroneous tablature letter in [21] suggest that 340 came
first, the similar omission of two tablature letters and frequent change from ‘o’
on one course to ‘s’ on the next course down - an intabulating mannerism found
elsewhere in Paston copies (McCoy 1986: 22.) - indicate that both copies came
from a lost source b. The variants are such that it is impossible that one manus-
cript was derived from the other. Yet 340 and 29247 are so close in layout, musical
text and localised repertory (see Table 1 above) that they can not have been made
independently. This is further shown by the ‘cantus contamination in [19-20]
of both copies: two notes of the Discantus are inadvertently intabulated alon-
gside the four lowest parts, and the existence of a common exemplar, manus-
cript b, is shown.

47  See Knights, 1999, Appendix 3.

48  This term, referring to the inconsistent inclusion of notes from an otherwise omitted top voice in

an intabulation, was coined by McCoy (1986: 26).
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Figure 2. Lute book stemma for Memento homo

340 29247

N7

b

1575°

It appears that all the extant copies of Memento homo represent a final point of
transmission;* none of them served as the copy-source for any other. This conclu-
sion suggests the existence of a notional Paston ‘library’ copy of the 1575 Cantiones
sacrae; and that the copying of these manuscripts by scribes A, C and L took place at a
single location: whether Paston had manuscript copies of music at each of his houses,
his principal residence at Appleton Hall must surely have contained his main library
and therefore his ‘scriptorium’®

ALFONSO FERRABOSCO, IN MONTE OLIVETI

Ferrabosco’s six-part motet was published in Lindner’s 1585 Sacrae Cantiones (RISM
B/11585'), an anthology of 41 motets in five to nine voices, arranged according to
liturgical usage. Seven of the motets appear in twelve Paston manuscript sources,
in 18 copies. However, omitting In monte Oliveti and Palestrina’s Dum complerentur/
Dum ergo essent (and the latter may have come from a different printed source) from
these figures leaves only seven copies of five motets, in six sources. It is clear that the
Lindner collection was well known to Paston or his scribes, but that only two of the
pieces in it achieved wide circulation in the manuscripts.

21-6, 29388-92 and 30361-6 all have voice designations identical with those of 158s,
and were probably not derived from 2041, 30810-5 or 379-84; the two latter sources

49  With the possible exception of 2041, where the data is insufficient for a judgement to be made.

50  The notion of an Elizabethan gentleman’s private ‘scriptorium’ is plausible here, as manuscript
datings imply that all four Paston scribes were working simultaneously in the 1610s and early 1620s (see
Knights 1999).
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agree in their designations. The missing ligatures [16-17] and [60], and missing ficta
[74] show that 2041 is not an intermediate source; underlay variants [22-25] and
[30-31] and missing flat sign [49] suggest the same for 21-6. These two sources can be
placed at the end of separate stemmatic branches, as can 30810-5 (transposed upwards
by a fourth). The underlay variants [4-7] and [43] and subdivided notes [56] imply
379-84 was derived from a missing manuscript c. In [4-7] the underlay variant of
30363, 30812 and 383 shows ¢ to have reduced the 1585 underlay to ij, expanded wrongly
by scribe C in these three sources. The similar upward transposition of 30361-6 and
30810-5 suggests that these two copies are directly related: the underlay variant [64]
implies that 30361-6 is further from the exemplar than 30810-5 but the former does
have voice designations identical with those of 1585, unlike 30810-5. The underlay
variant [22-25] shows also that 21-6 too was copied from ¢, not 1585. The most proble-
matic manuscript is 2041; its readings show that it could have been copied from any
manuscript except 21-6 (see the underlay variant [22-24]), and also not probably not
from 1585 (a comparison of the minor underlay variants indicates that out of 16 vari-
ants, three of 2041 are in agreement with 30362, four with 30811, eight with 380 and
eight with 29388-92; 2041 too has therefore been tentatively derived from lost manus-
cript ¢, with a dotted line).

Figure 3. Stemma for In monte Oliveti

379-84 30361-6
29388-92 L / 30810-5
’ . /
2041
21-6

1585!
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A tabulation of concordances between the manuscripts demonstrates the necessity
of including the hypothetical manuscript ¢ in the stemma (Table 3).

Table 3. Repertory concordances between the Paston sources of In monte Oliveti

20388-92 30810-§

H
[2] A
[11] B
L C
M M
X X
(8] D
K E
(o] F
]J G
I

Ferrabosco
Palestrina
Anon
Baccusi
Pevernage
Lassus
Lassus
Walliser
Lassus
Lassus
Ferrabosco
Lassus
Lassus

M 2R -IoTMEOO®> X
=

Ferrabosco

30361-6 2041 379-84  21-6
F
D [15]
I B J (3]
]J C C A
F (3] (u] C
M M M M
X X X X
K F K
G (4]
[19] H
A
(1]
K
(o]
L

Virgo per incertos

Dum complerentur/Dum ergo essent (1585: 25)
Laetentur coeli/Tunc exultabunt
Aspice Domine/Plorans ploravit
Salvatorem expectamus/Sobrie et juste
Tristis est anima mea

Ave Regina

Morti tuae tam amarae

Locutus sum/Fac mecum

Veni creator

O vos omnes

Timor et tremor

In monte Oliveti (1568)

In monte Oliveti (1585: 17)

g A

T g o



154

MY3UKOAOTHUJA / MUSICOLOGY 27-2019

The fact that the Lassus and Ferrabosco settings of In monte Oliveti are invariably
paired, in this order, by all three Paston scribes,” shows that they must surely all
be derived from a source one stage removed from 1585, manuscript c.** The Lassus
setting was almost certainly copied from the first volume of Giovanelli’s 1568 Thesa-
urus musicus, from which the Paston scribes took 16 motets. In view of the discussion
of the relationship between 30361-6 and 30810-5 above, it is interesting to note that
they have no common repertory in the above table, except the Lassus motet; this
tends to confirm that both were independently derived from c¢. The A - B - C pattern
of 30810-5 is partly duplicated by 2041 (B - C) and 21-6 (A - C), but this may be no
more than coincidence. In general, while these manuscripts show a common inte-
rest in a certain repertorial area (there are a total of 44 copies of motets A to M), no
real pattern emerges; like Memento homo, the impression given is of a fresh reselec-
tion of music from a central library collection or archive as each manuscript is copied.

JACOB VAET, SALVE REGINA [IV]%

Vaet’s Salve Regina was printed by Giovanelli in the fourth volume of his huge five-
volume anthology of Latin motets, Thesaurus musicus (RISM 1568°). It was evidently
a favourite piece in the Paston domestic repertory,* as it appears in no fewer than nine
extant manuscript copies, more often than any other piece. Paston’s scribes copied 42
of the 246 motets in the anthology, making this the largest single Paston copy-source
so far identified (see Table 4). Few of these pieces, however, appear more than once.

The added numbers* (indicating the number of beats) under a three-note liga-
ture [2-7] and added ficta [129] show 341-4, 30361-6 and 30810-5 to be related, but the
underlay variant [26-28] suggests that 30810-5 was not copied from either of these
other manuscripts. The duration variant [15], underlay abbreviation [70-71] and [141-
142], added ficta [74], [88] and [95] indicate that 16-20 and 21-6 were not exem-
plars for any other of the manuscripts; the added ficta [94], [125] and divided note
value [143] indicate the same for 29388-92. A missing source d that was the common

51 And also, in reverse order, in the Spencer Fragments; this source is discussed in Charteris and
Spencer 198s: 52.

52 Itis possible, though unlikely, that Paston’s copy of one of these prints had the other motet in
question bound in with it.

53 The numbering of Vaet’s Salve Regina settings is taken from Harrry B. Lincoln, The Latin Motet:
Indexes to Printed Collections, 1500-1600 (Ottawa, 1993).

54  See Milsom, J., ‘Sacred Songs in the Chamber’, in John Morehen (ed), English Choral Practice,
1400-1650, (Cambridge 1995), p.161-179, for an exploration of the musical usage of works whose liturgical
purpose had passed, and also Kerry McCarthy, ‘In search of the English motet’, in Esperanza Rodriguez-
Garcia and Daniele V. Filippi (eds), Mapping the Motet in the Post-Tridentine Era (London, 2018).

55 These appear to have been added at the time of copying, rather than later as an assistance to the
performer when they were found to be needed.
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origin of all the sources (with the possible exception of 2041 and 341-4, for which
no Bassus partbooks survive) is suggested by the added ficta in the Bassus [22] and
[128] and that in the Cantus [125]; these are found in all extant voices. The added
ligature numbers [2-7] suggest either that 341-4, 30361-6 and 30810-5 are one stage
removed from d, or that these numbers were added to the exemplar at some point.
The underlay variants [32-33], [99-101] and [148-50] may indicate that 341-4, 30810-5
and 2041 were also not intermediate sources. The manuscript 2041 is, as usual, proble-
matic; as a single surviving partbook from a set it has relatively few variant readings
on which to base a conclusion; its minor underlay variants seem closest to 30811 in
this instance.
The stemma suggested by this information is as follows:

Figure 4. Stemma for Salve Regina

30810-5
341-4 2041

30361-6

T~

29388-92 g —
‘ 16-20

1568°
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Table 4. Repertory concordances between the sources of Salve Regina

30361-6 30810-§ 29388-92 341-4 21-6  16-20 2041 31992 340

F B
[1] (3]
C A
X X X X X X X X X
[1] [1] A C [10]  [4]

G F B A

(4] C

E D

D E

Key

A Baccusi Aspice Domine/Plorans ploravit

B G. Gabrieli Cantate Domino

C Deiss Ne derelinquas (1568°)

D Buissons Zachae festinans/Hodie huic domui (1568°)

E Zaphelius Sancti martires/Unus spiritus (1568°)

F Pevernage Laudem dicite/Gaudeamus (1568°)

G Uttendal Plangent eum/Mulieres stantes (1568*)

X Vaet Salve Regina (1568°)

Motets A and C are the most common companions of the Vaet motet, although A
is separated some distance from it in 2041 and 31992. In comparison with Memento
homo and In monte Oliveti, seven of these nine sources contain relatively little mate-
rial from the printed source. In fact, all of the seven sources contain no more than two
motets each from the whole of 15682-6, except 16-20, which has three pieces. 30361-6
and 30810-5 have five pieces from the source in common. 30810-5 is the only manus-
cript source to preserve exactly the voice designations of 1568, although 30361-6 only
differs in exchanging Quintus (as in the title of the second voice partbook of 1568) for
Cantus Secundus. 30810-5 and 30361-6 are also extremely close in layout,** even though
the former does not include the latter section of the work.

The lute sources are both very similar in all respects, even layout, although 31992
intabulates a fifth part. As with the lute sources of Memento homo, there are exam-
ples of cantus contamination (McCoy 1986: 22), and even of a free added part [87-88]
that proves both intabulations to have had a common source. Self-evidently, the five
voices of 31992 cannot have been copied from the four voices intabulated in 340, but
the variants in the latter source do not make the reverse true. This actually would have

56  See Knights 1999, Appendix 3.
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been possible, since in much of 31992 [96-150] the highest voice is pointed (i.e. has a
dot below each tablature letter) in the Spanish vihuelist manner.¥ It would have been
simple enough to produce a four-part intabulation from a five-part intabulation by
omitting this pointed part,* providing that it could then be supplied in the compa-
nion ‘singing book’ from an underlaid partbook source elsewhere. A third, lost lute
source e must be supplied in the stemma:

Figure 5. Lute book stemma for Salve Regina

31992 / 340
e

1568°

The notion of alost lute copy-source for both Salve Regina and Memento homo sugge-
sted by the stemma is quite credible, since an intermediate lute manuscript must have
existed in which the initial intabulations were made. The neatness, accuracy and lack
of erasures in all five of the Paston lute manuscripts make it impossible that any of the
pieces were intabulated directly into the manuscripts.

The copying processes represented above appears to involve an unstructured
juxtaposition of pieces, new material alternating with favourite domestic repertory
according to the whim of the scribe (or under the direction of Paston himself, if he
took a close interest in such details). Since the majority of the Paston manuscripts are
indexed at the back of the Bassus partbook of each set and of the lute books, the main
concern of the users may simply have been a practical one: the number of voices or
parts required for performance. The transmission of pieces within the manuscripts
may reflect this aim, rather than any attempt to reproduce (in part) an actual exem-
plar like the 1564 Thesaurus musicus.

57  See McCoy 1986: 21-22.
58  McCoy 1986: 26-31 demonstrates exactly this process.



158

MY3UKOAOTHUJA / MUSICOLOGY 27-2019

CONCLUSION

The Paston collection is of three-fold importance to researchers working on Rena-
issance musical sources: it offers a large number of highly significant Byrd sources;* it
contains a substantial retrospective collection of Latin sacred music by White, Tallis,
Taverner and others, some of which is unique to these sources; and it includes more
than two-thirds of all the continental sacred music copied into extant contemporary
English manuscripts, as well as some works, including madrigals and chansons by
Lassus, Gombert and others, which have been incompletely preserved in their original
publications.* In addition, the sheer size of the collection, much greater and more
varied than the music libraries built up at the same time by collectors like Francis
Tregian, the Earl of Arundel and William Heather, gives an opportunity to consider
the musical taste (insofar as such a very large collection can be thought of in such
terms) of a cultured Elizabethan gentleman who was known to some of the leading
writers and musicians of his day.

Through a close reading of the Paston scribes’ work, seen in these three very dupli-
cated motets by Byrd, Ferrabosco and Vaet, it is possible to delve further into some
of the possible rationales for the compilation of the Paston manuscripts, and explore
their possible usage. The close relationship between the 30810-5 and 30361-6 pair of
Paston sources demonstrated in each of the three motets discussed here suggests one
profitable future area of research. Whatever issues of practicality, technical difficulty,
personal association, textual reference and personal taste informed the copying deci-
sions that seem implied in the resulting ‘popularity’ of these three works,” it is likely
that they were among those most valued, or most often heard, in Paston’s musical
circle.

59  Byrd’s very success in assimilating continental musical styles makes such attributions on stylistic
grounds alone problematic; aspects of this issue are addressed in Rees 1992: 24. As Kerman (1961: 359)
pointed out many years ago, more unknown Byrd compositions may well be hidden away among the
unattributed music. Identification of anonymous works in the Paston collection using computational
methods forms part of the ongoing Formal Methods in Musicology project in Cambridge, https://
formal-methods-in-musicology.webnode.com.

60 There are dozens of concordances in Lincoln 1988, for example, for which the Paston
books are able to supply voice-parts now missing.

61 For some comparison of the musical selection issues around the Paston-related manuscripts owned
by John Petre, see Knights 2019: 22—41.
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®reHcuc Hajrc
TIPEHOIIEHE MOTETA Y OKBUPY [TACTOHOBUX PYKOIIHMCA, OKO 1610. TOAUHE

(PE3UME)

Hacranak u excransuja KoMepliMjaAHOT ITaMIamka My3uke oko 1500. ropune
yoOHdIajeHO HABOAM AQHAIIbE YPEAHUKe H3AAA AQ AQjY TEKCTYAAHH IIPUMAT
IITaMIIAHUM [IPUMEPLIEMA My3UKe U3 OBOT [IEPHOAQ, 2 HAyIITP6 eKBUBAAEHTHUX
pyxonucHux mapTurypa. Mebhyrim, mojearHe rpyre pykoIMCHUX U3BOPA, K20 IITO
je ITacroHoBa koAekryja, ¢ Kpaja XVI u mogerxa XVII Bexa y Exraeckoj, 6arajy
ApyTauuje CBETAO Ha TAAAIIEGY IIPAKCY IITAaMITalkha MY3HKAAHja U BBHXOB OAHOC
[peMa PyYHOM IPEeIUCUBAGY IAPTUTYpa. Beanka npusarHa My3mdka 6nbAnoTexa
EaBapaa ITacrona, pAaHac pacyTa mmo Koaeknujama mupom Yjepumenor Kpasescrsa
u CjeaurseHrx AMepHYKUX APXKaBa, CAAPXKU OpOjHe BUIIECTPYKe Bep3uje AeAd
KOja cy meMy Beh 61Aa AOCTYIIHA y IITAMIIAHOM BHAY. Y OBOM PaAy TyMaduM Kako
CY OH HAU HeTOBH IPEeINCUBAYH BPIINAU OAQOUp Bepauja, KOHKPETHO y Be3U
Ca TPH LIeCTOrAACHA MOTeTa Ha AATHHCKOM je3uxy: Memento homo Buaujama
Bepaa, In monte Oliveti Axponca Oepabdocka u Salve Regina Jakoba Baera; Takohe
OBe MOTeTe CTaBbdaM y KOHTEKCT KOAEKIIMOHAPCTBA, Ka0 1 IBbUXOBE BepOBaTHE
ymorpebe.

KwyaHE PEUn: EpBapa ITacToH, pykomnucHe 36upke, Buanjam Bepa, Aadponco @epabocko,
Jaxo6 Baet, Memento homo, In monte Oliveti, Salve Regina
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ABSTRACT
This paper describes an on-going project, the collaborative Thematic History of
Music in Portugal and Brazil; it details its context, rationale, concept, structure
and the process that led to its public presentation and preliminary development
at CESEM/FCSH, Universidade Nova de Lisboa. The importance of Africa in the
understanding of some facets not only of modern popular music, but also of 16th-
18th century genres in Portugal and Brazil is particularly stressed; examples of
both polyphonic and instrumental music are given to illustrate this early influence.

KEYWORDS: transnational history, cultural exchanges, cross-Atlantic networks, African
influence

Western Music is often regarded as a unified field, but it can articulate different
approaches, intellectual concerns and aesthetic values. These cannot fail to be
projected also into historical construction. Music, by its very nature, is uniquely able
to engage people and travel far and wide in their memories and shared practices; it
is also a privileged means of construction and negotiation of societal identities and
subjectivities. Music History is increasingly regarded as part of this game. It supposes
a vantage point, selective decisions, and perceived connections; it is guided by axio-
matic beliefs, value judgements, and narrative paradigms.

Current historical narratives about music have been long dominated by a central
European vantage point built on ideas of artistic progress, aesthetic autonomy
and national supremacy. They are thus ripe for challenge and reconstruction. The
shortcomings of the Western Music discourse, linked to central European traditions
committed to writing, becomes evident in its undervaluation or outright failure to
acknowledge Mediterranean music practices, oral or popular traditions and also
global connections.

1 mpferreira@fcsh.unl.pt
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I will not deal here with the Eastern Mediterranean, which deserves its own
analysis. What I wish to call your attention to, is that to the west of Genoa, Rome
and Naples, the Mediterranean opens to the Atlantic, and since before 1500 it has
been in touch with Western Africa and central and south America. Iberian culture
and Latin America, where music practices are documented since the 16th century,
have fallen however outside the radar of current histories of Western Music. These
have also overlooked the lasting impact of African presence on both the European and
American sides of the Atlantic. Adding to the ignorance or prejudice of mainstream
scholars, the nationalistic agendas of an earlier generation of Portuguese, Spanish and
Brazilian musicologists have also obscured the international identity of their music.
There is clearly a need to present the world with a unified effort to study and promote
north-south, intercontinental musical exchanges as a significant and influential part
of Western cultural history.

Appeals for the renovation of music historiography have been voiced, from diffe-
rent perspectives, since the late 20th-century. Yet only a few changes have come to
pass. The crossing of frontiers between “high” and “low” cultures in Western music
and the valuation of semi-popular genres have only slowly taken place, mainly as far
as the 20th-century is concerned (Cook & Pople 2004, Fulcher 2010, Seaton 2017). In
spite of their strengths, The Oxford History of Western Music (2005), single-authored
by Richard Taruskin from a contextualist stance, and the volume Histoires des musiques
européennes under the encyclopaedia Musiques (2003-2007) directed by Jean-Jacques
Nattiez, bring little novelty to established narratives if seen from a southern vantage
point. The integration of the American panorama into the larger history of Western
Music has occurred only in a very timid way both there and in the successive updates
of Grout/Palisca’s History of Western Music by J. Peter Burkholder (2003, 2009,
2014). The eight-volume Historia de la miisica en Espafia e Hispanoamérica edited
by Carredano & Rodriguez (2009-2018) crosses the Atlantic but is largely a projec-
tion of Spanish academic strength along traditional historiographical lines, allowing
only three chapters for Latin-America before 1800 and failing to provide, from 1800
onwards, a dialogue between Spanish and Hispano-American histories, which occupy
different volumes.

The musicological community, and its larger public, are therefore still waiting
for a fullyfledged example of how music historiography can be reconfigured through
teamwork according to the most recent, critical perspectives. This, besides countering
nineteenth-century metanarratives, should go beyond the linear chronology, work/
composer, centre/periphery, nationalistic paradigms still in force, and attempt to redress
the balance between oral and written, northern and southern artistic approaches. An
opportunity to help enforce this change has now been created in Portugal.

Although it would be justified to approach the Iberian Peninsula and Latin
America as a whole, the opportunity to encompass both Spanish and Portuguese-
speaking territories in a single historical narrative was not seized in the editorial
project by Carredano & Rodriguez referred to above; Portuguese and Brazilian musi-
cology was thus confronted with the need to create a complementary, updated narra-
tive of its own.
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The Iberian geographical context is however a necessary point of departure; it
has provided a valuable perspective to rethink intercultural phenomena (Ferreira
2004, 20153, 2016¢, 2016d). One should be reminded that Portugal, once the southern
component of Galicia, is part of a larger Iberian cultural framework and that most
of the Peninsula, including what eventually became Portuguese territory was under
Islamic rule during four centuries. Cultural contact between Christian and Islamic
realms continued until the 15th century, when Portugal began its expansion along
the Moroccan coast. Beginning with the conquest of Ceuta in Morocco in 1415,
Portuguese interest in West Africa led to an increasingly ambitious exploration of
unmapped territories to the south. This was upheld by commercial interest, poli-
tical acumen, religious zeal, navigational skills and military might. Once the possi-
bility of reaching India by sea was secured, and with it, access to profits gained by
direct merchandizing of spices and luxury goods, the Portuguese King proceeded
to consolidate his control of sea routes in the south Atlantic and the Indian Ocean,
which depended on wind regimes and control of selected ports. Brazil and Africa
were instrumental in this larger context, which eventually led the Portuguese, in the
first half of the 16th century, to establish commercial outposts also in Malaysia, China
and Japan.

Music travelled overseas under different guises: melodic formulas, improvisati-
onal skills and melodies known by rote; notated books and trained singers; instru-
ments and their players, like the organists sent by the King of Portugal to the King
of Abyssinia. Polyphony had reached Ningpo in China by 1541 and S8o Vicente in
Brazil by 1551; works by Morales and Guerrero were sung in Luanda, Angola, in 1578.

Export of musical practices was coincidental, under particular conditions, with
reverse musical influence. The exploration of the Western and Central African coast
brought to Lisbon (and Seville) a rising number of African slaves and their descen-
dants, who in the 16th century came to be a sizeable portion of the population, especi-
ally in Lisbon. Imitations of black expressive identity appeared then on the theatrical
stage, eventually finding their way into musical scores. An ensalada by Mateo Flecha
el Viejo, possibly written in 1525 or shortly thereafter sets black sayings to music with
characteristic syncopation. At the same time, culturally assimilated blacks or mixed
race participated in standard musical practice. The famous composer and theorist
Vicente Lusitano, who in the mid-16th century polemicized in Rome against Vicen-
tino, was of African ascent. Yet religious music was apparently impenetrable to accul-
turation, except, from around 1600, through the religious villancico in the vernacular
language, used to celebrate the most joyous festivities, especially Christmas.
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Example 1b. Oitavado, excerpt (Budasz 2002; ed. Budasz 2001: 386-88)

Central and West African musical ensembles were coordinated through the adoption
of a cyclic rhythmic pattern, or timeline. In the above example (Ex. 12) we can see that
the syncopated, symmetrical rhythm of the villancico Old zente, related to the standard
West African timeline, has its counterpart in a dance, called arromba, or oitavado, from
the late 17th-century (Ex. 1b), associated with Africans living in Lisbon (Budasz 2001).
Although an equivalent pattern existed in early Iberian music (Ferreira 2015a), the ethnic
associations of both the villancico text written in proto-creole, and the oitavado dance,
favours the idea that in these particular contexts the model coincided with, or was incor-
porated into the cultural practices of communities rooted in Africa.

Example 2a. Old plimo Bacido, 1647 version, incipit (ed. Matta 2008: 71-78)
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Example 2b. Paracumbé 7° tom, excerpt (Budasz 2002; ed. Budasz 2001: 368-69)

In another villancico, dating from 1647 (Ex. 2a), we can recognize a 12-beat time-
line, repeated once; this pattern occurs in two other settings of this same text (Old
plimo Bacido) and, slightly modified, in another villancico from Coimbra, Aqui puesto
de rodillas, all from around the same time (Matta 2008-2012). This rhythmic cycle
exactly corresponds to the cumbé or paracumbé dance, as notated for guitar around
1700 (Ex. 2b). Although the paracumbé has been associated with Angola (Budasz
2001), it may be significant that so far in written music only 12-beat patterns have
been traced, typical of the areas accessed through Guinea and Mina, and not 16-beat
patterns, which point to Angola, further south; these would later become very impor-
tant in the Caribbean and Brazil (Kubik 1979, 2014). This, with some delay, accords
with the succession of documented slave-trade cycles before prohibition: roughly,
the cycle of Guinea, or Senegambia (sixteenth century), the cycle of Angola (seven-
teenth century), and the cycle of the Mina Coast and the Gulf of Benin (eighteenth
and early nineteenth century).

Black slaves had been increasingly exported to Brazil, where, with the dramatic
reflux of indigenous groups, they left a strong imprint on several kinds of music. The
economic development of Brazil was slow, and eventually became intertwined with
Africa: the archdiocese of Bahia, created in 1676, had jurisdiction also over Sdo Tomé
and Angola in Africa. An Atlantic triangle, Portugal-Brazil-West Africa, fed economic
production through slavery. Afro-influenced genres of song and dance were construed
for centuries around the north-south Atlantic triangle, even after Brazilian indepen-
dence, and up to the 20th-century.

Brazilian historiography has produced, since the last quarter of the 20" century,
impressive and abundant research on colonial slavery (Klein & Luna 2010, Hébrard
2012); this has demonstrated that slaves had agency and ability to act, coupling
accommodation with resistance, and that the slave system did not necessarily follow
racial lines (Paiva 1995, 2007). The most recent historiographical novelty is the emer-
gence of Africa as a fully engaged partner, and not only the distant origin of a culture
that travelled more or less intact across the Atlantic, on the same boats as the slaves:
“Africa now emerges also as one of the cardinal points in a network of circulating
goods, people, representations, and ideas that spread out across the Portuguese colo-
nial empire and the countries born from it. This network was material, certainly, but
it was also symbolic and intellectual.” (Hébrard 2012, p. 91). Such awareness has not
yet been properly filtered into musicological research, exceptions notwithstanding
(Budasz 2007).

At another level of intercultural exchange, Portugal, from the early 18th century
onwards, had a pivoting role in the establishment of Italian-rooted music prac-
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tices in south-America, including opera, which reached the Amazon already by the
18th-century. One should also be reminded that, contrary to all European colonizing
powers, Portugal once had its capital across the Atlantic: for some time it was ruled
from Brazil after the court established itself in Rio de Janeiro in 1807 in the wake of
the Napoleonic invasions. Brazil’s independence was a move eventually controlled
by the Portuguese crown prince, heir to the Imperial throne, who, after ruling in Rio
as Emperor, later became King of Portugal. Thus Rio became heir to part of the royal
musical library, now divided there between the Metropolitan Cathedral and the Nati-
onal Library, and music in Brazil became, even after its declaration of independence
in 1822, even more inseparable from its Portuguese heritage. Studies on music from
Portugal and Brazil have accordingly been contributing pioneering reflections on both
the circulation and appropriation of south-European music at all levels of society, and
cultural miscegenation or stylistic hybridity.

* Kk

The urge to reach fuller understanding of the cultural, social, historical, and poli-
tical dimensions of music inspired many musicologists during the closing decades
of the 20th century. According to Nicholas Cook (2008), musicology shifted then
“towards the understanding of music in its multiple cultural contexts, embracing
production, performance, reception, and all the other activities by virtue of which
music is constructed as a significant cultural practice”.

All this impacted, to different degrees, musicology written by Portuguese-speaking
authors. The academic community went through a dramatic growth both in Portugal
and Brazil in the past twenty years, and became increasingly integrated into larger
international networks. Two Portuguese research centres dedicated to music, INET
and CESEM —both evaluated as “excellent” by the European Research Council in
2014, a rating confirmed in the 2019 external evaluation — have been bringing to
Lisbon musicologists from all over the world, either as visiting scholars or as post-
doctoral fellows. While INET specializes in ethnomusicology, CESEM has been
especially concerned with the historiographical and epistemological dimensions of
music. This has been done in close connection with Brazil, either directly or through
a dedicated autonomous network, Caravelas, which focuses on over three hundred
years of shared political history. The larger concerns of the international musicolo-
gical community were thus assimilated, and were at the same time newly scrutinized
through the lenses of an intercontinental identity.

In both Portugal and Brazil, increased epistemological awareness of political and
ideological issues in relation to music produced an important revision of the relevant
historiography (Ulh®a 2007, Neto 2010, Leoni 2010, Blomberg 2011, Ferreira 2011,
Rodrigues 2011, Neto 2012, Abreu 2014, Ferreira 2015¢). It also produced a number of
studies touching on, or exploring the relation of music to politics and power (Contier
1998, Aralljo 2002, Silva 2005, Pereira 2007, Budasz 2008, Rees 2009, Vargas 2010,
Cardoso 2011, Nogueira 2011, Carvalho 2012, Castro 2013, Grey 2013, Palombini 2014,
Cruz 2016, Ferreira 2016a, Cachopo 2017). This was on a par with attention to the
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conditions attending music practice — psychological, technological, and organizati-
onal — and the anthropological dimensions of ritualized behaviour (Giacomini 2006,
Souza 2007, Holler 2010, Zamith 2011, Esposito 2013, Silva 2016). The discussion of
social or individual identity in the experience of music in connection with gender
and sexuality, or sociological interest in the role of women as artists and listeners
converged with an increased valuation of private contexts of music-making (Faour
2006, Nogueira & Fonseca 2013, Esteireiro 2016, Jesus et al. 2016).

The tendency to bring popular music within the reach of historical musico-
logy took giant steps as well as far as southern genres and theatrical traditions are
concerned (Abreu 1999, Sandroni 2001, Poletto 2004, Livingston-Isenhour and Garcia
2005, Wisnik 2007, Freire 2011, Cruz 2013, Cymbron 2015, Vermes 2015, Colvin 2016).
Other studies concerning style, learning procedures, productive systems and travelling
musicians have illuminated the crucial importance of transnational exchanges (Brito
1989, Nogueira 1997, Budasz 2004, Magaldi 2004, Freeman 2006, Alvarenga 2008,
Lanzelotte 2009, Lago 2010, Fagerlande 2011, Neto 2011, Cranmer 2012, Cymbron
2012, Dias 2012, Fernandes 2012, Goldberg 2012, S& & Fernandes 2014, Cranmer 2016,
Ferreira 2016b, Pdscoa & Rodrigues 2016).

Much of the musicological effort during the last 25 years in Portugal and Brazil
was nonetheless understandably directed to the preservation, cataloguing, study
and edition of musical sources, and the research on, and recovery of historical
instruments (Duprat 1995, Neves 1997, Castagna 2000, Ferreira 2005, Doderer
& Machado 2009, Alvarenga 2011, Matta 2008-2012, Figueiredo 2010, Doderer &
Machado 2012, Marques 2012, Figueiredo 2014, 2016, Alvarenga 2016). Excavating
biographical information about musicians and their activity continues to be crucial
to document music and their place in society (Mariz 1997, Mattos 1997, Fernandes
2005, Cabral 2008, Diniz 2009, Lanzelotte 2009). Stylistic and analytical studies
are still needed to characterize artistic or traditional practices, and trace influ-
ences or personal traits (Ferreira 1992, Nogueira 1997, Bezerra 2000, Freeman 2006,
Nogueira 2006, Ferreira 2007a, Ferreira 2007¢, Rocha 2008, Salles 2009, Alencastro
etal. 2012, Lago 2012, Cosi 2014).

Indigenous traditions, after the pioneering syntheses of Azevedo (1938) and
Caméu (1977) were the subject of many anthropological studies (e.g. Hill 1993;
Seeger 1980, 1987, 2015), feeding a contextual approach to music (Bispo 1999, 1999-
2002; Piedade 2011), while the connection with history was subject to critical revi-
sion (Bastos 2006; Budasz 2006; Barros 2006, 2018); connections with archaeo-
logy, in order to investigate pre-colonial practices and historical continuities, were
also explored (Barros et al. 2015). Particularly valuable are those studies concer-
ning African heritage (Kubik 1979, Pinto 1991, Béhague 1998, Pinto 1999-2001, Fryer
2000, Crook 2005, Cardoso 2006, Tugny et al. 2006, Budasz 2007, Naveda 2011, Lucas
2012, Graeff & Pinto 2012, Tinhordo 2012, Dettmann 2013, Hertzman 2013, Lucas &
Lobo 2013, Peanha 2013, Reily 2013, Ulhda & Neto 2013, Graeff 2014, Kubik 2014).
Although much is still to be done, the quantity and scope of published contributions
already justified the compilation of a Bibliographic Guide for Afro-Brazilian Music
(Gray 2014).
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The idea of furthering musicological cooperation between Portugal and
Brazil has been voiced before, but writing a history of music together is
something else. I included this as a long-term goal in CESEM’s strategic plan
encompassing 2015 to 2020, but preliminary work started only in February
2016. Consultation with colleagues followed; on 22 June a brief international
meeting was convened. Suggestions were incorporated into a draft project and,
in September, tentative contacts made for a future Consultative Board. I made
public presentations of the preliminary draft in Belo Horizonte (Brazil), in late
October, and Aveiro (Portugal), in early November. From December onwards
a few meetings took place with consultants and two public round-tables were
organized during a Symposium at Goiania (Brazil), allowing the draft to
develop into a full project. In 2017 non-academic extension partnerships were
established on both sides of the Atlantic, and more recently contacts have been
made with possible institutional partners in Brazil, both public and private.

The main challenges addressed by this project are: (1) to overcome the ingrained
nationalistic historical paradigm, be it rooted in Absolutist, Liberal-Republican, or
Modernist ideas; (2) to overcome artificial barriers between areas of musicological
inquiry, exploring a diachronic approach to informal musics on a par with notation-
based repertories; (3) to challenge the universal applicability of the analytical para-
digm and hierarchies of genre originating in 19th-century Germany, using alternative
paradigms and acknowledging the centrality of vocal music in southern traditions; (4)
to challenge territorial closeness, underlining the Atlantic context (including the West
and Central African coast), regional dynamics (Iberian Peninsula, South America),
cross-influences and cultural encounters.

In short, we have embarked on a plan for large-scale, team-based musicological
research from the earliest documented record to the 21st century, over a geographical
area encompassing Portugal, its Atlantic islands, its colonial outposts along Western
and Central Africa, and Brazil, according to historical approaches informed by recent
critical debates among the international community. We also decided to bring this
research under a novel umbrella, a thematically structured history of music acce-
ssible both online and on paper, favouring superimposed chronologies, the dialec-
tics of space, mediality, circulation and cultural exchange to the current linear and
spatially static paradigms.

The planned history of music in the intercontinental Atlantic triangle has been
structured according to six strands or sets of contents (described as a “volumes” for
convenience, on account of their printed counterparts), each edited by two scholars,
one of them from Portugal, the other from Brazil, under my own direction. These
scholars were chosen on account of their expertise in the respective sub-fields. A
seventh volume will contain indexes, chronologies, maps, iconographical materials
and navigational clues.

Volume one, edited by Paulo Ferreira de Castro and DiOsnio Machado Neto, will
address Ideas, that is, how the different modes of discourse on music (theoretical,
didactical, historiographical, philosophical, etc.) contributed historically to the defi-
nition of the musical object and corresponding practices in Portugal and Brazil; and
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also how the recent contributions of social and human sciences (in the domains of
anthropology, sociology, hermeneutics, semiotics, etc.) find in music of the intercon-
tinental Atlantic triangle a fertile ground for application, an opportunity to add to
and develop contemporary thought in unique ways.

The following three volumes will be dedicated to religious, theatrical, and other
practices, encompassing both notation-based and informal musics; each will be
focused on a specific set of spaces. Volume two, edited by Joao Pedro d’Alvarenga
and Fernando Lacerda Duarte, will address Cults or music in religious spaces, from
the earliest documented stages to contemporary protestant music and Afro-Brazi-
lian practices. Volume three, edited by David Cranmer and Mércio Péscoa, will
be centered on theatrical Stages, encompassing not only dramatic music, but also
theatre, dance and concert events. Volume four, edited by Luisa Cymbron and Alberto
Pacheco, will be centred on ceremonial Places connected to Court and State, inclu-
ding the military; entertaining places (other than the theatre), both closed and open;
and teaching places.

The fifth volume, edited by Paula Ribeiro and Heloisa Valente, will acknowledge
the role of Mediations on musical practices, with special emphasis on transmission
technology, both old and new, and the ways it affects musical thought and recep-
tion: orality, musical notations, instruments, reproduction industries, and modern
media (radio, cinema, TV, Internet). The sixth volume, edited by the present author
and Rogério Budasz, will address cultural Encounters, including migratory impacts,
travelling routes, and musical transfers and accommodations of all kinds.

The editors will have the direct assistance of junior scholars and graduate students,
and be able to commission specific work by external collaborators. A Consultative
Board will allow the research team to gather information or guidance concerning
specific matters.

The proposed schedule for this project presupposes the parallel development of
its six strands over the course of three years each, through a combination of basic rese-
arch, workshops, thematic symposia, an annual comprehensive seminar, and writing.
We hope to find the additional funding needed to make it possible, and also the
stamina, imagination, and diplomatic flair that such a project entails. If successful,
it could inspire other musicologists, in other regions, to cooperate in transnational
networks for the common good of intellectual debate, shared knowledge, increased
awareness of cultural exchange or musical variety, and a more balanced historical view.
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MAHYEA ITEAPO OEPEUPA
V3BAH HAITHJA: JEAHA TEMATCKA HCTOPHJA

(PE3UME)

Y 0BOM YAQHKY OTHCAH je IIPOjeKar Koju je TpenyTHO y Toky (2018-2022): 3ajea-
HidKa Temaiticka ucitiopuja mysuxe y Iopitiyiasuju u Bpasuay. OmcaH je KOHTEKCT,
Pa3A03H 3a 3aII0YHIbahe OBAKBOT IIPOjeKTa, BeroBa CTPYKTypa U IIPOIiec KojH je
AOBEO AO jaBHOT IIPEACTaBAAKbA U IIPEAMMUHAPHIX UCTpakuBamka rpu LlenTpy 3a
npoydasame conuoaoruje u ecreruke Mysuxe CESEM/FCSH, Hosu yHusepsu-
teT y Aucabony. [ToceOHO je Haraamen sHadaj Apprke 32 pasyMeBarbe HEKHX Ka-
PaKTepUCTHKA He CAMO MOAEPHE IIOITyAapHe My3HKe, Beh 1 XKaHPOBa OPTyraa-
cke u 6pasuacke mysuxke op XVI poo XVIII Bexa. ¥ numy HAyCTpOBamba OBOT paHOT
YTHIIaja AQTU CY IPUMePH U MOAU(OHE U HHCTPYMEHTAAHE My3HKe.

ITocrojehe ucropuje mysuxe y Ilopryraauju u bpasuay crapuje cy os 4eTBpT Beka,
a My3HKOAOIIIKe 3ajeAHHUIe Y 00eMa 3eMbaMa Y BEAMKOj MEPH CY eBOAYHPAAE ¥ OA-
HOCY Ha MOMeHaT 06jaBaHBaba OBUX ITyOAuKaryja. ITopea Tora, mocaepsux ae-
IleHYja HHTeH3UBUPAAe Cy Ce PeKOaTAAHCKe Bese Melyy HayyHMIIMMA, a TOpacAa
je ¥ KpUTHYKA HCTOpHOrpadCKa CBeCT; 06e OKOAHOCTU AOBEAE CY AO CITO3HAje Ad
je ucropuja My3uke ¢ obe cTpaHe ATAAHTHKA Y 3eMpaMa y KOjUMa ce TOBOPH HOp-
TYTaACKH je3HK HeAOBOSHO M HEAAEKBATHO pellpe3eHTOBaHA. 360r Tora je im
OBe TeMaTCKe UCTOpPHje Ad IpeBasul)e Kako HAIJMOHAAHE HCTOPHjCKe [IAPaAUTMe,
TaKO U repMaHOLIeHTPUYHH ITOTAeA Ha My3HUKY IIPOIIAOCT, KOjUM Cy 61Aa 060jeHa
IpOY4YaBamba My3HKe Y jy)KHUM 3eMmdaMa. TepuTOpujaAHH OIICcer OBaKBe TeMaTcke
ucropuje obyxsara Tpoyrao Mbepujcko moayoctpso — Appuka — Jyxxaa Amepu-
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Ka, Ca AOAATHHM pedepeHIjaMa Ha ApyTe KOHTHHeHTe, 00yxBaTajyhu 06e 3emau-
He Xxemucepe. Bemrrauke moaeae Ha IucaHe U yCMeHe U3BOPE, YMETHHUKY U II0-
IyAapHy My3HKy, buhe opbagene. Bummectpykoct nepcrexruisa omoryhuhe Ham A2
IPOy4aBaMO He CaMO KOMIIO3UTOPE U BHX0Ba AeAd, Beh U nAeje, pereniujy u wc-
TOpHjaT MHCTUTYLHja, IPOdeCHOHAAHA yMPeXKaBaba, H3BOl)auKe IIpaKce U APYTO.

KAYYHE PEYM: TPaHCHALIMOHAAHA HCTOPH]ja, KYATYpaAHE pa3MeHe, TPAHCATAAHTCKO
yMpexaBame, aGpUIKHU YTUL[A]



DOI https://doi.Org/10.2298/Muz1927187s
UDC 78.071.1(439)"19"
784.4(439)"19"

THE “SERBIAN CONNECTION’ IN THE AGE OF
THE BEAT REVOLUTION IN HUNGARY™

Ivin Miklos Szegd'

PhD in History, Independent scholar, former researcher of the 1956 Institute,

Budapest, Hungary
Received: 15 September 2019
Accepted: 1 November 2019
Original scientific paper
ABSTRACT

The music market of Hungary was manipulated by state authorities and the
communist party from the 1960s until the 1980s. That distorted environment is
the reason why the careers of two of the greatest Hungarian beat stars of the Sixties
differed so much: Levente Szorényi and Zordn Sztevanovity were both partially
or fully of Serbian origin, both were lead singers of their bands, and both were (in
the first phase of their career) very careful with politics; however, their Serbian
heritage and their family experiences were totally different, which explains their
different behaviour during and after the Beat Revolution in Hungary.

KeywoORDS: Beat, Hungary, Zordn Sztevanovity, Levente Szérényi, Illés

When the new music genres of jazz, rock and roll, and beat first appeared, they all
stood for the same things, even though they emerged at various times: a) freedom
for everybody who enjoyed that kind of music; b) the revolt of youth against older
generations. In the West it was a wave-like phenomenon which emerged during,
respectively, the cultural changes of the 1920-30s (in the case of jazz), of the 1950s
(rock and roll), and of the 1960s (beat). These “revolts” were rather considered as
cultural phenomena, although music always had ideological dimensions, too. In
Western countries politics did not have an omnipotent influence on cultural affairs,
and vice versa: cultural changes did not cause fundamental restructuring in the poli-
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tical system. Of course, beat culture and politics had coincidences: the timing of the
rise of Beatles” songs coincided “with a Labour government and a new kind of youth
fixated liberal consumerism,” and this political factor “obviously underpinned their
phenomenal success.” It is also true that the generational gap in consumer behaviour
had an effect on the music market. 1967 was the first year of the music industry when
“teen” albums overtook “sales of adult albums on the Billboard charts” (Frith et al.
2001: 79; 118).

In Eastern Europe, behind the Iron Curtain, however, the situation after 1945 was
very different. Politics played a crucial role in cultural affairs. That is why the Soviet-
type political systems of Eastern Europe could not give free rein to movements of
jazz, rock and roll or beat. This was a challenge for the one-party systems in the East.
During the Cold War, NATO strategists realized how significant and powerful rock
and roll was. “By 1958 in NATO’s official publication Revue militaire générale, we see
an explanation of how jazz and rock and roll could be used in the war against commu-
nism. It was thought, in a reductionistic but essentially accurate way, that the more a
young person listened to Little Richard, the less time he or she would have to spend
reading Marx and Lenin” (Vuceti¢ 2018: 108).

The Soviet-type system was based on ideological indoctrination. According to
the Hungarian economist Janos Kornai, the “classical” or “Stalinist” socialist system
was based on one-party rule, Marxist-Leninist ideology, and the bureaucratic coordi-
nation of the command economy (Kornai 1992). However, Marxist-Leninist ideolo-
gies of the omnipotent communist party were threatened by the new wave of Western
cultural influences: freedom of improvisation (jazz), the shouting of Little Richard
(rock and roll), and the yeah-yeah of the Beatles.

The music industry and its target consumers were changed by the age of beat in
the East, too. Melodies for older audiences were replaced by the new music for youth,
says Zoran Sztevanovity, one of the legendary figures of Hungarian beat in the 1960s,
who is still actively writing and performing music in 2019, at the age of 77 (Kovécs
2019). But the music market of this Eastern country has been manipulated by state
authorities, state record labels and state radio stations, and of course by the commu-
nist party from the 1960s to the 1980s.(Csatéri 2015).

The socialist market economy — this was a Hungarian expression for the system
after the failed economic reforms of 1968 — has never prevailed over the ideological
restrictions of the Soviet-type power system. Communist party leadership and the
secret and “ordinary” police services also played important roles in the history of the
Hungarian beat movement, and thus the success of a band was not solely determined
by market forces. The most popular band in the 1960s, Illés, for example, was broken
up after the lyricist, Jinos Brédy was threatened with jail in the course of a police
investigation against him. Although he only received a small fine at the conclusion of
the investigation, secret police were also active in the procedures against him (Kocsis
L. 1999: 431-437). The incident was, however, enough to generate tensions among
members of the band, and the group disbanded relatively quickly, in the early 1970s.

That distorted environment is the reason why the careers of two of the greatest
Hungarian beat stars of the 1960s differed so much. Although both were born in the
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1940s, both played the guitar, both were lead singers of their bands, both were (in
the first phase of their career) very careful with politics, and both were (partially
or fully) of Serbian origin. However, their Serbian heritage and their family expe-
riences were totally different, which explains their different behaviour during and
after the Beat Revolution in Hungary. One of them, Levente Sz6rényi,’ reached the
peak of his beat career with Illés with a song based on a Serbian kolo in 1968, but
later became the creator of the “Hungarian national rock opera”: Istvdn, a kirdly
(Stephen, the King). The other, Zordn Sztevanovity,* was subdued in the 1960s,
expressed his feelings and thoughts more and more openly in the 1970s, and only
dared truly and publicly to embrace his Serbian heritage with his song Kél6 at the
age of 69, in 2011.

AFTER KHRUSCHEV’S THAW: WESTERN IMPACT ON EASTERN
FUROPEAN MUSIC IN THE 1960s

Riding the liberating cultural waves of rock and roll and beat; adopting the shou-
ting of Little Richard and the yeah-yeah of the Beatles — that is why a Hungarian beat
band became the symbol of freedom and revolt in its home country in the 1960s. A
few years after a failed political revolution, Illés sang about Little Richard. Their song
about the famous American singer was composed in 1968 (SP 472), and even the
first track on their very first record (EP 7297) in 1964 was a cover of Little Richard’s
Long Tall Sally (Kocsis L. 1999: 389). In 1966 they were already singing “f4j, f4j, f4j”
(“it hurts, it hurts, it hurts”) echoing the way the Beatles had shouted “yeah, yeah”.
And they did not stop transforming themselves into something new in Hungary: after
imitating Western singers and bands, they went on to create their very own musical
style. One of these newly composed songs was even used on the Hungarian-language
programmes of Radio Free Europe (RFE) after the 1970s. “The word is a dangerous
weapon, and there is someone who is weaponless” - this part of their song of 1972 (A
sz6 veszélyes fegyver / The word is a dangerous weapon) became a signal for one of the
programmes of the American propaganda broadcaster (Brédy 2017: 42; 128).

The success of Illés was also a result of Khruschev’s Thaw and the partial opening
of Soviet-type systems in Eastern Europe. However, various Western cultural pheno-
mena were all arriving at the same time in the late 1950s and early 1960s in Hungary
because of the ideological limitations of Stalinist communism in the early 1950s, and
because of the communist retaliations after the failed 1956 revolution. Thus, the new
waves of jazz, rock and roll, and finally beat, reached Hungarian audiences at almost
the same time. This piling up caused serious problems. One could say, it created a
“music jam”, as we will see later...

3 Levente Balint Szérényi. Born in Gmunden (now Austria), 26 April 194s.

4  Zorén Sztevanovity (3opan Cresanosuh / Zoran Stevanovi¢). Born in Belgrade (now Serbia), 4

March 1942.
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The reason for the pile-up was that jazz had been barely tolerated in Hungary for
more than a decade. There was a huge gap between Hungary, and, for example, Yugo-
slavia: the latter developed a fairly vibrant jazz life after 1945. When the Jazz Orchestra
of Radio Belgrade gave a concert in Budapest right after the failed revolution (March
1957), Yugoslavian musicians recognized how restricted life (and jazz life) had been in
Hungary. Vojislav-Bubisa Simic¢ recalled his memories: “At that time those of us who
had come from Tito’s Yugoslavia seemed like heralds of some new era. And even our
music, that is to say, our jazz, was a pleasure they had never before experienced...
When we had crossed the border on our trip back home, we said: it’s true that there
are alot of things that aren’t right by us, but there you can see people who live worse
than we do” (Vuceti¢ 2018: 101).

Western cultural “menaces” were dangerous from the point of view of the ideolo-
gical omnipotence of the communist party. Critiqueless devotion, adoration of the
West was “false”, according to the Hungarian communist youth organization KISZ.
This political and ideological organization led by a hard-liner communist, Zoltan
Komocsin, between 1957 and 1961, stated that a broad layer of the Hungarian youth
was “sensitive to hostile Western influences” (Fonyddi 2003: 23). In 1959, Komécsin
said that hits played in music clubs were inappropriate from the point of view of soci-
alist morale (Csatari 2015: 101).

But the situation in Hungary was improving: Janos Kadar, the leader of commu-
nist Hungary after 1956, knew that he had to make concessions to certain endeavours
in the field of art, music, and in a limited way, even in literature. (This despite the fact
that the association of writers was considered as triggering factor of the revolution
against the Soviet-type system in 1956.) According to the Hungarian historian Jénos
M. Rainer, the Soviet-type system did not change institutionally in the whole Kadar-
era — it remained a communist dictatorship. But the style of using absolute power had
been changing after the cruel and bloody retaliation that followed the 1956 revolu-
tion. Tolerance in cultural affairs after 1961 had especially been palpable in the 1960s,
if we compare the rule of Kddar to the era of Rékosi, the Stalinist party leader before
1956 (Rainer 2011).

Thus, after 1960, Hungary was not the worst among Eastern European satellite
states of the Soviet Union. Analysing the Hungarian beatepoch of the 1960s,
Péter Fonyddi states: the ideology and power structure which created the party-
state came from the East, but the counter-culture called beat arrived from the
West (Fonyddi 2003: 13). This was a result of a “somewhat more evolved rock
scene” in Budapest and Warsaw, according to Ryback and Vuceti¢: Janos Kddér
in Hungary and Wladystaw Gomulka in Poland “realized that, after the uprisings
of 1956, it was not necessary to clamp down in all spheres of life, and therefore
in both countries, rock and roll was accepted, so that at the start of the 1960s it
had advanced to a stage ‘not found in any other country of the Warsaw Pact™
(Vuceti¢ 2018: 110).

Rock and roll and beat were not the focus of the highest-ranking Hungarian
communist ideologists and apparatchiks. During the age of beat (between 1963 and
1970) the main propaganda organ of the Hungarian Communist Party (Commission
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for Agitation and Propaganda: APO) issued a resolution concerning the beat move-
ment only once. APO made 9oo resolutions during this 7-8 year long period, and
only once, on 7 August 1963, did it debate the “Jazz Affair”, which was in reality the
111és affair. The resolution stated: “if there is a need, a few bands (for example: Illés)
should be disbanded”, broken up (Fonyédi 2003: 21).

What was the problem with this band? Why did Illés became an issue for the party
leadership? It was an early formation of Illés which played at a festival for amateur
bands organized by KISZ in Budapest. (Between 1957 and 1964, Early I1lés’s lineup
was constantly changing, and the “classic” formation of five musicians emerged after
the summer of 1965: Levente Szorényi, Szabolcs Szérényi, Janos Brédy, Lajos Illés,
Zoltan Pasztory.) The festival was held on 3 May 1963 at the Metropolitan Sports
Hall in Budapest, where altogether ten ensembles were playing. Lajos Illés, founder
and band-leader of Illés called this event the first beat concert in Hungary (Miklés:
1977: 144).

Audiences behaved like Western fans at the time. There was shouting, frenzied
fans on the streets, but there was an Eastern speciality, too: audience threw tomatoes
at the sole ensemble, the Benk¢é Dixieland Band, which played only jazz. Even the
jury got some tomatoes. Thirty-six years later, Lajos Illés remarked ironically to jour-
nalists: “The new youth culture introduced itself like this. Socialism almost collapsed
because of us” (Fonyddi 2003: 21). An other member of “Early-Illés”, Tas Nényei,
remembers that the audience was shouting and chanting: “Il-1és, Il-1és” while the rival
band, Metro, was playing. The feud between Illés and Metro began at this moment,
according to Nényei (Bélint 2017: 12-13).

At this event, both main characters of my study could have met each other. Metro
was led by Zoran, but the meeting of the main characters did not happen: Illés was
still playing in its early period without Levente Sz6rényi. The latter only became the
lead singer of Illés two years later. In 1963, Szorényi was still working as a “contract
musician”, sometimes as a studio musician. He was working for Zordn, too. Zoran
was already well known in the music scene, starting his career in 1960 with the band
Zenith that later transformed itself into Metro, playing twist. Twist was a novelty in
the beginning of the 1960s, but it was not a revolution such as beat became a few years
later, bringing about the frenetic success of Illés. The period from the end of the 1950s
to the mid-1960s was a strange one in the international music market: rock and roll
was almost dead, but beat had not yet been born. Metro fell into the “trap of twist”, we
could say, looking back at these “in-between” crisis years of pop culture (Frith et al.
2001: 116). And in Hungary there was another handicap for Metro in comparison with
Illés: they remained imitators of Western music for too long, not starting to compose
their own songs until much later. (Whereas Illés started to write their songs in 1965, as
we will see later.) Zoran Sztevanovity and Levente Szorényi did not meet at the scan-
dalous concert, but Szorényi knew what happened after the concert in the Metropo-
litan Sports Hall in 1963. Young fans even toppled tram cars over on Rékdczi Street,
the main road of Budapest (Stumpf 2015: 43, 48; Kovécs 2019).

It is interesting that Nényei, a member of the Early Illés, remembers the feud with
Metro. But Sz6rényi, who joined the band later, recalls happy memories. He remem-
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bers the cooperation between the “Holy Trinity of Hungarian Beat.” According to
him, Metro, Illés and Omega, the three most popular bands, organized a concert
together, and all three groups were playing there. Illés and Omega played together
in other events, too (Stumpf 2015: 87). This cooperation is not surprising, however.
The beat historian Csaba Bélint published a photograph of Illés and Omega band-
members holidaying together at Lake Balaton in 1963 (Balint 2017: 31). Nényei, natu-
rally, can be seen in the photo, but Sz6rényi is missing, because he would join the band
only two years later, in January 1965 (Stumpf 2015: 65). Then in 1967, the members
of Metro, Illés and Omega played themselves in a film called Ezek a fiatalok /These
young people, so the three bands appeared together again.

WHEN THE HUNGARIAN “LENNON-MCCARTNEY” WAS BORN

After the scandalous festival at the Metropolitan Sports Hall, Illés had a change in
line-up. Members of the Early Illés were influenced by the forbidden radio station
Radio Luxembourg. It was a symbol for freedom for them and they copied British
and American music. One of the members of Early Illés, Tas Nényei, remembers that
his teacher, a priest at his Roman Catholic grammar school in Gyér, told him to listen
to this Western radio station (Balint 2017: 15). Nényei later had a quarrel with Lajos
Illés over financial issues. Both wanted to get rid of each other. Finally, Lajos Illés fired
Nényei and some other members (Bdlint 2017: 23).

New members Levente and Szabolcs Szérényi (the Szérényi brothers), and
Jénos Brédy joined the Illés group in 1964-65. They modified the “Luxem-
bourg-style” of the Early Illés, opposing the view of Lajos Illés, the “old” leader
of the band, who insisted that they should only play English or American songs.
The new members reinterpreted freedom of expression. For them freedom was
not only copying Western music, but creating Hungarian songs. This is, somehow,
beat history repeating itself. After Britain, in Hungary too, something special was
born. The Beatles composers were writing “their own songs, determining their
own production values, making their career moves;” they were confident “that they
could write songs for themselves” (Frith et al. 2001: 77; 79). Szérényi and Brédy did
the same. They not only decided that they would write their own songs in Hunga-
rian, but they would later refuse other composers and lyricists who would have
liked to work for them. Thus, the Sz6rényi-Brody duo was born, a few years after
the Lennon-McCartney partnership.

Thus, I1lés was the first Hungarian beat band singing in Hungarian. They made
this decision in Négrédverdce, in the summer of 1965, in a communist Youth Camp
of KISZ. It was there that Szorényi and Brody started to compose. Among the first
Hungarian beat songs, Oh, mond (O, tell me) imitated the Kinks. The second song,
Az utcdn (On the street) was influenced by Hungarian folk melodies. Band leader Lajos
Illés was wary of Hungarian songs not only because he was a fan of Radio Luxem-
bourg. He also worried that fans might abandon them upon hearing Hungarian Iyrics.
But the endeavours of Szorényi and Brédy prevailed (Stumpf 2015: 62-65).
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This change in style changed the behaviour of the audience. According to their
contract, Illés should have played in the Bosch Club in Budapest as a dance ensemble.
Boys and girls should have danced to the imitated, Luxembourg-style music, as the
club desired. But Illés started to play their own songs, and it was a speciality at this
time. The audience also slowly began to listen to the lyrics, and instead of dancing
they were just standing in front of the stage (Vamos 1994: 56).

According to Sz6rényi, things did not go so easily. Writing and composing Hunga-
rian beat songs was at first only a “theoretical” breakthrough. It had no immediate
effect: the audience did not even realise that the band was singing in Hungarian. This
happened because of bad technical equipment, and also because of the fans’ lack of
interest in the lyrics. Later, when a special festival was organized in Salgétarjin by
the communist authorities preferring bands with Hungarian songs, Illés made a real
breakthrough. Sz6rényi later commented on this festival as follows: “the comrades,
anyway, helped the push of Hungarian music. I did not like them, but what is true,
is true, I have to admit that” (Stumpf 2015: 75). The four songs of Illés that were
performed at the festival were Az utcdn, Oh, mondd, Mindig veled (Always with you)
and Légy jé kicsit hozzdm (Be good, a bit, to me).

We saw that, for example, Az utcdn was influenced by Hungarian folk motives,
and thus, after 1965, it was not only the “West” that influenced the music of the
restructured Illés. As Szorényi and Brédy started to compose their own songs, they
changed the history of the Hungarian Age of Beat. However, to understand this
phenomenon, we should also take into consideration South Slavic influences on
Hungarian culture over the last centuries.

SOUTH SLAVIC MOTIVES IN HUNGARIAN BEAT MUSIC

Serbs have made an ever-increasing impact on Hungarian culture since the 18th
century. In the field of literature, Mihailo Vitkovi¢ (Mihély Vitkovics, 1778-1829)
played an important role in his time. (Hadrovics 2000: 160-161.) Among painters,
Petar Dobrovi¢ (Péter Dobrovics, born in the Hungarian town of Pécs in 1890,
died in Belgrade, 1942) is considered as one of the 100 best known Serbs in Serbia
(Kostic-Urosevic 1993). As for music, the composer of the popular Hungarian TV
series Captain of Tenkes/ Tenkes kapitdnya was a Serb musician and ethno-musicolo-
gist living in Hungary, Tihomir Vujici¢ (Tihamér Vujicsics, 1929—1975).

Tihomir Vuji¢i¢ composed music in various styles, using Serbian, Hungarian and
other motives and rhythms. In his final years he played together at several venues (in
Pomaz, Csobanka, Szentendre: towns and villages near Budapest) with a local folk
band of Poméz. On the last occasion they met, Tihomir Vuji¢i¢ offered them his
advice (Abkarovits 2004: 17; Eredics 2007: 89). After his death in 1975 this band took
his name as a sign of gratitude. This folk ensemble, Vujicsics Egytittes, had ethnic
Serbs in Hungary among its founders, and won the national talent contest Ki mit tud
(Who knows what) in Hungary in 1977. In the year of 2014 they received the highest
cultural award in the country, the Kossuth Prize. The band still exists, and nowadays
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they also play beat adaptions. Vujicsics Egyiittes has concerts with the “heroes of the
beat-revolution.” They play with Levente Szorényi, among others, rediscovering the
Serbian roots of early beat music in Hungary, and remaking the melodies of the 1960s
and 1970s (Marton 2014: 3-4.).

Serbian influence had a great impact on Hungarian beat and pop music in the
1960s. Most people in Hungary are not aware of this significant contribution to their
culture. Thus just a few of them can identify South Slavic motives, listening to music.

This long lasting ignorance was almost natural, if we consider that Hungary in the
1950s was not an open society. Openness slowly broadened after 1956, following the
failed revolution against the Soviet-type system. As a sign of limited Westernization in
the 1960s, the notorious Iron Curtain changed to a more porous and flexible “Nylon
Curtain’, as Zsolt K. Horvéth quotes Gyédrgy Péteri (K. Horvath 2015: 107-108).
Gradually transnational and transsystemic changes developed between East and
West, and cultural exchanges were no exceptions. Omega, Illés and LGT, the Hunga-
rian bands of the 1960s and 1970s, were allowed to undertake concert tours in the
West, but for most Hungarians visiting Western countries remained a distant dream.
Images of the West were shaped by the few Western movies allowed into the country,
the consumer goods imported or smuggled in, and by the pop music, broadcast by
the forbidden radio stations Radio Luxembourg and Radio Free Europe (K. Horvath
2015: 108-109). Although the political system gradually loosened up, the borders
opened only after Communism collapsed in 1989/1990.

Earlier, the cultures of neighbouring nations were relatively unknown for Hunga-
rians. This was especially true with regard to Yugoslavia. After the 1948 rift — when
Yugoslavia was expelled from the Cominform and boycotted by all members of the
Communist bloc (Granville 1997: 16) — a kind of a “Cold War” broke out between
the Soviet bloc and Yugoslavia that also involved Hungary. (Bencsik 2017) After 1948,
South Slavic culture was suppressed in Hungary — no wonder that younger genera-
tions, growing up in the 1950s, knew practically nothing about the rich cultural heri-
tage of Serbia or Yugoslavia.

PARADOXICAL STORIES OF BEAT STARS IN HUNGARY (I):
LEVENTE SZORENYI

This Hungarian-Yugoslav “Cold War” also had a big impact on Hungarian beat. I
will show this through two different — and paradoxical — cases: one is the oeuvre of
Levente Szorényi, the other is the story of Zordn Sztevanovity. Both of them were
stars in the Age of Beat in Hungary, and both of them had a Serbian-speaking father.
Both of them used Serbian melodies and rhythms over the course of their career, but
at different times — history plays with Hungarian musicians, too...

The best-known example for misunderstanding the Serbian influence on the
nascent Hungarian beat-movement was the winning song of the most important song
contest, Tancdalfesztival in 1968. The song not only won the Grand Prize, and four
other awards, but it also had been on the Hungarian hit list for 11 months (Stumpf
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2015: 88). The winning song was praised as a “Hungarian” beat song (Koltay 1980:
119), although it was based mostly on a Serbian kolo. Its title was: Amikor én még
kissrdc voltam (When I was a little boy) by the band Illés. It was not only the melody,
composed by Levente Szérényi, that was based on Serbian motives. (He often listened
to Radio Belgrade when he composed the music.) The songwriter Jénos Brody later
mentioned that the title of the song could also have been understood as “When I
was a little Serb.” In Hungarian, this reads: “Amikor én még kis réc voltam” (Csatéri
2017: 43). “Rac” is an ancient Hungarian name for Serbs, after the historical region of
Ragka. This is where most of the Serbs who fled to the Kingdom of Hungary, many
centuries ago, came from.

But Hungarians in general, did not understand this kind of play of words at that
time. And more importantly, neither did they recognize the Serbian melody (Marton
2014). After winning the contest, the only “tabloid” in Budapest, Esti Hirlap wrote on
21 August 1968, that this Illés song was like one of the melodies of the “kuruc” rebels
(Koltay 1980: 119). Patriotic kuruc rebels fought against the ruling Austrian Habsburgs
in the early eighteenth century.

It was not by chance that the composer of Illés, Levente Szorényi, used Serbian
kolo as a source for his music. Szérényi’s father came from a region predominantly
populated by ethnic Serbs and Romanians. That region is the historical Banat of
Severin (Cesepurcka 6anoBuna), in Hungarian “Szérényi bansag”. Szorényi’s father
was born into the family of Groda in the town of Oravicabénya (then Hungary, now
Oravita in Romania), went to school in Pali¢, but later changed his name from Groda
to Szorényi, recalling the Banat of Severin (Stumpf 2015: 19). His aim could have been
ambiguous: his name should sound like a Hungarian one, but the new name hinted
also at the region where Groda came from.

Levente Szorényi’s grandmother, Mdria Lozovits, was Serbian. She was living
with the family during the time they lived in Budapest, and spoke to his son (e.g.
Szorényi’s father) in Serbian. The family celebrated two Christmases in every year:
one for Catholics, and one for Orthodox Christians, because Szorényi’s father and
grandmother belonged to the latter religious group (Stumpf 2015: 20). However, the
children, Levente and Szabolcs, did not learn Serbian. Levente Szérényi’s grandfather
(who came from a German family in Hungary) was a secretary of state in the Ministry
of Finance between the two world wars. However, the family sank into poverty in the
1950s, during the peak of Stalinist communism in Hungary. Thus, Sz6rényi’s parents
decided to send the brothers, Levente and Szabolcs, to a state boarding school, which
was rather similar to an orphanage (Stumpf2015). Both brothers went on to join Illés.
Levente’s brother, Szabolcs Szorényi, recalled the roots of the family and of the music
of Tllés as follows: “At the beginning we used Serbian folk music motives in our songs:
think of Amikor én még kissrdc voltam for example. Our grandmother was of Serbian
origin, she prayed in Serbian, and often softly sang Serbian religious songs. Because
of her, our family often listened to Radio Belgrade” (Lécsei 2003).

Szabolcs Szorényi is, however, not completely right. Illés actually started its
career playing/plagiarizing English and American songs, and the band’s line-up was
constantly changing. When the Szérényi brothers arrived, they were still imitating



196

MY3UKOAOTHUJA / MUSICOLOGY 27-2019

Western music, such as The Beatles, The Kinks, The Animals and Pretty Things, and
while Levente Szérényi wanted to follow in the footsteps of The Beatles, Janos Brody
was more of a Rolling Stones fan. But Sz6rényi prevailed. Fans also brought songs to
the band: they wanted Illés to play songs they had heard on Radio Luxembourg’s Top
Twenty programme (Stumpf 2015: 56—57).

In the summer of 1965, Levente Szorényi and Janos Brédy decided to write their
own songs. The breakthrough came after a festival in Salgétarjan, where they played
their own music based on Hungarian, British and American patterns. It was only
after the success in Salgétarjan that they created songs based on Serbian rhythms
and melodies. The Serbian kolo-type music of Amikor én kissrdc voltam/When I was a
little child skyrocketed the group to the top of the hit list, as mentioned above. Serbian
and South Slavic motives could also be discovered in their other songs, for example A
kugli, Miért hagytuk, hogy igy legyen? (Why did we let it happen?). Illés had no distinct
style at this time, according to Levente Szorényi, and it was up to him whether the
band used Hungarian or South Slavic melodies (Stumpf 2015: 79-80; 223) .

It is interesting that Levente’s father did not like this “Serbian connection.”
Although he spoke with his friends and his mother in Serbian, he told Levente: “You!
You should write a few Hungarian melodies, too! You should not push this South
Slavic line so strongly” (Stumpf 2015: 26).

The elder Sz6rényi was a neophyte who emphasised his belonging to the “Hunga-
rian community,” although he actually had no Hungarian ancestry. He was ponde-
ring the fate of the Hungarians with his friend Sandor Készon Nagy. But, according to
Levente Szorényi, Nagy was also a “réc” (Serb). Levente’s father and Nagy were speci-
fically “turanists,” who were seeking the Asian roots and the ancient religion of the
Hungarians. They organized archaeological digs in the mountains of Pilis, and built
a tower to commemorate the tribal leader Koppany. Koppany fought the first Chri-
stian king in Hungary, St Stephen (Stephen I), and he is the pagan hero of the rock
opera Istvdn a kirdly composed by Levente Szorényi and Janos Brédy. Following his
father’s legacy, Levente Szorényi still supports a similar archaeological project, aiming
to find traces of early Hungarians and the Asian Huns in these mountains (Stumpf
2015; Kocsis L. 1999). Szorényi, who is nowadays living on his own in the Pilis moun-
tains, named his dog Koppany, after the pagan hero. Although in his childhood he
had double Christmases, Orthodox and Roman Catholic, Sz6rényi today believes
in a form of Zoroastrianism (as he himself says, “like Freddy Mercury did”) and in
reincarnation. He supposes that Zoroastrianism is closer to the early religion of the
ancient Hungarians than Siberian shamanism, which was swept away by Christianity
around AD 1000 (Stumpf 2015: 209; 213; 231).

This search for the pagan or Asian roots of Hungarians later also influenced
Levente Sz6rényi in his music,: Illés later went in the direction of folk music.
This tendency was strengthened after the break-up of Illés. The Szérényi and
the Tolcsvay Tri6 created a new band, Fonogréf with Janos Brédy. Fonograf was
a country rock band. Sz6rényi and Brédy also collaborated on a musical billed as
the first Hungarian rock opera, Istvdn a kirdly/ Stephen, the King which is about
the power struggle between St Stephen and Koppany. It symbolized the fight
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between Nationalists (Koppany) and Westernizers (St Stephen), which has domi-
nated Hungarian politics for the last 1000 years. Later, Sz6rényi composed another
rock opera (which received its premiere in 1993) entitled Attila — Sword of God.
The lyricist of this rock opera was not Brédy, but a politician, one of the right-
wing leaders of the conservative MDF party that appeared after the fall of commu-
nism. (Sdndor Lezsak is still an active politician. He has been a member of the
Fidesz parliamentary group since 2006, while Fidesz has been the ruling party in
Hungary since 2010.) Szdrényi was also the designer of MDF’s party logo. Contrary
to Szorényi’s politics, Brody campaigned for SZDSZ, a liberal party, right after the
fall of communism (Kocsis L. 1999).

PARADOXICAL STORIES OF BEAT STARS IN HUNGARY (II):
ZORAN SZTEVANOVITY

I have mentioned several times that Hungarians are not aware of the impact Serbian
culture has on their culture. Many of them do not know that one of their favourite
singers considers himself a Serb. Not to forget, however, that he considers himself
a Hungarian too (Kovacs 2019). Such is the case of “Zoran,” or Zorén Sztevanovity.
Although Géza Hofi, the most popular comedian during socialist times used to crack
jokes about Zordn based on his Serbian family name, people do not consider Zoran
to be a Serb, nor his brother Dusan Sztevanovity, who is one of the best known beat-
pop lyricists in Hungary. Both of them played in the beat band Metro. Zordn became
famous by winning a talent contest, “Ki mit tud,” in Hungary. Metro was playing at
the contest as a backing band, but after “Ki mit tud” both Zordn and Metro became
stars in Hungary.

In the 1960s, Zoran’s and Dusdn’s “rivals” were Levente Szorényi, the composer
and Janos Brddy, the lyricist of Illés; and Gabor Presser, the composer and Anna
Adamis the lyricist of Omega. This was the era of the “Holy Trinity of Hungarian
beat” or “beat-trinity”: Metro, Illés, Omega. It is interesting that later both Presser
and Dusén Sztevanovity wrote songs for Zoran, who began a solo career in the 1970s
(Szanto et al. 1985).

Thus, beat culture in Hungary was dominated by three bands in the 1960s:
Illés, Omega and Metro. But the Sztevanovity brothers, playing in Metro, did not
use Serbian motives in their music at the beginning of their career. This is a strange
phenomenon at first glance, considering their ancestry, but it is totally understandable
if we look at the history of Hungarian-Yugoslav relations after 1948.

Zoréan'’s father, Milutin Stevanovi¢ was born in Belgrade in 1921. He was a Yugo-
slav diplomat in 1948 in Budapest. He did not have close links with Hungary, but was
caught out by history. After the Tito—Stalin split, Milutin Stevanovi¢ remained in
Hungary, and tried to be loyal to the Hungarian Stalinist government, undertaking
the editing of a newspaper for South Slavs (Délszldv Szévetség) in Hungary. He was
considered at this time to be an enemy of Yugoslavia, creating counter-propaganda
against Tito and Belgrade among South Slavs in Hungary. But it was the Hungarian
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Stalinist regime that caught him: he was arrested a few years later by the infamous
secret police, AVH.

It happened in 1952 when Zoran was ten years old (Vukman 2016: 1). The
secret police took Milutin when he was tutoring his son. His mother was in shock.
Marija Stevanovi¢ had to work as a typist to earn for her family, raising two chil-
dren and supporting her mother (Vukman 2016: 7). We do not know what the
10-year-old Zordn felt when he saw his father being taken away. Milutin was
charged with spying. Although we do not know the psychological background,
it is possible that Zordn chose to avoid addressing politically sensitive issues in
his lyrics and using Serbian melodies, because of his personal experiences in his
childhood. We only know now that he started to play Serbian-style music regu-
larly in the 21st century, when he released his album with the title track Kél4.
Over the last few years Zordn has been publicly discussing his family’s fortunes.
He thinks that he and his brother might have never become musicians had their
father remained a Yugoslav diplomat who could have been sent every two, three
or four years to a different country. Thus, getting stuck in Hungary helped him
become a singer (Kovacs 2019).

Although Milutin Stevanovi¢ was initially sentenced to ten years in prison, poli-
tical change came when Stalin died. In Hungary, Imre Nagy, the communist reformer
took over the government as a new prime minister in 1953. So Milutin was released
from prison in 1955 (Vukman 2016: 5-7). After his imprisonment, Milutin did not give
up his cultural activities, editing the last book of Tihomir Vuji¢i¢, the well known
musician and musicologist, who died tragically in a plane crash in Syria. Because of
Vuji¢i¢’s sudden death, Milutin Stevanovi¢ was the one who finalized the text of the
musician’s book (Eperjessy 2007: 87-88).

Zoréan did not want to mix politics with music. He avoided discussing daily poli-
tics on the stage (Kovécs 2019). But possibly his most important song was written
in 1977. The lyrics of Apdm hitte (My father had believed it) hint at his father’s views,
when he “had believed in the truth of the words,” and in “the words of the news-
tellers,” and “in the directions of the rivers.” These could be understood as references
to Stalinist propaganda, or to the grand plans of Stalinism of making rivers in Siberia
flowing backwards. Zordn, in contrast to his father, believes in himself and in the
death of weapons, but he (or rather his brother, Dusén, the lyricist) closes the song
with these words: “and I believe, believe, believe, in my father” Zordn became the
greatest solo pop singer with this and other similar songs in the late 1970s and early
1980s in Hungary.

CONCLUSION

We can summarize Levente Szorényi’s and Zoran Sztevanovity’s careers by saying that
they were moving on the same path but in opposite directions. Both were partially or
fully of Serbian origins, but Szérényi did not have awful personal experiences with
secret police in his childhood. Yet he was also aware of the perils: his family narrowly
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avoided forceful deportation by the communist authorities at the beginning of the
1950s. On the other hand, Zoran had traumatic experiences, being a Serb in commu-
nist Hungary. Thus, it might be that Sz6rényi was using Serbian motives more freely
in his works because he lacked negative personal experiences, and may even had done
this to antagonise his father.

It is a paradoxical situation that although Levente Sz6rényi still occasionally joins
the Vujicsics Egyiittes on stage, he is a strong supporter of the search for the ancient
pagan roots of Hungarians. And it should be emphasized that Szérényi is not only
considered as the founder of the Hungarian style of beat in the 1960s, but is also
the creator of the first Hungarian national rock opera, Istvdn, a kirdly (1983). On the
contrary, nowadays Zoran sings new songs representing Serbian music in Hungary.
He has publicly revealed that he supports Serbian sport teams when they play against
their Hungarian rivals. He also stated that he considers himself both a Serb and a
Hungarian (Kovacs 2019).

The beat generation in Hungary started to perform in the 1960s. This decade was
the age of protest on both sides of Europe. But the end of the era was totally diffe-
rent in the East and the West. The beat revolution ended in the West in a kind of
commercialization, but in the East, it crashed into an impenetrable wall of commu-
nist ideology. The ambiguity of Illés’s lyrics caused real problems for musical censors
in Hungary. Janos Brédy, the writer of the lyrics, used romantic love poems as a kind
of “language of flowers” for hidden political messages. But Illés ceased to exist in
the early 1970s. In Hungary, it was the beginning of a complex process of ideological
transformation on both sides: beat and pop bands abandoned a critical approach
towards socialist society, and communist power began to be tolerant of the “ideolo-
gically softened” texts of these musicians. Illés fell apart when Brody was threatened
by the police. Instead of Illés, a lesser “revolutionary” band, Fonograf, was created.
The band Metro was also dissolved, and Zoran started his solo career. Fresh endea-
vours started again in the 1980s when the rock opera Istvdn, a kirdly was composed by
Levente Szorényi and Janos Brody. Serbian influences began to disappear from the
works of Szorényi, but a few years later, Zoran and Dusén Sztevanovity began to use
their Serbian heritage more and more often in their songs.

APPENDIX®

Top 10 songs of November 1967

1. Szérényi, L. — Brédy: Sérga rézsa (Yellow rose) — Illés

2. Szorényi, L. — Brédy: Lass, lss, ne csak nézz (See, see, do not just look) — Illés

3. Schéck — Sztevanovity, D.: Gyémant és arany (Diamond and gold) — Metro

4. Szérényi, L. — Brédy: Eljéttél (You have come along) — Illés

6. Schdck — Sztevanovity, D.: Belle a részeges kutya (Belle, the drunken dog) — Metro

5 Szényei (2004). [Szorényi brothers: Levente and Szabolcs Szérényi; Sztevanovity brothers: Dusan

and Zorén Sztevanovity. ]
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7. Majlath — Fiilop: Rovid az élet (Life is short) — Toldy, Méria

8. Majléth - Fiilép: Nem vérok holnapig (I don’t wait ‘til tomorrow) — Zalatnay, Sarolta
9. Varannai — Tamés: Gondolj majd ram (Think on me) — Echo

10. Szorényi, L. — Brédy: Ne gondold (Don't think) - Illés

Top 10 Songs of July 1968

1. Szérényi, L. — Brédy: Little Richard énekel (Little Richard is singing) — Illés

2. Szérényi, L. - Brédy: Eltdvozott nap (Sun gone away) — Illés

3. Szorényi, L. — Brody: Kis virdg (Little flower) — Illés

4. Szdrényi, L. — Brédy: Nem érti ms csak én (Nobody understands but me) — Illés
5. Presser — S. Nagy: Rozsafak (Rosetrees) - Omega

6. Presser — S. Nagy: Azt mondta az anyukdm (Mamma said) - Omega

7. Szdrényi, L. — Brédy: Sarga rézsa (Yellow rose) — Illés

8. Presser — Adamis: Ismertem egy lanyt (Once I knew a girl) - Omega

9. Sztevanovity, Z. — Sztevanovity, D.: Egy fiu és egy lany (A boy and a girl) — Metro
10. Edwards — Sztevanovity, D.: Atélelsz még (You are still going to hug me) —
Zalatnay, Sarolta

Top 10 songs of April 1969

1. Szérényi, L. — Brédy: Holdfény 69 — (Moonlight 69) Illés

2. Presser — Adamis: Trombités Frédi (Fred the trumpeter) — Omega

3. Schock — Sztevanovity, D.: Pér csepp méz (A few drops of honey) — Metro

4. Presser — Adamis: Ha én szél lehetnék (If I were the wind) — Omega

5. Szorényi, Sz. — Brédy: Régi dal (Old song) — Illés

6. Szorényi, L. — Brody: Téli dlom (Winter dream) — Illés

7. Frenreisz — Szenes: Tolcsért csinalok a kezembél (Making a cone out of my hand)
— Zalatnay, Sarolta

8. Presser — Adamis: Egy lany nem ment haza (A girl didn’t go home) — Omega

9. Szérényi, Sz. — Brédy: Az ész a fontos, nem a haj (Reason is important not hair)
—Illés

10. Schéck — Sztevanovity, D.: Nem vagyok elveszett ember (I am not lost) — Metro
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MBAH Mukaoii CETo
,CPIICKA BE3A” Y BPEME ,BUT PEBOAYIIHUJE Y MABAPCKOJ

(PE3UME)

ITespecere roanne XX Beka cy paspobme xapa ce y Mahapckoj jaBma mpsa
renepanuja ,6ur” (pok) mysuyapa. Braa je To Aeenuja obeaeskena mporecTima
c ob6e crpane ,rBo3aeHe 3aBece” y EBponu. Mehyrim, 0Bo pazpobme 3aBpunao
Ce Ha NOTIIYHO pasAnduTe HaunHe Ha Mcroky u 3amapy. Hanme, Ha 3amapy ce
POK peBOAyLja OKOHYAaAQ KOMEPIIHjaAU3ALjOoM, AOK ce Ha McToxy pasbmaa o
Henpo6ojaH 3uA KOMyHUCTUYKE HAeOAOTHje. BAacTu cy MaHMITyAMCaAe My3HIKUM
TpxxumTeM y Mahapckoj, a moce6Ho KomyHucTrKa mapruja oA LIE3AECETHX AO
ocampecerrx roprHa XX Bexa. [TapTHjcko pyKOBOACTBO, Ka0 ¥ TajHA U ,,00n4Ha”
MOAMLYjA UT'PaAe Cy BaXHY yAory y ucropuju Mahapckor pox mokpera. To
HeCTabHAHO OKpYKje OHAO je pasAor 360r Kojer ce Kapujepe ABOjuLie Hajsehux
Mahjapckux pok 3Be3pa U3 lIe3A€CeTUX 3HAYAJHO PA3AMKYjy: HaUMe, KapHjepe
Aesenra Cepennja u 3opana CreBanosrha MOXXeMO CyMHPATH TaKo ITO hemo
pehu pa cy ce oHU KpeTaAr HCTOM TPAcoM, aAU y CynpoTHUM cMepoBuma. Obojuria
Cy 61Aa ACAUMUYHO UAU IIOTIIYHO CPIICKOT IIOPEKAQ; OHAM Cy BOKAAHU COAMCTH
¥ AMAEpH CBOjUX 6eHAOBa; obojutia cy (6apem Ha moueTKy KapHjepe) usberasasa
HOAMTUYHOCT. MelyTuM, BUX0oBa HOPOAMYHA HCKYCTBA ¥ Be3U Ca CPIICKUM
MOPEKAOM OUAQ Cy MOTITYHO Pa3AUYUTA, WITO ObjalIbaBa BUXOBO CYIPOTHO
MOHALIAkbe 3 BpeMe M HAKOH POKeHPOA peBoayuyje y Mabhapckoj. Jepar op »ux,
Aesenr CepeHu, AOCTUIa0 je BpXyHar| CBoje pok Kapujepe ca 6eraom Illés 1968.
roavHe, 3axBasyjyhu mecmu 6asupanoj Ha CpIICKOM KOAy; MehyTum, KacHuje
je mocrao TBOpan ,Mahapcke Hanmonaane pok onepe” Kpar Huwinisan. Apyru
My3udap, 3opan CreBanosuh, 610 je y3Ap)KaH TOKOM IIE3A€CETUX, Ad OH 3aTUM
CBe OTBOpEHIje U3PAKaBao CBOje MUCAH 1 0ceharba TOKOM CeAAMAECETHX, a II0TOM
Ce OABXXHO AQ jaBHO 00EAOAQHM CBOje CPIICKO Mopekao Tek 2011. roaune, kasa
je umao myHux 69 roauna, ca mecMoM Koao. OBe OKOAHOCTH IIOCTajy jacHHUje Kapd
caraepaMo ucropujar MahapcKo-jyrocAOBEHCKUX OAHOCA HAKOH 1948. ropue.

KnyqHE PEUM: ,6u1” Mysuka, Mabhapcka, 3opas Crepanosuh, Aesent Cepenn, Haec
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OPI/II‘I/[HB.AHI/I Hay4YHH YAQHAK

AIICTPAKT

Cryaunja je mocsehena xpurnaapckom paay Ilasaa Credanosuha (1901~
1985) y Mysuuxom irachuxy (1938-1940). Y Tom waconucy Crepanosuh
je 06jaBHO OCaMHAeCT YAAHAKA, HA IPeKO CTOTHHY cTpaHuina. OH je mparno
0eOrpaACKH My3HYKHU XXUBOT — OIlepCKe M OaAeTCKe MPEACTABe U KOHI[EPTe,
HacTymama AoMahux ymeTHHKa 1 HHOCTpaHa rocToBama. CTyAHja aHAAM3Hpa
CredanoBuheB IIOCTYIAK 1 KA0 KAPAKTEPHCTHYHY IIPTY YyOUaBa HeTOB aHTAKMAH.
AHTHAIIMCTHYKY K AeBHYAPCKH OIPEACSHEH, OH je PearoBao Ha HeraTHBHE
HACOAOIIKE U ADPYIITBEHE II0jaBe KOje Cy Ce HCIOSUAE Y MY3HITH U My3UIKOM
xuBoTy. C ApyTe CTpaHe, jaCHO je H3Pa3Ho CBOj eCTeTCKH XeAOHH3aM Y CyCpeTy ¢
MY3HMYKHM AGAVIMA M MHTepIIpeTanujama. Te ABe KOMIIOHEeHTe HheroBe AUYHOCTH H
Herose MysHuKorpaduje Xusee Cy Hamopeao 1 MehyycobHo ce HuCy yrpoxasaae.
Y TexcroBuMa o6jaBreHUM Y Mysuukom iAdcHUKY HUje AOIIAO AO eCKaAaluje y
IPaBITy KAaKO METOAOAONIKOT AGTEPMHHM3MA, TAKO HH AAPITyPAAPTHU3MA.

KayaHE pEun: [Tasae Credanosuh, Mysuuxu inacnux (1928-1941), cpricka My3u4Ka KpUTHKA
XX Bexa, CpIicKa My3H4Ka reproprka XX BeKa, aHraKMaH y My3U4KOj KPUTHILH, aHTU(AITHI3aAM

CBeykynHH, yOp3aHH 1 CHAXXHH Pa3Boj CPIICKe My3HuKe KyAType y MehyparHoMm
Pasa06ay 00yXBaTHO je i My3HIKy IepHOAHKY. Ao ITpBor cBeTCKOr paTa IIOKpeHyTa

OBa cTyAHja IpeACTaBAa Pe3yATaT paaa Ha pojexty Mysukoaomkor uacruryta CAHY, Hgentiuitieitiu
cpilcke My3uKe 0g AOKAAHUX go iA06artux oxkeupa: ipaguyuje, ipomene, usasosu (OU 177004). TIpojexar
¢uHaHCHpa MUHHCTAPCTBO IIPOCBETE, HAYKe M TEXHOAOIIKOT pa3Boja Pery6anke Cpbuje.

alvasic@mts.rs
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Cy YeTHpPHU MY3HYKa JaCOIIMCA, a TI0CAE 1918. FOAMHE Yak cepaM. To cy: Mysuuxu iracHuk
(1922), Mysuka (1928-1929), nacnux Mysuuxoi gpywinea ,Ciuianxosuh” (1928
1934, 1938-1941; jaHyapa 1931. IpeuMeHOBaH y Mysuuku iractuk), 38yx (1932-1936),
Becnux Jyxcrocaosenckoi iiesauxoi casesa (1935-1936, 1938), Caasercka mysuxa (1939~
1941) u Pesuja mysuke (1940). Meby tum wacormenma Diacrux Mysuuxoi gpywiiea
»Cianxosuh” / Mysuuxu irachuk 3ay3uma moce6no mecro. Hanme, oH je 0p cBux
MelypaTHMX raaciaa H3Aa3K0 HajayKe — 6€3MAAO jeAaHAeCT TOAMHA, ¥ 06jaBHo 718
YAaHAKa Ha OKO 2.400 cTpanuna. To je HajoOUMHUja T0jeAUHAYHA IIPOAYKIIHja ¥
okBHpuMa pAoMahe My3HuKke meproprKe mocMaTpaHor A06a. ITo pasHoBpcHOCTH 1
KBAAUTETY IIPHAOTA OH 3ajeAHO ¢ Mysukom 1 36yKom peACTaBAda BpXyHIle MehyparHe
My3H4Ke IIEPHOAUKE.

Liacrux Mysuuxoi gpywitisa ,Ciiankosuh” odeo je Aa H3AA31 aIIPHAA 1928. TOAUHE.
IIpBu ypeaHuk Huje 6o Mysudap mo crpyuu seh sybures mysuxe — Muaan IT.
Borpaanosuh, neH3noHMCaHH NOTIYKOBHUK 1 YAaH ApymTsa ,Crankosuh’”. Yacommc
jé IOKpeHYT ¥ TIOTOM HU3Aa310 KAO MeCeYHUK.

Ihacnuxosa usnoHOMHja je IpeTpIiesa 3HaYajHe IPOMeHe, OHA HUje 6uAa
ukcupana Ha camom nouetky. Hamme, qacomuc je umao pa mpohe kpos BUAHY
€BOAYLIjy KaAa je ped o acrmpanujama u KoHuenruju. [Tohumo op noyerxa.

Y mpBoM 6pojy je objaBsen mporpamcku TekcT Aymana ITyTHuKa, mpeaceaHHKa
Mysuukor pApymrsa ,Crankosuh’. OH je oACETHO Ha YHIEHHUIY A2 APYIITBO
»Crankosuh” MMa TpH OACEKa — IIKOAY, XOP ¥ OPKECTAap, U AA TH OACEI QYHKIIHOHHUIITY
HE3aBHCHO jeAaH OA Apyrora. Iiachukos nus Tpebaso je pa 6yse mosesuBame
HaBeAECHUX OACEK, H TO KpO3 HHPOPMHUCahe O BHXOBOM papy. Takohe, IacHux je
FMAO0 AQ PAAU U Ha IIPOIIATHpPAlby M OCTBAPUBAmLY IuseBa Apymrsa ,Crankosuh”. A
BanaAo je u oKynuTH U yBehatu 6poj capapHuka ApymTsa.

Y ckAaay ¢ IPOKAAMOBAHHM IIMA€BHMA M KOHIeNIHj1, [iackuk je ncnpsa Bohen
Kao yHyTpAIlbH, HeIIpeTeHno3HN HHopMaTop Mysuukor Apyurrsa ,Crankosuh’
Iparwro ce pap Xopa, Opkecrpa, Mysuuke mxoae u Bubanoreke. Tapa Hanaasumo Ha
rornvce HacTaBHUKa y Mysuukoj mxoan ,,CraHkosuh’, Ko 1 Ha U3BelITaje O IIOCEANMA
U ApyruM porabhajuma y Apymursy. Y ToM IpBOM IEePHOAY OHAO je M AUCTUHKTUBHUJUX
TEKCTOBA — KPUTHYKHX IIPHKA3a 3HA4YajHUX MY3HYKHX IpeMujepa y beorpaay, a miucano
je 1 0 Kopreanjy Crankosuhy, mpo6aeMuMa My3HdKe IIEAATOTHje 1 CaBpeMeHe My3HKe
u Ap. VInmak, AOMMHHPAAO je 6a3ndHO HHGOpPMIICabe: Y IPBOM IAAHY OHAO je mpahemse
pPasa ApymnTsa, a 3a erose YAaHOBe. TakBa KOHIIEIIIUja Ce OAPKAaAd TOAUHY U IO
AaHa.

Beh y oxro6py 1929. Hanaasu ce Ha BUAHY npomeHy. Op Tora BpeMeHa IiacHuk
3apo6uja Apyraunju a Tpajan mpodua. Capa ce Ha MHUIIMjAAHOM MeCTy 00jaBayjy
Ipo6AEMCKH TeKCTOBH U ecej, Ha 6pojHe, pasHOBpcHe Teme. OIIITa HCTOPHja MY3HKe,
¢uro3oduja 1 ecTeTHKa My3UKe, UCTOPUOTPAPCKH IPHAO3H O CPIICKOj MY3HIIH,
JAQHIJM M3 XPBaTCKe, CAOBEHAUKe, Oyrapcke MysHKe, IJPKBeHa U aBAHTApPAHA MY3HKa,
[HUTaka PeAaljyja My3HuKe U APYIITBA, My3HuKe U GHUAMA, IPOOAEM HAIIMOHAAHOT
My3HYKOT M3Pa3a, IOPTPETH CaBpeMeHUX AOMahMX KOMIIO3UTOPA, IIEAATOLIKE TeMe,
cBe je To obpahuBaHo Ha crpanuama Mysuukoi iracnuka. Y Hajsehe kypuosurere
AOAa3e TEKCTOBU O MY3HMYKOj KYATYPH KOA HAC M OHAQ MAAO IIO3HATHX 3eMasa
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(Cjeanmene Amepuuke Apxase, Aabanuja). Yacomuc je umao u pybpuxe 3a
My3HIKe BeCTH 1 KPUTHUKe OCBPTe Ha My3iuke porahaje. IIpaheme papa Mysuuxor
Apymrsa ,Crankouh” HUje HAITyIITEHO, AAU CAAA je OCTBAPHUBAHO Y H3ABOjeHOj U
caxxeTHjoj pyOpuiy. 3HauajaH je MOAATAK Ad je HOBeMOpa 1929. Iiachuk mocrao
OUIIMjeAHO FAACHAO JY>KHOCAOBEHCKOT IeBavKoT caBesa. Crora je oeaarnocT CaBesa
npaheHa peAOBHO 1 IOAPOOHO, Y OKBUPY nocebHe pybpuke. Tpeba MMaTH y BHAY Ad
JyxHOCAOBeHCKH ITeBaUKH CaBe3 CBe AO 1935, CBe A0 HoKpeTama Becuuxa JIIC, Huje
HMao CBOje IybAuKanyje.

OcTBapeHa mpoMeHa y KOHIIENIIHjH yCKopo he 6uTn Gpopmasn3oBaHa IpOMeHOM
MMeHa Jacomnuca: 6poj 3a jaryap 1931. uzahu he mos Hasusom Mysuuku iracruk, u
Taj HasuB he ocTaTi A0 Kpaja mocTojama oBe pesuje. Op TOra BpeMeHa, I1a AO MPBOT
IPeCTaHKA H3ADKEA ¥ AeLIeMOPY 1934, Yacomuc je ypehusao oab0p y kojeM cy buan:
Munan IT. Borparnosuh, ITerap Bunryaar, Pukapa Isapry, Muxanao Bykaparosuh,
Banjaas Beapaa, Bpaunko M. Aparyrusosuh u Muaan Bajurancku. ITopea ypeaHuka,
capapHULY y IpBOj [lachuko60j cepuju OMAY Cy 3HAYAjHH U HAj3HAYAJHUjI My3UIApH
oHora po6a: Kocra IT. Manojaosuh, Bpanko M. Aparyrunosuh, Muaxa Baja, Auryn
Aobponnh, Boxxupap Hlupoaa, Aparyrun Yoauh, Crana Pubnukap, Muaenko
JKuskosuh, 3unanaa I'punkar, Epux Camaanh.

Ilpexup y u3saxemny Tpajao je yeTupu ropute. Liacuux je 00HOB&SEH Y jaHyapy
1938. M HACTABHO je A M3AA3H CBe A0 pebpyapa 1941. 36mjame Apyror cBeTcKor Bpara
3ayBek he mpekuHyTH er3ucTeHIMjy oBor yaconuca. HoBo ypeAHHIITBO caunbaBasy
cy Crana Bypuh-Kaaju, Barjaas Beapaa u Muaenko JKuskosuh. Oa unmenmuna je
BaxkHa. Haume, roaune 1936. mpecrao je Aa u3aasu 36yK, a berosa ypeaHHIa 6uaa
je Crana Pubnuxap (= Bypuh-Kaaju). C 063upoM Ha KOHIENIHjy, AMIHOCTH
CapapHHUKA U HACOAOIIKY OpHjeHTaIHjy, HoBa cepuja Mysuuxol IAacHuka Ipeno3Haje
ce kao HacTaBak 38yka. Kao mTo je To 6uno y 38yky, 1 y HoBoMe HU3Y My3uukol
IAGCHUKA aKIIeHAT je CTaBseH Ha CaBpeMeHY MY3HKY, My3H4Ky HCTOPHOTrpadujy u
eTHOMY3HKOAOTHjy. AMYHOCTH KPUTHYApa — AOIIMCHMKA U3 3arpeba u foybraHe,
unTanan he mpenosnatu us 3syxa (IlaBao Mapkosan, Epux Camaaunh; Aparorun
Lisetxo). Y My3uuxom irdcHuxy mocae 1938. IPUMETHO je ¥ HPUCYCTBO MapKCU3Ma.
Melyy capapnuimma capa ce ykpiuTajy crapa i HoBa umena: Kocra IT. Manojaosuh,
Antyn Aobponnh, Ayjo Aasirao, Mepu XKexen, Muska Baja, ITpeapar Muaomesuh,
ITerap Kowosuh, Josan Banayp, Jocun Caasencku, Muxosua Tomanaa, Jypyj
Apbarcku u Ap.

Kao mTo je mosnaro, y Apyroj moaosuau XX BeKa AHTepaTypa O My3HIIH, I1a TaKO K
My3HYKa IIEPHOAMKA, HUCY OMAe HCTPAXKUBAYKA IIPEOKyYTIALHja CPIICKe My3HKOAOTHje.
Pasyme ce, Mysuuku irdcruk Huje 3a60paBseH Y jyroOCAOBEHCKUM AGKCHKOTPadCKIM
IIPUPYYHHUITMMA, AAU CE O HeMy HICY ITHCaAe Hay4dHe CTYAHuje.” Y MOCAeAOj AeLIleHUj!
npouraor croaeha Poxcanpa Ilejosuh je 06jaBruaa ABOTOMHY HCTOPHjY CPIICKe
MysuKorpaduje Ao Apyror CBeTCKOT PaTa; y APyroM ToMy, Koju obpahyje mehyparuu
HePHOA, ACAUMHYHO je pasMarpaHa rpaha Mysuuxol IAGcHUKA, AAM He KAO OACAUTA
TeMa 1 LieAnHa, Beh kpo3 npaheme paaa nojeansnx mysuxorpada (Ilejosuh 1999).

2 Bupern: Puri¢-Klajn MCMLXXIV2; Pejovic 1984a.
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My3suuku iracHuK ce CUCTEMATCKH YATA M AHAAMBHPA Y IOCACAHX AECETaK FOAUHA,
y CTyAMjaMa IUCLa OBUX PeAoBa. A0 capa je maxma 6uaa nocsehena HekoAnKuM
acriextiMa LiacHukose Mysuxkorpaduje: peLelnLyju 3aaAHOEBPOIICKe 1 aBaHIapAHE
My3HKe, OAHOCY IIpeMa T3B. HALIMOHAAHOM CTHAY, IOYeLjIMa My3HIKe HCTOpHOrpaduje
Ha CTpaHHIaMa OBe PeBHje, YIIANBY MAPKCH3Ma, 2 OHAA M KpuTHIapckoM paay Kocre
I1. Manojaosuha (Bacuh 2011, 20126, 20128, 20133, 20136, 2014; Vasié 2017a, 2017b).
Borara rpaha oBor wacoruca 3aspelyje aAama ncrmrusama.

kkxk

ITaBae Credanosuh 3ay3uma 0cobeHO MeCTO y HCTOPHUjU CPIICKe My3HUKOrpaduje.
®ra030¢ a He MysHUap 110 06PA30BAILY, OH Ce MIPHKAYIYje OHOM KPHAY HAIIMOHAAHE
My3U4Ke KPUTHKE U €CejUCTHUKE Y KOjeM HAaAa3MMO MCTAKHYTe CPIICKe KIbH)XKeBHUKE
U MHTEAEKTYaAlle KOjH Cy AOOPO M OAAMYHO ITO3HABAAU MY3HUYKY YMETHOCT U
BbeHy UCTOpH]jy U 06jaBruBasu TekcToBe o My3uru. Cerumo ce camo borpana
INonosuha, Ucupope Cexyanh, Crarncaasa Bunasepa u Buxropa Hosaxa.? ITa urax,
Credanosuh ce uspsaja. OH je, mehyy Mysmukum nucrimMa KojuMa MysrKa Huje 61aa
OCHOBHA CTPYKa, U y3 BunaBepa, ocTBapuo HajobumHuju omyc.* Fberos ,raac” ce
Pa3AMKYje U IPelo3HaTAUBUM CTHAOM: €AOKBEHIIHU]ja, aCOLIUjaTUBHOCT, IIAACTHYHOCT
U CyTeCTHBHOCT U3pa3a, unHe ra 6anckuM CranucaaBy BunaBepy, a yaasaBajy ra op
CPIICKMX MY3HYKUX KPUTHYAPA, My3HUapa [0 00pa3oBamy, uMje je Mucame, yOoIlITe
y3eBIIIH, OUAO CTHACKH Makbe pasyheno.

ITaBae Credarosuh je ka0 My3HUKH IHCAL] ¥ KPUTHYAP TIOACAHO CYAOHHY OCTAAHX
CPIICKHMX My3HuKorpada; HCTOpHja My3uKorpaduje je KaCHO II0CTaAa paBHOIPaBHA
HCTPaXKMBAUKa 00AACT CPIICKe MY3HKOAOTHje — TO Ce AOTOAMAO TEK OA IIOCAEAHE
Aettennje XX Bexa, ¢ I10jaBoM Hu3a Kibura 1 paposa Poxcanpe ITejosuh u Cao6opana
Typaaxosa.’ Minak, Tpe6a umaru y Bupy Aa je Credanosuh xiBeo A0 1985. TOAHHE, T
Ka0 aKTUBAH ayTOP U HUje MOrao OUTH TeMa My3uuke ucropuorpapuje. Mehyrnm,
HeroBa BPEAHOCT je youeHa OA CaBpeMeHHKA U Bheros ooumuu ecej Ilytiesu xa
{loumarby My3uKe HaIllao Ce Ha YeAHOM MEeCTY aHTOAOTHje CPIICKe My3U4Ke eCejuCTUKe
U3 1966. ropnHe.’

IIpoyuaBame Tekcrosa ITaBaa Credanosuha 0TBOpHAA je My3HUKOAOT AAeKCaHAPa
Keceposuh. U3 ropune 1993. motuue meHa (Heo6jaBreHa) MarucTapcka Tesa
nocsehena anaansu Crepanosrhesux ecrerraxux noraeaa (Keserovié 1993 ). Oy,
cuHTeTcKH 1oraep Ha CredanosuheBy Mysukorpadcky ocraBmrrHy AaAa je Pokcanpa
ITejosuh y momenyToj uctopuju Hame auteparype o mysunu (Ilejosuh 1999:
308-321). IIpema TOM TeKCTy CTa ayTOPKa je cacTaBHAa oraasae o Crepanosuhesom
MelypaTHOM crrcaTesCKOM paay y ¢Bojoj moxorpaduju o Credanosuhy u Aparytuny

3 Buperu Bacuh 2004: 169-170; ITeno 2011.
4  Bubanorpaduja Crepanosuhesux Hanmca objaBreHa je y: Jankosuh-Berym 2017: 243291
5 Buperu Bacuh 2006.

6 Buaeru Rinpuaos — Bypuh-Kaaju — Tpudynosuh 1966: 203—231.
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Tocrymxom (ITejosuh 2012: 11-25). Hajsaa, [TaBay Credanosuhy je 6no nocsehen
HHTEPAUCIIMIIANHAPHI HAYYHHU CKYTI, OAPYKAH 2016. y YApyketsy Kommosuropa Cpbuje.
Mayhe ropure Mysukoaomiko Apymrso Cp6ouje 1 PakyareT MysuuKke yMETHOCTH Y
Beorpaay o6jaBuau cy o6uMaH TeMaTCKH 360pHUK HaydHHX papoBa O ykycuma ce
paciipaswa: Iasre Ciieparosuh (1901-1985) (Mapunxosuh u Jankosrh-Berym 2017).
Ta kebura cappxu u npusore rnocsehere nojeansnm cermenTuma Crepanosuhese
My3ukorpaduje.

kkxk

ITaBae Credanosuh ce mpBu myT jaBno y Mysuukom iAacHuxy jyHa 1938. TOANHE;
LIOCAEARb€E BeTOBO I10jaBAHBatbe AOTOAMAO Ce Y ABOODOjy 3a jaryap u pebpyap 1940.
ropuHe. YKyIIHO je 06jaBruo ocaMHaecT 4aaHaka. CaMo 0A THX BeIOBHX TEKCTOBA MOTAQ
OU Ce CaUMHUTH KIBUTa OA CTOTUHY CTPAHMUIIA.

ITaBae Credanosuh je 6uo jepan op ItacHuxosux MySHIKHUX KpUTHIAPA —
yaonucHuk” us Beorpapa. OH je mpaTno mpecroHndke Mysnuke porahaje —y
Beorpapckoj onepu u Baaery, Beorpaackoj puaxapMoHuju, HacTymama 6pojHUX
Aomahux ymeTHHKa U HHOCTpaHuX roctyujy. Kpos merose kputuke mpoaase:
Opanxdyprcka onepa, Crepan Xpuctuh xao xomnosurop, IleBauko ApymrBo
Bk’ n3 Aeckosua, Marpa Tasadepo (Magda Tagliaferro), 3aarko Baaokosuh,
AoBpo Maraunh (xora je Hapouuto nenuo), Haran Muamraju (Nathan Milstein),
Mapuja u Oara Muxaunaosuh, JKax Tu6o (Jacques Thibaud), Bosxxupap Kynun,
Enpuxo Majuapau (Enrico Mainardi), Bponncaas Xy6epman (Bronistaw Huberman),
Anekcanpap Boposcku (Aaexcanap Boposckuit), loppana Muaojesuh, Aaekcanpap
Yuuucku (Aaexcanpap FOuunckuit), Urnay ®puaman (Ignaz Friedman), Hapa
Bpankosuh, Hukura Marasos u MuEOTH Apyru yMmetHuny. Hame o6pahame oBum
TEKCTOBUMA OHAO je MOTHBHCAHO XeMOM Ad CE AOIIpe A0 TeMesHHX IipTa [TaBaa
Cre¢anosuha kao MysuIKor KpuTHIapa.

ITaBae Credanosuh je y Mysuuxom irdcHuky y 4YeTHPHU HaBpaTa UCTYIINO Ca
CBOjeBPCHUM IPOTPaMCKUM TeKCTOBUMA, Pa3AMIUTOT ycMepema. M3 THX TekcToBa,
aAM M M3 CAaMMX KPUTHKA pa3a3Haje ce AOMHHAHTA HeTrOBOT paaa y IiacHuky, a To je
AHIANMAH — KOAMKO MY3HYKH, TOAMKO M BaHMy3u4uky. OBAe HAC MHTepecyje Taj acreKT
EeTOBOT PaAd Y OBOM YaCOIIHCY.

Haeoaomka yeepema [TaBaa Crepanosuha ucriosena cy seh y mepuoay npe
Apyror cBeTCKOT para: IpHamkarkbe y3 AeBO OPHjeHTHCAHY MHCAO0 U YCTajare IIPOTHB
¢ammama. CXOAHO THM IoraeprMa U cTaBoBuMa, ITaBae Credanosuh je opsxao — 1o
3aKAYUIYjeMO U3 CAMUX TEKCTOBA — AQ MY3HUKHI KPUTHIAp He Tpeba Aa ce 6aBU caMo
€CTeTCKOM BaAOPH3ALIMjOM KOMITO3HUI¥ja AU U3BOl)erba; BeMy je OHMAO BOXKHO Aa ce
He M3Ty0H M3 BUAQ OHO IIITO je y CAydajy oppeleHor Mysuuxor poralyaja edtiuuku 6uTHO,
I1a ¥ GUTHHje, 2 TO Cy MOTA€ OUTH ITOAMTHYKE HAU HACOAOILIKE HMITAMKALIHje. YKOAUKO
je moBop, 610 moce6Ho npobaemarnya, ITaBae Credanosuh Huje MMao KoaeOama
— KOHTEKCT je MOpao AOOHUTH HaraaureHy oOpaay, a eCTeTCKHU aCIeKT je AOHeKAe
MIPEAA3HO Y APYTH IAQH.

Toaune 1938. y Beorpaay je rocroBaaa ®panxdyprcka onepa. Crepanosuh je
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o Tom porahajy ussectno Mysuuku irachux. OH je, 3aIpaBo, HAIMCAO TPH YAAHKA
o ToM 3HauajHOM rocroBamy (Credanosuh 1938a, 19386, 19388). Apyru 4aaHax
je mocsehen nssohewy Mouaprose (W. A. Mozart) onepe Quiaposa xenugba u
onepe Puxapaa lrpayca (Richard Strauss) Kasamwep ¢ pyscom, a pehu Barneposoj
(Richard Wagner) onepu Baskupa. Aan HajBaxuuju je ipsu TekcT. Hajayxu op oBa
TPHU HAIIKCA, IIPBH je CBOjeBPCTaH IPOrPaMCKH TEKCT y KOjeM KPUTHYAP Pa3oTKPHBA
moTtuBe Munucrapcrsa nmpomaranae Tpeher pajxa xoje je pemuao pa momase
Opankyprcky onepy y Kpasesuny Jyrocaasujy. ITaBae Crepanosuh je mpusHao
CBaKy BPEAHOCT HEMAUKIM My3HYapHMa, OA AyOOKOT 3Hakba i IIepPEeKITMOHM3MA ¥ PAAY
AO GecripekopHUX yMeTHHUKUX AoMeTa. Huje ocTao AyxaH TaseHTy 1 mocsehenom
paay roctujy us Ppankypra, aAu unTaall jacHo oceha mberoB XAAAHH TOH U 030HAHO
— He 3a0puHyTO Beh HEYMOSHBO ApKaEbe Y0BeKa KOjU He cKpehe moraep oa 3Aa;
caymajyhu u raepajyhu HajBume pooMeTe HeMadKOT AyXa, OH y cebu HOCH MHCA0 Ha
OHO IITO YUTAOIIMMA OHAQ H IIOMHUI€: PaCHe 3aKOHe U IPOTOH JeBpeja. ABamyT ce
jaBma McTa Mucao: y Toj u TakBoj Hemaukoj je jeaar Xunaemur (Paul Hindemith)
sahyTao, opnocno hytu (Credanosuh 1938a: 120, 121).

Aorahaju us cenrembpa 1938. ropune — kapa YexocaoBauka Oyae IpemymTeHa
cBOjoj cyaAbuHuU — nsasahe xop ITaBaa Crepanosuha peoar. IToBopoM HacTymama
Bepe Bopcke (Véra Borska), panuje uaanure onepe y BpHy, unramo:

TleBaunia je Yexumsa. ITeBaaa je 21. cerrrem6pa. Kao uaaruia Hemauke onepe, repaaa
je Ha HeMauKoM je3uky. Mopaaa je oceharu mro u MHOrH y rry6auny. ITesad je u
qoBek. Fberosa ApymrBeHa yaora He mpecTaje ca BOkaaHOM peaarHonhy. Eberosa
XyMaHa ocehajHOCT jour Mamse. ITeBaaa je jeAHOT cTpamHoOr AQHa r-ha Bopcxka... Hu
KPUTHYAP HHUje YBeK II03BaH Ad APXKHM ITepo ¥ pyuu. Pyka ce saBpimiaBa makomM, 4uja
TPH IIPCTa APKe MIepo | CBHX TeT ce cTexxy y necHuny (Credanosuh 1938 182).

ITaBae Credanosuh He ycTaje caMo IPOTHB $alIN3Ma U aHTUCEMUTHU3MA; HEeroB
aHTa)XMaH II0Ka3yje A2 OH BeOMa AOOPO 3Ha, I1a TO JKEAH U Ad KaXKe, KOAHKO je
Mel)yparHOj TOANTHYKO] KPH3H, AU U CYAOHHY T3B. MAAMX HAPOAQ U APYKaBa AOTIPUHEO
HMIIEpHjaAM3aM U KOAOHHjaAM3aM [TOjeAMHHX 3aTIAAHHX 3eMasa.

Aeniem6pa 1938. TTaBae Credanosuh ce 3aycTaBHO KOA jeAHOT IIpeaaBara y AHIAo-
aMepHYKO-jyTOCAOBEHCKOM KAy Oy y Beorpaay. IIpesasae je opprkao Aapet OuapuHT
Easapac (Lovett Fielding Edwards, 1901-1984) notomu npesoanaay Auaprhesor
pomana Ha Apunu hylipuja Ha eHraecku;’ npeseo je, Takohe, Memoape npore
Mareje Henaposuha. Y npeapatHoM usaamy cprickor npesoaa Aopencosor (David
Herbert Lawrence) pomana Curosu u 4y6asHuyu, oH je Hanucao npearosop.® ITopea
OCTAAOT, IIpe Apyror CBEeTCKOT paTa 00jaBHO je, HA €HIAECKOM je3UKY, U ABE KIbHIe O

7 IToapobHY u omcesxHy aHaAU3Y TOra IpeBoAa BUAeTH y Pakuh 1998. MHave, Taj mpeBop je mpariaa
MaAa nmoaurrdka apepa. Haume, Auapuh je omrpo pearosao, y mucMeHoj ¢opmu, Ha U3BeCHe IOAMTHYKE

pedaexcuje koje je EABapAc H3HeO y IpeAroBOpy 3a CBOj IIPeBOA; BUAETH: MapTeHC 2016.

8 TlpeBop je objaBmeH y ABe Kibure 3a m3paBauky Kyhy Kocmoc us Beorpapa, 1939. ropuse.
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Jyrocaasuju: Cseitioso xogouawhe: iwyinosate kpos Jyiocrasujy (1938) n Ilyiinux y
Jyiocaasuju (1939). Toaune 1972. wyjopika nspaBauka kyha ,Sten and Day” o6jasraa
je, y BeToBOM IpeBOAy, MOHOTpadujy apxeosora Aparocaasa Cpejortha o AemeHckoM
Bupy. IIpeBoAMO je U ¢ PpaHIfyCKOT M UTAAHjAHCKOT je3HKa.

Aaser @. EaBapac, xoju ce, mpema CredanosuheBuM peurnma, 6aBHO 1 My3HIKOM
KPHTHKOM, OAPIKAO je IpeAaBarbe 0 My3H4Koj Apamu Mehysyuiko 6aaio CBeTomupa
HacracujeBuha, Ha Texct Momunaa Hacracujesuha. TekcT npesaBama Huje
cagyBaH (aKo je MMCAHOT TeKCTa U GHAO), 1A Ce O HEr0BOM CaAPXKajy B KapaKTepy
obasermrraBamo u3 npukasa ITaBaa Crepanosuha.

Kpuruyap Mysuukoi iracHuka ce HUje AA0 3aBeCTU KOMIIAMMEHTHMA Koje je
eHraecku kpurudap HaunHno HacracujesuheBom peay. OH mpesasy npexo mUX
(youasajyhu npo6aemarnana nopehema ¢ Pumckum-Kopcakosum /H. A. Pumckuit-
KopcakoB/, Ha IITeTy pycKOT KOMIIO3UTOpPA); OH, HANMe, IPOHHIAUBO CarAeAABa
HAEOAOIIKY IIOAAOTY EABapACOBOT IIpeaaBama, IIOAAOTY KOja Ce MOXKe O3HAYUTH
Kao uMmmnepujasnu Auckypc. Ilpema Credanosuhesum peunma, Aasetr EaBapac
BOAM er3oTHKy 1 baAkaHIMMa npemopydyje Aa ce ApKe KyATa HApOAHHX BepOBamba
U IPUMUTHBHOT MUCTHIU3MA. AAH, tuTa ce ITaBae Crepanosuh, 3amro TO ncro
EaBapac He mpemopyuyje cBojuM cyHapopHunuma? M ounpa peha ,rpapusue
eAeMeHTe  eHIAecKe MCTOpHje U pa3Boja. [loMumbe U eHIAeCKY KOAOHHjaAHY
IOAUTHKY, IOCAOBHY, TPTOBAYKY YIOPHOCT, OPTAaHM3ATOPCKY KUAABOCT H
KOAOHM3ATOPCKY eAacTHYHOCT. OBA€e HAM je OTpebaH jeAaH AYXKH ITUTAT U3
Cre¢anosuheBe mpopOpHe aHaAH3eE:

Kao mMHOro6pojun Mucunonapu ca Bubaujama y 1jemny, ca UMnepujasHOM
rpabanckom curypuourhy y cpuy, BpBe FICTOKOM... KYATYpPHHM IIpONAraTopu
CBETCKOT je3MKa, IPOyYaBaOljM MAaCHBUCTUYKOT KaMallUTeTa MaAUX U
CHPOMAIIHNX, 3a0CTAAUX HAPOAR, CaBeTyjyhu oBUMa Aa ocTaHy caMo CBOjH,
caMo crenupUIHM, CAMO HallMOHAAHU M TO Ha Ha4MH Koju he ux ocraBurn
IO CTPaHU OA APYLITBEHOT IIpoljeca pa3Buha IyTeM jadama palloHaAHe
KYAType, TyTeM IpUXBaTakha HaydHe MUCAU U PEAAHOT MI03HABaMkha CaAAIIbOCTH
(CTe(l)aHOBI/Ih 1938e: 218).

ITocae Tora, ITaBae Credanosuh Boau cBoj GecromrepHn ,,0Ar0Bop” AaBeTy Ka
KyAMUHAIIUjH, OH My Ha Kpajy ¢ IpaBoM Ipebaryje u pobaryje:

[Enraesu) Hama nak mpenopydyjy HeroBame AyXa 1 MOpasa HapOAHHUX IIPEAAIbA.
ITo meMy, AaKA€, MU Ad KOTIAMO U U3 Bhera GpeTuire A2 FpaAuMo, MUPHH, A0OpH
U CHMCXOA/MUBH, OPUTMHAAHU U PACHO AMYHH. Aa KOIIAMO II0 MpPaKy CBOje
IPOLIAOCTH MaTepHjaA COIICTBEHOT AyXOBHOT X MOPAAHOT AOCTOjaHCTBa, 3a cebe,
3a CBOjy AyOuHY, 32 CBOjy 6AAKAHCKY OPUTMHAAHOCT & AA OCTaBUMO APYTHMa Ad
KOIIajy PYA€, Ad LIpITy CHPOBHHE, AQ CUCAjy U3 3eMbe IIETPOAEj, Aa Oepy MaMyK U
rpajpe TEeKCTUAHY HHAYCTPH]Y... XyMOP, ONTHMH3aM U PAIJHOHAAHOCT Cy TeMesHe
npre Beauke EHraecke kyaType aanac. MarepujasHO IOCTOMSE OBE OTPOMHE
HMIIepHUjaAHe 33jeAHHIle HITYAYPHAO je Te BpPeAHOCTH, CTBOPHUBIIH 3a HUXOB
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passurax ycaoe. V1 Baakany Tpeba xymMopa, OIITHMU3MA U PallOHAAHOCTH, AOBeT
EaBapace! (CTeq)aHOBI/Ih 1938e: 218—219).9

ApyLTBeHa yCAOBASEHOCT yMETHOCTH TeMa je k0joj ITaBae Credanosuh y Mysuukom
iAacHuKy HUje IOCBETHO TeOPHjCKH OrAeA. MehyTim, o ce Ha Bume mecta ocphe Ha
Taj opHOC. He ncryma ¢ eaabopanujom, Beh ¢ usBecHuM moppasyMeBameM; TaKO 1 Ha
caepehem MecTy, Tae je ped 0 ycIiecHMa COBjeTCKHX My3HYapa:

Moske AM MIKO OUTU TOAMKO HAaMBAaH UAM 3A0BOSAH AQ IIOCAE OTPOMHOT yCIIexa
ydenuka MockoBckor koHsepBaropuyMa Ha Mehynapoanom xonkypcy Hcaj y
Bpucay He Haspe TecHy II0Be3aHOCT OBOT IIEAATOIIKOT HHCTPYMEHTAAMCTHIKOT
MeTOAQ Ca OIIITUM APYIITBEHUM YCAOBMMA Pa3BUTKA M HEeroBamwa KYAType U
yMeTHOCTH Harnoce y T0j cpeautn? (Crepanosuh 1938e: 219).

U onaa Credanosuh nurupa Emuaa Bypujana (Emil Franti$ek Burian) xoju rosopu
O YMETHOCTHU Ka0 OTA€AAAY CBOTa BpeMeHa, mTo je ounto Credanosuhy 6amcko
cxBarase. Mnak, kop Crepanosuha, y IiacHuky, HeMa OHOra KpyTOT AeTepMHHU3MA
KOjH ce 3amaxxa y oraeauMa Bojucaasa Byuxosuha, HApo4unTO Kaaa je ped o yIAUBY
APYLITBEHHX YHHUAALA HA YHYTPAILIbY CTPYKTYPY MY3HYKOT YMETHIHIKOT A€AQ."

Ha muorum mectuma npatumo ITaaa Crepanosuha kao sacTymHuka npeje
COIIMjaAHe IPaBAE U UCTOPHjCcKe HCTHHE. Fako BUCOKO BpeAHyje AOMeTe 6eorpaACckor
ussohema onepe Angpe Illenuje Ymbepra Hopaara (Umberto Giordano), Hasusajyhu
TY IPEACTABY YHCTHHY BEAMKOM, OH TOM A€AY He OIPAINTA CHXKe KOjH je, KAKO Kaxe,
PeaxIMOHAPaH U YyIPaBO AHTUPEBOAYLIMOHAPaH: , TO HePEeBOAYIIHOHAPHO AEAO O
PEeBOAYLIHjH, peaKLIMOHAPHO U YIPABO aHTHPEBOAYLIMOHAPHO 110 CaApxkajy (y kome
Cy CBe AeIlOTe U BPAMHE Ha IIPUMEPIIMa KAACe KOja OAAA3H, CBE IIOPOYHOCTH U
rpy6ujaHcTBa... u3 Kaace Koja Aoaasn)... (Crepanosuh 19384: 181). O mpeacrasu
Credanosuh kaxe: ,... cBe je 61A0 YMETHUYKH UCTUHUTO Y OHOj MEPH Y KOjoj je y
JKMBOTHOj ay TEHTUIHOCTH MopaAo 6urtu aaxno” (Credanosuh 1938: 181). OBa
KPHTHKA MOXXAQ Ha HajOOSH HAYMH IPUKA3yje CaBPIIeHY KOET3UCTEHIIH)Y COLHjaAHO
AHTQXOBAHOT KPUTHYAPA U CYIITHAHOT ecTeTe, y AndHocTH ITaaa Crepanosuha. Jeaan
APYTOTa HECY yIPOXXaBaAH, AAU je CBAKU MOPAO AA Ce U3PA3H CHAXKHO M HE3aBHCHO.

Jaua HujaHCca oATOBapajyhe HACOAOIIKE YCMEPEHOCTH U IIPUTAjeHe TeHAEHIHje
3amaka ce y MO3UTHBHOj KPUTHIM 6€OTrPAaACKOT KOHI[ePTa AeCKOBAYKOT MeBAYKOT
Apyurrsa ,Bunnuxu’. Credanosuh kaxe: ,Nema zaista ni jednog srpskog grada od
nekoliko desetina hiljada stanovnika a da u njemu bar trideset gradana ne prestoje sat
ili dva nedeljno u kakvoj $koli, u prostorijama kog udruzenja, sa notnom hartijom u
rukama, ueéi po sluhu, napamet, tu i tu melodiju... ili bar niz tonova...” (Stefanovi¢
1938b: 147). Mebytum, TTaae Credanosuh He kaxe Aa au 6ap Tpupecet rpabana He

9 Credanosuh nme eHraeckor npeaasaua Geaesxu kao AoseT. My cMO ce AP>KAAH TPaHCKPHIILHje KOjy
cyrepume Préi¢ 20082: 123. Iphuh uspuunro xaxe: ,Lavet — NE Lovet”.

10 Buperu Bacuh 2003.
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npecToju y upksy, Takolhe nesajyhu, tj. nojyhu. Cysumso je mopcehatu Ha Beanxn
¥ KOHTHHYHMpPAHHU aHT'KMaH CPIICKUX X0poBa (pakae rpahana) mpu xpamosuma,
CBe AO 1945. TOAMHE, 14 H TIOCAe Te TOAMHe. UBpCTa yBepema HepeTKO YKAYUyjy
PEAYKIIMOHU3AM.

ITaBae Credanosuh ce Huje aHraXXoBao caMo ¢ 063UPOM Ha T3B. HAEjHY CTPaHY
YMETHOCTH U HeHOT 3Hauema y APy TBy. OH ce 6aBHO U CHEIMPUIHO MY3HIKIM
nuTaBUMa. Y TeKCTy o mpobaemuma Beorpaacke omepe i lbeHOr perepToapa, U3alao
je ¢ KOHKpeTHNM AeanMa Koje 61 Onepa Tpe6aso pa usBeae, op Iayka (Christoph
Willibald Gluck) u Be6epa (Carl Maria von Weber) a0 Aebucuja (Claude Debussy)
1 MajcTopa MopepHe Mysuke (Stefanovié 1938a). Tpe3BeHOCT M peaAUCTHYHOCT Y
pacybhuBamy — He MOXXe Ce HAAOKHAAMTH CBe IITO je CypOBa MCTOPHja CIPEYHA —
BHAU Ce U Y TeKCTY U3 1939. TOAMHE, IIOA HacA0BOM Za domacu simfonijsku muziku
(Stefanovi¢ 1939b). IToenTa TOr YAaHKa jecTe TO3MB OPKECTpUMa A2 Ce Ge3 OKAeBamba
noayxsare ussohema komnosunmja oomahux ayropa: ,Ona [tj. simfonijska tela, A. V.],
sva od reda, moraju pohitati sa ispunjenjem svoje kulturne misije” (Stefanovié¢ 1939b:
75). UctoBpemeno, ITaae Credanosuh He ysehasa, HEKpUTHIKY, BPEAHOCT AOMeTa
HaIIIX KOMITO3UTOPA, ITa Kaxe: ,Najzad, kvalitet domace simfonijske muzike. Jasno
je kao dan da taj, ukupno posmatran, ne zadivljuje. Priznajmo otvoreno da je ¢ak i
vrlo osrednji, sa izuzetkom sasvim retkih i malobrojnih dela ove vrste” (Stefanovi¢
1939b: 76). Buhe 60su, cMarpa Credanosuh, ako koMmosutopu 6yAy MOTUBHCAHHY,
OAHOCHO IIPHXBATaHU OA H3BONAYKMX TeAa.

O opAnkama AuTepapHoOr cTrAa 1 rocryinka ITaBaa Credanosuha mucaaa je mox.
npod. Pokcanpa ITejosuh. Ta cy nurama y lbeHUM ABEMa KIbUTaMa allCOABUpPaHa
M HEMaMO LITa AQ AOAAMO HeHHM OIICepBalijaMa O KPUTHIAPY-IHUCIy KOju 6pycu
CBOje pedeHHIe 1 YHja ce KYATYPa M IIUPOKO 06pa3oBambe Mpare U3 TEKCTA Y TEKCT."
MoskeMO CaMO AOAQTH TIpUMepe KaKO IMAACTHKY TekcTa ko Credanosuha rpaau u
HHEeroBa AyXOBHTOCT, [IPTa KOjy He 3aMa)kKaMo y CTAPHjUX My3HIKHX [HCAI]a IOy T
Muaoja Muaojesuha nau Ilerpa Kowosuha. Ilpumepure, y Cpiickom krsudicesHom
IAGCHUKY, IIEHTPAAHOM CPIICKOM KIbM)KEBHOM U yMETHMYKOM YaCOIKCY Y IIPBOj
nmoroBuHM XX BeKa, TO CBOjCTBO 3ama3uau cMo kop I'ycrapa Muxeaa.* Mima ra u
kop ITerpa Kpcruha, y Mysuukom iracnuky.® CysumHo je momumary CraHuCAaBa
BunaBepa; 1eroBo 1JeAOKYIIHO CTBAPAAALITBO OOeAeXkeHO je ocBajajyhum cMucaom

3a Xxymop.'

1 Ilejosuh 1999: 310-311; [Tejosuh 2012: 14-15. O6jamena buobubanorpaduja P. Ilejosuh (ITejoprh
2007: 34.) OTKPHBA A je OBa ayTOpKa Harrcaaa Tekcr o [lasay Credanosuhy y Leksikonu jugoslavenske

muzike (Pejovi¢ 1984b). 1 Ty ToM 4AaHKy HCTaKHyTe Cy KibikeBHe BpanHe CredanosnheBnx Hamuca.
12 Buperu Bacuh 2004: 186.

13 Bubanorpauja Kpcruhesux usanaka y ,Mysuukom raacHuky” npeseHnTupana je y Bacuh 2012a:
231-247.

14 IleaoxynHe BuHaBepoBe My3iuKe KPUTHKE U eCeje O MY3HI[H IIPUPEAHO je KEIKeBHH HCTOPHYIAP

Tojko Temuh (Bumasep 2015). To KanuTaAHO U3AAIbE H3AIIAO je Y OKBUPY BuHaBepOBUX cabpanux Aeaa

Y OCaMHAECT KIbHTa KOje je y IIeAMHHU IIPHpeAro U ypeano Tojko Temmh.
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ITaBae Credanosuh Boan xunep6oAy 1 mapasoxc: ,Aupuresr... AoBpo Maraunh
CTaBHO je Ha Iporpam JeHKoBy yBepTupy Kocoso m AUCHHCKOBY yBePTHPY 32 HeroBy
ApyTy 1 60y onepy Ilopun. To cy aeaa 0p Heke BpPeAHOCTH, OA KCTOPHCKE HAPOUHTO.
U3 1HX Ce BUAM A2 MU HUCMO HUKAH 13 KonpuBa... (Creanosuh 1938e: 216). Onaa
BHAMMO AQ Halll ITKCAI] MIMa CKAOHOCTH U 3a HpoHHjy: ,CucKuHA je cBupao u Hosaka
u Cyka, KOju ce yNOpHO He npHamajy Hamer cpra’ (Crepanosuh 1938e: 220). Japke
cavke ITaaa Crepanosuha 3appikaBajy unTaoueBy MKy U M3a3UBAjy OCMEX:

PexBH3UTOpPCKM ITOCA0 YIPaBO je AeKaacHupaH, y Hac. Ilapuje TeaTpa, Hocaun
MUHAEPAYKQ, KOllasba M PUIUAQ, UNaK cpehoM He OuBajy Buile mubaHu, HY
Mamy3aHu. KOAeKTHBHU OArOj YMHHAALIA ONlEPCKe 3ajeAHHIle aKTUBHPaAO Ou
MelyTHUM U y BUMa CBeCT 0 3Ha4ajy U CMUCAY BuxoBe pyHKuuje. Tapa HE OHO
9yjHO, HEHAY3MOHHCTHYKO KAOTIApake M3a 3aBece 3a BpeMe KpacHe yBepTUpe h3a
[POAOTa He O GHAO HYXKHO 3A0... (CTe(l)aHOBI/Ih 1938A: 186).

kkxk

Aexrupa Hamuca ITaBaa Crepanosuha y Mysuukom iracHuxy OTKpUBa KpUTHIapa
jaCHHX M YBPCTHX CTaBOBA U BPEAHOBAMbA, IMUCI]A YTAHYAHOT CTHAQ, HHTEACKTYaAlla-
XEAOHIICTY KOjH Y’KVBA Y YMETHIYKHM KpearjijaMa, aAM KOju G6YAHO IIPaTH APYIITBEHe
TOKOBE, pearyje Ha BUX U He AO3BOSABA Ad TA YMETHOCT OA HHX 0ABOju. Koa ITaBaa
Creanosuha HeMa AapIypaapTusMa, HeMa oaBpaheHOCTH 04 xknBOTa. Tpe3BeH U y
3aHOCY, COLMjaAHO aHTaKoBaHU ecTeTa, [TaBae Credanosuh Huje moIA0, HYje MOTAO
nohu mytem JKana Aesecenrta (Jean des Esseintes), jynaka Yucmancosor (Joris-Karl
Huyismans) pomana Hacyiipoi.s
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koHnepTu. 1. ITpBu cumdponujcku xounepT beorpapcke ¢puaxapmonuje. 2. Apyru KoHIepT
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Credanosuh, ITasae (jamyap 1939a) ,Mysuuxu sxxusot Beorpapa. A.) Mysuka 3a opkecrap. 1.
Tpehu konnepT Beorpaacke ¢uaxapmonuje. 2. Yerpru koHLEepT Beorpapcke ¢puaxapmoHuje.
3. Cumdonujcku koHuept Papno-opkecrpa (apyru). 4. Cevanu yac Collegium musicum-a. B.)
WHCTpyMeHTaANCTHYKM COAO-KOHIepTH. 1. Brnoanncku konnepr XKaka Tuboa. 2. Kaasupcku
xonuepr XKaxa Tu6oa. B.) Kamepro-mysuaxe npupeabe. 1. Janauexoso seve (Apyru sac Koaapuesor
yHusepsurera). 3. Fyaauxu ksaprer Fbemeuex-Caarun (Uerspru 1ac Koaapuesor ynusepsurera).
I') Xopcka mysuxa. 1. Konnepr Cpricko-jepejckor nesaukor Apymrsa. 2. Kongepr JKenckor
mysuaxor Apymrsa u3 Hosor Capa. (ITetu yac Koaapuesor ynusepsurera)”, Mysuuxu irachux 1:
10-21. / Stefanovi¢, Pavle (januar 1939a) ,Muzicki zivot Beograda. A.) Muzika za orkestar. 1.
Tre¢i koncert Beogradske filharmonije. 2. Cetvrti koncert Beogradske filharmonije. 3. Simfonijski
koncert Radio-orkestra (drugi). 4. Svecani ¢as Collegium musicum-a. B.) Instrumentalisti¢ki solo-
koncerti. 1. Violinski koncert Zaka Tiboa. 2. Klavirski koncert Zaka Tiboa. V.) Kamerno-muzi¢ke
priredbe. 1. Janatekovo vege (Drugi ¢as Kolaréevog univerziteta). 3. Gudacki kvartet Njemedek-
Slatin (Cetvrti ¢as Kolaréevog univerziteta). G.) Horska muzika. 1. Koncert Srpsko-jevrejskog
pevackog drustva. 2. Koncert Zenskog muzi¢kog drustva iz Novog Sada. (Peti ¢as Kolaréevog
univerziteta)”, Muzicki glasnik 1: 10-21. [Musical Life in Belgrade. A.) Music for Orchestra. 1. Third
Concert of the Belgrade Philharmonic Orchestra. 2. Fourth Concert of Belgrade Philharmonic
Orchestra. 3. Radio Orchestra Symphony Concert (Second). 4. Collegium musicum Festive Hour.
B.) Instrumentalists’ Solo Concerts. 1. Jacques Thibaud’s Violin Concerto. 2. Jacques Thibaud’s
Piano Concerto. V.) Chamber Music Performances. 1st Janaéek Evening (Second Time of Kolarac
University). 3. German-Slatin String Quartet (Fourth Hour of Kolarac University). G.) Choir
Music. 1. Concert of the Serbian-Jewish Singing Society. 2. Concert of the Novi Sad Women’s Music
Society. (Fifth Hour of Kolarac University)]

Stefanovi¢, Pavle (pe6pyap 1939a) ,Muzicki zivot u Beogradu. A.) Simfonijski koncerti. 1. Tre¢i
koncert Radio-orkestra. 2. Prvi koncert orkestra Kraljeve garde. 3. Peti koncert Filharmonije. B.)
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Koncerti instrumentalista. 1. Enriko Mainardi (violonéelo). 2. Bronislav Huberman (violina). 3.
Bernar Mislen (violonéelo). 4. Aleksandar Borovski (klavir). C.) Kamerna muzika. 1. Drezdenski
gudacki kvartet. 2. Treéi ¢as Collegium Musicum-a. 3. Cetvrti ¢as Collegium Musicum-a. 4. Sesti
¢as Kolaréevog univerziteta’, Mysuuku iaacnux 2: 36-42. [Musical Life in Belgrade. A.) Symphony
Concerts. 1. Third Radio Orchestra Concert. 2. The First Concert of the Royal Guard Orchestra. 3.
Fifth Philharmonic Concert. B.) Instrumentalists’ Concerts. 1. Enrico Mainardi (cello). 2. Bronislav
Huberman (violin). 3. Bernard Michel (cello). 4. Alexander Borovsky (piano). C.) Chamber Music.
1. Dresden String Quartet. 2. Third Hour of Collegium Musicum. 3. Fourth Hour of Collegium
Musicum. 4. Sixth Hour of Kolarac University]

Stefanovi¢, Pavle (mapt — anpua 1939b) ,Za domacu simfonijsku muziku”, Mysusxu inacruk 3-4: 74—
77. [For Domestic Symphonic Music]

Credanosuh, ITasae (Mapr — anpua 19396) ,Mysuuxu sxusot y Beorpaay. Apyru KoHLiepT opkecTpa
Kpanese rappe. lectu xounepr ®uaxapmonuje. Kaasupcku xonmept /oybune Mapxusrer.
Hapa Bpanxosuh Ha u3Aasy us vapo6Hux BpToBa BysepkuHACTBA. Hukoaaj Opaos, mecuuk
kAaBupcke pomanTuke. Cepamu Mysuuku yac Koaapuesor yHuBepsuTera. BoxasHu kBapTer
Keapos. Jybuaapuu xounept Mysuuke mxoae y Beorpaay. ITeru yac Collegium musicum-a’,
Mysuuku iracuux 3—4: 77-83. / Stefanovié, Pavle (mart — april 1939b) ,Muzicki Zivot u Beogradu.
Drugi koncert orkestra Kraljeve garde. Sesti koncert Filharmonije. Klavirski koncert Ljubice
Marzinec. Nada Brankovi¢ na izlazu iz ¢arobnih vrtova "vuderkindstva’ Nikolaj Orlov, pesnik
klavirske romantike. Sedmi muzicki ¢as Kolar¢evog univerziteta. Vokalni kvartet Kedrov. Jubilarni
koncert Muzicke $kole u Beogradu. Peti ¢as Collegium musicum-a”, Muzicki glasnik 3—4: 77-83.
[Musical Life in Belgrade. Second concert of the Royal Guard Orchestra. Sixth Concert of the
Philharmonic. Piano Recital by Ljubica Marzinec. Nada Brankovi¢ on the Way Out of the Magical
Gardens of "Wunderkind’. Nikolai Orlov, the Poet of Piano Romance. Seventh Music Lesson of
Kolarac University. Kedrov Vocal Quartet. Jubilee Concert of the Belgrade School of Music. Fifth
Time of Collegium Musicum]

Credanosuh, ITasae (jynu 19398) ,Mysuuku xusoT y Beorpaay: Buoauncku xonnepr Lluna
Dpanveckarua. Apyru jybusapuu xournept Mysuuke mkose y Beorpaay. Asa koHIepra
cuMmdoHujckor opkecrpa u xopa Typuncke Papuo-cranune. Ceamu xonnepr beorpapcke
¢uaxapmonuje. Buoanrcku xornepr Puxappa Opnonocosa. Konuepr xopa 6yrapckux 6orocaosa.
Kaasupucruuku pecuras Toppane Muaojesuh. AyxoBuu konuept IIpBor 6eorpasckor neBauxor
apymrsa. KaaBupcku konIepT Asekcanapa YauHCKor. KoHIepTHAa CMOTpPa CpeAHOMKOACKUX
xoposa’, Mysuuiu iaachux 6: 127-132. / Stefanovi¢, Pavle (juni 1939v) ,Muzieki zivot u Beogradu:
Violinski koncert Cina Franceskatia. Drugi jubilarni koncert Muzi¢ke $kole u Beogradu. Dva
koncerta simfonijskog orkestra i hora Turinske Radio-stanice. Sedmi koncert Beogradske
filharmonije. Violinski koncert Riharda Odnoposova. Koncert hora bugarskih bogoslova.
Klaviristicki resital Gordane Milojevi¢. Duhovni koncert Prvog beogradskog pevackog drustva.
Klavirski koncert Aleksandra Uninskog. Koncertna smotra srednjoskolskih horova’, Muzicki glasnik
6: 127-132. [Musical Life in Belgrade: Violin Concert by Cino Francescati. Second Anniversary
Concert of the Belgrade School of Music. Two Concerts by the Symphony Orchestra and the Choir
of the Turin Radio Station. Seventh Concert of the Belgrade Philharmonic Orchestra. Richard
Odnoposov’s Violin Concerto. Concert of a Choir of Bulgarian Theologians. Piano Recital by
Gordana Milojevi¢. Spiritual Concerto of the First Belgrade Singing Society. Piano Concerto by
Alexander Uninsky. High School Choir Concert]

Credanosuh, [Taae (centembap — oxrobap 1939r) ,Mysuuxu sxusor y Beorpaay. Jeana onepcka
npemujepa-penpusa. Tpu 6asercke npemujepe’, Mysuuku irachux 7-8: 146-152. / Stefanovi¢,
Pavle (septembar — oktobar 1939g) , Muzicki Zivot u Beogradu. Jedna operska premijera-repriza. Tri
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baletske premijere”, Muzicki glasnik 7-8: 146-152. [Musical Life in Belgrade. An Opera Premiere-
Repeat. Three Ballet Premieres.]

Credanosuh, [TaBae (nosembap 1939a) ,Mysuuku xusot y Beorpaay. Onepa. Onepcka o6HoBa
Mouaprosor Aox XKyana. TIpemujepa 3ajuesor Hukose Illy6uha Spuncioi’, Mysuuicu iaracuux 9: 172~
179. / Stefanovi¢, Pavle (novembar 1939d) ,Muzicki zivot u Beogradu. Opera. Operska obnova
Mocartovog Don Zuana. Premijera Zajé¢evog Nikole Subiéa Zrinskog”, Muzi¢ki glasnik 9: 172-179.
[Musical Life in Belgrade. Opera. Operatic Renewal of Mozart’s Don Giovanni. Premiere of Zajc’s
Nikola Subi¢ Zrinski]

Credanosuh, ITaae (aenembap 1939h) ,Mysuuxu xusot y Beorpaay. I konnepr @uaxapmonuje. 1
KOHI|ePT YAPY>Ketba [IpHjaTesa CAOBEHCKe Mysuke. I momryaapuu konnept ®uaxapmonnje. KaaBupcko
Beye MrHana ®puamana’, Mysuuku iracuux 10: 199-202. / Stefanovig, Pavle (decembar 19394d)
»Muzicki Zivot u Beogradu. I koncert Filharmonije. I koncert Udruzenja prijatelja slovenske muzike.
I popularni koncert Filharmonije. Klavirsko vec¢e Ignaca Fridmana’, Muzicki glasnik 10: 199-202.
[Musical Life in Belgrade. First Concert of the Philharmonic. First Concert of the Society of Friends
of Slavic Music. First Popular Concert of the Philharmonic]

Credanosuh, ITasae (janyap — ¢pebpyap 1940) ,Beorpascka mysnuxa xpounuka. Konnepr Enpuxa
Maunapaunja. I'octoBame Bepaunckor kamepHOT opKecTpa. Apyru KoHLepT Apyumrsa
ImpujaTresa CAOBEHCKe My3uke. Apyru koHuepr Beorpaacke ¢uaxapmonnje. Cumponujcku
koHepT Papno-opkecrpa. [Ipsu mysuuku yac KoaapueBor yHuBepsurera. CBedyaHH KOHLIEPT
Beorpaacke puaxapMoHuje u msybmancke I'nasbene Matune. Konnepr xopa I'naz6ene Maruue.
Boxaanu koHuepT kaMepHe nesauniie Jeake Cramarosuh-Hukoaunh. Jose¢p Curern. KaaBupcku
xoHunept Hape Bpankosuh. ITpsu yac Collegium Musicum-a. Tpehu xonnepr Beorpaacke
duaxapmonuje. Tpehu xoHLepT Apymrsa npujaresa caoBeHcke Mysuke. KaaBupcku KoHIepr
Huxure Marasosa. Boxaaru ae6u Ioue Paposanosuh. Apyru jaBau yac Collegium Musicum-a.
Konuepr xopa Cinankosuh. Bokaaru konnepr Auke Kaamuh-Aapanpapu. KaaBupcku koHnepr
IMuse MMuruan. Yerspru koHnepT Beorpascke dpuaxapmonnje’, Mysuuku irachux 1-2: 17-28.
/ Stefanovi¢, Pavle (januar - februar 1940) ,Beogradska muzi¢ka hronika. Koncert Enrika
Mainardija. Gostovanje Berlinskog kamernog orkestra. Drugi koncert Drustva prijatelja
slovenske muzike. Drugi koncert Beogradske filharmonije. Simfonijski koncert Radio-
orkestra. Prvi muzicki ¢as Kolaréevog univerziteta. Sve¢ani koncert Beogradske filharmonije i
ljubljanske Glazbene matice. Koncert hora Glazbene Matice. Vokalni koncert kamerne pevacice
Jelke Stamatovi¢-Nikoli¢. Jozef Sigeti. Klavirski koncert Nade Brankovi¢. Prvi ¢as Collegium
Musicum-a. Treéi koncert Beogradske filharmonije. Tre¢i koncert Drustva prijatelja slovenske
muzike. Klavirski koncert Nikite Magalova. Vokalni debi Coce Radovanovi¢é. Drugi javni ¢as
Collegium Musicum-a. Koncert hora Stankovié. Vokalni koncert Like Kalmi¢-Alfandari.
Klavirski koncert Pine Pitini. Cetvrti koncert Beogradske filharmonije”, Muzicki glasnik 1-2:
17-28. [Belgrade Music Chronicle. Enrico Mainardi’s Recital. Guest Appearance of the Berlin
Chamber Orchestra. Second Concert of the Society of Friends of Slavic Music. Second Concert
of Belgrade Philharmonic Orchestra. Radio Orchestra Symphony Concert. Kolarac University’s
First Music Lecture. Ceremonial Concert of the Belgrade Philharmonic Orchestra and the
Ljubljana Glasbena Matica. Choir Concert of Glasbena Matica. Vocal Recital by Chamber
Singer Jelka Stamatovi¢-Nikolié. Josef Szigeti. Piano Recital by Nada Brankovi¢. First Hour
of Collegium Musicum. Third Concert of Belgrade Philharmonic Orchestra. Third Concert
of the Society of Friends of Slavic Music. Piano Recital by Nikita Magalov. Vocal Debut of
Coca Radovanovi¢. Collegium Musicum’s Second Public Hour. Stankovi¢ Choir Concert. Lika
Kalmi¢-Alfandari’s Vocal Recital. Pina Pitini’s Piano Recital. Fourth Concert of the Belgrade
Philharmonic Orchestra]
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Typaaxos, Cao60aan (2005) Hcinopuja Oiiepe u Baaeiia Hapogroi iiosopuwinia y Beoipagy (go 1941),
kib. I-1I. Beorpaa: ayrop — Yuroja mrammna, 2005. / Turlakov, Slobodan (2005) Istorija Opere i Baleta
Narodnog pozorista u Beogradu (do 1941), knj. I-1L. Beograd: autor — Cigoja §tampa. [History of the
Opera and Ballet of the National Theatre in Belgrade (Until 1941), Vols. 1 and 2]

Yucmarnc, XKopuc-Kapa (1966) Hacyipoii. Poman. ITpeseo ca dparuyckor JKusojun JKusojuosuh.
Beorpaa: ,IIpocsera” / Uismans, Zoris-Karl (1966) Nasuprot. Roman. Preveo sa francuskog Zivojin
Zivojnovi¢. Beograd: ,Prosveta”. [Opposite]

Rupuaos, Josan, Bypuh-Kaaju, Crana, Tpupynosuh, Aasap (npup.) (1966) Eceju o ymetunocitiu. Hopu
Cap - Beorpaa: Maruua cpricka — Cpricka kiwxkesna 3aapyra. / Cirilov, Jovan, Duri¢-Klajn, Stana,
Trifunovi¢, Lazar (prir.) (1966) Eseji o umetnosti. Novi Sad — Beograd: Matica srpska — Srpska
knjizevna zadruga. [Essays on Art]

ALEKSANDAR VASIC

ENGAGEMENT IN MUSICAL CRITICISM:
PAVLE STEFANOVIC’S TEXTS IN THE Music HERALD (1938-1940)

(SUMMARY)

Pavle Stefanovi¢ (1901-1985) is one of the most prominent Serbian music critics
and essayists. He created extensive musicographic work, largely scattered in
periodicals. A philosopher by education, he had an excellent knowledge of music
and its history. His style was marked by eloquence, associativity and plasticity of
expression.

Between 1938 and 1940 he published eighteen music reviews in The Music Herald,
the longest-running Belgrade music magazine in the interwar period (1928-1941,
with interruption from 1934 to 1938). Stefanovi¢ wrote about concerts, opera
and ballet performances in Belgrade, performances by local and eminent foreign
artists. His reviews include Magda Tagliaferro, Nathan Milstein, Jacques Thibaud,
Enrico Mainardi, Bronistaw Huberman, Alexander Uninsky, Alexaner Borovsky,
Ignaz Friedman, Nikita Magaloff and many other eminent musicians.

This study is devoted to the analysis of the Stefanovi¢’s procedure. Pavle Stefanovi¢
was an anti-fascist and leftist. He believed that the task of a music critic was not
merely to analyze and evaluate musical works and musical interpretations. He
argued that the critic should engage in important social issues that concerned
music and music life. That is why he wrote articles on the occasion of German
artists visiting Belgrade, about the persecution of musicians of Jewish descent and
the cultural situation in the Third Reich.
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On the other hand, Stefanovi¢ was an aesthetic hedonist who expressed a great
sense of the beauty of musical works. That duality - a socially engaged intellectual
and a subtle ,enjoyer” of the art — remained undisturbed. In these articles he did
not go into a deterministic interpretation of the structure of musical composition
and the history of music. And he did not accept the larpurlartistic views.

KEYWORDS: Pavle Stefanovié, Music Herald (1928-1941), Serbian twentieth-century music
criticism, Serbian twentieth-century music periodicals, engagement in music criticism, anti-

fascism
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ABSTRACT

Starting with the hypothesis that sound recordings published by the Serbian/
Yugoslav record label PGP-RTB/RTS dominated programmes of the Radio
Television Belgrade/Radio Television Serbia during most of the twentieth
century (while declining in this century), and that decisions made within the
label on which composers’ works were going to be (repeatedly) present in its
catalogue consequently had significant impact on overall music and media culture
in Serbia/Yugoslavia, our goal was to examine how the central composer figure of
Serbian music, Stevan Stojanovi¢ Mokranjac, was represented in this catalogue.
Research methods were based primarily on analysis of archive material gathered
in documentation of the label itself, data on recordings available via online music
databases, and recordings themselves, while relying on theoretical notions of
canon in music, with the accent on the performing canon.

KeywoRDs: musical canon, performing canon, Stevan Stojanovi¢ Mokranjac, PGP-RTB/
RTS, discography, RTB/RTS Choir
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This study deals with the recordings of Stevan Stojanovi¢ Mokranjac’s music (1856—
1914 ) released by the PGP-RTB/RTS label:? Our interest in the topic is directly
connected to the results of previous research deriving from two different areas.
One of them is related to various aspects of the canonisation of Mokranjac and
his opus in the construction of Serbian art music at the beginning of the twentieth
century (Milanovié 2014a, 2014b, 2017, 2018), while the other refers to overall art
music discography of the PGP-RTB/RTS from the label’s foundation in 1951 up to
its contemporary editions (Maglov 2014, 2015, 20163, 2016b). In addition, one kind
of mutual connectedness of these areas found its place in edition of the archive
sound recordings of Mokranjac’s works by the RTB/RTS Choir and its conductors,
presenting the tradition of composer’s secular oeuvre interpretation (Milanovi¢
2014¢). This edition, whose title The Imaginary Museum of Mokranjac’s Works evokes
Lydia Goehr’s study of the musical work (Goehr 1992), was also among the incen-
tives for our involvement in this topic. Bearing in mind that Mokranjac’s oeuvre has
confirmed its central place through resonance in many practices of local music culture
until present day, our main idea was to examine how the production of sound recor-
dings — which began to be a part of that context during the second half of the twen-
tieth century — was included in these strategies and proved to be a constitutive factor
of canonisation.

In our survey we made an effort to take into account all PGP-RTB/RTS editions
that include Mokranjac’s music. However, considering that not every recording bore
an indication of the year of publishing, we were able to make mention of the dates of
some editions only approximately. This is a common problem in discography (Cf.
Weber 2001). For the purpose of this study we used the archive documentation of the
PGP-RTB/RTS that was collected and analysed in previous research by Maglov.* As

3 The abbreviation PGP-RTB/RTS stands for Produkcija gramofonskih plo¢a Radio televizije
Beograd / Radio televizije Srbije [Production of gramophone recordings of the Radio Television
Belgrade / Radio Television Serbia]. The name was officially changed in 1992. Up to that year, official
abbreviation used was PGP-RTB, and after it was PGP-RTS. Since our paper covers the period both
before and after the change of the name, we decided to refer to the institution with the combination of
these abbreviations. For a survey of the development of this label see Maglov 2016a.

4 The archive research of Maglov was undertaken during the academic year 2012/13, for the purposes
of a Master's thesis Ozbiljna muzika na ploéama u izdanju PGP-RTB/PGP-RTS-a (1968-1994) [Recor-
dings of classical music published by PGP-RTB/PGP-RTS (1968-1994)], supervised by Vesna Miki¢, PhD,
defended at the Department of Musicology of the Faculty of Music in Belgrade in 2013, and published
as a revised and expanded monograph (Maglov 2016b). Research was based on documentation kept at
the working facility and offices of the PGP-RTB/RTS in Belgrade, where all of the documents dating
from the time of their original publication are kept, though not necessarily in an organised, systematised
and approachable manner. On the state of the archive and available documentation see Maglov 2016a:
10-12. Survey of classical music by national composers published on vinyl (and in some cases reissued as
audio cassette or compact disc) is given in Ibid: 109-126. Other editions (i.e. licensed editions by inter-
national labels such as Deutsche Grammophon, Philips, and others) were also presented in the same
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the absence of archival sources on some editions was noted, we also included infor-
mation from other sources, such as the independent online database Discogs In addi-
tion, since previous research was done five years ago, our research into new recor-
dings issued in the meantime was undertaken.®

The text is segmented into three parts. The first of them is an introductory discu-
ssion on theoretical and methodological aspects of the canon and their use in our
research. The second part is devised in order to present the Mokranjac music editions
of the PGP-RTB/RTS in a systematised way that concurrently points to dominant
musical interpretations of the composer’s opus, while the final section includes some
important problems and questions in the contexts of both different artistic strategies
of canonisation and programme policies of the PGP-RTB/RTS, while focusing on
canonical performances of Mokranjac’s works.

Before discussing the PGP-RTB/RTS editions, it is worth mentioning that some
examples of Serbian music, including Mokranjac’s works, can be found in old catalo-
gues under the labels of various gramophone recording companies (Cf. e.g. Catalogue
1909: 42; 1927: 24-25). However, the conditions for gramophone record productions
in local circumstances appeared only after the foundation of the first local label, the
PGP-RTB/RTS, which remained the main recording label in Serbia, and one of the
biggest labels in the former Yugoslavia. It was institutionally part of the Radio Tele-
vision Belgrade, later Radio Television Serbia, whose ensembles made many recor-
dings for this label (Cf. Maglov 2016b).” As will be stressed further in the text, some
of the most important recordings of Mokranjac’s music were made precisely by the
RTB/RTS Choir. In addition, one should not neglect the fact that works by Stevan
Mokranjac were also published by other labels and in other Yugoslav republics. Accor-
ding to our present knowledge, the first LP with Mokranjac’s works was published
by the Croatian, Zagreb-based label Jugoton in 1958, some thirteen years before the
first edition dedicated to the same composer released by the PGP-RTB/RTS.* Accor-
ding to available data, it is interesting that the first edition of Mokranjac’s Liturgija Sv.
Jovana Zlatoustog [ Divine Liturgy of St John Chrysostom] was published with tourism
promotion goals in mind in 1967. Performers were the Beogradski madrigalisti

monograph. For more detailed insight into this production see Maglov 2014: 311-319. From the total of 31
books of original documentation, kept at the PGP-RTB/RTS facilities that were consulted for the rese-
arch in the aforementioned period, 15 contain documents related to various editions with Mokranjac’s
music. The books are listed in the bibliography section.

s Discogs — Music Database and Marketplace, https://www.discogs.com.

6 The latest catalogues up to the year 2015 are available on the PGP-RTS website (http://www.rts.
rs/page/rts/st/pgp/news/1686/katalog-pgp.html). For information on further editions, Discogs was
used as a source.

7 For detailed insight into the programmes of the ensembles of the Radio Television Belgrade see
Simié 1988.

8  Thisis arecording of Rukoveti [Garlands] Nos. 5 and 10, as well as Kozar [ Goatherd], performed
by Borivoje Simi¢ (1920-2001) and the RTB/RTS Choir.
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[Belgrade Madrigalists], conducted by Dusan Miladinovi¢, with bass Zarko Cveji¢
as soloist, and the LP was issued by the Yugoslav state travel agency Putnik whose
aim was “to promote 1967 as ‘International Tourist Year”? In the following decades,
there were editions by Jugoton (four editions in total), Zdruzeno Podjetje Iskra and
Gallus Mladinska knjiga (Ljubljana), Zadruga Pravoslavnog svestenstva (Belgrade),
Jugokoncert (Belgrade), KUD Svetozar Markovi¢ (Novi Sad), a joint edition by Diskos
(Aleksandrovac Zupa) and Kaleni¢ (Kragujevac), etc. Finally, numerous recording
of Mokranjac’s music were also released by labels from other European countries
as well as the US.* A detailed insight into these regional and international editions
calls for further research. There is no doubt that an overview of the PGP-RTB/RTS
discography of Mokranjac’s compositions could be the starting point for such rese-
arch, since this label released the largest number of issues related to this composer,
spanning more than forty LPs, audio cassettes and/or CDs.

1. NoTES ON THE CANON(S)

Canon is among the most dynamic and complex concepts in the humanities, whose
relevance began to be discussed especially in a debate that began several decades ago.
While the debate was opened by sharp opposition between defenders of a traditi-
onal canon and those that perceived it radically as an obsolete phenomenon, today
one can find a whole set of various paths of research that were taken in meantime.
After different turns in cultural studies, there seems to be a certain consensus about
the Western canon as a web of ideologies, activities, values and authorities, as well
as a process of selection, hierarchisation, marginalisation and exclusion that works
according to the interests of those who make these choices.” Apart from a wide range
of approaches, which vary from proposals to open up the canon in order to include
minorities, and those who wish to revise national, regional, racial or ethnic canons,
to those that argue the existence of multiple canons, there is an evident dispersion
of the notion, so that one can speak of canons in “high” artistic practices, but also in

9  Cf Discogs — Music Database and Marketplace.

10 Details on all these items may be found at: https://www.discogs.com/artist/995806-Stevan-
Stojanovi%C4%87-Mokranjac?limit=so&page=1.

11 E.g. Tabor (Germany), Attempo Verlag (Germany), Christophorus-Verlag (Germany), Grammo-
phonclub Ex Libris (Switzerland), to name just a few. A more complete notion of foreign editions may
be grasped by searching through databases such as WorldCat database or OCLC (Online Computer
Library Center, Inc.).

12 For a comprehensive history of the canon, related mainly to the literary field, see Gorak 1991. In
musicology, after Joseph Kerman’s pioneering text (Kerman 1983), now “classical” but still topical publi-
cations are Disciplining Music: Musicology and Its Canons (Bergeron and Bohlman 1992), and studies
by William Weber (e.g. Weber 1999). See also Samson 2001, Goehr 2002, Danielsen 2006, Kurkela and
Vikevi 2009, Shreffler 2013.
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jazz (e.g. Gabbard 1995) and popular music (e.g. Kirji 2006; Jones 2008), or of canon
in the context of digital media (Backe 2015). Hence there are many arguments for a
claim that global age is “hypercanonical” or “postcanonical in much the same way
that it is postindustrial” (Damrosch 2006: 44).

In our discussion we consider discography as a practice of reaffirmation of the
canon of musical works. Mokranjac’s oeuvre as a key constituent of the national canon
is one important topic in this context. However, according to our research, disco-
graphy is able to act as a mechanism through which the canon of the performance of
music can emerge. This means a shifting perspective in the ontological status of the
canon, which is a move from its centre, from an author-and-work concept, to perfor-
mance agencies.

First of all, it is important to mention that musical canon, represented as text,
stands as a main feature of much research into canonization. Thus, when talking about
“musicology’s canons”, Bohlman emphasises that musicologists “think of pieces of
music as discrete texts, rendered so by the notation with which we study and repre-
sent music.” According to various kinds of texts, from musical score to anthologies,
music histories, journals and other texts disciplined by musicologists, Bohlman stres-
ses:

Texts are essential to the canonising process because they replace the timeliness
of music as an oral phenomenon with the timelessness of music as a textual onto-
logy. To enter the canon of great works, a piece of music must ‘last,’ and how better
to make it last than to transform it into text? (Bohlman 1992: 202)

Concerning canonisation in the context of performance and further in discography,
it is useful to start with William Weber’s methodological tools (1999), which are
very applicable in various kinds of research into canons and their histories. Speci-
fically, among the three major types of canon that he outlines — the scholarly, the
pedagogical and the performing (Weber 1999: 339-340) - his focus is especially
directed to the performing canon and its emergence from the eighteenth century
onwards, which “involves the presentation of old works organised as repertories and
defined as sources of authority with regard to musical taste” (340). Stressing “four
main intellectual bases of canon: craft, repertory, criticism, and ideology”, Weber states
that “a performing canon (...) is more than just a repertory: it is also a critical and
ideological force”. Hence he takes into account “musicians as shapers of the canon’,
bearing in mind that “a complex variety of social forces, ideologies, and rituals that
can often be quite difficult to sort out” have an effect in the process of canonisation,
which is determined not only by intellectual agencies, but also by performing agen-
cies (340—349).

A performing canon is closely associated with the emergence of the musical work-
-concept described by Lydia Goehr (1992), which has begun to regulate musical prac-
tice from the Romantic era, and “in its more reified senses relates to the covering
conditions of modernity” (Butt 2015: 7). According to Goehr, the work-concept is
connected with a full set of features of the time, such as post-Kantian philosophy, the
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rise of Romantic aesthetics, relative musical autonomy, an investment in subjecti-
vity, the beliefin an author’s greatness and the timelessness of his work, a distinction
between art and craft, strengthening copyright laws, and so on. Although Goehr’s
provocative concept has been criticised, especially by some scholars dedicated to early
music,” it could be adopted and thus useful in different ways. Concerning musical
performance, for example, Goehr stresses its transience and subordination to the
work-concept. Performance, as well as notation and reception, were pervaded by
the ideal of Werktreue. “Without their development,” however, “the abstract work-
concept (...) would never have found its regulative force in practice” (Goehr 1992:
242). Her museum-metaphor is precisely the embodiment of such normative codes
of musical works:

Since music was a temporal and performance art, its works could not be preserved
in physical form or placed in a museum like other works of fine art. Music had (...)
to replicate the conditions of the plastic arts and, at the same time, render them
appropriate to its temporal and ephemeral character. Music resolved the problem
by creating for itself a ‘metaphorical’ museum, an equivalent of the museum for
plastic arts — what has come to be known as an imaginary museum of musical
works (Goehr 1992: 174).

The adoption of Goehr’s approach in relation to performance practice includes some
new possibilities in recent times. This is also emphasised by John Butt, who claims
that “the weakening of the classical work-concept has, at the very least, allowed us
to consider other factors implicit in the music, particularly to do with performance”
(Butt 2015: 20). In addition to specific directions in performance studies, such as
“the trend towards trying to move away from works as fixed in scores towards works
as events in real time and in which the performer is fully complicit”, Butt mentions
“the issues that are not specified in the score (such as absolute tempo and rubato)”
as well as “creative deviations. Although this might seem to be a return to the time
before the score became dominant, when music could be spontaneously embellished
or even composed, it is clear that improvisation has never really disappeared. Rather,
it was usually merely devalued and ignored by historians of ‘serious” musical works”
(Butt 2015: 20).

This also refers to various media technologies, including permanent sound recor-
dings that undermine the normative codes of the classical work-concept. There are
not only various ways of performing and listening to music, which go beyond the
concert as an institution, but also the possibilities of collecting, storing, publishing
and consuming sound recordings that have been made at different moments of the
present and past. As such, sound recordings and their editions bring a dimension
of materiality and enable the “imaginary museum” to acquire a new, palpable agent
in disciplining the temporal and ephemeral character of music. In this context, the
aforementioned edition the Imaginary Museum of Mokranjac’s Works can be under-

13 See, for example, White (1997) and the debate of Strohm (2000) and Goehr (2000).
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stood as broadening Goehr’s museum metaphor, symbolically used in access to
sound recordings that had “played a pivotal role in nurturing the performing tradi-
tion of Mokranjac’s opuses during the second half of the twentieth century” (Mila-
novi¢ 2014c¢: 28). This time, however, available documentation of the output of
PGP-RTB/RTS allows us to research editions by various choral ensembles and hence
ask questions about programme strategies, thanks to which some performers and
their sound recordings achieved a canonical status in the performance of Mokranjac’s
works.

Placing the sound recordings at the centre of our narrative might also recall the
fact that performance practice was precisely the first and foremost channel of the
formation of the canon of Serbian art music that started at the end of the nineteenth
century. Mokranjac’s oeuvre emerged from his own practical work with the Belgrade
Choral Society, which he had conducted for about two and half decades and which
premiered most of his compositions. That mutual work essentially marked his compo-
sitional and performance activities, the spread of their influence on other choral soci-
eties, and also resulted in building this institution, its composer-conductor, and its
repertoire into a unique image of Serbian national music that was constantly being
renewed. The Belgrade Choral Society and then the Serbian Musical School that
functioned under the auspices of this choral institution were at the core of the emer-
ging musical elite as well as dominant factors in the construction of musical ideolo-
gies, activities, standards and values. In addition to other secular and sacral choral
music by Mokranjac, his fifteen cycles of rukoveti [garlands] - choral compositions
written between 1883 and 1909 — which had been constructed as the core of the nati-
onal music canon already during and immediately after Mokranjac’s lifetime, secured
their reputation by way of performances and public acknowledgment and reconfir-
ming their significance through the work of younger composers, institutional and
pedagogical practices, musicological narratives and the audience’s reception in succee-
ding generations (Milanovi¢ 2014a; 2014b; 2018).

Mokranjac’s oeuvre, which originated mostly from the time of the Kingdom of
Serbia (1882-1918), had been accepted regionally, co-opted both by and beyond
national and Yugoslav ideologies, and had an important place in the culture of
the Kingdom of Serbs, Croats and Slovenes/Kingdom of Yugoslavia (1918-1945).
During the communist period of the second Yugoslavia (1945-1991), Mokranjac’s
opus was one of the paradigms of local musical culture of the time, being included
in a multiple and changeable web of cultural policies. Although a typical product of
bourgeois culture, his compositional leaning on “folk song” was easily connected
to ideas about the new socialist man and the people’s democracy, so that his secular
music became the main part of the repertoire of various choirs. On the other hand,
since open hostility of the authorities to the presence of Church tradition, especially
Orthodox, was a part of the cultural policy during the early decades of the commu-
nist regime, sacred choral music was excluded from concert repertoires. This involved
a number of factors, including the decline and disappearance of civil and church
choral societies as products of the former bourgeois and capitalist context, as well as
the revival and/or foundation of other kinds of choirs, such as various worker and
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youth societies, and especially different choral ensembles that functioned as parts
of the “kulturno-umetnicka drugtva” (abbreviated KUD, meaning “cultural-artistic
societies”), the typical amateur associations of the socialist period. As far as sacred
music was concerned, although some steps in its return from church to concert hall
were taken in a controlled way, this musical genre was re-established starting from
the 1980s, and to an increasing extent in the 1990s. This included especially the rein-
tegration of Mokranjac’s sacred choral works into the national canon of art music.*
Performance practices, together with aspects of other spheres such as the scholarly,
the compositional and the educational, which contributed to the processes of the
canonisation of Mokranjac’s output during the socialist period, found their place in
changed contexts during the so-called post-socialist transitional times, being adapted
and reaffirmed in different ways after the break-up of federal Yugoslav state during the
1990s, and in the recent transitional period in the twenty-first century, “revealing the
multidirectional and various interactions by which the contemporary experience of
Stevan Mokranjac’s work has been constituted” (Miki¢ 2012: 12).s

Although studies on Stevan Mokranjac are diverse and numerous, it is important
to emphasise that issues of the canon(s) of artistic music in Serbia after World War
IT have not been investigated, and neither have the processes and strategies of rein-
terpreting Mokranjac’s oeuvre as canonical in different historical contexts since the
mid twentieth century onwards.*® Our text is a contribution to only one segment of
various practices that create a dynamic and changeable web of canonization.

As different kinds of sound recordings show, the majority of editions origi-
nate from the socialist period as well as the 1990s. This is not surprising since the
PGP-RTB/RTS, as a state label, occupied a dominant, “monopolistic” (Cf. Arnau-
tovi¢ 2012) position in the Serbian/Yugoslav media space, shaping much of the music

14 On the treatment of the Orthodox sacred music in socialist Yugoslavia, with emphasis on the

importance of concert presentations of Mokranjac’s works, see Milin 2015.

15 Post-socialist transition is the process of political, economical, social and cultural transformation
into a plural political society, market-oriented system with economic liberalization, macroeconomic
stabilization and privatization, integration into international processes of trade, exchange and commu-
nication on a global level etc. Although Serbia began its transition in the late 1980s, while still part of
former Yugoslavia, the process was soon interrupted during the 1990s. This decade was marked by the
break-up of Yugoslav federation, increasing nationalism of the regimes the newly-formed states and war
conflicts, as well as strong nationalistic and anti-reform forces within the government in Serbia proper,
together with numerous problems such as the economic embargo imposed by the UN sanctions, growing
inflation, ethnic conflicts, NATO military intervention etc. While some scholars perceive two diffe-
rent periods of transition in Serbia, the others consider that the post-socialist transition has begun after
the fall of Slobodan Milo$evi¢’s regime in 2000, when reforms on different levels started. On various
standpoints on culture in Serbia in transitional times see texts that refer to the topic, published in issue

140 of the journal Kultura in 2013.

16  The text of Vesna Miki¢ (2012), which has been already quoted, represents one of the rare exam-

ples of research into the canonization of Mokranjac in “transitional” times.
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culture as well as media culture. This is also the case for classical music. Recordings
made by the PGP-RTB/RTS dominated programmes of Radio Television Belgrade/
Radio Television Serbia during the second half of the twentieth century (Ibid: 60).
Thus, it is evident that decisions made within the institution on what was going to
be published and when, and which composers and compositions were going to be
repeatedly present in the catalogue consequently had significant impact, by the mere
presence of those editions, on musical culture. It is also important to note that the
role of the PGP-RTB/RTS significantly declined in the twenty-first century, mainly
because of the emergence of other, private labels and the fact that the possibility to
record music was no longer so exclusive, and thus available to different institutions.
These changes are evident in our investigation, since available data show that produc-
tion was reduced in comparison with production back in the days of the Socialist
Federal Republic of Yugoslavia (SFRY) and that there were no new recordings of
works by Stevan Stojanovi¢ Mokranjac released by the label in recent times.

2. SURVEY OF RECORDINGS WITH MOKRANJAC’S
Music RELEASED IN PGP-RTB/RTS

Mokranjac is one of the most represented domestic authors in the PGP-RTB/RTS
catalogue, given the number of individual recordings, re-recordings, albums, diffe-
rent performers engaged in recording his music and the overall inclusion of his works
in the repertoires of various ensembles.”” When there are recordings devoted exclu-
sively to music of individual composers, he is present with individual LPs, as well as
albums consisting of several recordings, since they were conceived as collected works,
or “overviews” of his most significant works. Some of the material presented through
these recordings was reissued on audio cassettes and compact discs in following years
(complete as an “original” edition or with repertoire consisting of selected compo-
sitions).

Recordings of domestic classical music of the PGP-RTB/RTS may be roughly
divided into three groups of editions devoted to: (1) a particular composer and his
or her opus, (2) a performer or performing ensemble, and (3) a repertoire that is
selected according to a specific concept or topic. The total number of editions and
their reissues relating to Mokranjac mentioned in this paper is forty-three. First group
contains eighteen editions, the second one eleven, and the third one (miscellaneous
issues as well as those of the Serbian string quartet Mokranjac, and LP with compo-
sitions from the Mokranjcevi dani [ Mokranjac's Days] festival) fourteen issues. The
oldest edition (as far as available data at this moment show) from the total group
dates from 1968.

When Mokranjac’s music recordings are discussed on the basis of this classification,
the construction of a powerful image of the RTB/RTS Choir and its leading conduc-

17 For the recordings dedicated solely to individual domestic composers' works in the PGP-RTB/
RTS catalogue see appendix in Maglov 2016b: 115-126.
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tors becomes very visible. Specifically, almost all integral sound editions that comprise
of all of Mokranjac’s main works of secular and sacred music were made by the RTB/
RTS Choir. Thus, the first two mentioned categories of editions actually overlap in
some way, since there is a significant number of recordings released to represent both
the composer’s oeuvre and a specific interpretative identity of the RTB/RTS Choir.
After an overview of this kind of edition we will present examples in which Mokranjac’s
compositions were included in repertoires recorded by distinguished choirs other than
the RTB/RTS Choir. The third, most varied group of editions will be examined in a
similar way, by observing which works by the composer were included in the concep-
tion of thematically varied editions and how that decision was justified.

2.1. SOUND RECORDINGS DEDICATED TO MOKRANJAC’S OEUVRE

Among early RTB/RTS Choir editions that represent complete performances of
Mokranjac’s works of secular and sacred music are three LPs (LP2401, 2402 and
2403) with all fifteen rukoveti, Primorski napjevi [ Coastal Tunes], Kozar [ Goatherd),
Dve pesme iz 16.veka [ Two Folk Songs from the 16" Century], as well as the Akatist
[Atatkhistos Hymn], Vozbranoj [O Champion Leader], Heruvika [ Cherubic Hymn],
Statija tre¢a [ Third Stasis] and Njest svjat [ There is none so holy]. Almost the entire
repertoire was conducted by Borislav Simi¢, with the exception of two works
conducted by Mihailo Vukdragovi¢ (Rukovet No. 2) on the second LP and Milan
Bajsanski (Rukovet No. 15) on the third.”® Although these LPs were released only
between 1976 and 1982, it is important to mention that Simi¢ was the first conductor
to compile permanent recordings of the greater part of Mokranjac’s major works,
beginning this task already in the late 1950s.” At the time of Simi¢’s engagement with
the Choir, the ensemble developed into a highly professional performing body in
both technical and interpretative terms, which also meant collaborative work of the
ensemble and its leader with various distinguished musicians. Some of them, such as
Zarko Cveji¢, Nikola Miti¢ or Olivera Durdevi¢, were also included in Simi¢’s recor-
dings of Mokranjac’s works.*

18 For basic information about Mihailo Vukdragovi¢ (1900-1986), Milan Bajsanski (1903-1980) and
Borivoje Simi¢, including their conducting activities and work with RTB/RTS ensembles, see Mila-
novic 2014c¢.

19 For example, most of his recordings of the composer’s secular works, which are kept in the Radio
Belgrade Phonoarchive, were made between 1958 and 1969 (Milanovi¢ 2014¢: 20). However, as far as these
three LPs in question, archive documentation of the PGP-RTB/RTS does not contain information on either
the time of the recording of the material or the years of their publishing. We can thus only suppose that the
editions include some of the recordings made in earlier years. On the other hand, the years of the publis-
hing of the LPs can be found at Discogs as follows: LP2401 1977, LP2402 1982 and LP2403 1976.

20  Soloists on the recordings were: Dusan Cveji¢, Zarko Cveji¢, Branko Risti¢, Nikola Miti¢, Vera
Popov, Olivera Purdevi¢ (LP2401), Branko Risti¢ (LP2402), Zora Mojsilovi¢, Vera Popov, Radovan
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The next complete edition by the same Choir was made under the direction of
Mladen Jagust, the next important conductor who led the RTB/RTS ensembles after
Simi¢ (Cf. Milanovi¢ 2014c). The repertoire was recorded in 1981, between May and
July in the Braca Stamenkovi¢ Studio, and then issued in 1981 or 1982 (LP3330036).*
This edition is a four - LP set, containing all of Mokranjac’s rukoveti as well as the
Primorski napjevi, Kozar, Opelo [Requiem] and the Liturgy* In addition to distingu-
ished soloists included in recordings, high professional standards are reflected in the
booklet which comes with the edition . Written bilingually, in Serbian and English, it
is also marked by scholarly authority, embodied in an extended commentary by the
musicologist and music writer Petar Bingulac.” This edition was reissued as a triple
CD album in 1996 (CD 430206, 430213, 430220) and 2015 (CD432248). In addition,
the Liturgy and Opelo with solo bass singer, protodeacon Vlado Miki¢ (1940-2017),
were reissued as a separate CD (613011) in 1987.2¢

While the aforementioned editions can be understood as efforts to shape the
sound image of Mokranjac’s oeuvre through the collection of all his works that have
been proved to have canonical status since the time of the composer, an interesting
example of both the widening and the additional construction of the canon is conspi-
cuous in the case of the Strasna sedmica [Passion Week], recorded as a live perfor-
mance of the RTB/RTS Choir and conductor Vladimir Kranjeevié¢ (1936-) at the
Mausoleum of Oplenac in May 1990, and published as both LP (230545) and cassette
(530344) in 1991, as well as a compact disc (431203) in 2003.% A unique dramatic

Popovi¢ (LP2403). Data on sound engineer, producer, editors and in general recording place and dates
are not mentioned in the archive documentation or the LP editions themselves. On the LP sleeve of all

three recordings there is the same informative, short text on Mokranjac written by Mihailo Vukdragovi¢.

21 According to data availabe at: https://www.discogs.com/artist/995806-Stevan-Stojanovi%C4%87-
Mokranjac?limit=s0&page=1 the year is 1982. The official document stored in PGP-RTB/RTS is dated
in 14 September 1981.

22 LP 1includes Rukoveti Nos. 1-6 (soloists: Karolj Kolar, Jovan Reljin, Radovan Popovi¢, Zoran
Popovié, Nikola Miti¢, Zorica Dimitrijevi¢ Stogi¢, Stevan Strunjasevi¢, Irina Arsikin); LP 2 includes
Rukoveti Nos. 7-13 (soloist: Karolj Kolar); LP 3 includes Rukoveti Nos. 1415, Primorski napjevi, Kozar,
Opelo (soloists: Karolj Kolar, Vlado Miki¢). LP 4 includes the Liturgy, soloist Vlado Miki¢. Editor in
chief of PGP-RTB/RTS was Stanko Terzi¢, the edition reviewer was the musicologist Neda Bebler, the
sound engineer was Slobodan Mladenovi¢, the producer and recording supervisor Milorad Kuzmanovi¢.

23 Petar Bingulac (1897-1990) was a lawyer, philosopher, theologian and musicologist, and a promi-
nent Yugoslav diplomat in Milan, Prague and Sofia. He was a professor at the Academy of Music in
Belgrade and a research associate at the Institute of Musicology SASA. He is the author of several impor-
tant studies on Mokranjac, and the text included in the booklet is based on excerpts from his text “Stevan
Mokranjac and his garlands“ (Bingulac 1956).

24  According to https://www.discogs.com/Stevan-St-Mokranjac-Hor-RT V-Beograd-Mladen-
Jagu%Cs%Aut-Liturgija-Opelo/release/2615308
25 The first edition was issued when the editor-in-chief was Stanko Terzi¢. Neda Bebler is listed as

this editon’s editor, with Svetozar Karakusevic as reviewer. Sound engineers were Kurt Kindle and Zoran
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whole of eleven numbers of the Strasna sedmica, which does not exist in Mokranjac’s
opus as a complete liturgical form, was invented by the composer, conductor and
expert on sacred music Vojislav Ili¢,** who connected various numbers of Mokranjac’s
music into one new, integral musical work.” The cycle Strasna sedmica was released
at the time when Vladimir Kranj¢evi¢, a famous conductor from Croatia, was hired
as chef conductor of the RTB/RTS musical ensembles (1988-1991). His interpreta-
tive project with the RTB/RTS Choir was presented as a cultural and musical event
of the first importance, which was “crowned” by the mentioned edition.*®

Since sacred Orthodox music did not fit into the new model of culture after World
War II, being viewed as unacceptable and even potentially dangerous, it was preci-
sely Mokranjac’s opus that formed an important axis in reducing this kind of poli-
tical control (Milin 2015). However, the relatively late dates of the said releases of his
sacred music confirm the conclusion on gradual changes. The weakening of control
was a process that started especially thanks to the activities of the Belgrade Madri-
galists and their conductors (Vesi¢ and Peno 2018). One of them was Vojislav Ili¢,
who conducted the choir in performance of Mokranjac’s Liturgy at the Sagra musi-
cale international festival in Perugia in 1966, one year before the work was recorded
on the aforementioned edition of the Putnik travel agency.” This programme direc-
tion was still unique and an alternative example in choir performance at that time,
which the state record label was not immediately ready to adopt. One could say that
it started cautiously, three years later, with the joint edition with the Patriarchate of
Serbian Orthodox Church, presenting a performance of the Liturgy by the Collegium
Musicum choir and Vojislav Ili¢. Soloists were Zivadin Dordevi¢ and Milog Erdeljan.
The recording includes the sound of the bells of the Orthodox Cathedral in Belgrade.
This LP (2406) is dated in 1971, and was reissued again in 1973, 1976, 1984, 1987, in

Marinkovi¢, while Jugoslav Bosnjak served as producer. The CD booklet was equipped with the text by
musicologist Ivana Trigi¢, written for the concert performance at BEMUS in 1990.

26 On Vojislav Ili¢ (191-1999) see Dakovi¢ 2015: 73, 79, 88-94, 160, 212, 218, 235-237; for his biography
see Kiréanski 1982 and Ribi¢ 2012.

27 Next to Mokranjac’s setings of texts sung on Holy Friday (Tebe odjejucagosja [1892] and O kako
bezakonje [1893]) and Easter Saturday morning (Tri Statije [1906-1909]), Ili¢ included Da ispravitsja
(1906) and the Akathistos (1892) as well as some unison voice pieces from Strano pjenije.

28  The premiere performance of the cycle Strasna sedmica was held in Negotin, at the Mokranjcevi
dani festival on 14 September 1990, and then repeated one month later, on 15 October, at the BEMUS
Festival in Belgrade. See Trisi¢ 2003; Marinkovi¢ 2015.

29  The discourse on the choir’s goals and profile is oriented towards sacred music, as may be seen
from the comments by Milan Bajsanski (the choir’s founder) on Mokranjac, his work, and on the acti-
vities of the choir, printed in the booklet. This is evident from the mention of the repertoire of the first
concert (dedicated to music by Giovanni Pierluigi da Palestrina and Mokranjac), as well as the choir’s
participation in the international congress of Byzantine studies, with the repertoire dedicated to Serbian

and Russian sacred music.
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cassette form in 1984 and three further times, years of publications unknown.*

At a time of the intensive revival of sacred music performances in concert prac-
tice during 1990s, when the genre became a desirable tool of national identifica-
tion and thus adopted by various choirs, the state label’s fitting-in of the new offi-
cial policy resulted in one peculiar, and until then unusual edition of Mokranjac’s
Liturgy. It was Vojislav Ili¢’s arrangement of the work, performed by the children’s
ensemble of the RTB/RTS Musical Production, the Kolibri choir, conducted by
Milica Manojlovi¢ (1933-2008) and with participation of the tenor Dragoslav Pavle
Aksentijevi¢.”' As along-time expert on church music, Ili¢ was also honoured with
the posthumous recognition of this choir and its conductor by the edition Kolibri
u spomen Vojislavu Ili¢u [Kolibri in memory of Vojislav Ili¢] (CD 450327). As well as
the Liturgy, this time recorded with the soloist Nenad Ristovi¢, in March 2003 at
the Cathedral Church in Belgrade, the issue included Ili¢’s own singing of nine-
teen hymns from the Osmoglasnik [Octoechos], notated by Mokranjac according
to traditional church chant.* As was stressed in the CD booklet, Ili¢’s singing was
recorded in the studio of Radio Belgrade at the time when this tradition “was
neglected and, though used in the church services, almost completely unknown
to the wider audience of Belgrade Radio. The record is interesting at the first place
because of the manner of singing of the religiously educated musician, who wanted
to present Stevan Mokranjac’s melographic records and exemplary way of singing
church chant“ (Petrovié¢ [2003]: 20).

2.2. MOKRAN_]AC’S MUSIC ON SOUND EDITIONS OF VARIOUS CHORAL ENSEMBLES

While recordings by Simi¢, Vukdragovi¢, Bajsanski, Ili¢, Kranjé¢evi¢ and especially
Jagust maintain a noteworthy place in discography of Mokranjac’s works, because
of the fact that those recordings are specifically conceived as being solely devoted to
Mokranjac’s oeuvre, these performers are not the only ones who recorded the works
in question, nor did their recordings cover all the composer’s works. As was noted,
those particular performances are far from the only ones issued by the PGP-RTB/RT'S
label. However, the other recordings were published by particular performers/ensem-
bles, which included different compositions on their recorded repertoire. By analysing
these kinds of recordings, we may gain insight into the presence of Mokranjac’s works

30 This data is found on Discogs - Music Database and Marketplace. In official documentation of PGP
RTB/RTS only the documentation concerning the audio cassette was found, dated 29 August 1984.

31 The sound material was recorded at the Vavedanje monastery and published as a compact disc
(450051) in 1998 according to Discogs — Music Database and Marketplace.

32 Editor-in-chief was Vladimir Markovi¢, sound engineers were Goran Letunica and Zoran Marin-
kovi¢, producer was Mario Kremzir, while musicologist Danica Petrovi¢ wrote the text that was published
in Serbian and English in the CD booklet. The exact dates of Ili¢’s recordings as well as issue’s releasing
are not noted on the CD. However, Romana Ribi¢ mentioned 2003 as the year of publishing (2012: 163).
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not only in terms of recordings devoted to his oeuvre, but when decisions to include
his works came (by assumption) on the initiative of ensembles themselves.

There are in total nine different choral ensembles, in addition to the RTB/
RTS Choir, which included Mokranjac in their repertoire and recorded it for the
PGP-RTB/RTS from 1975 to 2004. Beside those from Belgrade, almost half of them
are based in other Serbian cities, such as Nis, Sabac, Zrenjanin and Subotica, indi-
cating the strong choir culture that was maintained in Serbian/Yugoslav musical
life. Also, while there is no direct indication that inclusion of these ensembles in the
PGP-RTB/RTS catalogue was motivated by the strong turn towards decentralisation
in 1974, it is still worth noting that since the mid-1970s there was consistent represen-
tation of choirs from various parts of the republic.” It should be noted too that these
recordings were mostly made at the time when choirs of cultural-artistic societies
were still prominently active as well as youth ensembles of various types. In particular,
these editions were put out by: two female academic choirs — Collegium Musicum from
Belgrade and the 66 devojaka [66 Girls] choir from Sabac;* two mixed choir ensem-
bles of academic cultural-artistic societies (AKUDs), both based in Belgrade — the
choirs of AKUD Ivo Lola Ribar and AKUD Zikica Jovanovi¢ Spanac;* two youth choirs
— one of which, Ko¢a Kolarov from Zrenjanin, functions as a city ensemble, while the
other, Dr Vojislav Vuckovié, works as the choir of the music school from Nis;* two
civil choirs — the First Belgrade Choral Society as well as the Chamber Male Choir
Stanislav Binicki from Kru$evac; and, finally, only two professional ensembles — the

33 In1974, a new Constitution was established after much unrest, giving more autonomy to the repu-
blics forming the Socialist Federal Republic of Yugoslavia.

34  The Collegium Musicum Academic Choir, one of the most eminent domestic ensembles, was
founded in 1971, at the initiative of Professor Vojislav Ili¢. It is formed by female students of Faculty of
Music. Since its foundation, the choir has been conducted by Darinka Mati¢ Marovi¢ and performed
over 200 premieres. The choir 66 devojaka [66 Girls] was formed as youth choir in 1963, within the
Teacher’s School in Sabac, which became the Pedagogical Academy in Sabac. This female choir was
led by professor Branko Purkovi¢, and, under the present name, had significant success both domesti-
cally and abroad.

35 AKUD Ivo Lola Ribar was formed in 1944, just after the liberation of Belgrade. It was named after
the youth and academic partisan leader. Formed as a youth choir, it became academic since many ofits
members were/are students. Many famous Yugoslav and Serbian singers and musicians were former
members (such as Radmila Bako¢evi¢ and Miroslav Cangalovié, among others). AKUD Zikica Jova-
novic Spanac is an association of students of Belgrade University, dedicated to theatre, instrumental and
choir music, as well as folk music. The choir was founded in 1954 and since its beginning has been stati-
oned within Studentski grad [Student city].

36  The Koca Kolarov Youth Choir was founded in Zrenjanin in 1966. Professor Mirko Bulovan became
the conductor of the choir in 1970 and from this time it began to participate in festivals and competitions.
Singers of the choir are all between 15 to 19 years old. The Dr Vojislav Vuckovié Youth Choir was founded
in 1969 in Ni$. It was led by Radojica Milosavljevi¢, whose name it bears today. The choir members are
students of the local Music school.
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Belgrade Chamber Choir and the RTB/RTS Choir.”” In general, although all afore-
mentioned choral bodies belong to different social and artistic contexts, we can see
that their common feature was their publicly recognised quality, which had already
been ascertained through the various public appearances, accolades and awards of
each individual choir within its social and performing category.

Considering the concept of each particular issue in the second group of editions,
two types of ensemble presentation may be seen. One of them relies on a selection
of representative examples from the choir’s repertoire, which are presumed to show
considerable interpretative abilities in the performance of traditional and/or contem-
porary choral literature as “high” art music. In addition, these kinds of editions usually
indicate a specific whole in terms of repertoire. On the other hand, the second type
of edition pretends to be a part of “popularised” art music, which implies various
kinds of repertoire.

Among the former type of recordings, two compact discs are focused on
Orthodox sacred music. The Belgrade Chamber Choir and its conductor Vladimir
Markovi¢ included Mokranjac’s Opelo in their edition dedicated to Russian and
Serbian sacred music, performed in the Belgrade Gallery of Frescoes and issued
in 2001 (CD431142).3* The other edition, released under the name Srpska duhovna
muzika. Dela najvecih srpskih kompozitora — horovoda Drustva [ Serbian Sacred Music.
Works of greatest Serbian composers — choir directors of the Society] (CD 430602 in1998),
was also prepared as a live recording, presenting a concert of the First Belgrade Choral
Society under the leadership of Vladimir Milosavljevi¢.* The concept of the CD -
including its title itself — is a reminiscent of a long-established strategy of presenta-
tions of the same choir from the time of its prominent conductor Stevan Mokranjac,
when concert programmes, along with other — spoken, written and visual — narratives,
had been devised to map as well as memorialise the historical sequence of promi-
nent conductors of the Society, and thus to build an elite and leading position of
the Society in the construction of the canon of Serbian national music (Milanovi¢
2014d: 22-24). The recording was released after several decades of a changed, margi-
nalised position of the Society in the public cultural space, when the activities of
the Society had been reduced to its status as the Belgrade Cathedral Choir Society

37  The Male Chamber Choir Stanislav Binicki was founded in Krusevac, in 1973. The choir is parti-
cularly dedicated to the repertoire of sacred music, presenting it in concerts both in Serbia and abroad.
The Belgrade Chamber Choir was founded in 1996, and comprises 20 professional artists. Vladimir
Markovi¢ has been the conductor of the choir since its founding. The choir performs a wide-ranging
repertoire of spiritual music.

38  There are five numbers on the compact disc: Liturgija Sv. Jovana Zlatoustog comprising music by
various Russian composers; Svjati Boze [Holy God] by Pyotr Ilyich Tchaikovsky (1840-1893); Heru-
vimska pesma [ Cherubic Hymn] by Josif Marinkovi¢ (1851-1931); Molitva Davidova [ The Prayer of David)
by Vladimir Milosavljevi¢; Mokranjac’s Opelo is the closing composition.

39 The concert was held on the occasion of the 145™ anniversary of the Society (Cf. Petrovi¢, Pakovi¢
and Markovi¢ 2004: 141).
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(Cf. Petrovi¢, Dakovi¢ and Markovié¢ 2004: 105-143). The time of “transition”, which
implied a revival of bourgeois societies that had not been welcomed in the political
and social context of the communist state after the World War II, is very noticeable
here. The edition is marked by a nostalgia for the former “glory” and elite position
of the Society. The aim for the renewal of image and reaffirmation of the Choir is
presented here through the sacred music of Serbian composers who were professio-
nally connected to the Society as their conductors, starting from Kornelije Stankovi¢
(1831-1865). In this sound construction of an historical narrative, Mokranjac’s place is
the most prominent. Among 14 numbers, there are three of his compositions: Njest
svjat, Heruvimska pesma, Kanon Evharistije [ The Canon of Eucharist].*

Other representative repertoires in editions by different ensembles were selected
to present Serbian or both Serbian and foreign choral literature. In the case of the
Ivo Lola Ribar Academic Choir, two of its LPs for PGP-RTB/RTS are dedicated to
Serbian composers. The first of them, with conductor Ivan Drazini¢, released in 1975
(LP2433), contains 10 numbers among which two compositions of Mokranjac are
present (Akatist and Rukovet No. 11).* The double album (3130088) from 1984, with
conductor Milovan Panti¢, is dominated by the recording of the Opelo by Stevan
Hristi¢ on one disc, while the other contains repertoire by other composers, including
three works by Mokranjac (Rukovet No. 9, Rukovet No. 11 and Primorski napjevi).*
Serbian music is also presented on the edition of the Zikica Jovanovi¢ Spanac Academic
Choir from 1988 (LP 230120). This time, contemporary choral compositions domi-
nate in the performance of the ensemble under conductor Miloje Nikoli¢ and his assi-
stant Vesna Souc, but with addition of Rukovet No. 15 by Stevan Mokranjac.*

In the case of the edition of the Dr Vojislav Vuckovi¢ Youth Choir, released in
1988 (LP 230022), one half of the repertoire is dedicated to Mokranjac, while Josip
Slavenski, Kosta Babi¢ and the late-Renaissance Venetian composer Baldassare Donati
(1525/1530-1603 ) were represented by one composition each.*A large chronological

40  The rest of the edition includes two compositions by the conductor Vladimir Milosavljevi¢, and
one composition each by other composers: Kornelije Stankovi¢, Davorin Jenko (1835-1914), Josif Marin-
kovi¢, Stanislav Binicki (1872-1942), Stevan Hristi¢ (1985-1958), Miloje Milojevi¢ (1884-1946), Kosta
Manojlovi¢ (1890-1949), Svetolik Pag¢an-Kojanov (1892-1971), Aleksandar Gavanski (1901-?) and Geor-
gije Maksimovi¢ (1929-2014).

41 The other composers included are Kre$imir Baranovi¢ (1894-1975), Josip Slavenski (1896-1955),
Vladimir Berdovi¢ (1906-1980) and Vojislav Kosti¢ (1931-2010), each of them represented by one composi-
tion, as well as Milorad Kuzmanovi¢ (1932-1996) and Konstantin Babi¢ (1927-2009), with two pieces each.

42 There are also compositions by Dmitri Bortnjanski (1751-1825), Milorad Kuzmanovi¢, Konstantin
Babi¢ and Todor Skalovski (1909-2004). The last number is Poema about Lola Ribar by Radomir
Petrovi¢ (1923-1991).

43 The LP, under the name Kazivaljke [ Clue Rhymes] contains works by Radomir Petrovi¢, Josip Slavenski,
Konstantin Babi¢, Dugan Radi¢ (1929-2010), Dimitrije Golemovi¢ (1954—) and Minta Aleksinacki (1947-).
44  Two recordings of the choir’s performances with conductor Radojica Milosavljevi¢ in 1975/6 and
1981 were published on this LP. The first of them was held at the radio choral contest “Let the Peoples
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span and historical frame in the choice of repertoire is also present on the release
of the 66 devojaka Choir under conductor Branko Durkovi¢, from 1976 (LP2549).
Fourteen numbers in total comprise the music of local authors, from Davorin Jenko
to Dejan Despi¢, as well as Felice Giardini (1716-1796), an Italian eighteenth century
composer, and Victor (Vic) Nees (1936-2013), the contemporary Belgian (Flemish)
composer. Mokranjac’s Primorski napjevi is the closing number of the record. The
composition of the Croatian author Ivo Tijardovi¢ (1895-1976), which is also present
on the edition, suggests the inclusion of other composers from the then-Yugoslav
state.* Repertoire strategies of some choral ensembles from Serbia often included
such practices, which had their origins in Mokranjac’s time (Milanovi¢ 2018). In the
later socialist context, they sometimes took on new forms of presentation, incorpo-
rating music from different Yugoslav republics. This is the case with the edition of
the Collegium Musicum Academic Chamber Choir under the direction of respected
conductor Darinka Mati¢ Marovi¢, released in 1984 to celebrate an important jubilee,
the 1000 concert of the ensemble (LP2330113). The repertoire also included the
Kondak by the Russian composer Pavel Chesnokov (1877-1944) and Tebe pojem by
Mokranjac, while other works presented various authors from Serbia, Croatia and
Macedonia.* This inconspicuous association with official Yugoslav policy is situated
in the context of musical popularisation through specific media strategies of the RTB/
RTS, embodied in various activities of radio and television presenter Dejan Purovic.
It is interesting that along with music parts of the mentioned repertoire, a commen-
tary by Purovi¢ was also recorded. Dedicated to the popularisation of classical music,
Durovi¢’s radio show Dragstor ozbiljne muzike BG 202 [ Classical Music Store BG 202 ]
featured choirs in several editions, in addition to recordings of the show or its famous
top-list names themselves, indicating a form of cooperation. This is the case with
editions of the Ivo Lola Ribar Academic Choir, The Collegium Musicum, as well as
the Koca Kolarov Youth Choir.

The LP of the Kocéa Kolarov Youth Choir and its conductor Mirko Bulovan, rele-
ased in 1985 (LP 2330148), brings a slightly more dispersed repertoire, presenting a
mixture of choral music by various composers from Jacob Arcadelt (1507-1568) to
contemporary authors, as well as some popular numbers such as the spiritual Soon
No Well Be Down or a choral version of song Oh Susanna! by the American songwriter
Stephen Foster (1826-1864). There is, however, a specific sense of the whole, since all

Sing”, and run and broadcasted by BBC, when the choir included Mokranjac’s Heruvimska pesma along
with compositions by Slavenski, Babi¢ and Donati. Side B contains recordings from the 16® edition of
the Mokranjcevi dani festival in Negotin, where choir performed Tebe pojem and Rukoveti Nos. 2 and s.

45  Aswell as already mentioned authors, the edition includes Mihailo Vukdragovi¢, Marko Tajéevi¢
(1900-1984), Vladimir Pordevi¢ (1869-1938), Vojislav Ili¢ (with two compositions), Berislav Popovié
(1931-2002), Milivoje Dragutinovi¢, and Kosta Manojlovié.

46  Among those composers are Dejan Despi¢, Aleksandar S. Vuji¢ (1945-2017), Ivan Mateti¢-Ronjgov
(1880-1960), Toma Progev (1931-1996), Vlastimir Nikolovski (1925—2000), Radomir Petrovi¢, Vladimir
Berdovi¢, Dusan Kosti¢ (1925-2005) and Dragutin Gostuski (1923-1998).
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numbers are short, virtuosic or of comic character, and musically appealing to a wider
audience. One can thus understand why the two compositions by Mokranjac’s that
introduce the listener into the repertoire are presented in abridged versions (Rukovet
No. 5, songs 6-9; Rukovet No. 10, songs 3 and 4).“” Another edition of miscellaneous
repertoire that perhaps could also be considered under the rubric of popularization
was made by the Stanislav Bini¢ki Chamber Male Choir and conductor Milorad
Gale Radovanovi¢ in 2001, under the title U slavu Krusevca [In the glory of Krusevac]
(CD431135). It features a very strong mixture of genres and a total of twenty-five
numbers, where one can find sacred music by Serbian and Russian authors as well as
patriotic songs and examples of starogradska muzika [old urban music], a great part of
the recording is dedicated to Mokranjac. There are several parts of his Liturgy (Prva
slava and Svjati Boze, Milost mira, Dostojno jest, Svjat, svjat, Tebe pojem, Tebe Boga
hvalim), Njest Svjat, Himna Sv. Savi and Za inat. **

Finally, two ensembles of the Radio Television Serbia (Choir and Symphonic
Orchestra) had their own recording published in 2004 (CD 431629), on which 10
numbers by Serbian and international composers were performed.* Given the exten-
sive work on Mokranjac’s oeuvre that choir ensemble had done over the previous
decades, it is no wonder that one composition by this author (Rukovet No. 1) was
included again.

2.3. MOKRANJAC’S MUSIC ON MISCELLANEOUS EDITIONS

The third group of editions does not refer to a particular composer, particular works
or a particular choral ensemble. These editions are dedicated to a specific “topic”
or “occasion” around which some compositions, authors and/or performers are
gathered. The group is heterogeneous, and recordings vary from a multi-part edition
of the Antologija srpske muzike [ Anthology of Serbian Music] to those such as BoZi¢ne
pesme [ Christmas songs] or “top lists” of classical music. However, as opposed to these
diverse conceptions, what binds these editions together is the RTB/RTS Choir as
the main performer.

47  The edition was presented as the “Selection of the Most Successful Recordings in the Period 1979—
1984” of the Choir. Composers included, apart from Mokranjac, are: Milorad Kuzmanovi¢, Konstantin
Babi¢, Vladimir Berdovi¢, Giovanni Giacomo Gastoldi (1550-1622), Jacob Arcadelt, Richard Genée
(1823-1895), R. Herzl, Emanuel Fabrez, Manuel Oltra (1922-2015), Zoltdn Kodaly (1882-1967), Georgu
Gheorghe Danga and Stephen Foster (in arrangment by Berdovi¢ and Bulovan).

48  Other composers included are: Dugan Kotur (1870-1936), Mita Topalovi¢ (1849-1912), P. Dvorecki,
Dragan Jovasevi¢ (1958-), Georgije Maksimovi¢, Pavel Chesnokov, Stanislav Binicki, F. Sistek, K. Beri¢,
Davorin Jenko, V. Joksimovi¢ and Isidor Baji¢ (1878-1915).

49  Those are: Petar Konjovi¢ (1883-1970), Svetislav Bozi¢ (1954-), Vasilije Mokranjac (1923-1984),
Wolfgang Amadeus Mozart (1756-1791) and Georg Friedrich Hindel (1685-1759). Information on the
conductor was not included in the data on the disc.
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The edition Antologija srpske muzike, released as five LPs in 1977 (LP 2601-2605),
was created as a selection of representative examples of Serbian music from the nine-
teenth to the middle of the twentieth century. A historical construction of a series of
anthologies is divided according to different genres that found their place on sepa-
rate LPs of symphonic, chamber, piano, lied and choral music. It is worth mentioning
that Mokranjac is represented by two works on the LPs Nos. 4 (Lied) and 5 (Choral
music). His solo song Lem Edim is performed by bass Branko Pivni¢ki and pianist
Konstantin Bogino, while his composition Ogrejala mesetina [ The Moonlight Began
Shining] is performed by the RTB Choir under Borivoje Simi¢. Having in mind that
Simi¢ recorded the bulk of Mokranjac’s choral music, the inclusion of a lesser-known
work instead of the widely-performed rukoveti was perhaps motivated by the idea
that the core part of Mokranjac’s opus has already (or was planned to be) published.
This example of widening the canonical platform of Mokranjac’s oeuvre is combined
with a selection of other composers and works. The prevalence of Josif Marinkovi¢
is obvious on both LPs, while usually marginalised composers, such as Isidor Baji¢,
Stanislav Bini¢ki and Petar Krsti¢ (1877-1957), are also included.® This edition “is very
significant precisely because of its ‘anthological’ character, since an ‘added value’ is
given to presented works that forms the desired historicist line of the Serbian music
tradition” (Maglov 2016b: 99). Although we could talk about revision of the canon
here, one should bear in mind at least two additional aspects. Concerning the said
anthology, a very few compositions in total, selected to cover an entire edition, do
not permit precise comparison with other practices of canonization that were imple-
mented through elaborate and hierarchised historical narratives (e.g. musicological
discourses, concert programme policies etc.).® On the other hand, it is important to

50 LPno. 4, dedicated to lied, contains the following compositions: Potok Zubori [ The Brook is Murmuring]
and Ceznja [Yearning] by Josif Marinkovi¢ (orch. by Milan Risti¢), Lem Edim by Stevan Mokranjac, Uspa-
vanka mome sinu Viadimiru [ The Lullaby to my son Vladimir] by Isidor Baji¢ (orch. by Milan Risti¢), Sabah
[The Dawn], Chansone and Pesma o dvoje [Song about Two People] by Petar Konjovié, Nimfa [ The Nymph],
Japan and Molitva majke Jugovica zvezdi Danici [ The Prayer of the Jugovi¢ Mother to the Evening Star] by Miloje
Milojevi¢, Lastavica [ The Swallow] and Vee na Skolju [ Evening on the Beach] by Stevan Hristi¢. LP no. 5, dedi-
cated to choral music, contains following compositions: Srpske narodne pesme [ Serbian Folk Songs]: Devojka
sokolu [ The Girl Doing Wrong to the Falcon], Siva maglo [ Oh Gray Fog], Pade listak drenjine [Down Fell a Leaf
of Cornel-berry] by Kornelije Stankovié, Deseto kolo [ The Tenth Ring Dance] and Pototara [ The Brook Mill]
by Josif Marinkovi¢ (later orch. by Borivoje Simi¢), Ogrejala mesecina by Stevan Mokranjac, Divna noéi [On
Beautiful Night] by Stanislav Bini¢ki, Devojka i vetar [ The Girl and the Wind] by Petar Krsti¢, Tri Zenska hora
[Three Female Choirs] Oj, za gorom [ Behind the Mountain], Orosen derdan [ The Necklace Covered with Dew]
and Vragolan [ The Devil Boy] by Petar Konjovié. In addition to the composers mentioned, the Anthology also
includes works by Predrag Milogevi¢ (1904-1988), Ljubica Mari¢ (1909-2003), Stanojlo Raji¢i¢ (1910-2000),
Josip Slavenski and Marko Tajéevi¢. The reviewer of the edition was Davorin Zupani¢ and editor-in-chief
Dragisa Petkovi¢. For the contents of all five LPs see Maglov 2016b: 109-110.

st For example, there is only one symphony (by Petar Konjovi¢) on LP No. 1, or, to take an example

of chamber works on LP No. 2, only three compositions are presented, by Predrag Milogevi¢, Ljubica
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consider the broader context of the state label’s editions, and note that the presence
of other Serbian composers on sound recordings was less than Mokranjac’s, which is
the fact that will be stressed in the final chapter of this study.

There are several celebratory editions in this group, which were released on certain
special occasions. Among them, one of the oldest recordings from the PGP-RTB/RTS
catalogue on which data could be found was certainly a recording comprising four
compositions that had previously been recorded for other editions and promoted as
a celebratory issue under the title Novogodisnja ploca 1969 [ New Year Record 1969],
released at the end of 1968 (EP-NGs 33 0/m). Mokranjac’s composition Kozar,
performed by the RTB Choir and Borivoje Simi¢, was included, and together with
popular pieces by Wienawski, Prokofiev and Gounod was presented as a “hit” of arti-
stic music, suitable for listening to during the New Year holidays.* This kind of edition
is a predecessor of a later, organised popularisation of classical music whose main
energiser was the above-mentioned radio and television presenter Dejan Purovic.
His strategies for bringing classical music to a wider audience were borrowed from
the context of popular music promotion in media culture. The PGP-RTB/RTS cata-
logue saw many renditions of his popular top lists of classical music “hits”. One such
recording, named Top lista Dragstora ozbiline muzike [ Classical Music Store Top List]
was published in 1982 as both LP (2139327) and audio cassette (530298). This edition
saw Mokranjac’s sacred piece Njest svjat, performed by the RTB Choir and Borivoje
Simi¢, recognised as being such a “hit” - the only one by a Serbian composer among
predominantly orchestral works from the Western classical music canon. This place-
ment adds another layer to the perception of Mokranjac as the central composer
figure in Serbian music.5*

The edition of the RTB Choir and conductor Vojislav Ili¢, published on both LP
and audio cassette in 1990 under the name BoZi¢ne pesme (LP 230 537, KA 530 336),
was also intended for a broader circle of listeners, other than those who had been
believers and/or interested in Orthodox church music. Since the early years of “tran-
sition” favoured increasing the number of such listeners, demand for these recordings
also grew. Mokranjac’s music fitted into these “functional” frames, and more than

Mari¢ and Stanojlo Rajici¢, while older composers are completely excluded. On the other side, there are

no composers of the younger generation among lied and chamber music (LPs Nos. 4 and ).

52 There are four compositions on this EP: Kozar by Mokranjac, Mazurka by Henryk Wieniawski
(1835-1880), Gavotte by Sergei Prokofiev (1891-1953) and the aria of Marguerite from the opera Faust
by Charles Gounod (1818-1893).

53 Formore on the concept of Classical Music Store and accompanying media contents, see Maglov 2015.

54 Judging by the programme, a video cassette Subotom uvece Top lista klasi¢ne muzike [Saturday
Evening Classical Music Top List, VHS 890162], dated 1990/91, is essentially the same as the earlier
audio edition. Mokranjac is again included in the top list with the same composition and its perfor-
mers. The author of the accompanying music video is director Arsenije Jovanovi¢. The editor of the
video programme was Nikola Neskovi¢, editor-in-chief Stanko Terzi¢, and the authors of the show were
Snezana Nikolajevi¢, Dejan Purovi¢ (also serving as its lead) and Aleksandar Mandi¢.
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half of the edition comprises his carols, antiphons and other songs, while a conside-
rable number of pieces were written by Ili¢ himself, with an additional example from
Marinkovi¢’s music.

Another kind of edition that adjusted to official policy of the same time is the
CD Sila krsta [ The power of the Cross], dedicated to the 800" anniversary of Hilandar
Monastery (CD430572,1998). This edition comprises Mokranjac’s Liturgy sung by
the Kolibri and Pavle Aksentijevi¢ under conductor Milica Manojlovi¢, while the
majority of the other works were written or arranged by Zoran Hristi¢. This is one
of rare examples of an edition that presents both the RTB/RTS and other ensem-
bles (Kolibri; the RTS Choir and Orchestra; the Obili¢ Choir and the First Belgrade
Choral Society).

In the year of Radio Belgrade’s 75™ anniversary (2004), a celebratory edition under
the name Radio Beograd 75 godina [Radio Belgrade 75 years] was released (CD430923).
The compact disc contains 21 numbers in different musical genres, performed by
various ensembles associated with the RTB (children’s choir, national orchestra, vocal
quartet, etc.), in order to present all performing bodies of the state media enterprise.
Mokranjac’s specific status in Serbian music is confirmed not only by the quantity of
compositions included in the selection, but also by the variety of performers. Speci-
fically, as well as Jagust’s recordings of the Heruvimska pesma, Rukovet No. 10 and
Kozar, there is also Tebe pojem from the Liturgy performed by the Kolibri children’s
choir, as well as a jazz arrangement of the Rukovet No. 8 by Zvonimir Skerl, performed
by the RTB Jazz Orchestra and soloists Milivoje Markovi¢, Stjepko Gut and Mihajlo
Blam.s°

One edition in this miscellaneous group is a rare example of a recording of the
spoken word and music published in 1976 under the name Vuk KaradZi¢ govori [ Vuk
Karadzi¢ Speaks] (S 26500). Side A of this edition contains a commentary spoken
by Predrag KneZevi¢ (in synthetised voice), while the other side brings Mokranjac’s
compositon Himna Vuku KaradZiéu [ Hymn to Vuk Karadzic]. Although the name of the

55 There are seven compositions by Vojislav Ili¢, six by Stevan Mokranjac and one by Josif Marinkovi¢
(Prevjeeni rodisja po ljeti / The Pre-eternal was born/). The compositions by Mokranjac are: Uranila, koledo
stara majka [ The Koledo Singers, Carol]; Molitvami Bogorodici, Spasi ni, Sine BoZji (Antifoni) [Antiphons
By the Prayers of the Theotokos and Save us, O Son of God]; Rozdestvo Tvoje [ Troparion Thy Nativity, O
Christ our God]; Ko pije vino za slave BoZje (Slavska) [He who drinks wine to God's glory at a family Slava,
Carol]; Tebe Boga hvalim [ Te Deum]; Uskliknimo s ljubavlju svetitelju Savi [Hymn to St Sava, Serbian
Church Anthem]. The soloists were Zivojin Ciri¢, Ana Jovanovi¢ and Branimir Jovanovi¢. The sound
engineer was Danica Vele$evi¢, the producer Jugoslav Bosnjak, the reviewer Svetozar Karakusevi¢, the
editor Neda Bebler, and the editor-in-chief Stanko Terzié.

56 On this edition, a very varied spectrum of genres and performers was included (ranging from symp-
honic and choir music, to jazz, popular music and old urban songs). Mokranjac is the only composer of
choir music on this edition, while other representatives from the canon of Serbian art music are Petar
Konjovi¢ (Kestenova gora [ The Chestnut Forest] from the symphonic tryptich Kostana) and Stevan Hristi¢
(Grlica [ The Turtle-dove] from the ballet Ohridska legenda [ The Legend of Ohrid]).
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conductor is not mentioned in the documentation, the composition was performed by
the RTB Choir, confirming that the range of various editions with Mokranjac’s music in
the performances of this ensemble includes many different kinds of “functional” issues
that tended to be accessible to both specific and general publics.

3. THE PERFORMANCE CANON OF MOKRANJAC’S OEUVRE

During several decades of its activities, the PGP-RTB/RTS acted as one of the cano-
nisers of local musical art. This become more obvious when we take into account an
extensive series of twenty-five LP editions under the title Savremeni domacéi kompozi-
tori [ Contemporary Serbian composers], which ran from the 1970s and covered many
distinguished composer figures with at least one record.” This edition also included
several composers active in the interwar period (e.g. Stevan Hristi¢, Josip Slavenski,
Predrag Milogevi¢). Nevertheless, the lesser representation of older composers in
the PGP-RTB/RTS recordings of the time was criticised (Jaksi¢ 1979). Although
this deficit was soon after partly compensated for, the overall representation in such
editions remained more than modest. With the exception of the series of contempo-
rary composers as well as the above-mentioned series of the Antologija srpske muzike,
there are only four LPs with Konjovi¢'s opera Kostana (1983) and only one album with
music by Josif Marinkovié¢ (LP 2130653, 1985),** while many composers of the older
generations such as Kornelije Stankovi¢, Stanislav Binicki, Isidor Baji¢ and Miloje
Milojevi¢ are not represented by an individual recording on the state label. The policy
of the PGP-RTB/RTS to focus its own publishing activities, mainly for the promotion
of composers of younger generations, thereby to induce the construction of the canon
of then-contemporary music seems obvious from today’s perspective. This context
particularly sharpens the fact that Mokranjac was an exception in the broader frame
of the label’s editions. Not only was the history of local music canonised through his
oeuvre, but his music was also very much dominant in comparison with contempo-
rary authors.

Seen from another angle, the same fact is confirmed by several specific editions
of the state label. One of them is a film about Stevan Stojanovi¢ Mokranjac, a VHS
edition from 1997.* This film points to the strategies related to the culture of remem-
brance, which are inseparable from the formation and reaffirmation of the canon,
the various ways in which Mokranjac’s image and work were reproduced in Serbian
culture of the past (Milanovié¢ 2017, 2018) and recent times (Miki¢ 2012). The subtle
maintenance of composer’s name and, thus, a symbolical value-inscription is found

57 For the contents of the series see the appendix in Maglov 2016b: 111-114.
58  See https://www.discogs.com/Josif-Marinkovi%C4%87-%C4%8Ce%Cs%BEnja/release/10183703.

59  The production was made in cooperation with the Radio Television of Serbia, Centar film, Jugoslo-
venska kinoteka, Prizma Kragujevac and Ni$ film. Scenario and text were written by dramatist Petar Volk.
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in the editions of the Serbian String Quartet Mokranjac.*’Among its three editions
with standard international repertoire (LP 22-2533,1979; LP 2330067, 1983; LP 430350,
1997), the second was accompanied by a booklet with a commentary by the composer
Konstantin Babi¢ on the history of the first Serbian String Quartet and the role of
Stevan Mokranjac in this ensemble. The symbolic reaffirmation of the composer’s
role in Serbian/Yugoslav musical life is carried out through the existence of various
institutions in the spheres of education, culture, performance and musical creations
that bear his name. Among them are, for example, music schools in Belgrade, Poza-
revac, Kraljevo, Negotin, Vranje, Senta, Zaje¢ar and Novi Pazar, and choral societies
in Belgrade, Negotin and Zajecar, including a cultural-artistic society in his native
Mokranje near Negotin. There are also the Belgrade-based Mokranjac Association for
the promotion of culture, as well as the prestigious annual prize of the Composers’
Association of Serbia, the Stevan Mokranjac Award. The most prominent place in this
diverse network of cultural memory belongs to the Mokranjcevi dani festival, founded
in 1966 in Negotin, which during its decades of existence has acquired the role of one
of the greatest canonisers of Stevan Mokranjac. The PGP-RTB/RTS connection to
the festival is shown by the edition of the RT'B Choir and Borivoje Simi¢ from 1975,
who recorded several compositions that received awards at this festival (LP 2432)."
Together with mutual interconnections between the PGP-RTB/RTS and the insti-
tutions and sites of memories and promotion of Stevan Mokranjac, the state label
role as policy maker in the canonising of performances of Mokranjac’s works seems
to have had a special, far-reaching effect. Some recordings are amongst those which
achieved canonical status because, thanks to the development of technology, they
stayed “’forever’ ‘fixed’ in famous performances” which “opens a whole new set of
questions on how we listen to Mokranjac, and how we hear him, and which could
be further applied to the practices of listening (to domestic choir music) in general”
(Miki¢ 2012: 4). Our understanding of the topic is related to the performances which
are repeatedly present over several PGP-RTB/RTS editions, as well as the specific
performance styles of particular ensembles and conductors. The repetitiveness of
these editions and the “frozen” state of the performances meant that these particular
ways in which Mokranjac’s works were performed were “engraved” in collective recep-
tion of how Mokranjac’s music should sound. It has even more impact if there are
repeated reissues of recordings, in different media formats, and in different reper-
toire constellations, emphasising certain performances as even more significant and
adding to their recognisability in the cultural life and minds of listeners. In that sense,
coming full circle as regards PGP-RTB/RTS recordings of Mokranjac’s, the fact that

60 Ithas to do with the Serbian String Quartet (1971-1992) that worked under the name of Mokra-
njac from 1882. In recent times, another ensemble with the name of the composer, Mokranjac String
Quartet (2011), has been active.

61 Among them are Pesme rastanka by Ljudmila Frajt (1919-1999), Madrigal by Vlado Spoljaric’,
Razbrajalice by Konstantin Babi¢, Saljivka and Cobanske by Vladimir Berdovié, Pesme Janje Cicak by
Vojin Komadina, and Zakukuljeno by Vojislav Ilié.
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in addition to the most repeated albums of performances conducted by Simi¢, Ili¢
and especially Jagust, some other editions contain excerpts of these same recordings
further adds to their status of “the” ultimate Mokranjac performances.

In addition to these “peaks”, all other performances with the RTB/RTS Choir, the
first professional and one of the most distinguished choral ensembles in the country
are dominant in comparison to other choirs. One can understand that the state label
invested its power position in the promotion of the ensemble with whom it shared
the same institutional house. Also, there is a broader dominance of the Choir in public
presentations, which is very conspicuous when looking at statistics on the number of
their concerts under various conductors held at Mokranjéevi dani festival.®> The public
prominence of the ensemble was also confirmed and recognised when the perfor-
mance of Mokranjac’s compositions by the Choir and Mladen Jagust was awarded in
1982 with the October Award of Belgrade, one of the highest recognitions for achie-
vements in arts and culture (Milanovi¢ 2014¢: 116).

Thanks to individual conductors the RTB/RTS Choir became the main body that
set performance standards in interpretation of Mokranjac’s music. In this context, it
is worth bearing in mind that all of its leaders had a very deep respect for Mokranjac.
In addition, the broader activities of some of them, such as composing, editing, orga-
nizing or scholarly work in music, their other institutional positions and, finally, their
public narratives as well as the mutual collaboration of some of them, were among
various factors that influenced the empowering of their images as unique performing
experts in the performance of Mokranjac’s music.

Thus, Simi¢ and Ili¢ found their creative models of composing precisely in
Mokranjac’s oeuvre. That had its parallel in their orientations towards the composer
as conductors, Simi¢’s in performing secular music, and Ili¢’s in the sacred genres.
Vukdragovi¢ stressed in public interviews his attachment to his initial creative
impulses found in Mokranjac’ works: “I was drawn to Mokranjac’s shaping of
folk melodies into original works of art and by his ability to translate the values of
authentic folklore into his creative language. I, myself, have also remained loyal to
those ideas during my five decades of composing” (see Milanovi¢ 2014c¢: 24).

Vukdragovi¢ was among the key figures in the foundation of the Mokranjcevi dani
in Negotin and the Yugoslav Choral Festival in Nis. As a corresponding member of
the Serbian Academy of Sciences and Arts (SASA) since 1950, and then a full member
since 1961, he was also credited with the restoration of Mokranjac’s birth-house that
has been transformed and institutionalised as the museum. Vukdragovi¢’s editorial
work was an important contribution to the shaping of the long-awaited first publica-
tion of texts by (ethno)musicologists and musical experts on Mokranjac, published
by SANU (cf. Vukdragovi¢ 1971). As versatile energiser of musical life and especially

62 During half of the century, the Choir was led by Borivoje Simi¢ (1971, 1972, 1974, 1975, 1976, 1978,
1979, 1980), Mladen Jagust (1981, 1082, 1983, 1985, 1997, 2006, 2011), Vladmir Kranjéevi¢ (1988, 1990),
Bojan Sudi¢ (1992, 1993 — twice, 1995 — twice, 2010, 2014 — twice), Dorde Stankovi¢ (2002) and Darinka
Mati¢ Marovi¢ (2003). The statistical data does not include their performances of vocal-instrumental
works (Marinkovié 2015).
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amateur music-making, as well as a highly ranked individual in the musical, educa-
tional and cultural milieu of the socialist period,” Vukdragovi¢ used his positions to
engage in the propagation of Mokranjac’s work. His activities as a conductor were an
integral part of this context.

Mladen Jagust maintained his stance that Mokranjac was an unsurpassed choral
composer, claiming “that we have somehow not managed to place Mokranjac’s music
in the world” (Milanovi¢ 2014c: 26—27). The occasion of the celebration of the 125
anniversary of the composer’s birth was marked by the release of the above-menti-
oned quadruple LP of the Choir and Jagust and by a number of festival performances,
as well as a guest appearance in the Soviet Union (Milanovi¢ 2014c: 27). These came
at the time when a more systematic approach to publishing music by Serbian compo-
sers was taken at the PGP-RTB/RTS, as opposed to earlier years, when editions came
without a particular plan or order (Jaksi¢ 1979). Certainly, this new turn in the label’s
publishing policies helped with the realisation of the plan to give Mokranjac the place
that was, according to shapers of musical and cultural life at the time, his due. Thus,
this complex undertaking by maestro Jagust and choir ensemble that has already
taken a specific place in Serbian musical culture was further affirmed first with the LP
album and then many reissues in new media formats that followed every few years.

Vojislav Ili¢, an expert on the human voice and choral singing, professor at the
Academy of Music in Belgrade (1951-1980) who was educated both in theology and
conducting, acted as one of the most important editors of the Complete Works of
Stevan Mokranjac (1992-1999). Along with his other activities as conductor and
promoter of church music at the beginning of the transition of the 1990s, it was one of
the opportunities for him to show that he had never given up interest in Mokranjac’s
church music. His influence on some conductors was very visible and peculiar. For
example, Vladimir Kranj¢evi¢ was thankful to Ili¢ who directed him, as he stressed,
“into all secret connections between Mokranjac’s music and the liturgical text”. Kranj-
¢evi¢ believed that Mokranjac’s music “was written from the soul, so this vibrancy was
especially felt and transmitted to the ensemble and the auditorium” during perfor-
mance. He claimed that Mokranjac’s sacred music was “unrivalled” and that some of
it “represented the greatest pinnacles of world choral literature” (Marinkovi¢ 2015:
16 5—167).

In conclusion, we can stress that the PGP-RTB/RTS activities in the publishing
of Mokranjac’s music included a set of factors that affected the nurturing the image
of Mokranjac through releasing of his music, which was presented by recordings of
various kinds of ensembles as well as by different publishing concepts, from albums
and integral editions to “functional” and “popular” issues. These aspects of publis-
hing policy covered both the musically informed and a broader public. At the same
time, the professional choral ensemble of the state media house was at the centre of
these publishing activities, which involved strategies of presentations of the Choir as

63  To mention only a few of his various functions: Professor at the Academy of Music (today Faculty
of Music), and its Rector, 1947-1952; first Rector of the Academy of Arts (today University of Arts), 1957—
1959; General Secretary of the Composers’ Union of Yugoslavia, 1953-1962 etc.
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the most distinguished performer of Mokranjac’s work. On the one hand, it is evident
that unquestionable domination of the state label during the socialist period produced
some of the most valuable editions. The period of the 1990s was characterised by
efforts to intensify the publishing of the sacred works. Right from the beginning of
the twenty-first century, PGP-RTS’s engagement on new publishing projects steadily
declined. Since 2003 the state label has not published a single sound edition presen-
ting a new performance of Mokranjac’s work. On the other hand, however, relying
on the cultural capital acquired during its dominance as well as the sound resources
of older projects, the PGP-RTS did not completely give up its practice of repeating
its editions. Recordings that were periodically reissued over time have imposed on
collective reception an idea of how Mokranjac’s music should sound. It is this stra-
tegy of repetition that has further strengthened the actuality of older interpretations,
contributing to their canonical status even in the present time.

Finally, it should be emphasised that the next step of this examination should
focus especially on the period after the 1990s, in order to analyse the production
of other publishers and acquire a picture of Mokranjac’s music in the contempo-
rary context of the discography. Furthermore, given the need to explore the complex
processes of canonization in post-World War II local music practices, it would be
of interest to conduct a comprehensive comparative study, and to see the mutual
synergy and/or conflict in the positioning of various agents of canonization in the
field of discography and of other relevant areas such as music performance, creation,
education and musicology.
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brursaAHA MUAAHOBUE U MAPUJA MATAOB

MOKPAHbAL] ON REPEAT: PEAOPMUCAKE MY3UYKOI KAHOHA IIYTEM 3BYYHUX
uspAmA (AuCKorraouja IITTI-PTE/PTC)

(PE3UME)

Cryauja je nocsehena 3Byunnum uspamuma mysuke Cresana Crojanosuha
Moxpawna (1856-1914), o6jassennm y [Ipopykuuju rpaMoOHCKUX AOYA
Papuo TeaeBusuje Beorpas/Papno teaesusuje Cpbuje (IITTI-PTE/PTC).
HcTpaxxuBame ce 0cAama Ha pe3yATaTe AO KOjUX Cy ayTOPKe AOLIA€ TPETXOAHO
paaehu Ha cTyanjama o popmuparmy KaHOHA y CPIICKOj YMETHHYKO] My3HIIH
(Munsanosuh) u o yMmerHHuKOj My3unu o6jassusanoj y oksupy III'TI-PTB/
PTC (Maraos). AyTopke oAase 0A IIPETIOCTABKE A2 je MOMeHyTa U3AABadKa
kyha MMaAa AOMUHAHTHY IO3UIN)Y Y My3HYKOj U MeAHjcKOj KyaTypu Cpbuje/
Jyrocaasuje oa cBor ocHuBama 1951. ropuHe A0 moyeTka 21. Beka, Te A CY OAAYKe
0 u36opy ayTopa 1 KOMIIo3uIHja Koju he y karaaory ose kyhe OuTH 3acTymreHu
3HAYAjHO YTUI]aAE HA OOAMKOBakbe My3HUKOT KaHOHA. CTora je OCHOBHH Ijin 610 Ad
ce aHaAu3upa npoaykuyja 3Byunux uspama [IITI-PTH/PTC xao KOHCTUTYTUBHU
¢axrop xaHoHM3anuje CreBana MokpamIia.

HcrpaxxuBame je 3aCHOBAaHO Ha aHAAM3U apxuBcKe rpabe koja ce uyBa y
soxymenTanuju ITT'TI-PTB /PTC, unpopmarmjama AOCTYIIHIM Y oAroBapajyhum
6asama moaaraka Ha MIHTepHeTy, Te yBUAY ¥ caMa uspama (y BUXOB cappKaj,
onpeMy U TekcToBe oMoTa/ nparehux kwiwxua). Yaera cy y 063up usparma [1IT1-
-PTB/PTC xoja cy mocseheHa IpBeHCTBEHO IPEACTABAAY KOMIIO3UTOPOBOT
omyca, 3aTuM oHa nocseheHa MojeAMHAYHNM XOPCKUM aHcambArMa (a Ha 4HjuM
perepToapuMa ce Haraze 1 MokpamueBe KOMIO3HIIUje), KA0 M TEMATCKA U
M3AABbA HACTAaAQ OApel)eHrM TOBOAOM (HITp. IpOCAaBa jy6uaeja), Koja ce OAAHKYjy
pasHoBpcHomhy, Kako u3Bol)aua, Tako U AeAa PA3AMYUTHUX AyTOpa. Y3eTa Cy y
0063up YKYIHO 43 H3Aamba, OA KOJHUX HajcTapuje moTude u3 1968. ropune.

Pap je mopesen y Tpu neaune. IIpBa op BUX OAHOCH ce Ha TeOpHjCKe U
METOAOAOIIIKe aCIIeKTe HCTPAKUBaha KAHOHA, YKaYUyjyhu i KpaTak ocBpT Ha
(pe)adupmucame kaHOHa y CAy4ajy AOKaAHe yMeTHHYKe My3uke. CpeAnmImy
A€0 AOHOCH TPH IIOTIIOTAABAA Y KOjUMA je IIPeACTaBs>eHA CHCTeMATH3AHja H
AHAAM3A PAa3AMYHUTHX BPCTA U3AAA Ca CHUMITMMa MoOKpamyueBHX AeAd. 3aBpIIHa
IleAHA YKAoyUyje 3Ha4ajHe IpoOAeMe U [T0jeANHA [IMTakba Y KOHTEKCTY CTpaTertja
KaHOHM3auuje u nporpamckux noaunruka [ITTI-PTE/PTC, yxasyjyhu na
CBOjeBPCTaH KAHOHCKHU CTAaTyC AOMUHAHTHUX My3H4KHX HHTEPIIPETaIllja CBeTOBHE
U AyXOBHE My3HKe OBOT ayTopa.
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3aKayuIu U3BEACHH Y OBOM HCTPAXXMBAIY IIOKA3Yjy Ad je IleHTPaAHa IO3UIHja
MoxpasmIia y HCTOPHjH CPIICKe My3HKe peapHpMECaHa KPO3 Pa3AMYHTE H3AABAIKE
KOHIJeIITe, 0A aAOyMa 1 HHTerpaAHUX 3BYYHHX ITyOAMKALHja A0 ,QYHKIIMOHAAHUX
U ,[IOIIYAAPHUX " U3AAHHA, Te Aa je mporpamcka noautuxa IIT'TI-PTE/PTC y oBom
CAY4ajy Y3UMaAa y 063Up KaKO My3UYKH 00Pa3oBaHy, TAKO U WIUPY IIyOAMKY.
YoueHa je 1 kayuna yaora Xopa PTB/PTC u meroBux AupureHara y 06AMKOBakby
3Byka MOKpamyeBHX A€Ad, 2 C 003UPOM Ha OPOJHOCT U3AAMA U PEH3AAIBA KOja
je oBaj aHcaM6A ocTBapuo. Mely muma cy 6man aAbyMu 1 MHTerpasHa H3Aamba
¢ aupurentumMa bopusojem Cumuhem 1 MAapeHOM JarymroM, IOTOM U H3AAmbe
Cinpacne cegmuye c aupurentom Baapumupom Kpamuesuhewm, a nspBajasa cy ce u
[IOHOBM&EHA U3paba Mokpawaese Auitiypiuje Ce. Josana Sratiioycitiol y uzsohemwy
xopa Collegium musicum u pupurenra Bojucaasa Maunha. Heymurra AooMuHanmja
IITTI-PTB/PTC MeAUjCKUM IPOCTOPOM TOKOM COLIMjaAMCTUYKOT IIEPUOAA
IIPOM3BEAA je HeKa OA HajBPeAHHUjHX u3pamba Mokpadese My3uKe y peaAu3aliyju
oBe puckorpadpceke kyhe. ITeprop aeBepeceTux 6uo je obesexxeH Hamopuma
Aa ce HHTeH3UBUpA 0bjaBsUBae MOKpamUeBUX AGAQ AYXOBHE MY3HKe, LIITO je
OHAO y CKAAAY C IPOMEHOM 3BAHHUYHE TOAUTHKE, KA0 U IPOrPAMCKUX CMEPHHUIA
ApxaBHe puckorpadceke xyhe. ITouerkom XXI Bexa anrasxman III'TI-PTC Ha
HOBHM M3AABaYKMM ITPOjEKTHMA HATAO j€ OIao, Tako Aa mocae 2003. roaonHe Huje
06jaBs>EHO HIjEAHO 3BYYHO H3AAME KOje O MPeACTABHAO HOBe HHTepIIpeTaliije
MoxkpamueBor aeaa. MehyyTum, ocaamajyhu ce Ha KyATypHH KanuTaA CTeYeH y
BpeMeHy MeAMjCKe AOMHUHAIIMje, Kao U Ha 3By4YHe pecypce paHHjUX IpojeKara,
IIT'TI-PTC Huje y MOTIyHOCTH HAITyCTHO IPAKCY MTOHABAAKA CBOjUX H3AAMKA.
ITocMmaTpaHO y IeAMHHE, CHUMITM KOjH CY Ce MIEPUOAMYHO PeH3AABAAN HaMeTAAH
cy cBojoM mpucyTHouthy HAejy o ToMe Kako Tpeba aa 3Byur MokpamueBa
My3HKa. YIPaBoO je 0Ba CTpaTeryja MOHABASAKka OCHAKMAA AKTYEAHOCT IOjeAMHUX
HHTepPIIpeTaIHja, AOIpHHOCehH BHXOBOM KAHOHCKOM CTATYCY YaK U Y CAAALIEHEM
BpeMeHy.

Kany4YHE PEYM: MysHuKH KaHOH, M3Bohauky kaHOH, CreBan CrojaHosrth Moxpassar, ITI'TI-
-PTB/PTC, auckorpaduja, Xop PTB/PTC
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As the newly founded state of the Kingdom of Serbs, Croats and Slovenes
[Kingdom of SCS], emerged in December 1918, a striving for rapid cultural
progress of marginalized South Slavic peoples became relevant in various, ideo-
logically and socially distinct intellectual circles. Understanding the prehistory
of the Kingdom as a period of devastating political and economical exploita-
tion of South Slavs as well as the systematic supression of their cultural poten-
tials, the post-Great War era seemed promising in that respect, giving reason to
believe in the unprecedented social and cultural development of local nations. In
the atmosphere of “great expectations”, music experts from all over the Kingdom
felt that the time had come finally to solve some of the issues that were thought
to compromise the expansion of the sphere of art music. Initiatives were almost
simultaneously undertaken in Ljubljana, Zagreb and Belgrade in order to tran-
sform the domain of music education, which was thought to be of great signifi-
cance for “musical progress”. Among other things, extensive negotiations between
the management of some of the most influential music schools in the country
and the Ministry of Education of the Kingdom of SCS took place between 1919
and 1921 aiming at changing the economic basis of music education, its organiza-
tion and goals. Parallel to “bureaucratic” struggles, a sort of public campaign was
launched in the music press and dailies, which held opposing views on this topic.
One of the first addresses to the public concerning the necessity of reforms of
Yugoslav music education appeared as soon as July 1919 in Ljubljana, in Cerkveni
Glasbenik [ Church Musician]. At the time the director of the music school of
Glasbena matica in Ljubljana and the newly founded Yugoslav Conservatory,
Matej Hubad, explained the significance of the formation of a conservatory of
music in the Kingdom of SCS finding it crucial for the proper development of
Yugoslav art music. It included the cultivation of able instrumentalists, music
teachers, kapellmeisters, choirmasters, orchestral musicians, operatic singers etc.
(see Hubad 1919: 59). Similar thoughts were expressed by Miloje Milojevi¢ in
July 1920 in Prosvetni glasnik [ Educational Bulletin]. Milojevi¢ found it impor-
tant to form a central, state funded conservatory in the country as “a real nursery
of culture” (Milojevi¢ 1920: 22). Based on legislation and a detailed curriculum
created by the commission of experts, it was intended to give broad theoretical
and general knowledge to students and, at the same time, help the elevation of
Yugoslav art music and culture to the higher levels (Cf. Milojevi¢ 1920: 22).
Although musicians from Belgrade, Zagreb and Ljubljana shared views on
reforms in music education, their struggle took separate paths. While trying to
secure privileges for each leading music school of the regional centre, key music
figures pushed common interests and possible joint projects to the margin.’, It
is therefore not surprising that the initiatives they took had many particulari-
ties. Owing to that, in this paper we will focus on the activities of the Belgrade-
based musicians engaged in the Serbian Music School. Of special interest will be

3 We will discuss this in the last chapter.
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the work of Petar Krsti¢, composer, conductor and pedagogue, who left a deep
imprint on the process of reforming music education. As a longstanding director
of the Serbian Music School, Krsti¢* thought it crucial to modernize the school’s
organization and curriculum in order to transform it gradually into a respectable
and prestigious institution comparable to similar institutions of the developed
Western and Central European countries. For that purpose, he took numerous
steps from the end of the Great War until he resigned his post in May 1921. His
initiative went in several directions including a change of the school’s manage-
ment structure and the ‘etatization’” of school. Since both directions had their own
specificities we shall discuss them separately. In addition, special attention will
be given to the opposing views on the school’s reorganization and its ‘conversion’
into a conservatory that emerged among the employees. In this respect, of great
significance is the split between Petar Krsti¢ and Miloje Milojevi¢ which esca-
lated in the mid-1920 and spread into the public domain. As we shall point out, it
was the result of irreconcilable differences on the understanding of the nature and
function of music education together with the social and cultural role of higher
schools of music/conservatories.

The historiographical research presented in this paper was the result of inve-
stigation of materials from Petar Krsti¢’s Legacy held in the Institute of Musico-
logy SASA in Belgrade as well as the correspondence between the Serbian Music
School/Music School in Belgrade, the Minister of Education of the Kingdom of
SCS, members of the Arts Department of the Ministry of Education of SCS, and
the management of the Belgrade Choral Society preserved in the Archives of
Yugoslavia and the Historical Archives of Belgrade. For the proper reconstruc-
tion of a ‘timeline’ of events, activities and circulation of ideas, of certain signifi-
cance were the articles and reports published in Belgrade, Zagreb and Ljubljana
periodicals and dailies in the early 1920s.

4 Petar Krsti¢ spent seven years in the management of the Serbian Music School/Music School in
Belgrade, and three years more as a professor. He was asked to take the post of director by Mokranjac
who became very ill at the time (May 1914). For several months, Krsti¢ was appointed an acting director
of the school, but after Mokranjac passed away (September 1914) he became its director. During the
Austrian-Hungarian occupation of Belgrade, Krsti¢ tried to uphold the school’s work. After it was closed
for some time (1914, 1915), classes continued in 1916 and were uninterrupted until the end of the Great
War. See Institute of Musicology SASA [IMSASA] — Archival Collection [AC], Petar Krsti¢’s Legacy
[PKL], Group I, A self-written biography and a list of works, s.a.
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THE PROCESS OF RESTRUCTURING OF THE SERBIAN MUSIC SCHOOL'’S
ADMINISTRATION: PETAR KRSTIC AND HIS COLLEAGUES VERSUS THE
BELGRADE CHORAL SOCIETY

According to Petar Krsti¢’s written accounts,’ the necessity of change of the Serbian
Music School’s managerial structure and model of functioning became acute after the
end of the War, although in some regards it was anticipated years before the military
conflict began in Southeast Europe.® The post-war political circumstances in Southe-
astern Europe led Yugoslav intellectuals, including Krsti¢, to believe that cultural, arti-
stic and musical issues would hold a prominent place in the political elite’s priority list,
after decades of neglect. The long-awaited cultural and artistic emancipation of the
South Slavs was expected to come about and only internally transformed and reorga-
nized could the Serbian Music School contribute to it. The earlier type of school orga-
nization typical for Mokranjac’s time was, in Krsti¢’s opinion, outdated and not suitable
for the ambitious and, at the same time, socially more complex post-war settings.” The
‘patriarchal model’ by which Krsti¢ probably understood a form of administration
concentrated in the hands of director together with a familiar tone in communication
with the authorities, did not represent a proper basis for the creation of a modern and
stable institution with high potential for future development. Consequently, it is not
surprising that the first moves Krsti¢ made in his reformatory course incorporated the
complete re-envisioning of the school’s Statute (see illustration 1). One of the key modi-
fications it promoted, beside the change of name to the Music School in Belgrade, was
the separation of the school from the Belgrade Choral Society and its management as
well as the division of the school administration into several bodies (director, school
management [uprava $kole], school council [savet $kole] ). One may conclude from the
preserved draft of The Decree of the Serbian Music School (1914) (see Ilustration 2) that
was written in the first months of Krsti¢’s rule as its acting director, the idea of the distan-

5 Cf.IMSASA - AC, PKL, Group III, Articles and writings of Petar Krsti¢, Belgrade Conservatory,
manuscript, s.a. (this article was published in series in the journal Beogradski dnevnik [ Belgrade Daily]
in 1921 and 1922 [see Pejovi¢ 1999: 137]); Group 111, Educational Work, Materials on the Serbian Music
School/Music School in Belgrade.

6  For instance, the idea of transforming the school into a state institution soon after Krsti¢ became
its acting director (the decision was confirmed by the Ministry of Education and Church Affairs on 18
May 1914). In the following months after his appointment, he created a draft of the Decree of the Serbian
Music School based on the premise that the school ought to be completely materially supported by the
state and under the control of the Ministry. See IMSASA - AC, PKL, Group III, Educational Work,
Materials on the Serbian Music School/Music School in Belgrade, The Decree of the Serbian Music School,
manuscript, s.a.

7 See IMSASA - AC, PKL, Group III, Articles and writings of Petar Krsti¢, Belgrade Conservatory,
manuscript, s.a., 10.

8 See IMSASA - AC, PKL, Group III, Educational Work, Materials on the Serbian Music School/
Music School in Belgrade, The Statute of the Music School in Belgrade, manuscript, s.a.
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cing from the Belgrade Choral Society was not new. Both the mentioned document
and the Statute of the Music School, which was prepared in early 1919 and in February
the same year presented to the Minister of Education of the Kingdom of SCS,’ treat the
school as an autonomous unit, ruled by the Director, Management and Council and
closely monitored by the Ministry of Education.

lllustration 1. The Statute of the Music School in Belgrade, IMSASA — AC, PKL, Group Ill, Educational Work,
Materials on the Serbian Music School/Music School in Belgrade, manuscript, s.a., front page and first page

9 See Archives of Yugoslavia [AY], Ministry of Education of the Kingdom of Yugoslavia [66], 632-1044,
The Main Educational Council’s memo to the Minister of Education, Sbr. 78, 25 March 1919, Belgrade.
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lllustration 2. The Decree of the Serbian Music School, IMSASA - AC, PKL, Group Il
Educational work, manuscript, s.a., front page.
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The separation of school from choral society was, in Krsti¢’s words, motivated by
several reasons. First of all, the functioning of those institutions was based on distinct
interests and they had nothing in common.” Because of that, teachers and members
of the various bodies of the Serbian Music School were consistent in insisting upon
the fact that the Belgrade Choral Society was not competent for the evaluation of the
school’s new Statute. Moreover, the Statute’s preparation and adoption was meant to
confirm the independent status of the school including its autonomy in the creation
of curricula, lecturing, examination of students, the use of funds, etc. Secondly, the
model of functioning of the school that was proposed in the first Statute in force since
1899 was considered out-dated, and, therefore, improper for the challenges faced in
the post-war period.”

While Petar Krsti¢ and his co-workers explicitly opposed any possible interference
of the management of Belgrade Choral Society even if such action was ordered “by
the King himself”, the Society’s leaders advocated a return to the original type of orga-
nization and, simultaneously, protested against the “violation of the valid acts” and
“tyranny” of the Teachers’ Council and the director of the Serbian Music School.”
In order to confront the school’s “schism”, they approached the Minister of Educa-
tion of the Kingdom of SCS, asking him to force the school’s management to obey
the established rules and hierarchy.* After a series of memos exchanged between the
Ministry of Education, the Main Educational Council, and the managements of the
Belgrade Choral Society and the Serbian Music School, a meeting was scheduled
with the purpose of gathering the delegates from the opposing parties and discuss
the school’s new Statute.™

On s June 1919, delegates from the Belgrade Choral Society (Rista Odavié¢,
Bozidar Luki¢, Vojislav Janji¢, Vladimir Stevanovié and Vlastimir Glisi¢), Serbian
Music School (Petar Krsti¢, Jovan Zorko, Ivanka Milojevi¢) and the Belgrade City
Government assembled in the National Theatre following the directives of the Mini-
ster of Education (Pbr. 9842 from 20 May 1919). Though it was not explicitly stated,
it was expected that the meeting would result in the cooperation of two groups and,
accordingly, would ensure both the legitimacy of the new Statute and the school’s
management and their building on valid rules and documents. However, as the discu-
ssion progressed, it became clear that the representatives from the once unified insti-
tution were holding to mutually exclusive positions, contesting each other’s right to

10 See AY-66-632-1044, The minute book of the Council of the Serbian Music School’'s meeting held
in Belgrade on June sth, 1919, a copy, Belgrade Choral Society, no. 35, 5 June 1919.

u Cf Ibid.

12 See AY-66-632-1044, A memo of the Belgrade Choral Society to the Minister of Education, no. 7,
23 February 1919, 10; AY-66-632-1044, A memo of the Belgrade Choral Society to the Minister of Educa-
tion, no. 18, 1 April 1919.

13 Ibid.

14 See AY-66-632-1044, The Belgrade Choral Society to the Serbian Music School, no. 33, 4 June
1919, Belgrade.
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participate in the school’s administration. Although the members of the Belgrade
Choral Society claimed that they were willing to collaborate with the school repre-
sentatives following the history of their close and warm relations, they did not hesi-
tate to criticize bitterly the school’s Teachers’ Council for “taking [the wrong] direc-
tion” and its director whom they accused of having gained certain rights on account
of the approval of occupational forces for the opening of the Belgrader Musikschiile.”
Unlike the Society’s representatives who tried to leave an impression of benevolence,
the delegates from the school openly expressed their reluctance to give legitimacy
to any “provisory body” that would include individuals outside the school’s collec-
tive.® The only motive behind the decision to attend the meeting was to participate
in an “exchange of thoughts”. As Krsti¢ pointed out, the school’s management did not
intend to be present in any other similar meeting or meetings in the future.”

Since this event confirmed the impossibility of reaching a compromise between
the aforementioned institutions and the determination of the members of the school
collective to follow the provisions of the new Statute, disregarding the previous, at
the time still formally valid, Statute which, according to research published in 1924
(see Manojlovi¢ 1924), was ineffective for more than a decade and was planned to be
withdrawn during Mokranjac’s rule,” the Minister of Education suggested the divi-
sion of property of the school and society via the court” and the recognition of the
present state of affairs (Pbr. 11842 from s July 1919).

Owing to the fact that the Belgrade Choral Society was successfully neutralized
in the process of the internal reorganisation of the Serbian Music School, Petar Krsti¢
was able to proceed with his reformative undertakings. With the approval of the new
Statute from the authorities, the deeply modified mechanism of decision-making
could finally become viable. Still, various “technical” issues including the problem
of the school’s building and the material status of teachers needed to be tackled. To
conclude from Krsti¢’s activities and writings from this period, the only move he

15 See AY-66-632-1044, The minute book of the Council of the Serbian Music School’s meeting held
in Belgrade on 5 June 1919, a copy, Belgrade Choral Society, no. 35, 5 June 1919.

16 Ibid.
17 Ibid.

18 In1909 Mokranjac prepared the new Statute of the school and presented it to the members of the
school’s Council. He intended to create stronger relations between the school and the Ministry of Educa-
tion and Church Affairs, and to pass on all the authority to the director of school. As Kosta Manojlovi¢
noted, “according to the previous Statute, signing of administrative documents, presidency over the
Council and school governing was in the hands of the president of the Belgrade Choral Society. It turned
out impossible to realize in practice and the director took over these duties, which was acknowledged
in the new Statute. Moreover, the Statute was modified in order to be adapted to practice. On this occa-
sion Mokranjac stated what I have already mentioned: “We never acted by the rules, instead of which C.
Manojlovi¢ and I made decisions on what and how something should be done”. See Manojlovi¢ 1924: 37.

19 AY-66-632-1044, The head of Arts Department to the management of the Music School in Belgrade
and the Belgrade Choral Society, Ubr. 348, 9 February 1920.



263

IVANA VESIC
FROM GREAT EXPECTATIONS TO GREAT DISAPPOINTMENTS

found meaningful in that context was the procurement of state support and, accor-
dingly, the school’s ‘etatization’

FROM SUBSIDIZED TO PUBLIC MUSIC SCHOOL AND CONSERVATORY:
PETAR KRSTIC’S VIEWS ON AND ACTIONS IN THE TRANSFORMATION
OF THE SERBIAN MUSIC SCHOOL

That internal reshaping of the school and the change of its functioning repre-
sented a significant step forward, but was insufficient for its thorough transfor-
mation despite the enthusiasm, discipline and commitment of both the school’s
collective and management, was evident to Petar Krsti¢ in the first months of
1919. Therefore, in parallel with work on the new Statute, he dedicated himself
to explaining to the authorities the necessity of solving the school’s financial
problems that, as he believed, was a prerequisite for its fruitful functioning.
Besides communicating with the Minister of Finances of the Kingdom of SCS
who seems to have shown understanding of the school’s (difficult) position, Krsi¢
wrote an extensive letter to the Minister of Education in March 1919 explaining in
detail the challenges that were faced by school teachers and management and the
results they achieved in spite of numerous obstacles.* This document, ten pages
long, contained, among other things, information on school’s main goals since
its foundation, such as the education of musical specialists whose role was to
‘spread music to the masses’ or to ‘create and collect everything that is needed for
primary and secondary schools’, the formation of music teachers for secondary
and music schools, choirmasters of choral societies and churches, conductors
of civil and military ensembles, theatrical singers and instrumentalists, compo-
sers and a musical audience.” Krsti¢ stated that in the post-war circumstances
“the school needed to approach its tasks even more seriously then before”, that
it should become “a centre for music education for our people from this and the
other side of the Sava and the Danube”, a nursery for musical talents, and a place
that would gather the most able teachers from all-over the country.” For that
reason, and the fact that the number of students was increasing each year and
that the school’s collective showed enough professional capacity for future deve-
lopment, this institution deserved more substantial financial support. It was nece-
ssary in order to ensure not only its proper functioning (adequate work space and
working conditions) but also the basis for further expansion (financial and social
security of teachers, the school’s own building). The first plea sent to the Mini-
ster of Education from the Serbian Music School after the Great War concluded
with the following words:

20  AY-66-632-1044, A memo to the Ministry of Education, no. 23, 29 March 1919.
21 Ibid.
22 Ibid.
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After the vengeance of Kosovo, and the unification of South Slavs, the Serbian
Music School also expects the realization of its ideals and, thus, hopes for your
help. It is the duty of the homeland towards the shadows of the fallen intellectuals
who fought for freedom and culture.”

Despite the fact that Krsti¢ pondered over the idea of school’s ‘etatization’ since
he was appointed its director in 1914, it was not referred to in the letter. Whether
he thought it tactless or premature to mention this possibility on this occasion is
not very clear from the relevant document. Nevertheless, there is no doubt that he
continued to work on it, which was reflected in his actions and correspondence
initiated after he was formally elected the school’s director in July 1919 according
to the regulations of the new Statute. Only two weeks later, Krsti¢ wrote to the
Minister of Education, this time with intention of presenting him with a docu-
ment entitled The Draft of the Law on State Music Schools in the Kingdom of SCS
(see Illustration 3).** In the Draft, he summed up his thoughts on the proper orga-
nization of music education in the Kingdom of SCS and the significance of the
Serbian Music School, renamed Belgrade Music School in the projected reforma-
tive process. Several assumptions upon which this document was based were of
crucial importance and they were thoroughly explained and elaborated in some of
the Krsti¢’s writings published in 1921.

First of all, music education ought to be divided into three cycles — preparatory, secon-
dary and high, and each of them should take place in a specific type of school. Prepa-
ratory schools could offer only courses in violin, piano, solfeggio and choral perfor-
mance, while secondary schools had both preparatory and intermediate courses
and, if possible, courses for music teachers. High schools encompassed preparatory,
lower and higher courses for different musical subjects along with courses for music
teachers, and operatic and dramatic art. This type of school should be public (state
funded), whereas secondary schools could be both public and private. Public music
schools had to have their own building and an adequate inventory, while its curricula
should be laid down by the Minister of Education. Secondly, teachers in public music
schools ought to have the same rights and privileges as teachers in secondary public
schools. They could be appointed to the following positions: director, professor,
trainee professor, teacher, trainee teacher and part-time teacher, which is confirmed
by the Minister’s or King’s decree. Finally, both public and private music schools
were to be monitored by the Minister of Education as well as their curricula. Their
teachers had to be the citizens of the Kingdom of SCS, but, if necessary, citizens of
foreign countries could be engaged under special contracts.

23 Ibid.

24  Historical Archives of Belgrade, Mokranjac Music School, General Archive, 1915-1919, Inventory
no. 184, A memo to the Minister of Education, 24 July, Belgrade. IMSASA - AC, PKL, Group III, Educa-
tional Work, Materials on the Serbian Music School/Music School in Belgrade, The Draft of the Law on
State Music Schools in the Kingdom of SCS, 27 July 1919 (prepared by the director Petar Krsti¢).
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lllustration 3. The Draft of the Law on State Music Schools in the Kingdom of SCS, IMSASA - AC, PKL, Group Il
Educational Work, Materials on the Serbian Music School/Music School in Belgrade, 27 July 1919, prepared by the
director Petar Krsti¢
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The claim that high music schools must be state funded was first mentioned by
Krsti¢ in his exhaustive memo to the Minister of Education in March 1919, referring
to the practice and tradition of developed Western European countries. He stated that
‘rare musical talents found in private schools are usually sent to [...] conservatories or
musical academies that are almost always state funded. [...] There is no doubt that this
relationship [between private and public schools] will develop in our capital in the
future’™ In his article on the Belgrade Conservatory prepared and published in 1921
he considered it once again in a more systematic manner.** Analysing the history and
characteristics of music education in Western and Central Europe, Krsti¢ concluded
that the coexistence of private and public institutions is typical and that state funding
prevails in the domain of high music education. The most prestigious conservatories
in the ‘Old Continent’ are, in the majority of cases, funded from the state budget. This
correlation was not accidental for Krsti¢ and was explained by specific differences in
the nature of private and state schools. As he pointed out, unlike private schools that
are primarily materially oriented and whose aim is, before all, the creation of profit,
public schools have a more ‘idealistic’ grounding — artistic aspirations are their main
raison d'étre.” When school authorities are focused on expenses and profit, other (arti-
stic) issues cannot be treated as priority, and, conversely, when financial matters are
of no great concern, emphasis can be put on other problems.

Krsti¢ thought it impossible for a private enterprise, especially in southeastern
Europe, to realize a serious, and materially incredibly exhausting task such as the
foundation of a conservatory. For that reason, together with strong empirical indi-
cators from the developed countries, the only acceptable solution that could gene-
rate expansion and advancement of music education in the Kingdom of SCS was the
foundation of public schools.” In order not to lose precious time and energy, instead
of the creation of new institutions, Krsti¢ suggested the transformation of already-
existing schools with a certain tradition and experience. As we shall discuss later, in
case of the ‘eastern’ part of the Kingdom, he had no doubts that the Belgrade Music
School was the most ‘eligible’ for that process and that it had the greatest potential
for becoming a conservatory in the near future.

While Petar Krsti¢ and his colleagues were trying to initiate the broader reforms
of their own and other music schools in the country as soon as possible, the Mini-
stry of Education of the Kingdom SCS was in the process of constitution in 1919
and without the definitive financial plans. Therefore, to Krsti¢’s memo from March
1919 the following response was given in December the same year: The problem of
Belgrade Music School, its progress and material security, will be solved as soon as the

25 AY-66-632-1044, A memo to the Ministry of Education, no. 23, 29 March 1919.
26  See IMSASA - AC, PKL, Group III, Articles and writings of Petar Krsti¢, Belgrade Conservatory,

manuscript, s.a., 7-12.
27 Ibid, 8—9.
28  Ibid, 1.
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funds for the definition of our artistic culture are approved.” This referred indirectly
to the issue of ‘etatization, although, it must be noted that it is not known whether
there was any reaction to The Draft sent to the Minister.

Despite certain delay, neither Krsti¢ nor the school’s employees abandoned their
reformatory ideas. Accordingly, at the meeting of the School’s Council in May 1920
the decision was made to address the Minister of Education once again with one sole
request — to make the Belgrade Music School public and, consequently, to create
secure posts for its teachers.”* Several months later, the Minister gave support to this
initiative and, soon after, a special commission was formed in order to discuss the
details and prepare the necessary regulations.”” After a few sessions, members of the
commission completed the draft of the Decree on the Belgrade Conservatory (1921).
It was approved by the Council of Ministers of the Kingdom of SCS on 20 December
1920, and published in the Sluzbeni list Kraljevine SHS on 11 January 1921.

According to Krsti¢’s testimony, the meetings of the commission revealed the
existence of antagonistic views on the issue of ‘etatization’ that were the result of the
differences in understanding of the needs of Yugoslav society, of the prospects of

29  See AY-66-632-1044, Arts Department of the Ministry of Education to the Music School in
Belgrade, Ubr. 523, 29 December 1919.

30  See AY-66-632-1044, Music School in Belgrade to the Minister of Education, no. 96, 5 July 1920,
Belgrade.

31 See IMSASA - AC, PKL, Group IIJ, Articles and writings of Petar Krsti¢, Belgrade Conservatory,
manuscript, s.a., 16-17; HAB, Mokranjac Music School, General Archive, inventory no. 185, 1920, Arts
Department of the Ministry of Education to the Directorate of the Music School, Ubr. 1581, 7 September
1920, Belgrade; AY-66-632-1044, The Minister’s memo to the Arts Department, Ubr. 1827, 2 October
1920. The members of the commission were the following: Branislav Nusi¢, head of the Arts Depart-
ment, Petar Konjovi¢, inspector of the Arts Department, Petar Krsti¢, director of the Music School
in Belgrade, Jovan Zorko, teacher of the Music School in Belgrade, Rajna Dimitrijevi¢, teacher of the
Music School in Belgrade, Milan Grol, director of the National Theatre in Belgrade, Miloje Milojevi¢,
musician, Zivojin Spasojevi¢, associate professor at the University, Voja Spasojevi¢, an employee of the
Ministry of Finances. According to certain archival documents, prior to the foundation of this commis-
sion, the management of the Music School of the Stankovi¢ Choral Society was asked to join the discus-
sion on Belgrade Conservatory by the authorities. One of the suggestions from the Ministry of Educa-
tion was to merge this school with the Music School in Belgrade, but its leaders strongly disapproved
that idea. As they stated: “a) [the school leaders] have no right to decide upon that issue and to dissolve
the Stankovi¢ Music School. which is against its Statute that cannot be modified because of the many
legacies and funds dedicated to it, b) the management of the school finds that it should exist in parallel
with the state-owned Music School in Belgrade in order to foster competition [...], c) this private school
needs state support and attention even with a very small subsidy that can be used for procurement of
musical instruments and maintenance of the building, d) a certain state body ought to confirm the curri-
cula for this school and monitor its work and, only in that case will ot not fall behind the state Music
School [...]. AY-66-633-104s5, Stankovié¢ Music School, A Memo of the Stankovi¢ Choral Society to the
Minister of Education (and Arts Department), no. 94, 30 September 1920, Belgrade.
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musical education, its role in the national culture, etc. On the one pole stood Krsti¢
with his ‘evolutionary approach’ to the reforms, while on the other there were Petar
Konjovi¢, inspector of the Arts Department, and the majority of the members of the
commission.

BELGRADE CONSERVATORY:
AN EVOLUTIONARY OR A PRAGMATIC SOLUTION?

One of the major points of dispute of the members of the commission was the
question of the future designation of the Belgrade Music School — whether it should
bear the name of conservatory or not. As Petar Krsti¢ underlined in his recollections,
although it seemed a marginal, “technical” issue at the beginning, soon it turned out to
expose deep ideological divisions among the music specialists. Two opposite standpo-
ints materialized early in the sessions. One was based on the idea of the gradual tran-
sformation of the school with the emphasis on the transitory period that should serve
for the consolidation of its material and human resources, the preparation of curri-
cula, and the introduction of new subjects and instruments. While in the process of
restructuring, the school was not to be named conservatory in order not to compro-
mise this term. This point of view was advocated by Krsti¢.* The other, voiced by
Petar Konjovi¢, was grounded in the belief of the necessity of skipping the transitory
phases and of using the term conservatory from the start. The “cosmetic” change of
name was assumed to lead gradually to internal transformation in the future. Thus,
the “form” imposed on the improper “content” should, at some point, generate its
restructuring resulting in a mutual crossing.

The disagreement between the two musicians was not only about the question
of “timing” and designation which was manifest in the work of the commission and
outside it — especially in public discussions in which Miloje Milojevi¢ took the role
of spokesperson for Konjovi¢ and his supporters.®® Actually, the problem of the

32 Inhis opinion, Belgrade Music School at that moment was not on the level of European conserva-
tories and needed a strong impetus in terms of finances and staff. Financial support should be granted by
the state. With an adequate material basis, some of the greatest obstacles to reform could be overcome.
An adequate building with a proper number of classrooms and concert halls would be provided; the
list of subjects expanded and many new instruments such as wind instruments, harp and organs would
be introduced. Accordingly, new teachers ought to be engaged both from Serbia and abroad. Only after
these changes were made could the school enter a new stage and be transformed into conservatory. Until
then, its name should be kept. See IMSASA — AC, PKL, Group III, Articles and writings of Petar Krsti¢,
Belgrade Conservatory, manuscript, s.a., 17-21.

33 Milojevi¢ promoted his ideas on the Belgrade Conservatory both in public and in the meetings
of the Council of the Belgrade Music School. During one of debates on the school’s ‘etatization’ when
Kisti¢’s model was supported with majority of votes, a conflict between him and Krsti¢ flared up. Milo-
jevi¢ insisted his thoughts on the foundation of central conservatory/academy of music for the whole
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‘naming’ of the school was understood not as a professional issue, but as primarily
political. From such a perspective, it was all about national prestige and pride, of
what South Slavs merited and were worthy of. That was evident in Milojevi¢’s addre-
sses to the public. For instance, in his article on Belgrade Conservatory (1921), he
indirectly accused Krsti¢ as a reactionary who stood against national prosperity and
development and promoted the status quo typical for the pre-war period when ‘there
was no art policy” and when neither authorities nor artists were concerned with the
progress of art music. As he stated:

The time has come to open the doors for the highest artistic education in the
field of music in our country, despite the reactionaries, despite those who, for
reasons history will tell, wanted those doors to be closed, allegedly because we
lack this or that; or who wanted to make these doors narrower and lower, narrow
and high enough to let the old spirit from the past into the residency of Artistic
Light. (Milojevi¢ 1921: 1)

Following Milojevi¢’s words, anybody who opposed the standpoint of Konjovi¢ and
his supporters was to be “labelled” conservative and anti-liberal and, at the same
time, an adversary of the highest national interests. His approach to the topic was
undoubtedly “fuelled” with political rhetoric, otherwise the debate on school reforms
which was primarily of professional kind would not have turned into a sort of hate
speech in which different perspectives from those he promoted were presented as
‘threatening’ to the development of art music.

Apart from the name and timing, other issues also turned out to be problematic
in the course of the public debate that flourished after the approval of the Decree on
the Belgrade Conservatory. Such was the question of the “general character” of studies
in the conservatory — national and/or international, and the type of knowledge

country be completely written down in the school’s Council minute book to which Krsti¢ retorted with:
‘don’t bother”. As a result, Milojevi¢, with the support of his wife, school teacher, Ivanka Milojevi¢, asked
for the restructuring of the management of the school, accusing Krsti¢ of mistreatment. After Krsti¢
refuted the allegations of Miloje and Ivanka Milojevi¢ in the meeting of the school’s Council on 27 May
1920, he offered to resign from 1 July of the same year, but it was not accepted. From that point on, Milo-
jevi¢ started to criticize Krsti¢’s undertakings in public. In the period from May 1920 to February 1921,
he explicated the details of his proposal for the creation of a central conservatory/music academy on
the university basis, with a broad artistic direction instead of a focus on ‘technique only’ several times
(see Milojevi¢ 1920, 1921). According to the published sources, the most important issues for Milojevi¢
were those concerning the type of artistic knowledge produced in the conservatory, the literature on
music and music literature used in the conservatory, the classification of students etc. (Cf. Milojevi¢
1920,1921). One of the most extensive writings on this subject was Milojevi¢’s address to the Minister of
Education from July 1920 on behalf of the Belgrade branch of the Association of Yugoslav Musicians. In
it Milojevi¢ summoned his thoughts on the future of the Belgrade Conservatory - its level, aims, staff,
and social and cultural role. See AY-66-632-1044, Association of Yugoslav Musicians, Belgrade branch,

to the Minister of Education, no.3. 3 July 1920.
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produced - technical and/or “artistic”. Once again, Milojevi¢ and Krsti¢ promoted
opposing stances. Milojevi¢ believed that the conservatory curricula should be based
primarily on the heritage of musical classicism, with special attention given to Yugo-
slav music nationalism. As he pointed out, “it should not be emphasized that our nati-
onalism deserves a prominent place which until now was not the case, moreover, it
was systematically supressed” (Milojevi¢ 1921: 3). Unlike Milojevi¢, Krsti¢ thought it
impossible to ground a programme of studies of a conservatory on Yugoslav music
because “[it] does not exist in the highest artistic sense” - “we do not have music in
the monumental genres”, and also the specific music literature and didactic mate-
rial for the instruments.** For that reason, he suggested the use of “the great world
literature both in terms of concert pieces and textbooks” concluding that for “us as
a nation an extensive cultural work is awaiting in order to come closer to the great
cultural nations”* In Krsti¢’s opinion, the idea that Yugoslavs ought to find their own
way in this context without considering the prominent traditions of other nations was
problematic and would only result in “pointless wandering in the darkness, when light
can easily be reached”

Considering the knowledge that the conservatory should offer, Milojevi¢ regarded
work on performance tehcnique as necessary, though it “should not be the single prio-
rity of music pedagogy” (Milojevi¢ 1921: 3). In his opinion, students ought to be given
an adequate theoretical basis, proper understanding of musical aesthetics and the
history of music, experience in group performance (chamber music, choir, orche-
stra) etc. (1921: 3). In the case of Krsti¢, the necessity of acquiring performance skills
was singled out as crucial since “without [appropriate] technique of voice, fingers,
bow, etc. it is not possible to think about the cultivation of music at all, even less of
the higher style in music”” As he believed, even if an instrumental soloist had perfect
pitch, and a sense for rhythmic and dynamic details, it is of no value unless the soloist
“possesses enough technical means to express that on an instrument”* Krsti¢ strongly
repudiated claims that the primary task of conservatories and music schools was “to
cultivate the musicality of the soul and to develop a deep sensibility for art music”>

In their public discussion on the organization and main goals of the future
Belgrade conservatory, Milojevi¢ and Krsti¢ tackled issues that were outside the
domain of the approved Decree* and were expected to be defined by the Statute

34 See IMSASA - AC, PKL, Group III, Articles and writings of Petar Krsti¢, Belgrade Conservatory,

manuscript, s.a., 33, 34.
35 Ibid,, 34.
36 Ibid, 37.

37 See IMSASA - AC, PKL, Group III, Articles and writings of Petar Krsti¢, Belgrade Conservatory,
manuscript, s.a., 37.

38  Ibid. 39.
39 Ibid. 37.

40  This document defined the following: 1. the aims and organization of the Belgrade Conservatory,
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of the Conservatory. Still, the prerequisite for that was its application in practice,
which turned out to be completely uncertain in 1921. Soon after this document
was presented to the public, the Minister of Education asked the directors of the
Zagreb and Ljubljana music schools (Franjo Dugan and Matej Hubad) to meet in
Belgrade within a commission of experts* with the aim of preparing it for use in the
whole country and to modify certain segments.* The meetings were held in April
1921, and resulted in slight changes of the original document including its name —
The Decree on the State Conservatories of Belgrade, Zagreb and Ljubljana.® Two
months later the Decree was planned to be sent to the Main Educational Council of
the Kingdom of SCS, but its further course was not transparent even for the members
of the commission that worked on it.** According to Petar Krsti¢’s testimony, after
months of silence from the Ministry of Education, and his protests to the Minister
regarding the inadequate treatment of the first Decree by the authorities, the Mini-
ster suspended it.* One of the reasons for this move, as was explained to Krsti¢ at the
meeting in the Ministry of Education, was that it needed to be revised “so that indi-
viduals outside the Belgrade Music School can apply for the position of director”.*
For Kirsti¢ this was a clear sign of mistrust towards him that was, as he believed, being
instigated by the chief of the Arts Department, Branislav Nusi¢. For that reason, he
decided to resign definitively from the post of director of the Belgrade Music School,
after seven years of service.

EPILOGUE

Although the adoption of The Decree on the Belgrade Conservatory was received
with great enthusiasm among the music specialists who had been hoping for the

2. its ownership, 3. areas and levels of study, 4. categories of professors and other employees, 5. main
bodies. Cf. Uredba o Konzervatorijumu u Beogradu 1921.

41 This commission was founded on 3 January 1921, by the Minister of Education. Its members were
Dr Dragoljub Arandelovi¢, university professor, Branislav Nusi¢, superintendent of the Ministry of
Education, Petar Konjovi¢, inspector of the Ministry of Education, Stanislav Binicki, director of Belgrade
Opera, and Dusan Kotur, professor of the Karlovci Lyceum. It was supposed to discuss various issues
concerning the application of the Decree. See AY-66-632-1044, Arts Department of the Ministry of
Education, Ubr. 21, 3 January 1921, Belgrade.

42 See AY-66-632-1044, Minister to the Arts Department of the Ministry of Education, Ubr. 522, 9
March 1921.

43  Cf.IMSASA - AC, PKL, Group III, Articles and writings of Petar Krsti¢, Belgrade Conservatory,
manuscript, s.a., 27.

44 Ibid, 28.
45 Ibid, s7.
46 1bid, s8.



272

MY3UKOAOTHUJA / MUSICOLOGY 27-2019

reform of music education for years, the events that followed pointed to the
complexity of this process and its intricacies. Despite the goodwill of all parties
concerned, the whole procedure did not end as expected. Part of the blame for the
generally unsuccessful outcome was attributed to the disunity of the Belgrade music
experts and their ideological and personal conflicts (Zorko 1924: 594), but this claim
cannot be confirmed by the available data. Probably a set of different, mutually unre-
lated causes resulted in the abandonment of this historically significant project.

Regardless of the fact that the Decree was not put into force, it did encourage
certain reformative shifts in the field of music education. The process of ‘etatiza-
tion” and transformation of existing schools in the Kingdom of SCS, supported by
the Ministry of Education, motivated school leaders to prepare detailed financial
estimates and inventory lists, to reconsider the classification of teachers and their
rights and duties and to examine other elements. With the data and plans collected,
schools took steps forward in the process of restructuring. Owing much to their resi-
lience and determination, the management of the School of the Croatian Music Insti-
tute in Zagreb was given approval for their curricula, statute and other regulations
in order to be transformed into Zagreb Conservatory as a state funded institution.
This decision was made by the regional chief for Croatia and Slavonia (Anonymous
1921: 127). Similarly, musicians from Ljubljana began intensive preparatory work and
campaigning in the spring of 1921 asking for state support of the Conservatory and
School of Music of the Glasbena matica in September that year.#” It was supposed to
be the peak of the process they initiated in December of 1919. At the time, professors
and teachers of both institutions prepared a resolution for the government of the
Kingdom of SCS asking for their transformation into public establishments with the
purpose of enabling their regular functioning, the social security of the employees,
and enrollment of students of various social background.* Still, only seven years later,
in 1926, the requests of Ljubljana school collective were accepted by the authorities,
and the Conservatory of Glasbena matica became state owned.*

Considering the various initiatives in the field of music education in the Kingdom
of SCS immediately after the Great war, the creation of the Decree on Conservatories
including the procedures that preceded and followed it represented the first impor-
tant stride towards its deeper restructuring. At the same time, it was the crown of
the long-standing activities of Petar Krsti¢ who was among the figures most respon-
sible for the process of reforms in the whole Kingdom. The work on the text of the
Decree was built upon his various undertakings whose objective was, in the first
place, to restructure the Music School in Belgrade completely, but also to bring the
Yugoslav system of music education closer to the level of developed European coun-
tries. Krsti¢ started with The Decree on the Serbian Music School in 1914 and continued

47  AY-66-632-1043. Regional Office in Ljubljana, Department for Education and Religion, to the Art
Department of the Ministry of Education, 4 August 1921, Ljubljana.

48  AY-66-632-1043, To the Department for Education and Religion, 21 December 1919, Ljubljana.

49  On the history of Glasbena matica’s music schools see Cigoj Krstulovi¢ 2015: 163-176.
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with the thoroughly modified Statute in 1919 which, among other things, contained a
detailed programme of studies and examination requirements for instruments, voice
performance and music teachers. With the Draft of the Law on State Music Schools in
the Kingdom of SCS he prepared in 1920, a solid basis for the process of transformation
was created. Based on his claims, these materials were both the result of his experience
as teacher and director of the Serbian Music School/Music School in Belgrade and
his knowledge of the organization and functioning of music education in European
countries he acquired over the years. That Krsti¢ was well informed about this topic,
and that he spent a great deal of time on its exploration and analysis is obvious in the
argumentation he presented in his writings. Compared with other music specialists,
specifically Miloje Milojevi¢, his explanations were very detailed and less impassi-
oned, while his insights were grounded on “non-romanticized”, objective evaluations.
It seems that the majority of influential musicians at the time including Milojevi¢ and
Konjovi¢, who were the closest to the authorities from the Ministry of Education, did
not appreciate Krsti¢’s tendency to speak openly about the modest results and pros-
pects of music schools in the country compared to their Western and Central Euro-
pean counterparts, and to insist on patient and diligent work. Probably for that reason,
his views were harshly criticized and his achievements in the domain of music educa-
tion were rarely given credit. An exception was made by Stanislav Vinaver, writer and
music critic, who in his discussion of Belgrade Conservatory in 1924 praised Krsti¢’s
work. In his opinion: “Primarily, the best director of the music school who could
appear in our milieu was Petar Krsti¢. He ruled the Music School and restructured it
with the utmost order and precision, with great meticulousness and routine” (Vinaver
1924: 11).

In conclusion, it is worth mentioning that Krsti¢’s work on the reforms of music
schools did not end in the early 1920s. Despite his disappointment with the way the
authorities acted, as well as some of his colleagues, he continued to contribute to
this process especially after he was appointed music supervisor of the Ministry of
Education in 1930. Owing to this, he was involved in the preparation of one of the
most important documents concerning music education in the interwar period — The
Project of the Law on Art Schools, which was intended to lead to radical and lasting
changes in this field.
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BAHA BECUE

OA BEAUKUX OYEKHMBAFA AO BEAMKHX PABOYAPEHbA:
AotrPHOC [TETPA KPCTU'EA PEOOPMAMA MY3UUYKOT OBPA3OBAIbA
Y MEBYPATHOJ JyrocAABuyu (1918-1921)

(PE3UME)

ITerap Kpcruh je y cBojcTBy pupexropa Cprcke My3uuke mkose/Mysmuaxe
mkoae y Beorpaay (1914-1921) naxon 3aBpmerka IIpBor cBerckor para 3arnoyeo
HMHTEH3UBaH PaA Ha (eHOj PeOpraHu3aluju 1 ocaBpeMemnuBamy. [losasehu op
yBepema Aa OBa YCTAHOBa MOXKe Y 6ArCKOj 6yayhHOCTH A2 AOCTHTHe HEBO KOju 61
OATOBapao My3HUYKUM IIKOAAMA Y Pa3BHjeHHM eBPOIICKUM 3eMbaMa OH Ce YCMEPHO
Ha M3MeHe BeHOT HaYMHa QpyHKIMOHKCaba U ommrer ycrpojcrsa. C THM yBe3y,
OA M3y3eTHe BAKHOCTH OHAQ je IPHUIIpeMa H ycBajarbe HOBOT [IpaBHAHMKA LIKOAe,
a 3aTUM U MHULIpatbe IPeroBopa ¢ HapAeXXHUMa U3 MuHHCTapCcTBa QUHAHCH]A 1
MununcrapcTBa IPOCBeTe He OF AU Ce IKOAU 06e30eArAa MaTepUjaAHa CUTYPHOCT.
Tome je yOp30 IIPHAOAAT U IIPEAAOT O TIIOAPXKaBoeIsy MKOAe 0 YeMmy je Kpcruh
PasMHIIAA0 jOII Y IPBUM MeceliuMa yIpaBnarba, 1914, roaune, 3axsasyjyhu
1eMy je HacTara Ypepba Cpricke mysuuke mkoae. [Ipeaaor je y opmu Harpra
3akoHa 0 Ap>xaBHUM My3uukuM mkoraMa y Kpasesuan CXC npeaar MUHHCTPY
npocsere y jyay 1920, a 030MnpHUjH KOPALX C TUM Y Be3H HAYUIEHH CY TOKOM
1921. ropuse. 3anpaso, HakoH OHOBHOT o6pahama Kpcrrha MusuCcTpy oBOAOM
[UTamba IOAPXKABAEha Y jYHY Te TOAUHE, HHULUPAH je 00MMaH paa Ha IPHUIpeMU
oarosapajyhux pokymeHaTa u u3Bohemy oBor mpomeca. Tako je oTmoueo
HCTOPUjCKH BaXKaH Ipoltec ycBajama Ypeade o Korsepsaropujymy y Beorpaay xoju
je IMao HEKOAMKO IIpeAdasa I IOTOMHX padpasd. YOpP3o0 je uTame MOAPKaBoerba
Mysmuke mkoae y beorpaay mpepacao rodeTHe OKBUpe U IIPETBOPHAO Ce Y IUTAHbe
KOHCTHTYHCakba BUCOKHX IIIKOAA 32 My3HKY — KOH3epBaTOPHjyMa, Ha TEPUTOPHjH
quTaBe 3eMme. Iako HarocaeTKy 0Baj Ipolec Huje pOPMAAN30BaH, 3axBasyjyhu
IbeMY HAYUHEHH CY ITOMalnu 'y pe(l)OpMI/I My3H4IKOI 06P330B3H:a. HaI/IMe, My3H4Ke
mKoAe y 3arpeby u /oybsaHU yCIleAe Cy A MATEPHjaAH3Yjy CBOja BULIETOAHIIIbA
HACTOjama i 0popMe Ap>KaBHe KOH3epBATOPHjyMe TOKOM ABaA€CeTHX FOAMHA.

Pap Ha Ypeabu mpeACTaBAA0 je Ha H3BECTAH HAYMH KPYHY akTUBHOCTH IleTpa
Kpcruha y noraeay remesHor npeobanxosama Mysuuke mkoae y beorpaay, aau
M My3HYKOT IIKOACTBA YOIIIITe. Y TOKY AUCKYCHja Koje Cy Bol)eHe IIpe 1 HAKOH
BbeHOr ycBajaba, Kpcruh je 610 mpuAnIfu Aa U3A0XKHU CBOje IIOTAeAe Ha IIPoOAeM
CTBapama KOH3epBaTOPHUjyMa B CyMUPa AYyTOTOAMIIIEA Pa3MUIILAakha, Ca3Haba U
HCKYCTBa Ha Ty TeMy. Flako masks1Bo apryMeHTOBaHa 1 YBPCTO yTeMe/seHa, BheroBa
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CXBaTarsa HUCY HAMAA3HAQ Ha Pa3yMeBatbe YAAHOBa KOMICH]e 3a purpeMy Ypeaoe,
AOK CY je IOjeANHH CTpy4rbany omTpo KpurukoBasu. Kpcruhesu jeanrcrsenu
[IOTAEAU U HeKa BPCTa ,€BOAYTHBHOT MOAEAQ" KOjH je ITyTeM BUX IIPOIArupao,
HuCy, MehyTuM, OUAY Y3POK EBeTOBOT IOTOMET AUCTAHIIIPaa 0A MuHuCTapcTBa
[IPOCBeTe C YHjUM YeAHHUIINMA je OAPKaBao A0Ope opHOce 0p 1919. ropune. Ao
TOTa je AOBEAO KaKO ,0AyTOBAAYEbE KOje je YCAEAHAO Y Be3H C IPUMEHOM Ypeabe
1 yCBajatbeM POIPATHUX AOKYMeHATa, TAKO H CIIAETKe KOje Cy HacTaAe OKO U3bopa
aupekTopa 6yayher Konsepsatopujyma y Beorpaay. Mnax, Kpcruhes pap Ha
pedopmama MysuuKor o6pasoBara Huje 3aBpireH 1921. roaure. OH ce HaCTaBUO
TOKOM HapepHe AerieHuje Kapa ce Kperuh, y yaosu nncniekropa Munucrapcrsa
IIPOCBeTe U YAAHA KOMICHje, IOCBETHO IPHIIPEMH Haj3HAYajHHUjeT AOKYMEHTa 32
OBy ofaacT y unuraBoM Mel)yparaom meproay — ITpojexry 3akoHa 0 yMeTHUIKUAM
IIKOAAMA.

KayyuHE PEun: ITerap Kperuh, Cprcka Mysuuka mxoaa/Mysuuka mxoaa y Beorpaay,
Kpasesuna CXC, mysuuxo obpasosate, Konzepsaropujym y Beorpaay
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OpHIUHAAHU HAyYHH PaA

AIICTPAKT
CraposzaBeTHH IpOopoK AaBup 6HO je y CAKPaAHOj HCTOPUjU [O3HAT KO Ljap
Jyaeja, kao mpopok, cacraBsad ITcaaTupa, aau u xao mysudap. Crora ce oH Ha
IpeACTaBaMa y HCTOYHOXPpUIhaHCKO] YMETHOCTH KOje HAYCTPY]jy CBETY HCTOPHjy
OAHOCHO GUOAMjCKH HAPATHB 110 IPABHAY IIpUKasyje ca oppel)eHHIM My3HudKiM
HHCTPYMEHTOM y pyKaMma. Fako cy mpepcTaBe My3HYKHX HHCTPYMEHATA y
YMETHOCTH 3eMasa BU3AHTHjCKOT KYATYPHOT Kpyra y (eTHO)My3HKOAOIIKO]
HAyI¥M U UCTOPHUjU YMETHOCTH TeMesHO obpahene, mocrojeha aukosna rpaba
U Aane mpyxa MoryhHocTH 3a HOBa HCTpakuBama. AOK je A0 CaAd Y OKBUPY
aHaAM3e UKOHOTpadHje, Kapd je ped 0 HHCTPYMEHTHMA, HajBHINE MaXKHe
nocseheno opranorpadckoj anaausu (M. Beaumuposuh, A. Aesuh, P. [Tejosuh),
BHUXOBO 3HAYeHhe U YAOTa My3HKe OCTAAU Cy HepA0BOSHO obpahenn. Cuene o
kojuma hemo y paay rosopuru po03Bosajy o6e Bpcre aHaause. OHO mTO je ca
HKOHOTpadcKe M OPraHOrpadcKe TauKe FACAUINTA 3aHIMAHUBO jeCTe YHIbeHHIIA
Ad Cy My3HYKH MHCTPYMEHTH Ca KOjUMa je 1jap AaBHA IPHUKa3aH y ClleHaMa
Cmpinu dpasegruxa pasanautu. OBOM NPHANKOM, pasmMoTpuheMo mojeanHe

OBaj paa je HACTAO KAO Pe3yATAT UCTPAXKBAIba HA MPOjeKTy Cpiicka cpegr08eK08HA YMEIHOCIT U HeH
eBPOUCKU KOHTUEKC (177036) KOju pUHAHCHjCKU IOAPKaBa MUHUCTapCTBO IPOCBETE, HAyKe M TeXHO-

Aouikor passoja Perrybanke Cpbuje.
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cuene Cupitiu iipasegruka y BpeMeHcKoM pacnoHy o XIII po XVII Bexa y
BH3aHTH]jCKOj, Ka0O M CPIICKOj, PyCKOj M PYMYHCKO]j IIPKBE€HOj YMETHOCTH HaKOH
1453. ropuse ca acrekTa MKOHOTpaduje, a moce6Ha makma he 6urn mocsehena
OIPaBAAHOCTH I10jaBe OApel)eHHX HHCTPYMeHaTa y pyKaMa Ijapa AaBHAQ, Kao U
BUXOBUM 3HAUEHHMA.

KAY4YHE PEYM: nap u npopok Aasup, Cupili fipasegnuxa, My3UIKd HHCTPYMEHTH,
opraHorpadcka aHaAM3a, ICTOYHOXPHITNAHCKA CAKPAAHA YMETHOCT, 3HAY€Ibe.

YBOA

AVKOBHe ITpeACTaBe My3HYKHX HHCTPYMeHaTa y YMeTHOCTH BusanTuje u semMana
HEHOT KyATYPHOT KPYTa OAQBHO Cy II0OyAHA€ MKy KAKO CTPAHHUX TaKO i AoMahux
ucrpaxusada. tbuma cy ce 6aBuan Musom Beanmuposuh (Beanmuposuh 1951:
30—43), Bepa Kanuxosa (KAI/I‘IKOBa 1960: 215—244), Aaexcanpap AuHNH (AHHHH
1968: 519—530), Aparocaas Aesuh (Devic’ 1976: 78—84),]0aKHM Bpayn (Braun 1980:
312-327), ITonaascke (Poptawska, Poplavska 1996: 63—70) u aApyru. Uctopuorpa-
dujy je y oBoM IIOTAeAy HapounTO 3apykuaa Poxcarpa Iejosuh umju je sHaTan pAeo
6ubanorpaduje nocsehen osoj remu (Bupern Ilejosuh 1984; [lejosuh 1984: 2.2).
Oma je mpeacTaBe MHCTPYMeHATa Y YMETHOCTH CpeAmoBekoBHe Cpbuje moapo6HO
HCIMTHBAAA Y BUIIE HaBPaTa y MOHOTPadpCKUM CTYAHMjaMa Ca acIleKTa HKOHorpaduje
oaHOCHO opranorpadcke anaause (ITejosuh 1984; Ilejosuh 2005), a y HayuHEM
YAQHIIIMAa HAPOUHTO je MOCBETHAA ITaXKiby KOMIIO3UITHjaMa Y KOjUMA je HAYCTPOBaH
Behu 6poj Mysmuxux uncTpymenara (yim. unp. Ilejosuh 1993: 83-107; ITejosuh 1997:
239—264).

My3u4yku HHCTPYMEHTH CAUKAjy Ce y 3aAyKOHHaMa KTHTOPA PasAMYUTHX
COILIMjaAHMX CTAAEXKA: CPIICKMX BAAAAPA M BAAAAPKH, IbHXOBUX HAjOAVDKUX CPOAHHUKA,
HajBUINNX IPKBEHHX BEAUKOAOCTOJHHKA, 3aTHM Y 3aAyKOMHAMa cpIicke BAacTese. OHu
Ce y CPIICKOj CPeAOBEKOBHO] YMETHOCTH jaB;ajy ¥ oApel)eHOM Opojy crjeHa cakpaaHe
U npodaHe TeMaTHKe, IPUNAAajyhu pasAnIUTIM CTapO3aBeTHUM M HOBO3aBETHUM
LIUKAYCHMA OA KOJUX ce MoceOHO ucTudy XpHUCToBa cTpasamba, [Tocaeamn mcaaMu 1
Crpamnu cyp (ITejosuh 1984; Pejovi¢ 2005). Kaa je ped o cuenama npodane Tema-
THKe My3HYKH HHCTPYMEHTH yAa3e ¥ CacTaB jeaHe crieHe mocBehene sxuBoTy AAek-
caHppa Beauxkor (HejOBHh 1984: 124, 127, 138, cA. 87; Pejovic 2005: §7-58 1 Ha ApyruM
mectuma). Mako Hajsehu 6poj crieHa ca My3MYKMM HHCTPYMEHTHMA Ma CBOje AUTe-
papHe KOpeHe y GUOAMjCKOM HAPATHBY, [T0jaBa My3UYKIX MHCTPYMEHATA Y II0jEAHIM
KOMITO3HI[HjaMa KOj! CBOje AUTePapHO M3BOPHINTE MMajy y Kiburama CBeTor MUCcMa,
y OBUM CIIECHMa Huje 3abeaesxeHa. CTOra OATOHETae Pa3sA0ra CAUKAA MY3HIKHIX
HHCTPyMeHaTa OAHOCHO BHXOBOT KOHTEKCTa Y CIleHaMa IMPeACTaBAba KOMIIACKCAH
3apaTak. McTo Baxu U 3a CIjeHe KOje He BOA€ CBOje IopeKkAo u3 Bubawuje, Beh ce
OCAQAMbajy Ha APyTe KIbIDKeBHE H3BOpe.
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Nmajyhu y Buay aa u3bop tema o AaBHAOBOM KUBOTY KOjH je OHyheH Huje
xonadat (ITejosuh 1997: 240), Kao u A2 je 6poj MPUKAZAHNX KUIAHUX U TYAAUKHX
HHCTPYMEHTATa y CPIICKOj CPeAlOBEKOBHOj YMETHOCTH 3HATHO MambH 04 Opoja
AyBauKUX MHCTpyMeHara u 6y6mesa (Pejovié 2005: 78), y paay hemo o6paputu crene
KOje y paHHjoj AUTepaTypH nocBeheHoj mpeacTaBaMa CpeAHOBEKOBHIX My3HYKUX
HHCTPyMeHATa HICY 3alaXkeHe MAM HUCY AeTansHO obpahene. Ped je o oppehenom
Opojy IpeAcTaBa y BUSAHTHjCKOj, CPIICKOj, PYCKOj I PYMYHCKOj CPEAHOBEKOBHO]
YMETHOCTH KOje Y AUTepaTypu Hoce omurtd Hasus Cmpiti iipasegruuxa. Hasus Cupin
fipasegrol cupomaxa je IpeLU3HUjH, A ¥ pasy heMo pasmoTpuTH 1 pasaore 3a oBaj
HasuB Kommosuiuje. CBe OBe CIjeHe AOTIPHHOCE 60seM II03HABAY AATE TeMe — Opra-
HOrpaCKOj aHAAM3H HHCTPYMEHATA, OATOHEeTAkbY 3HaYeHha AATHX MHCTPyMeHaTa y
CIleHaMa, Ka0 ¥ My3HKe KOjy OHH mpousBope. Takole, one pomymyjy Beh mocrojehy
AMKOBHY rpal)y 0 MysHYKHM HHCTPyMEHTHMA y MCTOYHOXPHITNAHCKOj CAKPAAHO]
YMETHOCTH M YKa3yjy Ha Adoe ITyTeBe y HCTPaKMBABUMA. YjEAHO OHe IIPYXKajy YBHA O
Y4eHOCTH OHOBPeMEeHUX BU3aHTHjCKHIX 1 CPIICKMX YMETHHKA, O FbMXOBUM YMETHHYKUM
U AYXOBHHM TeXHbaMa M KAUMU AaTe eroxe.

1. TIPETAEA CIIOMEHMKA — OIIMCH CITEHA U MY3UYKHUX
HMHCTPYMEHATA CA AMKOBHHUM AHAAOTUJAMA

Cuena 0 x0joj hemo y paay Hajpe TOBOPUTH IIPEACTABAA IIO Ay TOPOBUM Ca3HABIMA
HajpaHMjU OYYBaHHU IpUMep IojaBe npeacTase Cmpili ipasegHuxa y BU3aHTHjCKO]
YMETHOCTH M y MCTOYHOXPHIINAHCKO]j [IPKBEHO] yMeTHOCTH y IieAnHH. OHa je yjeAHo
U jeAMHA OYyBaHa ClieHa OBe TeMaTHKe Y BU3aHTHjCKOj yMeTHOCTH. Pey je o dppecru
KOja ce HaAas3M y Tpresapuju MaHactupa Ceetliol Josana Boiocrosa na Ilattimocy —
IO3HATOT CBeTHAMINTA IIOAUTHYTOT Ha MecTy rae je Ceru JoBan borocaos cacrasuo
cruc Oiikpuserse (ua. 1). Hacankana je y TMMIIaHy jy)kHe cAelle apKaAe 3aTlaAHOT 3HAA
u Aatyje ce y npse aetennje X111 sexa (OpldvSov 1966: 80, 84, eik. 68; OpAavSov
1970: 181-186, Tiv. 22, 23a, 65; Kominis 1988: 64; FaBpuAOBHh 2013: 107—120). Dpecka
je M3y3eTHO A0OpO OuyBaHa.

Y AeBOM YTAY CIieHe IIPEACTABAEH je CBETHTeN CA HUMOOM, Y MOHAIIKOj opehn,
AyTe, ceae Opape KaKo CeAU Ha MepMepHOj moaAr03H. O HeroBoM UACHTHUTETY He
MoxKe ce HUIITA Toy3AaHuje pehu. OH AeBOj PyKOM yKasyje Ha CBOjy IAaBy, MOXAQ
A4 yKake Ha TO AQ je ped O BH3HUjH, A AeCHY AU HcIpep cebe. Hcmpes mera aexu
Ha 0ApY 60c, 6e3rMeH, CTapuju Y0BeK paszbapyIneHe Koce ca MPeKPIUITEHUM PyKaMa
Ha IPyAMIMa Y TPEHYTKY yMHpawa. M3 merosux ycTa M3Aa3H Herosa Aylla IpUKa-
3aHAa y BUAY HATOT, MAAOT A€TeTa KOje je HCIIPYXKUAO PyKe IIpeMa ABOjuriM anbeAa
Hap 0ApoM. AHDeAH cy HCIIPY>XHAH pyKe Aa IpHXBaTe Aymry ymupyher y Hapyuyje.
MxoHOorpadcky 0co6eHOCT ClleHe YHHU MPUCYCTBO [Japa i Ipopoka AaBraa y
AecHOM peAy komnosunuje. OH je IPHKa3aH ca KPYHOM Ha TAABH, OAGBEH y CBeYaHe
OAEXAE U OTPHYT IyPIyPHUM IIAPCKUM IAAIITOM, KAKO IIPOU3BOAU MY3HKY.
HacaukaH je xako cBupa y crojehem craBy. IHCTpyMeHT Koju OH APXKH y pyKama
IpHIaAa OPOAUIIM KOPAOPOHUX HHCTpyMeHara. M3paheH je op ApBeTa, nMa Kpym-
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KOAMKH KOPIIYC, KOjU CACBUM IIOCTENeHO IIPeAasy y TaHAK BpPaT, YeTHPH CTPYHe,
getnpu Beha KpcToo6pasHa pe30HAHTHA OTBOPA U BEPOBATHO OCAM MABUX Y BUAY
tagaka. Kopaap je usBeaen y popmu rpoancta. IHCTpyMeHT je AaBUAY IPHUCAOKHEH
Ha AeBO paMe. OH A€BOM PYKOM CKYILsEHHUX IIPCTH]Y APKU BPX BpaTa IpeA TAABOM
3a unBHje, ckpahyjyhu sxxuire, AOK y A€CHOj PyIIM APKH AY9HO I'YAQAO 3HATHO Behnx
AHMEH3Hja OA CAMOT MHCTPyMeHTa peAasehu muMe mpexo xura. AaBUA APXKH
T'YAQAO C KPaja, U TO, IPCTHjY CKYILAbEHHX Y IIeCHHUITY, IITO IIPEACTaBs>a peTKocT. Ha
OCHOBY ITPHKa3a Ha ppeciy MOXe Ce IPeTIIOCTaBUTH AA I'YAAAOM IIPEAA3H IPeKo
cBux xuija. IHCTpyMeHT je yokBupeH TaMHHjoM 60paypoM. Ha memy ce ca aeBe
CTpaHe yo4aBajy 1 ABe H3Ay)KeHe YMBHje, I1a Ce MOXKe IPETIIOCTABUTHU AQ HX je 1A
9eTHpPH, KOAMKO M CTPYHA.

Hapeana ncronmeHa crjeHa o x0joj hemo roBopuTn HaAasu ce y Tprie3apyjy HajcTa-
PpHjer u 1o Xujepapxuju npsor MaHacTupa Ha Cseroj [opu AtoHckoj, Beaukoj Aaspu
Ceeinioi Aanacuja (963 ), Ha O3HHjeM CAOjy KUBOIIMCA, U3 1536. ropuHe. Beoma je
HeOoOHMYHe UKOHOTPaduje U Y yMETHOCTH BU3AHTHjCKOT U TOCTBU3AHTHjCKOT CBETA je
II0 MHOTMM OCcO6eHOCTHMa jeAnHCTBeHa creHa (ua. 2; Millet 1927, pl. 150.2; Yiannias
1971: 179-181, pl. VIII, L4, fig. 65). H3BeaeHa je Ha ceBepHOM 3UAY CEeBEPHOT IIONPEIHOT
TpaHcenTa Koju $OpMHpPa KPCT OCHOBe. Y IOMEHYTO]j TPIIe3apHjU OHA YAA3U Y OKBUP
MAAOT IJHKAYCA CIleHa U YUHH FBEeTOBY IIOCACAY H OACYAHY eIH30Ay. Y IIPBOj CLieHH
BHAM Ce CTapaif AyTe, ceae Opaae y crojehem craBy, opeBeH y pacy u manTnjy. OH je
0Aaro MCKOCHO TAABY H Y3AMIA0 PYKY Y CTaBY MOAMTBe U obpahara HeOy. Y HapeaHO]
eIIM30AY je HaCAUKAHa [IehrIHa HCIIOCHUITA Y BAY TAMHE [IPA3HUHE ¥ AOEEM, AEBOM AEAY
CIleHe, U3 KOje je M3aIIao MyCTUIbAK, KOjH PyKOM yKasyje Ha Tae. [Ipea muM ce Harasu
U3BECHa, lheMy OKPEeHYTa, AMBAa XUBOTUbA. Hajaaa, mocaeama crieHa MaAoOr ITEKAyCa
MpeACTaB/s>a CaM YMH CMPTH M3BeCHe AMMHOCTH. [ IycTHIbaK y ITOCA€A 0] CLIeHH ITHKAYCa
AECHOM PYKOM yKasyje Ha TPeHyTaK CMPTH IIPABEAHOT, & ADYTY APKH Y yOOUdajeHOM
recty obpahatsa u moauTBe. Ca ApyTe CTpaHe IIOKOjHHKA Ha OAPY CTOjH IO jepaH abeo,
a Hap OAPOM cear IPOPOK Aasup 1 Mysurmpa. OH cepr HCIIpes OpexxymKa Ha CTeHO-
BUTOM I1€j32Ky OA€BeH y Ilapcke opexae. ITprkasaH je xao crapaif ceae koce 1 Opase
Ca KPYHOM Ha TAQBH X HUMOOM. Y pyKaMa ApyK¥ KUYaHH HHCTPYMEHT — IICAATEPUOH.
OH 1Ma TPOYTacT 0OANK, BEAUKUX je AUMeH3Hja 1 A\aBHUA I'a cBUpa y cepehieM oAOXKajy.
AeBoM PyKOM IIpHAPIKaBA HHCTPYMEHT, a A6CHOM IIpebrpa IT0 BherOBUM XKHIjaMa. ABe
CTpaHe [ICAATEPHOHA CY IPUOAIDKHO HCTe AyXKHHe, a Tpeha je ayxxa. XKurte cy Harer-
HYTe TaKo Aa Cllajajy HellapaAeAHe CTpaHe HHCTpyMeHTa. Kaaa je ped o ncTtonMenoj
CII€HH, HajIIOTITYHHjy aHAAOTHjy OBOM HHCTPYMEHTY HAaAa3MMO Ha jeAHO] PYCKOj MKOHHU
CrpamHor cyaa, Koja pAaHac nipumaja koaeknuju I Topia Xana y CeBUKAHNjY Y caBe3HO]
apxasu [encuasaruju — CAA, (XVI Bex, ua. 4; Garidis 198s: 101, pl. XIX, 38; Tomuh
1995: CA. 6; 3a cAuKy y 60ju Buperu Milosevié 1063: 2). Ty je npopok Aasua npuxasan
Ca TPOYTAACTHM IICAATEPHOHOM y PyKaMa, KOjH Ce OA OHOT Y AaBpH Pa3AMKYje jeAMHO
IpeMa HAYMHY AP>Kamba M CBUPamba: Ha CBETOTOPCKOj GPeciiy je HHCTPYMEHT OCAOeH
Ha jeAHY OA ABE CTpaHe IPUOAKHO jeAHAKe AYXKHHE, AOK je Ha PYCKOj MKOHH HHCTPY-
MEHT OCAOHeH Ha HajAy’Ky cTpany (YIL HA. 2, 4).

U y upxsu Cseitioi Mauje y Barwanuma (1513-1514) HAYCTPOBaHa je Ha 3alIAAHOj
dacapm ypkse paHac Beoma omTehena cuena Cupini ipaseguuxa (Pacoakocka
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HuxoaoBcka 1993: 62—63; Ilenkosa 2010: 54; Ilejuh 2011: 72, ca. 7). CpoaHo je
HKOHOTpadCKu KOMOMHOBaHA Kao kommosuuuja y ipksu Ceeror Hukoae y Huxoniry:
Y AGCHOM A@AY je JOBEK Ha OAPY, a ¥ AeBOM aAeAy Ipopok Aasup. Hap moxojaukom je
IPHKA3aH jepaH aHbeo koju mpysxa pyke pa npuxsaru Ayury ymupyher. Ha ¢ppecuu
Ce AWK TpOpoKa AaBHAQ YOUaBa y KOHTYpaMa: OH CeAU U CBHPA AAyTY, CAUYHO KA0 Y
npksu y Hukosrry. MTHCTpyMeHT y BeroBiM pyKaMa MMa KPYIIKACT KOPITYC U AYKH,
YHHH Ce peAOMAeH, Bpart. Fbere sxurie ce He Mory usbpojari.

Hapeana criena o kojom heMo pase rOBOpUTH HACAHKAHA je HA jY>KHOM 3HAY
3aIlapHOT TpaBeja y cacTaBy koMnosunuje Citipawnoi cyga y Huxorauioj ypreu y
Bujerom ITowy Ha caojy sxuBonuca u3 opyre norosure XVI sexa (1570; ua. 3; Tomuh
1995: 81-89; JOBaHOBHh 2005: 63-64, 64.171; Hejﬂh 2011: 70-73; FaBpHAOBHh 2013:
107-120; ITejuh 2014: 76, ca. 62). AecHu Aeo clieHe je AoocTa omreheH, aAu 04yBaHOCT
dpecke y HOTIYHOCTH AOITYIITa HeHy aHaAu3y. Ha ¢ppecriu je mpukasan TpenyTak
cMpTH MAaAuha KOjH AeXKH OTBOPEHHX OUHjY HA OAPY Y A€CHOM AeAy crjeHe. OH oxo
raaBe uMa HUMO. M3 ycTa My M3Aa3H Ayliia IPHKa3aHa y BUAY MaAoT, beaor yoBeka. Hap,
oppoM cy ABa anbeaa. ITap u mpopox AaBuA IIPUKA3aH je y AeBOM AAY KOMITO3HIHje
AO anbeAd, ca KyIIOAHOM KPYHOM, y AaHTHYKHM OAEKAAMA KAaKO CeAM Ha KAYIIH U
CBHpA Ha AQyTH. AayTa je OAOXKeHA XOPU3OHTAAHO. MMa Ay60K Kopmyc obAuKa
AOIbe TIOAOBHHE AOIITE U, YUHHU Ce, AOCTA XKHMIIA, A BpaT HHCTPYMEHTA Ce CY)KaBa OA
koprryca npema raasu. Ha ¢ppecriu ce jacHo youaajy mect 6eanx uuBuja. IIpopok
APXU MIHCTPYMEHT HaCAOH-eH Ha KPHAO, ACCHOM PYKOM TP3a XKHIIE, AOK APYTOM PYyKOM
APKM HHCTPYMEHT 3a >kuIie 1 BpaT, ckpahyjyhu ux. ITo ommTuM KapakTeprcTiKama
HajOArKa AaHAAOTHja OBOj AAYTH HAAA3H Ce Ha PPeciiy 150. fcaima y XpesruHoj KyAH
y MaHacTupy Puawm, Ha cAojy uBomHca U3 OKO 1335. roause (IIpamkos 1973: 69, cA.
63-65; Pejovié 2005: 154, sl. 7).

Y pyMyHCKOj yMETHOCTH O4YyBaHO je Bumle mpeacraBa Cmpiiiu tipaseguka y
cacTaBy cijeHa CTpamHor cyaa y mapy ca cieHoM Cmpii ipewnuxa: y ypkeu Ceeitiol
Bopha y Boponeyy, y ypxeu Yeiiewa Boiopoguye y Xymopy, y ypxeu Yecexosarsa Cseitiol
Josana Kpcinuitiesa y Ap6opey (mocae 1503), y ypkeu Ceeitioi Huxoae y ITpo6otiu (oxo
1530), ypxeu Ceeiioi Kpciuia y Iawpayyy (oxo 1550), y ypkeu Backpcerva y Cyuesuyu,
y upksu Csetioi Huxoae y Pawixoj u y ypxeu Ceeitie Tpojuye y Kosuju (Henry 1930;
Tomuh 1995; [Tenkosa 2010).

Y ypxeu Yeiiera Boiopoguye y Xymopy (1535) je dpecka cANMHO KOMIIOHOBaHa
Kao Uy APYTUM crioMeHHIIUMa PymyHuje (Henry 1930a: pl. XLV; Florea 1994: 56).
Vikonorpadcka cnenudpuaHOCT OBe cIieHe Y XyMOpy CY 3Be3Ae KOje O3HadaBajy
acreKar BeYHOCTH, OAHOCHO BeUHO CTame IPaBeAHNKa HakoH CTpaIIHoT cyAa, BEYHO
cTame 6AKEeHCTBa (Bergmann, Watson 1999: 7). IIpopox AaBup je IpuKas3aH y AeBOM
A€Ay CIjeHe KaKO CeAl Ha CTeHaMa, AOK YMUDPYRHU AeXK1 Ha OAPY Y AGCHOM A€AY CILIeHe.
Anbeo pammnpeHux KprAa CTOjU Hap OAPOM, IpuMajyhu Ayiry npaBepAHOT. AaBua,
je mpuKa3aH ca KPYHOM, OAeBEH Y ITAPCKe OAEKAE M OKPEHYT IPaBEAHHUKY, a BeT0B
MHCTPYMEHT Yy OIIITHM IJPTaMa IT0 U3TAEAY OATOBAapa AQyTHU IPEAOMASEHOT BpaTa Ha
IIOMeHyTHM ppecKkama.

Y ypxeu y Ceeitioi Huxoae y Pawxoj (1542; Stefanescu 1928: pl. XCV; Dragut et
al. 1977: ca. c1p. 93) cuena Cmpiiu iipasegHuka je IAyCTPOBaHA Ha jy>KHOj pacasm
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npkse 1o npeacrasoM Xewmumacuje u Oiwene pexe, y mapy ca cuienom Cupiu
ipewHuKa, a CBaKa CIjeHa je yOKBUpeHa mmoce6HoM rpBeHOM 6opaypom. CijeHa
Cmpii iipasegnuxa KOMIIOHOBAHA je Kao U IIOMeHyTe PyMYHCKe CIleHe: AeBO je
IPHKa3aH IPOPOK AaBUA KAKO CeAM y KAMEHHTOM IIej3aXKy, a AeCHO je anbeo Hap
oppoMm ymupyher. IHCTpyMeHT Koji AaBHA APXKH Y PYKaMa Ce Pa3AHKYje OA OCTAAUX
PYMYHCKHX HHCTPyMeHATa [10 AUMEH31jaMa KOPITyca KOjH je MambH, I1a 61 Hajoora
aHaAOTHMja OBOM HHCTpyMeHTY 6uaa y crienn Ceagba y Kanu 'y npxsu Ceeitior Hukose
y Hosom Xoiiosy (1608; Pejovié 2005: 36, 100-101, sl. 27). Bpat osor uacrpymenra
je BeoMa ayradak, AOK je Kopiyc Maan. Haunu pAp>xama HHCTpyMeHTa je MAGHTHYaH,
jeauHo mTo AaBup Ha $peciu y Pamkoj u3Boau My3uky y cepehem, a mysuuap y
Hosowm Xonosy y crojehem nmoaoxajy.

JeaaH op Hajaemmux 1 Hajbose OUyBaHKX IpuMepa criene Cumpili iipasegruxa melyy
OBHUM CIIOMEHHUIIMMA je OHaj Y Boponeyy (1547; Batali 1985: 6264, ﬁg. 1; Florea1994: 56,
fig. 1-2; Tomuh 1995: 81, ca. 4). Ty je IPOPOK AaBHA IPHKA3aH y ACCHOM AEAY CLieHe ca
KPYHOM Ha F'AQBH, OAEBEH Y TYHHMKY HaAMK OAXKAAMa HCTOYHaIKUX MyAPAIla KAaKO CeAH
Ha CTeHaMa M CBUpA y AdyTy. AayTa je usrpaheHa op ApBeTa M CPOAHA je HHCTPYMEHTY
KOju AaBuA CBUpPA HAa HCTOMMEHOj CIIeHH Yy KaTOAMKOHY MaHacTupa Hukoman u 'y
XpesuHoj kyan y Puau (BuaeTu rope), c Tom pasankom mro je y Boponeny kopryc
nanhy 1 IIMpH, a APBO 0A KOjer je HHCTpyMeHT uspaheH cBeTauje, 6ene. Kobuamna je
IJpHa ¥ y3aHa. AayTa MMa IIeCT XUIA U YMBHja. AABUA IPCTHUMA AeCHe PyKe Ipebupa
IIPEKO >KUIIA, AeBOM PYKOM IPUAPKAaBa HHCTPYMEHT 3a BPaT, a IPCTHMA HCTe PyKe
Takol)e mpousBoar 3ByK. MIHCTpyMeHT je mpukasaH 6e3 posere. IIpopok mocmarpa
ymupyher Maapnha, Koju AeXXy Ha CTEHU IIPEKPIITEHNX PYKY U U3 YHMjHX YCTA U3AA3H
Ay1l1a, Kojy aubeo mpuxsara y AeBy pyKy Apskehu y AeCHOj MaAy, pasarcTaAy GeAy rpaHy.

U y upxsu Backpcerwa Xpucinosoi y Cyuesuyu (1600/1601) Harazumo A06po
ouysany cuery Cupiiu iipasegroi (Dragut et al. 1971: ca. crp. 82; Florea 1994: fig. 3).
CrieHa KOMITO3UIIMOHO OATOBapa XyMOPCKOj U BOPOHEIIKOj, Ka0 M FheH HHCTPYMEHT, C
M o y CydeBULIM HHCTPYMEHT HMa Ay>ku Bpart. Kako je oBa crieHa 6ome ouyBaHa op
oHe y Xymopy, Ha AaBUAOBOM MHCTpyMeHTY y CyueBHIIH Ce yOUaBajy JKuLle, KOOHAMIIA,
posera u unBHje. Kao Ha paHHjuM cIleHaMa, IPOPOK AP>KU U CBHPa HHCTPYMEHT Ha
yobndajeH HauuH.

Y ypreu Ceeitioi Konciianinuna u Jeaere y manaciiupy Xypesy (1692) npopox Aasua,
je mpuxasaH Hap ymupyhuM npasepHuKoM kako csupa crenuduany aayty (Florea
1994: fig. 18). IHCTpyMeHT je KpymKacTor 06AMKA U HeTOBO TEAO HEIIPIMETHO
IpeAasy y IMPOKHU BparT KOjH je mpeAaoMmeH. OAANYHE aHAAOTHje OBOM HHTPYMEHTY
IO HEeroBOM OGAUKY U IPEAOMAEHOM BpaTy Haaazumo y Kyuesumry (ITejosuh
1984: cA. 208) u Aecnosy (Ilejosuh 1984: 54, ca. 17; Tabeanh 1998: 97, T. 35), kKao u y
CIieHaMa Be3aHUM 3a XKMBOT Llapa U popoka AaBraa Ha MuHujarypama pykormca Cod.
Slav. 4 u3 BaBapcke ApxaBHe 6ubanoTeke no3HaTHjer kao MuHXeHCKU caATHp (Kpaj
XIV Beka): Aasug cacitiaspa icarimiup, Moauitisa Aasugosa, Aasug ceupa na raytiu
u ipabewe xpama, xao u Cmpii upasegruxa (Dufrenne 1983: fol. 4v, 191, 124V, 153r;
HejOBHh 1980: 112; HejOBI/Ih 1984: 114—115).

Cuena Cmpiliu fipasegruxa O9yBaHa je U IIOCTBH3AHTHjCKOj YMETHOCTH Ha IPYKOM
Ay, y Boiopoguuunoj ypxeu y Aungocy na Popsocy (XVII Bek; ua. §). Y3 nmpeacraBy
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y Tpresapuju MaHactupa Ha Ilarmocy u Beankoj Aaspu Ha Cseroj I'opu, oBo je
jeAHa 0A CIIeHa KOja Ce OAAMKYje opHriHaAHomhy 1 HapaTuBHOuIhY HKOHOrpadcKor
pemema (Bolavdkng 1998; ITenkosa 2010: 55-56). Hacaukana je Ha jyxHOM 3uAY
rpaheBuHe casupaHe ceBepHO OA TAABHE IIPKBE, Y CTBApH Ha CeBEPHO]j $pacaAr TAaBHe
1pKBe. Y PaHHjOj AUTEPATypPH je OBa TeMa AOBO)eHa y Be3y ca CyceAHHM dppeckama —
Boropoauiom ca XprcToM MAaAeHIIeM Y HUIIH HaA YAA30M M QUTYpPOM jepeja 3almapHo
oa we (Bolavdxng 1998). [IpaBeaHuK je Ha dpeciy NPUKa3aH y IPBOM IMAAHY Kao
MAQA 4OBeK ca 6pasOM, PyKy IPeKpIITeHHX Ha IPYAMMA, IPeKPHUBEH IIOKPUBAYEM.
Ipema meMy ce carHyo jepas anheo Aa mpuxsaTu Aynry ymupyher xoja y BUAY MaAOT
OeAOr JOBeKa M3AA3H U3 HeroBux ycTa. M3a mix cy yernpu anheaa u mpopok Aasua,
a OHO IITO OBY CIIeHy Pa3AHKYje OA ADYTHX jecTe Pa3BHjeH TOPHH PETUCTap — Y KOj
BHAUMO Ha HeOy XpucTa y IOIIPCjy Y AeBOM YIAy Koju ce obpaha pABojunu anbeaa.
OBy ¢pecky opAuKyje 60raTCTBO MPUKAZAHUX My3HIKHX HHCTpyMeHara. Ha 10j
je 4ak TpM ydecHHKa IIPHKA3aHO Ca My3HYKUM HHCTPYMEHTHMA y PyKaMa II0 YeMy
je oHa jeauHCcTBeHa. CBH yYeCHMITH CIleHe OCHM CaMOT IIPAaBEAHHKA Cy IPUKa3aHU
ca HuM60oBuMa. IIpOpoK AaBUA APKH HHCTPYMEHT HAAUK AQHAIIKOj BUOAHHH,
duayau, opHOCHO Bu3aHTHjcKoj AupH (Pejovié 2005: 92). CAMKapcTBO popocke
IPKBe IIONPUMHAO je PeHeCaHCHe YTHIaje, IITO ce Hajbose BUAU Ha TIpUMepy popMe
My3HMYKOT MHCTPyMeHTa Ipopoka Aasuaa. theros o6ank oprosapa aupu aa 6pago (o
0BOM MY3HYKOM HHCTpyMeHTY Bupetu Ilamhan KojaHos 1956: 96-104). OBa anpa
110 $OpPMH OArOBapa My3UIKOM MHCTPYMEHTY KOjU CBUpajy anhean y crienama 3apyke
Boiopoguye (1448-1452), Yeiierse Boiopoguye u Kpynucare Boiopoguye xojy je nsseo
penecancuu ymernuk Cano au Iljerpo (ym. Remnant 1969-1970: pl. I1). Taxobe,
Ka0 CPOAHY AHAAOTHjy Tpeba HaBeCTH M I'YAQUKH MHCTPYMEHT KOjH YCIIPABHO APXKH
MY3HYap AeBO OA OHOT KOjU APXKHM AayTy y crienn Xeaauite Tociioga y npxsu Cseiliol
Huxore Quaanitipotiurona Ha JarmHHI (1530—1560; Pejovié 200s: sl. 7).

Ha reay AaBupOBOr HHCTpyMeHTa Ha AMHAOCY jaCHO Ce yOodaBajy IIyX, JKHIle,
KOOMAMII, KOPAAP U e 3BydHH OTBOPH. FberoBo ryaaso je AyqHO 1 MarbHX AMIMEH3Hja.
AaBup n3BoAu My3uKy crojehn, AOK My je HHCTPYMEHT IIOAOXKEH Ha AeBO paMe. Y
AECHOJ PYLIEL ADXKHU I'YAQAO, 2 AeBOoM cKpahyje sxuije. ABa anheaa ncrpep AaBrpa apie
AayTe pasAMYUTHX 00AMKa. AHbeo OAMKH AABUAY APXKH HHCTPYMEHT OKPEHYT KOCO
HapoAe. AeBOM pykoM ckpahyje 5KiiIle, AOK X A6CHOM TP3a IIPU CPeAHHH Koprryca. Y
HajOAIDKe HKOHOTpadCKe AHAAOTHje 3a MHCTPYMeHT anl)eaa 6ArbKer AaBHAY 110 OOAMKY
M HauKMHy My3HIMpaba yopaja ce aayTa us criene Ciiiuxupa Cseitiol Josara Aamackuna
Ha Ycilere u3 Boropopuiie /oesunke (HaHHh, Babuh 1975: 67-68, 139. npT. 30; Pejovic
2005: 100-102; sl. 2). AayTa Apyror anljeaa, mpukasaHor Aame oA AaBEAQ IMa Kpy>kaH
KOpITyC 1 IpeAoMaeH Bpar. OBaj anb)eo Ap)KU HHCTPYMEHT U My3HIMpa HA HCTH HAaIMH
Kao0 U OHaj 6AMKY AaBHAY.

ITomerumo u ABa npuMepa crieHe Cmpiliu fipasegHol KOja HAPOUUTO OACTYIIA]Y OA
UKOHOTpaCKuX npasuaa. ¥ 6yrapckoj upksu Pohersa Xpucitiosoi y Apbanacuma Ha
HCTOYHOM 3HAY TIPUIIPaTe, OBa CIleHa je mprKasaHa y oksupy Cilipawirol cyga. AaHac ce
oBa dppecka Harasu y Mcropujckom mysejy y Coduju (ITpamkos 1979: ua. 35; [lenkosa
2006: 87-88; [enkoBa 2010: 56). Fbena ocobeHocT je 0OACycTBO IpOpoKa AaBhAa Y
CIIeHH, Ka0 1 Y leHOM HAYCTPOBAIbY Y3 IIPUKa3e IPexoBa, 6e3 CMUCAOHOT KOHTEKCTa
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ca cycepHnM crieHama. CycepHe KOMITO3HITHje YKa3yjy Ha TO AQ je HECYMAHBO ped
0 T0j crieHn, Oyayhu Aa je mopep e, Kao BeH MapzHaH, mpukasana Cupili ipewnuka.
Hap mokojHukoM cy mprkasaHa ABa anljeaa. Ml mpeacrasa y pymynckoj ipksu Caeitie
Tpojuye y Kosuju (1390-1391) MMa HCTe NKOHOTpadCKe KAPAKTEPUCTHKE — Ha $ppeciy
npopok AaBup Huje IpucyTaH, Beh caMo jeaaH anljeo, OuMrAeAHO mpeMa yImyTCTBIMA
epMuHuja (BUAETH AOAE).

2. PABMATPAIHA

2.1. HATIIuCu y CLIEHAMA

Hucy cBe rope mobpojane criene 6rae o6esexene Harmucuma. Ppecka y marMockoj
TpIIe3apHju HHUje 0OeAeXkeHa HATIIHCOM, a AKO je HATIIHMC HeKaAd U II0CTOjao Ha
¢pecuu y Huxonny, oH je aaHac yaumres. Maau nuxayc ciieHa y Beanxoj Aaspu
o6yAyje HaTIHCHMA, IITO je ompaBAaHo 6yayhn aa je ped 0 MOHAIIKOj cpeArHU
(ym. ua. 2; Bupern poae). Llon Llejmc JaHuC je Ty mocaeAby KOMIIO3ULM]y Ha3Bao
Cmpiu fiyctiurbaxa, BEpOBATHO yCAeA IIOjaBe IIyCTUIbAKA Y OKBUPY OBUX HEKO-
AMIKO CI}eHa K OKOAHOCTH Ad je I'abpujes Muje 11e0 IIMKAYC CIleHa MMEHOBAO KA0
Ipuua o dycinuraxy (Yiannias 1971: 179-181; Millet 1927: pl. 150.2), A0K je jeany
APYTY ClieHy Yy HCTOM CAMKAaHOM aHcaMOAy HasBao Cmpill ipasegHoi moHaxa
(Yiannias 1971: 157-160; Ha 0BOj dpeciy HUje MPUKa3aH MPOPOK AABHA, & KaKO
HHCMO 6uAn y MoryhHOCTH A2 A0heMo A0 doTorpaduje oBe ppecke, oHa OCTaje
3a Aama UCTpaxuBama). MehyTum, jacHo je pa ppecka o k0joj roBopuMO y pasy
He UAYCTPYje CMPT ITyCTHbaKa, jep MyCTUEAK IPUCYTaH Ha IPeTXOAHUM ClleHaMa,
KOjU y MTOCAEAHO0j eIIM30AHM TOCMATpa MPU30P CMPTU U CaM IIOKOjHUK Ha UCTOj
KOMITO3HIjH, IPHKA3aH Kao yMUpyhu Ha oApy, HuCy ucTe AndHOCTH. ITycTHmaK
KOjH y IPBOj CLjeHU U3AA3H U3 NehuHe je IPHKa3aH y MOCAEAHO) CIIeHH Y M03a-
AMHH, TA€ je O3HaYeH HATIHCOM KOjH OTKPHBA CAAPKHHY 1 AUTEPAPHU U3BOP CLieHe.
IlycTumak je HaTIIHCOM O3HAUEH KAO céetliutiieo KOju HoCMATUPA CMPTHL tipaseqHol (6
dytog Bewp@v Twv Sikatwy Bavdtov. sic!). Emmsopa Cupiiu iipasegroi HOCH HATIHC:
OHaj Koju ce Myuuo y ipagy, Koia cy bygu 3A0ciassau, koia je Boi iipocrasuo (6 &v
Tf) ToAet Te{Opevog V7Y ... {Opevog vmd 8t Kbprog Sofaldpevos; na. 2; Yiannias 1971:
179). ®pecka y BopoHeny je, ka0 mro je TO 4ecTo 61O CAyHaj ca pyMyHCKHM CIIOMe-
HUIUMA, HATIICOM O3HaueHa Kao Cmpili iipasegHuka [CbMpPTh IpaBeAHAro], Kao u
ona Ha Aunpocy (6 Oavatog T Sikat; ua. 5). Hasus ciene y XyMopy oacTyma oa cBux
APyTHuX HasuBa, 6yayhu pa raacu ,aexxehu” Tj. ,0Haj koju je aexxao” (aasarommu), rae
Ce MHCAH Ha ,0HOT KOjH je A€XKa0 Yy TPaAy Ha YAHLIH , LITO jOLI AUPEKTHHU]je OA TIpeT-
XOAHOX IpHMepa yKa3yje Ha YBPCTO OCAAake Ha ANTEPaPHU U3BOP KOMIIO3HIIUje
(Henry 1930a: pl. XLV; BupeTu AOAe).
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2.2. AWUTEPAPHU IIPEAAOIILIY KOMITO3ULIUJA U BHBUXOBU YTUILIAJU HA
UKOHOTPA®UJY KOMITO3ULIUJA

TTo6pojane mpeacTaBe, y3 ABa U3y3eTKa, IPUBAAYE OCEOHY MK U3 BULIE Pa3AOTa:
300r ImpHCycTBa IPOPOKa AaBHAA Y CLieHH, 300T IIPUCYCTBA MY3HYKOT MHCTPYMEHTA
y BeTOBUM PYKaMa, U Hajdap pasAora HAYCTPOBaba MY3HYKOT MHCTPYMEHTa
OAHOCHO CaKkpaAHe yAOre My3uKe y B0j. HanMe, mpeacTaBe cMpTH CBETHX HUCY ¥
CPeAOBEKOBHO] YMETHOCTH Y€CTe, a jOII CY pel)e KOMITO3HIHje OBe TEMATHKE Y YHjH
cacTaB yAa3u mpeacTaBa njapa Aasupa. CrieHe y UMji OKBHP CIapd M AUK IPOPOKA
AaBuaa cy vemrhe y HOCTBU3aHTHjCKOj YMETHOCTH, ITOCEOHO Y OKBUPY LIMKAyCa
Citipawnoi cyga. AKO yIIOpeAUMO CIieHe CMPTH CBeTHTeMA Koje Cy demthe 1 OHe Koje
cy pebe, npumehyjemo pa ce oHe pasanKyjy IO jeAHOM Ba)KHOM HKOHOTPaCKOM
eAeMeHTy — IPUCYCTBY OAHOCHO OACYCTBY IIPOPOKa AaBHAA Ca MY3UYKUM
HHCTPYMEHTOM Y PyKaMa M ADYIMM AMYHOCTHMA M3a Bera. Tako je y mojeAnHuIM
crienama Kanona na ucxog gyuie xoje IpHUKa3yjy UCTY TEMY — PACTaBoAbe AYIIE OA
TeAa — AMK LJapa M POpoka AaBrpa usoctasaet (Marinis 2015: 62 65, fig. 3,7, 11), kao
¥y ClieHaMa CMPTH BeAukux erunarckux MoHaxa (Orthodox Eastern Church 1907: 25;
https://digivatlib.it/view/MSS_ Vat.gr.1613: fol. 90) UAU y IPUKA3MMA CMPTH CBETHX
y ncaatnpuma (1llenkuma 1977: 102; Tomuh 1995: ca. 8; Pelekanidés 1974: 420, fig. 121).
Axo ce usysme u3BecTaH 6poj rOpeNOMeHYTHX U APYTHX ClieHa-u3y3eTaka (3a cBe
cuene BupeTu: IleHKoBa 2010), komnosunuja Cmpii iipasegHuka HUje GUAQ CAUKaHA
y cacraBy rukayca CiiipawHoi cyga, a mpOpOK 1 5jap AaBHA je II0 IIPaBHAY IPUKA3UBAH
Ca MKOHOTPadCKU PasAUIUTUM MY3UYKUM HHCTPYMEHTOM y pyKama, o uemy hemo
FOBOPUTH HEIITO KacHUje.

ITojeAMHNU AeTasK IPUCYTHU Ha ppecKaMa He IOMUIbY Ce y YIyTCTBHMA 32
CAMIKalbe Te CLieHe Y CAUKapCKOM IpUpydHuKy AuoHucuja u3 @ypue. CacraBmay
OBe epMUHHje HMeHyje Ty KOMIO3uLHjy kao Cmpili tipasegroi u ymyhyje caBere 3a
HEeHO CAMKame: ,YoBeK ca TeK H3HUKAOM 6PAAOM A€KH Ha CKPOMHOj IPOCTUPLIH,
CBEYaHO ¥ YacCHO; HeroBe 04U Cy 3aTBOPEHe, a pyKe IpeKplITeHe Ha rpyauma. Hap
BIM je jeaaH anleo Koju ra mocMaTpa papOCHO U GPUIKHO, M [IPHIMA HETOBY AYILY
ca movamhy u nomrosamem” (Hetherington 1996: 82). Oamax ce youasa oacTymatbe
oA HKOHOTpaduje HajBeher 0poja ropeHaBeAeHHX CLieHa U YIYTCTBa epPMUHMje —
YIyTCTBO He CaAPXKH [IOAATKE O AUKOBMMA IIPOpoKa AaBuaa, ABojunie anbeaa,
opHocHO Xpucra u Hebeckux Bojcku. OcuM TOra, Ha IOjeAUHAM KOMIIO3HUIMjaMa
MOKOjHUK HHje IPUKA3aH Kao MAAA Y0BeK. 3ammaxa ce 1 Aa je Ha ppecuu y Huxonry
OH [IPHKA3aH OTBOPEHUX OYHjy, AOK EPMHUHH]ja CABETYje Ad C€ OHE CAMKAjy 3aTBOpeHe
(yn. ua. 3). [TomeHyTa 3anaxama ykasyjy Ha TO A2 Cy CAUKApU KOPHCTHAH U
KOMOMHOBAAY Pa3sAMYHTE [IPEAAOLIKE M AUTEPAPHE U3BOPE Kapa Cy U3BOAMAM AaTe
KOMIIO3HIjUje: aCKeTCKy AUTepaTypy U yImyTcTBa u3 epmunuje. Kao ocHoBy 3a
OBY CLieHY YMETHHUIIU Cy KOPUCTHAM aCKETCKY AUTEPATypy U3 KOje [OTHde Ipuda
Heo6HYHe cappKUHe Koja Tymaun komnosunmjy Cmpint iipasegroi (Martin 1950: 295;
Stichel 1971: 23—24; TaBuaosuh 2013: 107-120). Hanwme, y jeAHOj 0p ackeTckux mpuda
Ce HABOAU AQ je jeAQH 6paT IIOCTABHO [IUTAkbE jEAHOM CTapLy: ,Aa AW NMe KOje HEKO
CTEKHe AOHOCH CIIACerhe, MAH HeroBO ACAO?" Ha IITA je HCTU CTapal] AAO OATOBOP Y
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BHAY ABe IIpHYe: O CMPTH IPelIHIKA U CMPTH IIPAaBEAHOT CHPOMaXxa — IIPaBeAHHUKA.
IIpema xasuBamy npude, jeAHOM CTapIfy je AOIIAA IOMHUCAO AQ BHAH AYIIY jeAHOT
TPeIIHMKA U AYIIY jeAHOT IIPaBeAHMKA y TPEHYTKY Kapa ce pacTaje op reaa. OBa
IpUYa HACHTUQUKYje U )KUBOTHIY ITOpeA CBeTHTeMA Y CLIeHHU Y TpIe3apuju Beanke
Aaspe kao Byka, 6yayhu pa ce y mpuun kaxe: ,1 Tako, A0k je cepaeo y keanju (sc.
6par), yhe jeaan Byk. 3y6uma ra yxsaru 3a opehy u nouse ra syhu nanome. On
ycrape u mohe 3a UM, CBe AOK T'a He AOBEAE AO HEKOT Ipapa. Byk ra ocrasu oBpe
oae (Migne 1849: 1011D-1011A)“. Aame ce y IPUIOBECTH HABOAU IIPA¥A O HAAJAEKO
JYyBEHOM OTIIEAHHKY, KOjH je XXHBeO BaH Ipaaa, 610 60AeCTaH 1 4eKao a2 My Aohe
Kpaj. Y TpeHyTKy beroBe CMPTHU Opart KOjU je KIMao BU3H)Y YTAEAQO je aHheAa cMpTH
U3 aAd Ca OTH-eHUM TPO3YIILeM KOjH je CjypHo Tpo3yball y Cplje rpelHuKa, Mydehu
My AYILIY, A2 OF 3aTUM y BH3UjU YIIAO y TPAA M YTAEAQO HA ,TPI'y HEIIO3HATOT bpaTa,
00AeCHOT, 0OAOaUEeHOT, KOjH je AeXKa0, 6e3 HKOTa AA Ce O BeMy CTapa,” y3 KOra je 0CTao
jeaan pan. Ha oBoM MecTy ce aeTasHO omumCyje ClleHa O K0joj y paAy TOBOPHMO.
Ty ce Aaje omuC TpeHyTKa K HAYMHA CMPTH OAbadeHOr cupomaxa: M y gacy pox
je ymupao 6par yraepa apxanheae Muxanaa u TaBpraa Kako AOAa3e IO HETOBY
AyIy. JeAQH CTape ca AeCHe, a ADYTH Ca AeBe CTpaHe M TaKo Cy 4eKaAH, remehu
aymry u Tpaxehu aa je mpeysmy“ (Migne 1849: 1012B-C). Ayma, mehyTuwm, Huje
XTeAa AQ HAITyCTH TeAO, ycAep dera Muxanao pede [aBpuay: ,Yami je, ma poa HaeMo”.
A TaBpuao oprosopu: ,Ao6uau cMo 3amoBect op bora pa je yamemo 6e3 6oaa.”
Tapa apxanheo Muxanao jakum raacom mosuka: ,[ocroae, mra 3amoseaa 3a OBy
AYILLY, jep OHa He eAu Aa HamycTH Teao?” IToTom aobe raac xoju peue: ,Eo, mamem
capa AaBHAQ Ca KUTAPOM U CBe IICAAMOIIOjIie, KAKO OH YyAa BUXOBO MOjame U Ca
papomhy msamaa“. OHH ce CITyCTHIIE K OKPY>KHIIe AyIIy, TeBajyhu XuMHe: Tapa ce
OHa ITOAFDKe ITPaBO Ha pyke apxanhesy Muxaunay, u mpuMmmeHa Oujame ¢ papomhy”
(Migne 1849: 1012B-C).

Cuene Ha ITatmocy (ua. 1), y Hukosuy (ua. 3), Bamwannma, Beankoj Aaspu (ua.
2), Ha pyckoj ukoHH (UA. 4) u Ha AuHAOCY (MA. §), OUUTO CY HAYCTpPOBaHe MpeMa
TeKcTy oBe npumosecTy. I1o caoxxeHOCTH KOMITO3unyje, cijeHe Ha Ilatmocy, y Beankoj
Aappu 1 Ha AMHAOCY cappike BEAUKH 6POj HKOHOIPAQCKHX AeTa/ka, A OHA CBETOrOPCKa
YaK ¥ BHIIE eMH30A3, II0 YeMy ce yOpajajy y Hajpenpe3eHTaTHBHHUje IPEACTaBe OBe
temaTuke. Hamme, oBe cIieHe opAMKYyje HApaTHBHOCT, Oyayhu Aa cy usBeseHe y
BUIIle eMM30A2 OAHOCHO AeTana (ITatmoc, Beanka Aaspa, AMHAOC), AOK CY ClieHe y
Huxomiry u Bamanuma y caxxernjoj popmu. Ha cBakoj oa 0BHX CIjeHa ce BHAU AyIIa
KOja M3AA31 KO3 ycTa ymupyher, nsyses Ha KoMosunuju y Beankoj Aaspw, mro 6u
YKa3HBaAO Ha YHMESEHHIIY AA je Y CBeTOTOPCKOM CIIOMEHHUKY MCTAKHYT TPeHyTaK KOju
HENIOCPEAHO IIPETXOAM Pa3AyIHBaIbY Aylle op Teaa. Hanme, kako Ha 0Boj ppecriu Huje
IPHKa3aH MOMEHAT KaKO AyIIa HAIyIITa TeAO KO Ha APYTUM CIleHaMa FCTe CAAPKHUHE,
a KaKO AyIlIa HHje HACAMKAHA HH y HApy4jy aHl)eaa, MOXe Ce 3aKAYIHTH AQ je CAUKAp
HAYCTPOBAO TPEHYTAK AOK je AyIla yMHpPyher jom y TeAy, IITO je jeAHHCTBEH IIpUMep y
NPHUKA3UBaY CIleHa OBe TeMaTUKe. Aa je IIOMEeHYTH TeKCT MOCAYKHO KA0 AUTepapHH
npeaAoxak oTBphuBasu 6u moraeau Aojuiie anbeaa ynepeHu nmpema mpopoxy
AaBHAY ca ICAATHPOM, KOjH Ce TeK CIIyCTHO AQ CBOjUM CBHPAEbeM ITOACTAKHE AYIIy
A4 CAOOOAHO HAITYCTH TEAO.
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Haxo je Ha APYTUM CIIeHaMa KOje CMO Y paAy 0OpaAMAH IIPUKA3aHa MCTa TeMATHKA,
HKOHOTrpadHja yKasyje Ha TO AQ je IPHAMKOM HBUXOBe H3BeAOe KopuiheH Apyraduju
npepasoxak. Kapa roBOprMO 0 pyMyHCKUM CIIOMEHHMITMMA, OYHTACAHO je Ad Cy OHH
pabenu mop yTHIajeM cAMKapCKUX MPUPYYHUKa, aaH, Buaehemo, camo peanmmdHO.
Haume, y epMuHHBjaMa ce caBeTyje pa ce Ha npeactaBaMa Cupiliu tipasegrura
HAYCTpYje caMo jepaH anbeo Hap oapoM ymupyher, mTo je y pyMyHCKHUM IjpKBaMa
PeAOBHO cAy4aj. Mimak, MHTepeCaHTHO je M BaXKHO IIPHMETUTH A Ce AUK ITPOPOKa
AaBuAa He TI0jaBAYyje Y CAUKAPCKUM epMUHHUjaMa, ITO IPEACTaBA»A HEOOMIHOCT.
Crora ce MOXXe NPETIOCTaBUTH AA CY TIOACTHIAjU 32 OBaKBa HKOHOIpadCKa pememna
CTHTAH TIOA YTHI[AjeM AyXOBHHX CTPYjama KOja Cy AOAA3HAA U3 BEAMKUX U MOhHMX
AYXOBHHMX MOHAIIKHUX I[eHTapa AyTe U HEIIPEKUHYTe TPAAHIUje, KAKBU Cy OMAM
ITarmoc, Ceta I'opa u Popoc.

2.3. YAOTA IIPOPOKA AABUAA Y CLIEHU

Beh je panuje y ommrum iprama yodeHo aa ,CraroxeHa cBeCHOCT ymupyher, yaora
anfjeaa u apcku auk IlcaaMonojia, Koju IPOU3BOAY HeOeCKy MY3HKY, IIPEACTABASAY
AMBUHM3a1Hjy caMpTHOT 4nHa paBeanka“ (ITejuh 2011: 73). O npopoxy Aasuay
1 HebeCKOM XOpY HaAa3UMO [TOAQTKE Y XOMHUAMjaMa U TyMadelHMa CBETUX OTalla.
Y xomuanju Ha BasHecewe XpHCTOBO, MPUIIMCAHOj CBETOM JOBaHY 3AaTOYCTOM,
IIPKBEHH IIMCAL} TOMIIbe AaBUAQ KOjH CBHPA AyXOBHY KUTApy CBEYaHO YIIpHANIYjyhu
u caaBehu XprcroBo BasHeceme Ha He60 U cepaerse ca pecHe crpade Ona. Y xoMuauju
Ce HABOAM AQ je ,HAKOH XPUCTOBHUX PEUH O IMTOCAARY YTelIUTesa MHOIITBO cepadprma
okpyxunao Cracuresa mojyhu rpucsero caaBocaoBnse ‘Csjar, cBjat, cBjat, a moToM
»OAMAX 6eAr 06AALIM IIPEKPHILe TOPY M XOPOBH IPOPOKA Ce OKYIIMIIe Ha IAQHIHH. A
HIpopoK AaBup Gellle y CPEAHIITY CBUX IIPOPOKA Ca AyXOBHOM KHUTapOM; U caaBehn
BasHeceme Icyca Ha He6o peue: Y3Bucu ce Bume HeOeca, Boxe, o cBoj seMau
Heka byae caaBa TBOja! (Hc. 57: 5) u ‘Y3Bucyjre Iocropa bora Hamera, u kaamajTe ce
nopHOX]y meroBy; aa je cetu!” (Ilc. 99:5)" Y Buaehu ux, moarxke ce u y3e ra o6aax.
U omer peye yueHuMMa cBOjuM: ‘MHup CBOj 0CTaBs»aM, MUP CBOj AdjeM BaM’ (]H 14.27).
U xap je 0BO rOBOpHO, Huje I'a BUIIe OMAO — HUje ce BHIIe BUACO. A AaBHA je Taaa,
paayjyhu ce, y Ayxy pasymeo Aa ce Bor ysHeo Ha He60 u 6ujyhu o AyxoBHY kuTapy
pekao: Tae Bor y3 mopsuxusarme, [ocrop y3 raac TpyoHu’ (Hc. 47.5). A orar je cumre
pexao: ‘Cjear MeHHU € AeCHe CTpaHe AOK IIOAOXKHUM HelIpHjaTese TBOje 32 IIOAHOXje
norama mojum’ (Ic. 110.1) ‘OBO je cH MOj Ay65eHHU KOjH je 1o Mojoj Bosr ™ (Mr 3.17;
Migne 18624, 47-48).

Morus npopoxa AaBraa ca KUTApOM MOXeMO IIPATUTH U Y XOMUAMjaMa Ha YcIeme
ITpecsere boropoaune. Tako ceru Teopop Cryaut, uryman CTyAMTCKOT MaHACTHpa
y cBOjoj 6ecepu mocBehenoj oBoM mpasHuKy Kaxe: ,Aanac op Bora crBopenn
3aaTHU KUBOT OcBehema, oprazehu xa TopmeM Jepycaaumy, mpeaasu ka 6eckpajHoM
OAMODY, U ceeiiu othiay Aasug Ham céupajyhu na kuiiapu cBe oBo ob6jaBnyje jep
kaxe: TIpuBepoure ce LTapy AeBojke 3a BOM), AaKA€ 32 1OM he OUTH IIpUBeACHO joI
ayma“ (Migne 1860: 721A). AaBu4 je Ty IpHUKasaH y CBOjCTBY IPOPOKA KOjU CBOjUM
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IPUCTYCTBOM U PeYMMa yKa3yje Ha CBeTOCT U YMCTOTy boropoamuiie, kao u Ha cBeTocT
¥ CBe4aHOCT TpeHyTKa Ebenor Yenema (Bupern Aoae).

Mortus npopoxa AaBHaa ce jaBsa My CTAPO3aBETHUM allOKPUPHUM TEKCTOBUMA.
Tako y OTkpuBemy anocroasa I[TaBaa Hara3uMoO mopaTak A2 AaBHA Ipep BpaTHMa
Bummer Jepycaanma cauekyje Xpucra cBojoMm necmom u 1o Iberosom posacky
AaBup ,TIOYHe IeBaTH UCTIPeA CBUX CBeTUX. 1 cBU IMpaBeAHHIIH MeBajy Ca HHM YyBIIH
Aanayja“ (JoBanosuh 2005: 63.171). OBaj MOTHB y3 HaBeAeHe peAOBe OTKPHBA Pa3Aore
nojaBe Npopoka AaBHAA Y CLI€HH.

2.4. BPCTE MY3U4YKUX UHCTPYMEHATA

OHo mTO ce Ha OCHOBY U3AOXKEHOT YOUaBa TO je A je TOKOM HCTOPHje Y Pa3AUNIHTUM
nepuopuMa y cueHama Cmpili iipasegHukad, IPUKa3UBAH PA3AUIUT MY3HUKH
HMHCTPYMeHT. 3aHUMAHBO je Ad Ce Y AUTEPAPHOM HU3BOPY KOjH OITHCYje CBETOOTAUKY
IIPUIIOBECT Ha AATHHCKOM je3HKy KOPHUCTH 33 My3UYKH HHCTPYMEHT KOjH CBHpa IIPOPOK
AaBup aexcema ,cithara“ mTo je AupexTan npeBoa rpuke peun 1 ki0dpa“ (,kurapa®;
Migne 1849: 1012C), a y IpeBOAY ca CHPHjCKOT Ha EHIAECKH je3UK HAAAZHMO TePMHUH
yharp” (,xapda“; Wallis Budge 1907: 155), 6yayhu Aa je npunosect odaysaHa y ABe
Bepsuje, AaTMHCKOj 1 cupHjckoj (Martin 1950; Ritari 2013: 125-151). Ao ynopeanmo
OBe AeKCeMe, ped je, AAKAe, O MHCTPYMEeHTHMA KOjU IPUIIAAQ]y Pa3AMIUTUM, IpeMAA
KOpAO$OHHNM, My3HYKIM HHCTPYMEHATa, IITO ITOKa3yjy U AMKOBHe IpeacTase. C apyre
CTpaHe, KAKO HaBeACHH IIPUMepH II0KA3Yjy, Ca acIeKTa HKOHorpaduje cama popma
oppebheHor MysIuKOr MHCTpYMeHTa Hije 0 IIPeCYAHE BAKHOCTH, AOK je MHOTO Beha
BO)XHOCT IPUAABAHA BeTOBOM 3HAYEHY ¥ ClieHH o YeMy he kacHuje 6uTH peun.

Dpecke maTMOCKe TpIe3apHje PAAHAHU Cy YMETHHUIY U3 IJAPUTPAACKE ITPECTOHHIIE,
KOje OAAHKYje paQUHHPAHOCT U IIPEII3HOCT, KOje Ce yO4aBajy U Ha MPUKa3y My3H4KOT
MHCTPYMEHTa, KOjH IIPEACTaB&da IPUKY (KpUTCKy) AMpPY opHOCHO duayay (OphavSog
1970: 183—184; Yiannias 1971: 223.214.; HejOBI/Ih 1984: 104-107; Tomuh 1995: 87).
AaBUAOB HHCTpYMeHT je y AaBpu Ha Cetoj [opu y paHujoj AuTeparypu o3HayeH Kao
aupa (Yiannias 1971: 180). MebyTum, jacHo je A2 je Ha dpecry MPUKA3aH ICAATEPUOH.
Y pyMYHCKUM YMETHOCTH je My3UYKH HHCTPYMEHT y UCTO]j CIIeH! Y Pa3AMYUTHM
CIIOMEHHIIMMa O3HAYaBaH Kao: 1ayiia, cobzd (pymyHcka aayTa), canon (titera; y.
ITejosuh 1984; Florea 1994; Tomuh 1995).

Cyaehu npema auTepapHOM H3BOPY HHCTPYMEHT IPHUKa3aH y cueHama Cupiiu
fipasegHuka OAHOCHO fpasegHoi cupomaxa OU IPeACTaBA>A0 KUTAPY, OAHOCHO LIUTPY,
KOja je y cpIickoM IpeBoAy Bubauje osnauena kao ,rycae’. OBaj uspas ,rycae” cBakako
HUje 03HaYaBao AAHAIllIbe TYCAE, T3B. ,CPIICKe I'YCAE", KOje ce IIPBHU IIyT jaBbajy ¥
cprckoj ymeTHocTH HoyerkoMm XVII Bexa (Pejovic’ 2005: 176; Byposuh 2016: 97; 0
MOpeKAY ,CPIICKHX “ rycaaa Bupetu Aaanh Muxauaosuh 2006: 123-134). Ykasyjemo
¥ Ha 3anaxame Mropa Byposuha aa cy ce (sc. ,cpricke”) rycae KOpucTHAe y Ty>KHUM
TPEHyLIMA — ,Ad Ce TY>KHO I1eBa y3 IyCAe’, AOK ,CLieHe Ca MHCTPYMEHTHMA IIPUKA3Yjy
HAM Beceme MAM pocAaBaame Bora“ (Byposuh 2016: 97). Crora poaasumo A0
jeAHe AIXOTOMYje A2 Ha ANKOBHUM IIPEACTaBaMa Y HICTOYHOXpUIINAHCKOj CAaKPaAHOj



289

AHBEAATABPUAOBUR
O CAKPAAHOM 3HAYEY MY3UYKOT MHCTPYMEHTA 1 YAO3U ITPOPOKA AABHAA...

YMETHOCTH HHCY IIPHKa3aHe T3B. ,CPIICKe I'YCAE', AAH jeCy , AYXOBHE I'yCAe” OAHOCHO
srycae Boxuje, kako ce HaBopar y HOBOM 3aBeTy i TyMaderiMa CBETUX OTAIf, A YHjU
Cy CHMOHMMH ,, AyXOBHA KHTapa“ HAH , AyXOBHA AHPA". Y CKAAAY Ca THMe, BU3AHTHjCKH
IIPKBEHH IUCIH, OCAambajyhu ce Ha TekcT BrbAnje 3a mHCTpYMeHT Ipopoka AaBrAa
y KOHTEKCTY 0 KOMe TOBOPHMO KOPHCTe ped i} kifdpa“ (,kurapa“) 0OAHOCHO raaroa
,K0apilwv” (,cBuparn kuTapy*; yI. rope). Y eHIMKAOTIEAUjCKOM AeKcuKOHY, CyHan,
Kao objammene TepMuHa 1| kKI0dpa“ (,kuTapa“) HaBepeH je TepmuH ,\0pa‘ (,,ampa’;
Suida [X Bex], kappa 1590; http://www.stoa.org/sol/indices/kappa.html). Hajzaa,
TePMHUH ,CPEAOBEKOBHE I'yCAe” 03HAYABAO je KMYAHM HHCTPYMEHT Yy WIUpPeM
CMUCAY pedH, 300T 4era AOAA3H AO II0jaBe IIPUKA3UBAKHA PASAUIUTUX KOPAOPOHUX
uHCTpyMeHara y ymetHocTu (BojannH 2005: 272-273; Bexuh, [Taaosuh 2018: 175 n
179; Koder 2018: 20-21, 24-25).

2.5. 3HAYEHE MY3UYKOT UHCTPYMEHTA Y CLIEHU

Yecro nocroje noremkohe mpu sepuHrCcamy BpcTa My3HYKUX HHCTPYMeHaTa Ha
EbMIXOBUM AMKOBHIM [IPEACTABaMA, 2 KaAQ je ped O 3HaYeHsy MHCTPYMEHTa y KOMIIOSULIMU
Cmpini ipasegruka MOXe Ce UIIAK U3BeCTU CUIypHUjH CyA. Kaaa je o yxxeM 3Hauemy
STYCAU” ped MOXKeMO ce OKPeHYTH AUTepapHOM U3BOPY cleHe. [Ipema npunosectu
M3 KMTHja OTalja IIO3HATUM Kao ,Vita patrum®, oAHocHO ,,Apophtegmata patrum®,
yHKIHMja AABUAOBOT My3MYKOT HHCTPYMEHTA U MY3HKe KOjy OH IIPOU3BOAU Y CLIEHH
jecTe Aa IIOMOTHE AYIIM AQ Y 4aCy CMPTH CBOjEBOAHO HAITYCTH TEAO, KAKO Cé HABOAH Y
npuun: , EBo, maseM capa AaBrAa ca KUTapOM U CBe IICAAMOIIOjIie, KAKO OH AyIIa dyBIIN
IbHIXOBO MOjarbe ca pasomrhy nzamaa. OHU ce CIYIITHILE U OKPYSKHIIE ALY, eBajyhu
XVMHe: TaAd Ce OHA [IOATDKE TIPABO Ha pyKe apxanheay Mrrxauay, u nmpuMmeHa bujarie ¢
papomhy“ (Migne 1849: 1012C). ApyruM pednma, yAora My3HKe je A ,y0AaKu Terobe
pasaydema“ Tj. A2 AaBup npoussosehu ca nojuuMa My3uKy Ha HHCTPYMEHTY ITECMOM
ncasama oaakina Aymu ycnos ([posaanos 1980: 89; Msanuh 2002: 122).

Jom je cBojeBpemeno Pokcaraa Iejosuh ykasaaa Ha remkohe ca kojuma ce cycpehy
HCTPaXXMBAYU ,CPEABOBEKOBHUX I'yCAH,” HCTHIYhU Aa ITOjaM ,,CpeA’OBEeKOBHUX
IyCAH'" IIPUMebeH Ha AMKOBHE YMETHOCTH, Ka0 1 ,CTPyHa" 3a Koje ce He MOXKe Be3aTH
oppehen Mysnuku mHCTpyMeHT, ocTajy Hepasjammenu (Ilejosuh 1984: 12). 3a
Hallla NCTPAXXMBamba je 0A BAXHOCTH AA Ce IPuKa AekceMa ,i| kifdpa“ (,kutapa“) y
Aarmanhesom 1 BykoBoM, kao 1 CHUHOAAAHOM IIPEBOAY OUOANjCKOT TEKCTa IIPEBOAK
Ha CPIICKH je3UK pedjy ,I'ycAe', IITO IIOKa3yjy U HapeAHH LUTATH. Ped je 0 BaXKHOM
HUHCTPYMEHTY KOjU Ce IOMHUEbe BUIIE IIyTa y Kibu3u Arokaannce. OBOM IPHANKOM
[OMUIEMO TPH 3HAYajHA [IUTATa — CEAMHU CTHUX I1eTe TAABe, APYTU CTUX YeTpHaecTe
U ApyTu cTuX neTHaecTe raase OTkpusema Cseror JoBana Borocaosa, xoju cy
PEAEBAHTHH 3a HAIll PaA.

IlpBu op oBa Tpu cTuxa raacu: M aohe u y3e xmwury us aecuune Onora Koju
cebamre Ha mpecroay. U Kapa y3e KiBUIy, 4eTHpH )XuBa 6uha 1 ABapeceT 4eTHpH
CTapellnHe MaAOLIe IIpeA JarleToM; CBAKH je IMAO I'yCAE, U 3AATHe Yallle ITyHe TAMjaHa,
a To cy moautse cetux (Okp 5.7).“ Y 0BOM CTHXy ,IycAe” 03HAYaBajy XapMOHU]jy
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CBETHX y CAABOCAOBAY bora — mpema Anppeju KecapejckowM, cacraBsady koMeHTapa
Ha kiury OTKpuBemba JoBaHoBOT (563-637), ,XapMOHIYHO H MUAO3BYYHO 6OSKAHCKO
caaBocaoBme” (Migne 1863: 581A-C; Constantinou 2008: 68) opsocHO no Exymenujy,
takohe Tymaay Anokaaurice (X Bek), ,XapMOHHjy U CAOTY BMXOBOT HCTIoBeAatba Bora,
y ckaapy ca peanma ITucma ‘Tlojre Bory, mojre; nojre napy Hamewmy nojre” (Ilc. 47.6;
Oecumenius 2006: 64) .

Hapeanu crux raacu: M 4yx raac ca Heba Kao raac BOAQ MHOTHX, U KaO TAAC
rpOMa jaKor; U TAac Koju yx Gjele Kao rycaame rycaapa y rycae csoje (Oxp 14.2).
Crux je AparoieH y KOHTEKCTY Hallle MOHAIIKe MpunosecTH, 6yayhu aa mpyxa
uHdopMaIHjy o ToMe Aa je raac bora Bummera omucaH kao rycaame y ,rycae”
OAHOCHO H3jepHadeH ca muMe (yIL. Jes 10:5; Gavrilovié 2018: 26). ITopcerumo ce n y
IPUIIOBECTH Ce jaBba rAac ca Heba u mpema Eberosoj 3amoBectu 6u mocaan AaBup A2
6uje y xurapy (rycae). ,[aac Bopa MHOTHX H 'POMa M I'yCAalbe IycAapa“ O3Ha4aBa i
»TPOMOTAACHOCT [IECMOIIOjalba CBETHX,  TAKOhe U CKAAA, MHAO3BYYHOCT U XapMOHU)Y
HHXOBE ITeCMe, KOjOM Ce Oraanrasa Bacrieaa Ipksa u cabop npBopolyeHux, samicaHux
Ha HeOecuMa. Ta mecMa Kojy Cy OCTBAPUAU YMPTBAABAKEM TEAECHUX XKeoba KA0 Ad
0A3BaIba Ca3BydjeM CBOjUX CTPYHA, ITyTeM CKAAAHOT (jeAHOTAACHOT) cabopa CBETHX.
Kaske ce A2 HUKO OCUM BUX He MOXKe A2 HAYYH OBY ITeCMY (Migne 1863: 684B; Cons-
tantinou 2008: 148). 3a ExymeHuja 3ByK KOju IPOU3BOAU I'yCAAP O3HAYABA ,,CAATKY,
O0oKaHCKY XapMOHHjy mecMe’, 6yayhu aa ,Huje Aujera moxsaaa y ycTHMa rpujelHiKa
sarto mro Huje 0p Tocropa mocaana“ (Cup. 15.9) 1 Aa je CACBUM y CKAaAY U A2 OATOBapa
ycruma npasearnka (Oecumenius 2006: 127). Tako OH HCTHYe AQ HUKO HHUje MOTao
AQ dyje TajHe HOBe IleCMe, OCUM OHUX KOjU Cy OHAH , AOCTOJHH Ad UX IIeBajy, 6yayhn
AQ je 3Hatbe CBAKOME AQTO Y CKAapy ca irxoBoM arctoTom” (Ibid.). 3a Taxse ce kaxe
Ad Cy OHH KOjH ,0eXy AjeBCTBEHHIIH; KOjU HAY 32 JarleTOM Kyaa rop mobe,” aa cy
»OTKyILbeHH usMelyy syan kao npsuna Bory u Jarmery,” Aa ,Y BUX0OBUM ycTuMa He
nabe ce aax, jep cy 6e3 mane“ (Oxp, 14.4—5; Oecumenius 2006: 127-128).

Tpehu crux raacu: , 11 Bupjex Kao CTaKA€HO MOpe CMHUjEIaHO Ca OTHbeM, U OHe KOjU
no6ujelyyjy 3Bujep 1 AuK Be3nH 1 Opoj MMeHa He3HHa, TAje CTOje Ha MOPY CTAKACHOMe
nmajyhu rycae 6oxuje” (Okp 15.2). OBaj crux objammmasa A2 OHHU ,Koju Tobujelyjy 3sep”
(sc. cBeTH, mpaBeaHmnM), By obelyjy yrpaso 3axBasyjyhu Tome mTo moceayjy ,rycae
6oxuje”. Tymasehu snaueme ,rycan”y oBoM cruxy Aupapej Kecapejcku ncruge: ,I'ycae
03HAYaBajy YMPTBoeHhe TEACCHUX YAOBA U CKAAAAH XKUBOT Y XapPMOHHjH BPAMHA KOje
Tp3aaurioM ceupa Ceetr AyX, APyTHM pednMa, JKUBOT pyKoBoheH Oaaropahy Ceeror
Ayxa, yckaahen y xapmonnju spansa“ (Migne 1863: 700C; Constantinou 2008: 159).
IToceaHHUIIM OBaKBOT AyXOBHOT CTaiba Cy 3allpaBO OHU KOjU IIOCEAYjy CBeTe ,rycAe”
6oxuje. Y KOHTEKCTY HaBEACHOT U ClieHa 0 KojuMa ropopumo, Auapeja Kecapejcxu
Kaske U A2 oHH (sc. cBeTH) MeBajy mecMy Mojcuja mTo 3HauM A2 1o MojcujeBoj mecmu
necMorojatwe bory ysHoce 0HM KOju Cy OIIpaBAAHHU 3aKOHOM AO 0AAroAaTH, a mo
IIeCMH JarkheTOBOj Ad je Y3HOCe OHHU KOjU Cy IIPAaBEAHO MOXKUBEAU HA 3eMAU ITOCAE
AoAacka XpHCTOBOT U A2 My HEIIPeCTaHO IIPUHOCE ITeCMOIIOjatbe 1 bAaropapeme 3a
CBa AOOPOYHMHCTBA K MUAOCTH KOj€ je II0CAA0 ASYACKOM POAY, jep je Kpo3 O0KaHCTBeHe
amocroae cBe Hapoae mpusBao Aa I'a mosnajy (Migne 1863: 700C; Constantinou
2008: 159). VI Exymennuje kake Aa: ,[ycAe CHMOOAU3Yjy MEAOAMYHY ITeCMy CBETHX Koja
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ce o6paha Bory“ (Oecumenius 2006: 135). MojcujeBa necma je necMa mpaBeAHHKa.
Omna mecMa kojy je Mojcuje meBao kapa ce PapaoH 1 4nuTaBa Beroba BOjCKa yTOIMHAA
y LlpBerom mopy, rosopehu: ,ITjesahy T'ocoay, jep ce cAaBHO IPOCAABH; KO U
KOWaHMKa Bpxke y Mope. Cuaa je Moja 1 mjecMa je Moja Tocmop, xoju Me n36aBu; oH
je Bor moj, mpocaasuhy ra; Bora ona mojera, u yssumusahy ra“ (Msa 15.1-2). Ona je
TpujyMdasHa mecMa nmobeae Hap Ka3HOM Hap 3AMM U mobepa Hap [IpoTuBHIKOM M
BUXOBAM GesakoHnTnM cuHoM, Antuxpucrom (Oecumenius 2006: 135).

Y ckAapy ca OBUM TyMademHMa CTOjU U 00jallliberbe eTOT CTUXA AeBeAeCeT U IPBOT
ncaAMa, y 6ecepr IIPUIKCAHOj CBETOM JOBaHY 3AaTOYCTOM, TA€ Ce KaO BasKaH MOTHB
noMume AaBHA Ca KHTapOM. Y becear ce HABOAM Ad ,OHH KOjH IIPU3KBajy AaBraa ca
KMTapoM, IpU3KBajy XpUCTa', a 3aTHM ce ayTop obpaha unraony u kaxe: ,AKo 61 0BO
N0CeA0Bao (sc. Tpe3BeHOYMHY Aymry, cTpaskehu yM, Hcpo6apaHo Cpiie, 4BPCT pasyM,
npounmheHy caBect), ymao 61y cBeTH 605Kj1 XOp, Aa CTOJHIL AO camMor AaBrAa. A TO He
011 GUAO HUTH AEAO KHTApe, HUTH IIPOAY KEHe JKHUIje, HUTH IAeKTPYMa, HUTH yMETHOCTH,
HUTH HEKOT HHCTPYMEHTA: TH 61 0A cebe CaMOr HAYMHHO KUTAPY, yMPTBHBILU TEAECHE
YAOBE, 1 Tea0 61 ca Aymom yckaapno. Kaaa reao He sxean npotus ayxa (Taa. 5.17), Hero
npecTaHe A Hapelyje, 1 AOBeAe ra y Hajo O SKUBOT KOjH je HajBHUIIIE AOCTOjaH AMBACHA,
TaAd O IPOU3BOAMO AYXOBHY MEAOAH)Y (Migne 1862: 158).

IuTupana TyMauema OAHOCE Ce Ha AUMK IIpaBeAHMKa y crieHr Cmpili iipasegHuxa,
Ka0 OHOT KOjH je BpAMHOM Tpujym¢onao Hap IIporusHukom, a mojaBa AaBuaa ca
xuTapoM (AMpOM) jecTe MOTBPAA BeroBe CBeTOCTHU U IpaBeAHOT xuBora. Crora je
npaBeAHH Ha oppeheHOM 6pojy crieHa mprkasaH ca HEUMOoM. OH caM je cBOje TeAo
HauuHHO ,kuTapoM Ceror Ayxa’, dera je CAMKa U ITOTBPAA AABUAOBA KUTapa.

2.6. MECTO CAUKAA KOMITO3UIIUJE
U BbEHO IIPOTPAMCKO 3HAYEHE

Kaxo Ha 0cHOBY mpuMepa HaBeAeHUX Y paAy MOXKeMO IIPUMETHTH, crieHa Cupitiu
iipasegnuxa je cAuKaHa y Tpresapujama (Manactup Cseror Josana Ha ITatmocy,
Beauxa Aaspa na Csetoj [opn), 3aTuM y 3amapAHOM AeAy HpkBe (3amapHOM TpaBejy:
unp. Hukoman) uau nak y npunparama (anp. Xymop, Cydesuna), Ha pacapama
upxkse (unp. Boponer, Pamika u Apyre) u'y 3ace6HIM POCTOPHUM jepnHUIIaMA (HIIp.
Awunpoc). Tae rop Aa je 6uaa naycTpoBaHa, ClieHa je HOCHAA CBOjy CUMO0AMKY, KOja
je Y 3aBHCHOCTH 0OA IIOAOXKaja ¢ppecke M KOHTEKCTA CAUKAHOT IIporpaMa U $yHKITHje
AQTOT IIPOCTOPA HOCHAA M3BeCHE HUjaHCe y 3Haderby. AKO H3y3MeMO IIOMEeHYTe BeAUKe
MOHaIIKe IleHTpe, ciieHa Cmpitiu fipasegHuka je y OCTAAMM CIOMEHHMITMMA CAMKAaHa Y
cacrasy komnosunmje Ciipawiroi cyga (BuaeTu rope).

Ymapa y oun YHMBEHHMIA Ad je TIO CPeAU AOCTA peTKa CLleHa y BU3AHTHjCKOj U
ITOCTBU3AHTH]jCKOj YMETHOCTH, Ka0 K OKOAHOCT Ad je TIpBa U jeAUHa OYyBaHa CIleHa y
BH3aHTH]jCKOj YMETHOCTH H3BEAEHA Y IPOCTOPY TPIIe3apHje, Kao U AA je TaKBa IpaKca
HACTaBAEHA Uy IO3HU)UM BpeMeHHMa (y Awuonncujary u Beauxoj Aaspu; Brockhaus
1891: 144-146, pl. 10; Stichel 1971: 24) y BUAY A€TamHOT IPHKA3HMBatha OBE ACKETCKe
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IPHIIOBECTH KPO3 oapehen 6poj enusopa pacnopehennx y nuxayce. ITocrasma ce
IUTake 3aMITO CIleHa HHje HAYCTPOBaHa y KaToAMKOHY, Beh y Tpmesapuju? Crora
61 Hajrpe TPeOAAO 0OPABAOKUTHU PA3AOTe HEHOT YBPIITABAKHA Y CAUKAHHU IIPOrpaM
Tpemnesapuje. Takolye, OHO WTO je BaXXHO M HEOOUYHO, KaAQ je ped O AUHAOCKO)]
IPEeACTaBH jecTe OKOAHOCT AQ OHa HHje HACAMKAHA y CacTaBy cljeHe CTpaIIHOT CyAR,
Beh Aa Ma caMocTaAHO 3Hademe y cKaapy ca dpyHkimjoM oBe rpaljesune. Hanme, oBa
Maba rpalyeBrHa y K0joj je Hacaukana Cmpill fipasegruka IMaAQ je TTIOCebHY GyHKIH)Y
— ¥ B0j Cy CAy)XeHa OIleAa U IIOMeHH yBaxeHHM rpahannma Aunnaoca (ITenkosa
2010: 55). Kaaa je o 3Hauemy OBe ClLieHe y TpIe3apHjH CBETOTOPCKHUX MaHACTHPA
ped, Tpeba yKkasaTu Ha unmbeHUIY Ad je CMpili iipasegHuika MOHAIIKA TeMA CHaXKHE
MOPAAHO-AUAAKTHYKE KOHOTAIHje, Kao 1 Aa rperopo6uu Puaorej Cunajcku y cBoM
AYIIEKOPHCHOM AeAy ,YeTpaeceT caBeTa 0 Tpe3BOYMAY “ CaBeTyje Ad Ce BpeMe TOKOM
obepa 3a rpnesom nocsehyje cehaty 1 pasmummany Ha cMpr u cyp (St Nikodimos,
St Makarios 1995: 16). Y ckaaay ca oBuM o6jaimbemeM Cy 1 peun ceetor Mpuneja
AWOHCKOT Aa je ,TAQBHH 3apaTak XpulrhaHnHa Aa MUCAH Ha cBojy cMpT” (Migne
1857: 1233/X1). AcKeTCKa AUTepaTypa, MOCeGHO KUTHja OTalA — U Y HbUMA Ped THX
MyAPHX CTapalia, HOmTOBaHA Kao ped CBeTor Ayxa, 61aa je Beoma Hapaxmwyjyhe
IITHBO, KOje je IOACTHUIIAAO Ha HEITPEeKUAHHU IIOABHT U OMAO PaAO YUTAHO, HE CAMO ¥
IIMpeM KOHTEKCTY Y OKBHPY MOHAIIKe 3ajeAHHIe, Beh OuMrAeAHO 1 32 BpeMe camor
obpeaa, Ha IIITa yKasyje U CaMO IIOCTaBsbAKbE OB TeMe Y IPOCTOp TpIesapuje. Y
Kpaji0j AMHUjH, KoMIosunmja Cmpit fipasegruka 3ay3uMa BaXXHO MECTO Y CAUKAHHM
IporpaMmuMa Tpresapuja, 6yayhu aa Ha HajAHPEKTHHjH HAYHH IPHUKA3Yje KUBOT Y
BPAMHM 1 TOCA€AHIIE TAKBOT HauMHa XMBOTa. Ilopea Tora mTo nkonorpaduja crieHa ca
ITaTtmoca, u3 Beanke AaBpe, AuoHucHjaTa 1 ca AMHAOCA, AETaAHO HAYCTPYje IIOBeCT
u3 ,)Kurnja oraria“, oHa CTOjU 1 Y Be3H ca TpapULMjoM yHoTpebe Tj. Iojama mcasama
Y PUTYaAy CAMPTHOT TPEHYTKa, TO3HATOM I10 CKPOMHUM U3BEIITajlMa, FOTOBO CAaCBHM
CHI'ypHO HeroBaHHMM y MOHAIIKUM cpepuHaMa (0 06peAy ¥ TEOAOMKOM 3Hadajy
YnHa Ha pasayuere Ayme, BuaeTr MBannh 1990: 51-64). Jom Hemro je BaxHo pehu
y KOHTEKCTY 3HaYerha YUTaBe KOMIIO3UIIHje, A TOCeOHO My3HYKOT HHCTPYMEeHTA. Y3
TO IITO O3HaYaBa QUIMUKY CMPT IIPABEAHHKA, IITO PHKa3Yyje MOCAeAUIIe BPAUHCKOT
XUBOTA M IIOACTHYEe MOHaXe Ha PeBHOCT y IIOABHUTY, OHA NPEACTaBsbA U CAUKY
»UCTHHCKe CMPTH . Y 10j IIPero3HajeMO CTUIaibe BpANHe U becTpamnha 1 ,Harmymrame
TeAa” jom 3a xuBoTa. O HCTUHCKOj CMPTH rOBOPH Ipemnopo6Hn Makapuje Beanku:
»VICTHHCKA CMPT, CKpHBEHa je AyOOKO YHYTpa y CPIy U KPO3 1Y je CIIOAAIILH YOBEK
>KUB yMPO. Jep KO je y TajHu CpIia IPenao u3 CMPTHU Y )KUBOT, Taj YUCTUHY XXHUBH Y
BeYHOCTH M 3a hera Hema ymupama“ (Macarius the Egyptian 1816: 2, Ch. 2). Aa cy
ciiene Cupitiu fipasegHuka HOCHAE OBAaKBO 3HaUeHe Ka3UBaAd OM OKOAHOCT Ad ce ¥
CPEAROBEKOBHUM IICAATHPHUMA Y3 118. TICAAM HAYCTpYje UAH crieHa Cmpiliu fipasegruica,
kao Hip. y Munxenckoum ncaatupy (Dufrenne et al. 1983: fol. 153r; iBanuh 2002:
121-126) uAM KatKaa u Aecinisuya Ceeitioi Josana Aecitl6usnuxa, Kao HIIP. Y PYKOIHCY
Vat. Gr. 1927 (X1I Bex; MBanuh 2002: 123). Aecilisuya ca MOHACHMA KOjH Ce YCIIHEBY
IPEACTaBAA MAYCTPALUjy BpAnHe 6ectpamha koja ce HasKBa jolI ,BaCKpCeHEM Ipe
CBEOIIIITET BACKPCeHha” M KOja 03HAYaBa, Ka0 1 Ha CBOj HauuH crieHa Cmpili lipasegruxa
Ha [Tarmocy, y Beankoj AaBpu, Ha AMHAOCY 1 ADYTHM MeCTHMA, YCIEeNIaH HCXO0A
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MOHAIIIKOT IOABH3aBatba, FheTOBY KPajiby TauKy M 4MHH yBoA y BeanocT (Martin 1954:
pl. s, 12, 13, 15, 17, 67, 132, 133 ¥ Aane; boraanosuh 1968: 42, 64, 75—76 u pAane; Misaanh
2002: 123). YiIpaso 3ato je cuena Cmpiliu iipasegHuxa y IOCTBU3AHTHjCKOj yMETHOCTH
IPHMKA3UBAHA y HEIIOCPEAHO] OAMBHHU IIpeAcTaBe Aecifisuye ca KOjOM YMHU HAEJHY
neauty y cactasy Cinpawnoi cyga (Ilenkosa 2010: 47-59). To je yjeaHo u pasaor
IOCTaB&amba OBEe MOHAIIKE, AymeKopucHe TeMe Cmpitiu iipasegHuka y HEMOCPeAHY
6ausuny xomnosunuje Ceeiniu Cucoje Hag ipobom U APYTHX CIjeHa KOje Cy UMaAe
CHA)XHO eCXaTOAONIKO 3Hayeme u nmoacehase Ha cmpt (ym. Millet 1927: pl. 150.2;
Nandris 1970: 242-243; [TenxoBa 2010; JKuskosuh 2013: 913-940). Yrpaso us osor
pa3Aora ¥ HIMAAO CAYYajHO je y MaHacTupy Xymopy y cuenu Cupitiu fipasegruxa
YUeHH CAMKAp H3BeO jeAdaH MocebaH aeTas — 3Be3AaHO Hebo. IIpepcTaBmame 3Be3pd
Hap IpOpPOKOM AaBUAOM KOjU CBHPA AAYTY CAMKA je BEYHOCTU M BEYHOT CTakba
GAaXeHCTBa (BUAY TOpe; 32 CAMKatbe 3Be3Aa Ha CBUM ClieHama y oksupy Crpamsor
cyaay pyMyHckuM ciomenunmm Buperu Nandrig 1970: 236). Ha kpajy, ncraksumo aa
je Pobept OcTepxyT pasmarpajyhu mosesaHocT rpo6asa i MAHACTHPA CA PEAAHOT U
UrypaTHBHOT acIIeKTa Ha IPUMePY KAITaAOKHMjCKUX CIIOMEHHKA YKa3a0 Ha MoryhHocT
AR Cy TpIle3apHje MOTAe IOpeA MOHAIIKUX CAYXKUTH 1 y KoMeMopatusHe cpxe (Oster-
hout 2010: 95-99, oc. 97). Taksy moryhaoct norsphyje jeaar HaBop u3 Tunmka
maHacTupa Besea Eanuc (Curypre Haae) Koju yKasyje Ha IOBe3aHOCT cAyxkb6e
IIOMEeHa M TpIie3apuje. Y ClloMeHuMa HaMeHeHUM KTUTOPUMA ¥ ’bHXOBOj TOPOAUIIH,
OBaj TUITHK TOCEeOHO MCTHYE AQ HAKOH IIPOCAABASAA BEAHKHX TajHH M BEAHKe CAYXOe
,Tpeba Aa ce yIyTHTe y Tprie3apujy Aa y3MeTe ydeithe y HU3BPCHHjeM 1 CKYTIOLjeHHjeM
jeAy o yoOudajeHOT, Koje je 3a Bac IpUIIpeMaeHO... Tako Tpeba Aa jepeTe U Aa ce
paAyjeTe M MOAMTe Y BalllUM CPIIMIMa 32 CITacelhe MOjUX POAUTENA BedHe YCIIOMeHe
u 3a BHx0B 6aaxenu mounnak” (Osterhout 2010, 97-98; Thomas, Hero 2000: 1555).
Vimajyhu y BupAy HaBeAeHO, MOXKEMO 3aKmYIHTH AQ je HAYCTpOBambe crjeHe Cmpiiu
fipasegHuka y TpIiesapujamMa Ha II0cebaH HAYMH OHAO TOACTAKHYTO H3PAKABAEM HAAE
¥ BACKPCelbe, BEYHU XXHUBOT U OADKEHH [OYHMHAK.)

3 " TIlopekao naycrpanuja: 1) Koiminis 1988, fig. 39; 2) Ilejuh 2014, ca. 62; 3) Millet 1927, 150/2; 4)
Tomuh 1995, ca. 6; 5) TTenxoBa 2010, HAA. 7.
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Cnuka 1. Cmpil ipasegHuka, Tprne3apuja MaHactvpa CBetor JosaHa borocnosa Ha Matmocy (XIII Bek)

Cnuka 2. CMplU pasegHukKa, Tpnesapuja MaHacTvp Benwuka JlaBpa, CBeTa lopa AToHCKa (1536)
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Cnuka 3. CMplU UpasegHukKa, peTamn CtpaluHor cyaa, MaHactup Ceetor Hukone y HukosbLy (1570)

Cnuika 4. Cmpill GipasegHuka, konekuuja Llopya XaHa y Ceuknujy

y caBe3Hoj Apxasu MeHcunsanuju — CAL (XVI Bek)
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Cnuka 5. CMplU UpasegHuka, upkBa Ycnerba boropopauue y Jiunpocy, Pogoc (XVII Bek)
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ANDELA GAVRILOVIC

ON THE SACRAL MEANING OF THE MUSICAL INSTRUMENT AND THE ROLE OF
PROPHET DAVID IN THE SCENE OF THE DEATH OF THE RIGTHEOUS MAN.
A CONTRIBUTION TO THE STUDY OF THE VISUAL REPRESENTATIONS OF
MUusICAL INSTRUMENTS IN THE EAST-CHRISTIAN SACRAL ART

(SuMMARY)

The Old Testament prophet David was known in sacred history as the King of
Jews, as a prophet, the compiler of the Psalter, but also as a musician. Therefore,
he is usually depicted with certain musical instruments in his hands in Eastern
Christian art that illustrates sacred history or the biblical narrative. Although the
representations of musical instruments in the art of the lands under the Byzantine
cultural and spiritual influence have been minutely analysed, the existing art still
provides opportunities for further research. Until present day most attention was
given to the organographic analysis of the musical instruments (M. Velimirovi€, D.
Devi€, R. Pejovi€), while their meaning and the role in the scenes have remained
insufficiently addressed. The scene analysed in this paper allows for both types
of analysis.

What is interesting from the iconographic and organographic point of view is
the fact that the musical instruments with which Emperor David is portrayed
in the scenes of the Death of the Righteous man are different. On this occasion,
we will look at scenes of the Death of the Righteous man in the time span from
the thirteenth to the seventeenth centuries in Byzantine art, as well as Serbian,
Russian and Romanian ecclesiastical art after 1453 from the aspect of iconography.
Special attention will be paid to the justification of the reasons for the appearance
of certain instruments in the hands of King David, as well as their meanings.

Keyworps: King and Prophet David, Death of the Righteous man, musical instruments,
organographic analysis, Eastern Christian sacred art, meaning
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Kssura Ilrecna tipaxca Aunapaya y Bojeogunu npeACTaBo>a PE3yATaT OOMMHOT M AYTO-
FOAMIIIIbET HCTpaXKuBamba ayTopke Becue Kapuh koje je BpueHo 3a morpebe AOKTOp-
CKHUX aKaAEMCKHX CTyAUja. AMHapCcKa IIAecHa TIpakca y BojoauHM je y 0BOj cTyAuju
caraepaHa HHTEPAUCLUIIAMHAPHO, Te HCTPAKUBambe 00yXBaTa eTHOMY3HKOAOIIKA,
€THOKOPE@OAOIIIKA, aHTPOIIOAOIIKA POMUIILAAKA U aHaAu3e. Hayunu sonpusoc oBe
KIbUTe OTAEAQ Ce Y KOHTUHYHPAHOM TePEHCKOM MCTPAXKUBAKy jaBHE U IpUBaTHE
usBohauke maecHe cijeHe AuHaparia y BojBoArHH, KOje Adje 3aHUMAHBE U BEPOAOC-
TOjHE 3aKAmydKe He CaMO O IAECHO]j IPAKCH KasuBada, HEero M O lbUXOBOM HAuUHY
JKHBOTa, TaMhey U IpeHOLIewy TPaAULIYje Ha CLIeHY, OAHOCHO Y HOBU H3Bohauxu
koHTeKCT. OBaKaB AyTOTOAHUIIBY TePEHCKU PaA PE3YATHPAO je M BEAUKHUM OpojeM
3abeAeXXeHNX IIAECOBA, Te UX je Y IPUAOIY IIPeACTaBAeHO vak 118. BoraTa peae-
BaHTHA AMTEpaTypa Ha CPIICKOM, aAH M Ha CTPAHUM je3uruma (eHraeckom u Mabap-
CKOM) AOAATHO TIOTKpeIAyje CTAaBOBE U YHIbeHHIe KOje ayTOPKa U3HOCHU Y CBOjOj
CTYAUjH.

Kmura cappxu cepam noraassa. IIpBu aeo poxycupas je Ha TepMHHOAONIKO-
KOHIIEITyTAAHE OAPEAHHIIE HCTPasKHBaKa y KOjeM ayTOpKa AepUHMIIE I10jaM ITAeCHe
IIpaKce Kao ,IpoLleCyaAHH 00OAUK CTBapaAadKe ACAATHOCTH UMaHEHTHE YOBeKY, ¥
KOjeM I1AeC Huje IIOCTaBAdEH Kao IIPUPOAHO II0 ceOH pasyMauBo, Beh Koju je 3acHOBaH
Ha eKCIIAMKAL¥jH CBOjUX CTPYKTYPAAHNX eAeMeHaTa y oppel)eHoM KOHTeKCTy 1 Kpos3
CBOjY IIOBE3AHOCT Ca APYTHM APYIITBEHIM IIpaKcaMa A0OHja HOBY HUBO BPEAHOCTH
KOjH je A€O KYATypE, APYIITBa, a HoTeHLujaaHo 1 yMerHOCTU (26). Cyaehu mo 0Boj
npenusHo oppeheHoj aepununyju, unraonu seh Ha camom noverky mpumehyjy aa
ayTOpKa He pasMaTpa IAec Kao 3acebaH ¢peHOMeH, Hero y MHOTO LIHpeM, Kako je Beh
HAIOMEHYTO, HHTePAUCIIUIIAUHAPOM KOHTEKCTY.

IIpBo moraasme ycMepeHO je u Ha oppeheme Aunapana y Bojsoaunn, rae
ayropka ynyhyje Ha To Aa caM TepMuH AuHapIy HacTaje TokoM XIX 1 mogerxom
XX Beka Kapa je 61O HACOAONIKH KOHCTPYHCAH. Y TOM IIEPUOAY — HABOAH ayTOPKa
caepehu craBoBe erHoAOra Baapumupa ABoprukosiha — 0Baj KOHIIENT ce OAHOCHO
Ha KYATYPHO-MEHTaAHH CKAOII Y0BeKa M BeroBo Hacaehye, jep je Tpebaro ,ocTBapuTn
jJEAMHCTBO AYAU KOjU MMajy KOMITAEKC M3BECHUX YCTaAbCHUX M HACAGAHUX aHATOM-
CKHUX, GM3NOAOLIKUX 1 ICUXOAOLIKUX OOeAeXKja KOjH ce 3aCHUBAjy Ha 3aje AHIIKOM
OHMOAOLIKOM ITOPEKAY ¥ Pa3BOjHOM KOHTUHYHTETY, AU He MOPAjy Ad IPUIIAAajy
ucroj eTnruxoj rpymu” (30). ITosusajyhu ce a craBose anTpomnoaora Tomaca Epux-
cera (Thomas Hylland Eriksen) Aa je moaeaa Ayau peMa pacy M eTHULIUTETY BPAO
npo6AeMaTHYIHO MUTakbe ¢ 063MPOM Ha Pa3Boj CaBpeMeHe eHeTHKe, AAU U UCTpa-
XKMBaba y 00AACTH APYIITBEHUX U XyMaHHCTHUYKHUX HayKa, ayTOpPKaA yKa3yje Ha TO
AQ Cy YHHUBEP3aANCTHYKe [IOCTABKe O IIPUMOPHjaAHIM Be3aMa oppeleHnx ckynuHa
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/SYAM Y HAYYHO] M CTPYYHO]j jABHOCTH ¥ TOKY XX BeKa BULIECTPYKO IIPOOAEMATH-
3oBaHe. Becra KapuH cTora HaBoAU A IpeAMeT HeHOT HCTPaXkuBama Hehe 6uTH
yIyImTame y pasMaTpambe II0PeKAa U OAUTHIKMX KOHOTAIIMja HACTaHKA TePMHIHA
AuHapIy, Kao Hu MeHTaAuTeTa AMHapana. bes ymymrama, aAakae, y ierose Moryhe
HMAEOAOIIIKe UMIIAMKAIMje, u3pa3 AuHapiu y Bojpopunu je y oBoj cTyauju nparma-
THYHO KopHirheH Kao 00yXBaTHH TepMHH Koju ce opHocu Ha Cpbe us I]pue Tope,
Xepuerosune, bocancke Kpajune, Aaamaruncke 3arope, Auke, KopyaHa u banuje
Koju cy poocesenu y Bojpoauny y XX Bexy. Apyrum peunma, nojam Aunapuu Becrna
Kapun xopucrtu 360r oapehema rpyme Cpba koja je poocesena y Bojsoauny, kao
onosurmonu map Cpbuma crapocepeonuma.

IIpBu Ao KIbHTe je yjeAHO yCMepeH U Ha IIOjalliberhe MeTOAOAOIIKUX IIPUCTYIIA
KOjH Cy KOPHUIITEHH TOKOM TePeHCKUX HCTPaXXMBarba, KAACHHKaIIUje MPUKYILbeHe
rpabe i eTHOMY3HKOAOIIKe ¥ eTHOKOPEOAOIIKE AaHAAH3E.

Y ApyroM moraassy ayTOpKa CaraeAaBa TeKCT, OAHOCHO KOHTEKCT IPHAHKA 3 TIAeC
Ko AuHaparia y Bojsoaunu, npasehu jacHy pasauky usmel)y janux HacTyma, mormyT
JecTrBasa U KOHIJepaTa, M NPHBATHUX IIpocAaBa. OBakBa AUCTHHKIIHjA YKa3yje Ha ABa
PasAMYHTA HAYMHA M3BOl)erba MIAECa, A TO Cy: H3BOl)erbe IAeca PaAU IPe3eHTOBAbA U
u3BOheme Aeca PaAl y4eCcTBOBaba. AHAAM3UPaAjyhy 0Ba ABa Pa3AMYHTA KOHTEKCTA
IAeCHOT u3Boherba, ayTOPKA X ITOBe3yje Ca MUIILAEHIMA eTHOKOPEeOAOTa AHADHja
HaxaueBckor koju, kako Kapus TBpaH, 0Be KOHIjeNTe IIOBe3yje Iy TeM TePMHHA ,>KUBH
(vival dance) u ,pepaexrusnu” (reflective dance) maec.

Tpehu aeo KmbuUre ycMepeH je Ha aHAAU3Y I10jeAMHAYHUX [TA€COBA KOjH Cy 3a0e-
A€XeHU IPUAMKOM TepeHCKUX HCTPAXHUBAKA, A KOjU Cy KAACHUKOBAHHU IIpeMa
eTHHYKHUM KaTeropujama. TepMUH eTHHUKe KaTeTOpHje ayTOpKa IMpey3nuMa oA
Tomaca Epukcena koju je y OKBUPY CBOjUX HCTPaXKHBamba KAACHPUKOBAO APYIITBA
npema oppeheHoj Tunosoruju. Yorpeba oBor KoHrernra oMoryhuaa je ayropku aa
y OKBHPY APYIITBeHe KaTeropuje AuHaparia y BojBoOAUHM yOuH pa3sAMYHTe KYATypHe
cnenuduanocru. [TaecHu peneproap cBake o Beh momenyTux xareropuja (Cp6u
u3 Ilpue I'ope, Xeprjerosune, Auke HTA.) CaTAeAQH je TabAeapHO 1 KOMIIAPATHUBHO,
WTO je oMOryhuAO yBUA y KOHTHHYUTET U3Boheba oapeheHnx nmaecosa, Kako y
3eMi>H MaTHIH, Tako Uy BojBopuan. CTpyKTypasHO-GOpMasHA eTHOKOPEOAOIIKA
aHaAM3a [Oje AMHAYHHX ITAECOBA, KA0 U CTPYKTYPaAHO-POPMAAHA AaHAAU3A MY3HKe
KOja je MHTeIPaAHU A€O IIAECa, AOBEAA je A0 YTBphUBamba 0CO6EHOCTH U KapaKTepHC-
THKA [TA€CHUX M3BOhemba Y PasANIUTUM eTHUYKUM KaTerOpHjaMa, aAd 1 A0 yBubama
EPUXOBHX MPOXKHMAarbha U CANYHOCTH.

Kaxo cy nmaecoBu mpeacTaBseHU KHHETOTpadHjoM, rpadUIKUM IIUCMOM 3 3aITH-
CHBarbe IIOKPETa, yoyaBa Ce AA ayTOPKa 3a II0Tpebe TPaHCKpHOOBamba MmaecoBa AHHa-
pauay Bojsoannu yBoau 1 rojeanse HoBe rpadirdke 3Hake, Koju A0 capa y CpOuju HuCy
6uan kopumrhenu (kao mTo je HIIp. ,320KPeT KOjU MPEACTABAA KOMOHHALIH]Y OKpeTa 1
Kopaka y mpoctopy). ITorpe6a 3a 0BMM HOBUM HaYMHUMA 3aTIMCHBAba IPOUCTEKAA je
U3 [oTelIKoha Ha Koje je ayTopKa HAMAA3HAA IIPUAVIKOM TPAHCKPHOOBaba 3abeAesxeHe
rpabe. Becua Kapus crora ucrmde aa joj je mahapcku ernoxopeoaor Janom Qyrean
(J4nos Fiigedi) ca kojum je paaraa Ha OBUM POGAEMIMA MHOTO TIOMOT0 Pay.
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TIAECHA TTPAKCA ATHAPAITA'Y BOJBOAVTHI

V3 0BUX pa3Aora, ayTOpKa IPEACTABAA U ACTASHY IPaPHUIKO-BepOAAHY ACTEHAY
KopuiheHHX 3HaKOBA, KOja je BPAO IIPEeIjH3HA, Te CTOTa jaCHA K OHUM YHTAOLIIMA KOjH
CAA00 HAM YOIIIITE He TI03HAjy KHHETOTPadujy.

Y okBUpY 3aBpPIIHUX pasMaTpama ayTOpKa HaBOAM Aa AuHapanu y Bojsopunn
IIAECOBE y4e Kao IO0jeAUHII HAU KO AeO I'PyIle, Te Ha Taj HA4MH CTBAPajy ,XOMOTeHH!
XabHTyC KOjH je KyATYPHO YCAOBAEH [ ... | 4MMe ce $opMUpa penepToap KOji H3BOAU
jeAHa ApYLITBeHa IpyIia, OAHOCHO Y OBOM CAY4ajy eTHMYKA KaTeropHja, KOHCTPYH-
uryhu Tako cBojy maecuy npakcy* (207).

Kaxko ce maecna mpakca Aunaparia y Bojpoannu remesnu Ha cehamima 1 HapaTu-
BHMa, ayTOPKa HA CAMOM KPajy II0CTaBAa CHMOOAMYHO IIUTakbe: KOAMKO je 3aIipaBo
Amunapana koju he oBa cehama puTyasHNM IIOHAIIAkbEM Adb€e TIPEHOCUTH U MEFHATH?
Osaksum nutaeM Becna Kapun ckpehe maxmy Ha mpo6AeMaTHKY OApKaBamba
KOHTHHYHTETa AeCHe npakce AuHaparia y Bojsopunn, ¢ 063upoM Ha TO Aa ce
AVHApIM IPeACTaBAA)jy KA0 3acebHa CYIIKYATYpa KOja Ce, KAKO ayTOPKA CMATPa, MOXe
IIOCMaTPaTH Kao APYIITBEHO MAPTUHAAM30BaHA. YIIPaBO U3 OBOT pas3aora AMHapIM
U M3BOAE CBOje TPAAMIIMOHAAHE [TAeCOBE Y jaBHUM, GpeCTHBAACKUM OKPYKeHmHMa.
Ibuxos nus je, npemMa MUIIAERY ayTOPKE, A TIOPEA OYyBakha CYNIKYATYPHOT HACH-
TUTETa, IPEHOCe KYATYPHY OAIITHHY U3 IIPOIIAOCTH Ha MAal)e renepanuje. MehyTuy,
HHTEpPBjyH ca KasuBadnMa MAal)e cTapocHe AOOH MITaK HABOAE Ha 3aK/y9aK HA TO AA
OHU MMajy ApyTadHje pasaore 3a U3BOl)ere TPAAMIIMOHAAHHUX IIA€COBA,  TO CY IyTO-
Bamba, TAKMHYEHha, APYXKeHa. YIIPaBo ce y OBUM KOHCTATAaIlljaMa U OTA€Ad HEU3BECHOCT
OYyBama KOHTHHYHTETA AMHAPCKe IAeCHe Ipakce y Bojsoaunn. Y saBpmnuM peao-
BHMa ayTOPKa ce II03UBa Ha CTaBOBe XPBaTCKOT eTHoAoTra Ayme PuxTMaH-AyrymTHH
ykasyjyhu Ha TO A2 Cy OHU KOjH je HeTyjy U Adne 3aIPaBo ,Kaydapy mamhema” Koju
KOHCTPYHIIY CPX CyIIKYATYPaAHOT UAeHTHTeTa AuHapana y Bojsoaunn.

Ceeitirana Havanun
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Kommnosurop Bacnanje Moxpamar (1923-1984.), peaosrn uaan CpIIicKe akapeMuje HayKa
U YMETHOCTH, OCTAaBHO je U3y3eTaH KAABUPCKH OITyC, CBAKAKO jeAAH OA HajMAPKAHTHMjHUX
y cprickoj mysuriu XX Beka. [To 06umy yrmopeaus ca KAaBUPCKUM oIrycuma Muaoja
Muaojesuha (1884—1946) , Jocuna CaaBeHckor (1896—1955) , Aejara Aecrmha (p. 1930)
u VBana Jesruha (p. 1947), ©3ABaja ce 0 CHA3M yMETHUUKOT M3Pa3a M M3BAHPEAHOM
kopumhemy cBuX u3paxajuux Moryhnocru nacrpymenta. OBo Huje usHenabyjyhe
Kaaa ce MIMa Y BUAY Aa je Bacuanje Mokpamary HajIipe 3aBpIIMO CTYAMje KAQBHPA Y KAACH
3HAMEHMTOT 4ernKor neaarora Emyaa Xajexa (1886-1974.), a 3aTvM 1 CTyAHje KOMIIOHIHje
yxaacu Cranojaa Pajirauha (1910-2000), koj je Takobe 610 BpCTaH MHjaHUCTA U, 3aTIPaBo,
3aro4eo Kapujepy Kao npodecop KAaBHpa, IIpe Hero MITO Ce y MOTIyHOCTH IOCBETHO
KOMIIOHOBAIbY U IIEAATOTHjH Y 00AACTH KOMITO3HIIHje 1 OpKecTparuje. CBe eBeHTyaAHe
moryhHocTH 3a KOHIjepTHpame Bacuanja Mokpaiblia, Kao ¥ 3a IOCTABAAbe CTAHAAPAL
usBol)erma CONCTBEHMX KAABUPCKUX AeAd, OHAe CY, HKAAOCT, 3ayBeK IPEKUHyTe
HECXBAT/pHBUM IOCTYTIKOM IIOCAPATHIX KOMYHHCTHUYKHIX BAACTH.'

ITocaepmHx roAHa IPUMETAH je 3HavajaH IOPaCcT HHTepecoBama 32 KAABUPCKU
orryc Bacuanja Mokpamlia; IOBOA 32 0Baj OCBPT jeCTe ABOCTPYKH KOMIIAKT AUCK Ca
CHHM/>@HUM HeTOBHM IIeAOKYITHUM OIIyCOM, 00jaBsbeH 32 HEMAuKy AMCKOTPadCKy
kyhy Grand Piano, y Tymauewy Parumupa Maprunosuha (pobenor 1976. ropuse),
IIPHOTOPCKOT NHujaHuCTe Koju xuBu U papu y Hosom Capy. Ilopep cBor mpumapror
A€AOBama y 3Baky PeAOBHOT Ipodecopa Ha AKaAeMUjU YMETHOCTH YHUBEP3UTETa Y
Hosowm Capy, Maprunosuh je ocHuBay 1 ymMeTHHUKH ApeKTOp pecTrBara Korop
ApT y CBOM POAHOM Ipaay, Kao u ynpasuTes oHpAIMje KOja HOCH MMe aKapeMHUKa
Bacuamnja Mokpamia. QoHpanmja je ocHOBaHa 2016. TOAUHE, HA MHUIIMjaTHBY
xommosuropose Khepke, apxuTeKTe H KibrKeBHHLEe AsekcaHape Mokpamar (p. 1962),
Ca IMAdeM IPUKYTLAAA, 09yBakbha M MPEACTaBAakha KOA HAC MY CBETY My3HYKOT OITyca
U yMeTHUYKe AUYHOCTH Bacuaunja Mokpamia.*

Hexapammu Haj6osu crypent Kemana Texuha (p. 1962), Maptunosuh je jom y
MAAAOCTH CTEKAO PeITyTaliljy HeyCTPAIIKBOT, , TUTAHCKOT  ITHjaHICTe, KOjU He OKAEBa
Aa ce yXBaTH y KOIITAI] Ca Haj3aXTeBHMjHM OCTBapemhUMa IUjaHUCTHIKE AUTEPaTYype.
M3a30By KOHILIepPTHOT TyMadeka 1, IOTOM, CHUMaka HHTETPAAHOT KAABHPCKOT OITyca
Bacuauja Moxpamna, Maprunosuh je npucTymuo ca myHOM IpodecHOHaAHOM
0AroBopHomhy, CTaBUBIIN y IIOTOH CBOjy HEUCLIPIIHY eHEPIHjy U MAIITOBUTOCT.

1 Buperu: A. Moxpamarj 2005: 11-15.

2 http://fondacijavasilijemokranjac.org
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Y cpICKOj CpeAMHHM IIOCTOjU TPAAMIHja pecuTaAa mocBeheHHX KAABUPCKOM
cTBaparamTBy Bacuamja Mokpamia, Kojy je 1979. TOAMHE 3amodeAa 30pHIia
Awnmurpujesuh-Cromuh (1934-2013), KOHIEPTOM Y OKBUPY 11. U3AAba PpeCTHBAAA
BEMYC,’ 3a xoju je narpahena Okrob6apckom HarpapoMm I'pasa Beorpapa.
ITopea 3opune Aumurpujeuh-Cromuh, TOKOM IpoTeKAUX AeljeHHja 3HAYajHE
HHTepIIpeTantje NojeAUHNX MoKpamyeBUX A€Ad OCTBAPUAM Cy IMjaHUCTH AyIaH
Tp6ojesuh (1925-2011), Mupjana [llyuna-Ba6uh (1929-2018), Hesena [Tonosuh
(1955-2016), Aybpaska Josuuuh (p. 1956), Pura Kunxka (p. 1962), Maja Pajkosuh (p.
1965) ¥ APYTH.

Ilpe Bume o ABapeceT ropnHa (1998-1999) ayTOpKa OBHX PeAOBa, TaAd
AIICOABEHTKHHA MY3MKOAOTH]j€, Y CKAOIy HCTPaXXUBakha 3a CBOj AMIIAOMCKHU
paa nocsehen kaaBupckom omycy Bacuamja Moxpamija,* 0AAydHAa je Ad CBOj
MY3HUKOAOIIKM MOAYXBAT 3BYUHO ,0KHBH H, Y3 BEAUKY IOAPUIKY podecopke
Muaanke Mumesuh (p. 1934), ©3Beaa CKOpo KOMIIATAaH KAABUPCKH oIryc Bacuanja
Mokxkpasblia, Ha YeTUpH KOHIjepTa nprupeheHa y CTyAeHTCKOM KYATYyPHOM LIeHTPY H
Tasepuju Koaapuese saayxbune y Beorpaay, y3 romhe Ay6pasky Jopuuuh u Cay
Busjak [Copaa] (p. 1988). OpurnHasHa 3aMucao pa CBU KOHLIEPTHU OyAy U3BeACHH
Y PasMaKy oA HEKOAHKO HeAema OHAa je, HaKaAoCT, ocyjeheHa 6ombappaoBameM
Casesne Peny6auke Jyrocaasuje op crpane HATO aanjance (24.03-10.06.1999).
Takolye, moTmICHAIIA OBUX PeAOBa je 17. AeL}eMOpa 2014. TOAMHE IIPUPEAHAA PECHTAA
ca opabpaHuM KAaBHPCKUM AeanMa Bacuanja Moxpamiia y Taaepuju Koaapuese
3aAyKOuHe 1 TOM npHAMKOM usBeaa Temy ca sapujayujama (1947), Opaimenitie (1956),
Hlecin uiapa (1950—1957), Hninume (1973), Iein upesyqujyma (1975), KA0 U TOCAEAH
Iperygujym u3 1984. ropune.’ CBera IeT AaHa KacHUje, 22. AeLleMOpa 2014, IHjaHUCTA
Parumup MapTrzOBHh U HErOBH CTYAGHTH Ca HOBOCAACKe AKaAeMUje YMeTHOCTH
H3BEAU Cy mporpam mocseheH TpupeceToropnmmHuIaMa yokojema Bacuanja
Moxpamiia 1 Mapka TajueBuha.’

YmpaBo 0Baj mocaepmbU KOHIIEPT, Y3 IIO3HAHCTBO ca AAeKCaHApOM Moxpamaii,
noacrakao je Parumupa Maprunosuha pa ce mocBetu ussolemwy HHTerpasHOT
KAaBUpCKor omryca Bacuanja Mokpamiia. ITpemaa je Maprunosuh Hajambunmosuuje
IPHCTYIINO OBOM IIOAYXBAaTy, y TOMe HUje OHO ycaMa€H, jep ce joll ABOje CPIICKHX
IIMjaHKCTA, Y Pa3MaKy OA CBETa ABe TOAMHE, IOCBETHAO UCTOM IIpojekTy. KommaeTan
Moxpamues kaaBupcku omyc Parumup MapTuHosuh npemujepHo je u3Beo Ha
KoHLepTy npupehenom y oxupy 48. nspama pecrusara BEMYC y Csevanoj caan

3 https://wwwbemus.rs/sr/arhiva-bemus/dimitrijevic-stosic-11-bemus.html

4 Aunaomcku pap Kaasupcka mysuxa Bacuauja Moxparya opbpamen je Ha akyareTy Mysuuke
yMmeTHOCTH y Beorpaay, okto6pa 1999. ropuse. Ilet ropuHa kacHuje IpepacTao je y HCTOUMEHY
MoHorpadujy, ipsy nocseherry Mokpamyesom kaaBupckoM omycy (Medié 2004.).

5 Mcru nporpam usBeaeH je u Ha pecurasy y Konneprro-usaox6esnom npocropy dakyarera

ymerHocru y Humy 21. anpuaa 2015. ropuse: http://ivanamedic.com/concerts/

6  https://akademija.uns.ac.rs/koncert-153/
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Cxymurrure rpapa Beorpaaa, 25. okTo6pa 2016. ropuHe,” Aa 61 HAKOH TOTa IPUCTYIINO
H CTYAMjCKOM CHUMatby OBUX AeAa. C apyre cTpane, mujanucta Baapumup Tanropuh
(p- 1979) usBeo je pecutaa ca MoKpam4eBIM KAQBHPCKUM OCTBapebiMa y OKBUPY
¢ectuBara BEAE®, 28. jyHa 2017. ropuHe, moHOBO ¥ CBeyaHoj caan CkymmTHHe
rpaaa Beorpapa.® [Totom je Jeaena Hajuh [Aesajay] (p. 1972) npupeansa pecuran
nocsehen kaaBupckom ormycy Bacuanja Mokpasbiia, 31. Maja 2018. ropuHe,’ Takohe
y CBeuanoj caan Cxynmrune rpapa Beorpaaa (a HakoH Tora u 11. MapTa 2019. y
Taaepuju CAHY), Kao KpyHy CBOT AOKTOPCKOT YMETHHYKOT IPOjeKTa, OAGpameHor
Ha Qakyatery Mysuuke ymerHoctu y Beorpaay (‘Bajuh Aesajay 2018). Konnepr
nocsehen MokpamyeBOM KAQBUPCKOM CTBAPAAAIITBY y opranusanuju onparmje
Bacuauje Moxpamar, npupelhen y oxsupy Ilpsor Bacuanje Moxkpamar Qecra 24.
HOBeMOpa 2018. rOAUHE, OKYIIHO je CBe AOCAaA TOMeHyTe TyMade MokpamyeBoTr
HHTETPAAHOT OITyCa, 3aTHM, MAaAe U HeaQHpMIICaHe IIHjaHICTe, KAo U ApyTe u3Bohadue
pasHux reHepanuja.’®

ITopea papujckux cCHEMaKa ocTBapera Bacuanja Mokpamlia koje Cy Ipe 4eTHpH
AelieHnje HaunHuAe Mupjana Illyuna-Babuh u 3opuna Aumurpujesuh-Cromuh,
Ka0 U HojepAnHaYHIX MOKpamueBHX AeAd KOje CY Ha HOCAUMMa 3BYKa 3a0eAeKHAN
Tpb6ojesuh, Kunka u aApyry, 2015. roaune, Oa60p 32 3aIITUTY CPIICKe My3HUKe
6amrune CAHY, y capaamu ca puckorpadpckom kyhom MASCOM, o6jasuo je
KOMIIAKT AUCK ca MOKpam4eBUM KAQBUPCKHM ACAMMA CHUMMDSEHHM TOAUHY AdHA
pannje Ha KoHuepTy y l'aaepuju CAHY;" Ha 0BOM H3Aamby 3abeAexxeHa Cy usBohema
nujanucTa MAahe u cpeame renepanuje: Karapune PapoBanosuh Jepemuh, Bojane
Crankosuh, Muaoma Beakosuha, Baapanmupa Inuropuha, Craska Cumuha 1 Hukoae
Crojkosuha. BuimeperieHujcko 3HauajHO HHTEpeCOBabe 32 H3BOlerhe KAABHPCKHX
Aeaa Bacuanja Moxkpasja, mpaheHo 1 Arckorpadcxom akruBHomhy, AakAe, TOCTOjH
y HAIlIOj CPEAVHH, IITO CBEAOYH O 3Hadajy OBUX A€Ad, aAK 1 omoryhasa mopeheme
Pa3AMYUTHX MHTepIIpeTaIiyja.

Ilpema peunma Parumupa Maprunosuha, onyc Bacuanja Mokpamna
3aMHTEPECOBAO Ia je jep je ,U3y3eTHO 3aXTeBaH, BPAO pasyheH, 6oraro moandoH,
ca OpPOjHUM TeXHMYKHM IIPOOAEMUMA KOjH CBOja OMPaBAAKA AIICOAYTHO YBEK UMajy
y cayx6u mysmuke upeje” (Cperenosuh 2016). Y nopehemy ca narepnperanunjama
Baapumupa Inuropuha u Jeaene Bajuh, Maptunosuhes mpucryn MoxpamsueBoM
OIyCy je M3Pa3UTO POMAHTHYAPCKH Y eMOTHBHOM Habo0jy, mpeMAa TOTOBO
AMAAKTHYKH Y30PaH y CMHCAY OAHOCA IIpeMa HOTHOM TeKcTy. IIpuankom Bajama
MEeAOAH)jCKUX AMHH)a, II0CeOHO y AeAMMa U3 TIpBe cTBapasauke $pase, Maprunosuh
AO3BOSABA AOCTa pybara, He rybehu nputom crpykrypHy jacuohy. OcrBapyjyhu

7 https://wwwbemus.rs/sr/ 48-bemus-srpski/ratimir-martinovic-48.html

8  https://www.belef.rs/arhiva-cirilica/programi-2017-cir/resital-vladimira-gligorica-2017.html

9  https://www.kcb.org.rs/2018/0s/klavirska-muzika-vasilija-mokranjca/

10 https://www.novosti.rs/vesti/kultura.71.html:761908-VASILIJE-MOKRANjAC-FEST-Secanje-
na-jednog-od-najznacajnijih-srpskih-kompozitora

1 https://www.mascom.rs/sr/mascom-izdanja/cd/vasilije-mokranjac-muzika-za-klavir-pid-3838.1.135.html
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jeAMHCTBO QpOpMe U cappiKaja y MUpOKUM maoxama, Maprunosuh cebu ocraBma
AOBOMSHO TIPOCTOPA M 32 MUHYIIO3HO H3palyuBarbe AeTanra, Te 32 HAAAXHYTE BUIbETe
y ckaorry Behux 1ieAnHa, pasoTKpuBajyhu mpuroM cBe cAojeBe MOKparmbyeBOr IyCTOr
XeTepodOHOT TKama.

Kommosunuje cy nopehane xpoHoaomky, mro omoryhasa mpenusto npaheme
MoxkpamnueBe cTBapasauke ImyTame. ITosHaro je aa je Bacnanje Mokpamaly uMao naysy
AyTY IIeTHAeCTaK TOAMHA H3Mel)y KAQBUPCKHX OITyca AOBPIIEHUX Y APYTOj IOAOBUHH
nepecetux (@Opaimeninu u Lleciti uiapa) v 3Ha4ajHUX AeAd U3 1973. ropune (Hnitiume
u Ogjeyu), KOjuMa je HajaBHO CBOj ,HOBH, AUPCKO-MEAUTATUBHY CTHA. MebyTum,
YKiyduBame Y 0BO U3pambe MoKkparyeBe HeAABHO OTKpPHBEHE U HEAOBOAHO ITO3HATe
MAaAaAauKe KoMrosutmje Mewyeitio, HacTaAe 194.4. ropuHe (Tpe Hero mrTo je 3arnodeo
CTyAHje KOMIIO3ULHje) AOKa3yje A je IeroB ,HOBH CTHA, 3aIIPaBo, IPEACTABAAO
MOBpaTaK U3BOPHOj, OTHUCHO]j Tauku. Haume, Menyeilio KapakTepullle MOAAAHU 3BYIHH
CBeT ca MpHMecaMa UMITPeCHOHUCTUYKHX 3BYYHUX IIPEANBA — IITO je YIPaBO OAAMKA
KOMITO3UTOPOBUX OCTBapera U3 IOCAeARE CTBapaAauke dase.

Aparoriena opanka MaprunosuheBor anckorpadckor moasura jecre Moryhuocr
Aa ce 4yjy MoxpamueBa peTko u3BoleHa AeAa, TOCEOHO OHA LUKAMYHE CTPYKTYpe.
Hamwme, pox cy Qpaimeninu, Hleciti uiapa, nojeaune Efuge uan Ogjeyu pesaTuBHO
YeCcTO 3acTyIAbeHH Ha KOHIIEpTHUM IIPOrpaMKMa, HeKa APyTa, He Mame BpepHa
A€Aa, IPUCYTHA Cy TeK CIOPAaAUYHO. Y TOM CMHUCAY, 33 MOTIIHCHHI[Y OBHX PeAOBa
HajIpujaTHUje u3HeHaheme mpeacTaBra Maapsaraduka Conailia pomantmiuka y ¢uc
moay (1947), y k0joj MapTunosuh npoHarasu MHOTO6POjHE CYNITHAHE AeTame
U CKpUBeHe AMpPCKe 0a3e y IpeIiu3HO KOHCTPYHCaHOj popMU. YIIeyaTrHBa,
neoexcrpecnonncruaka Conaruna y Lle aypy (1954) y Maprunosuhesom Tymauemy
pasorkpusa Mokpamues apunuTeT 32 ujanusaM Cepreja Ilpoxodjesa u AMurpuja
ITocrakoBuYa, aAn U KOMIIO3UTOPOBO yMehe pAa U3 MuHMjaTypHEX PAOCKYAQ, HA
MaAOM IIPOCTOPY, U3TPAAU U3Y3€THO ApaMaTHYHe Ipajaliyje, cCa MOHYMEHTAAHUM
KyAMHHAI[FjaMa — Kao y APYTOM cTaBy moMeHyTe CoHaTHHe.

3HavuajaH MOMeHAT KOj! 61cMmo U3ABOjHAH jecTe pa Moxpamuese Eiliuge oBUM
H3AAIBEM IO IIPBU ITYT A0OUjajy yOeArUBO, BUCOKO MIPOPECHOHAAHO TyMaderbe.
Hauwme, paagujcku caumunu Mupjane Hlyune-Ba6uh, HaunmeHn AaBHUX paHA,
NPeACTaBAAAH CY BUIIE ,CKUIle” HETOAU IpaBa TyMadewma Ediuga, jep cy oBe Beoma
BUPTYO3He KOMITO3UIIUje OrAe U3BeACHE Y CIIOPHM TEeMIINMA, Y3 OUHIAEAHY 60pOy
IIMjAHKUCTKIIbE CA HOTHUM TEKCTOM U ITOCACANIHY HeMOI'YNHOCT AQ IIOCTHTHE TPOKEHN
uspa3. CHuMIM 3a0eAeXeHN Ha KOMIIAKT AUCKY ¥ u3parsy MASCOM-a, HaunmeHn
YKHBO, TaKol)e HHUCY y IIyHOj MepH pelipe3eHTaTUBHU. [3y3eTHa TeXHUKA U IIpaBU
BUPTYO3HH ,HepB” omoryhasa Patumupy Maptunosuhy aa Eifiuge n3BoAu OHaKO
KaKO HX je KOMIIO3UTOP 3aMHUCAMO, Y TPOIIMCAaHUM TEMIIMMA, Y3 IPeIM3HO AO3UpaHe
AMHAMHIYKe KOHTPACTe U jaCHO MOeHTHpaHe KyAMUHALHje.

Kako He 61cMO YHTAaOLIMa YHAIIPeA OTKPHUAM CBa 3aA0BOACTBA KOja MX OYEKYjy
IPUAUKOM cAyIara MaprunosrheBor Tymadera Bacianja Moxkpastia, moxsaauhemo
joI caMo GecIipeKOpaH KBaAUTeT CHUMKA, HAaUKUbeHOT Ha HOBOM CTeHBej KAABUPY ¥
Beanxoj caau KoaapueBe 3apy:x6uHe — 3a IITa BEAUKY 3aCAYTY MMa MAAAQ AM3ajHEpPKA
3Byka Ana-Mapuja Cpejuh.
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Os6unHa 3aMepKa y Be3U ca OBIM H3AaeM yryheHa je Auckorpadckoj kyhu u
OHOMe KO je 0A06pHUO Aa ce M30CTaBH ITyHO MMe Bacuanja Moxpatblia Ha HACAOBHO)]
crpann. CMaTpaMo Aa je, y CAy4ajy IIpeMHjepHOT, y30PHOT CHUMKA KAQBHPCKOT OITyca
Bacuanja Mokparblia, OBakaB IIPOITYCT 3aMCTa HECXBATAUB.

Heana Meguh
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My3ukonowko apywTso Cpbuje, Muwwapcka 12-14, beorpag,
e-mail: smusicologicalsociety@gmail.com, www.mds.org.rs

KoHkypc 3a gopgeny loguwme Harpage ,CtaHa Hhypuh-Knaju” 3a
n3y3seTaH AONPUHOC MY3MKONOIMjui 3a 2019. FOAUNHY

Mysunkonolwko apywTso Cpbuje no3mnBa CBOje UNaHOBE, akafeMCKe MHCTUTY-
unje n My3unuKa yapyxeta c Teputopuje Cpbuje fa of 1. jaHyapa 0 30. jyHa 2020.
rogvHe foctaBe obpasnoxeHe npeanore 3a lopnwwy Harpagy ,Crana Hypuh-
KnajH” 3a nsyseraH gonpuHoc mysukonoruju. Harpaga ce gogesbyje 3a cBaky
Of, TP KaTeropuje:

a) jeaHoOM ayTopy UnM rpynu ayTopa 3a opurmHanaH JONPYHOC CPNCKOj My3H-
KOMOTWjU: 32 My3MKONOLWKY Ny6nukauujy (CTyanjy nnm moHorpadujy) objasbeHy y
LWITamMMnaHOM W/WNN eNeKTPOHCKOM BUAY 2019. FOANHE;

6) 3a yKynaH fyroroautubun JONPUHOC 0611acTy Cpricke My3UKONOruje;

B) 3a pe3ynTaTe 13 0651aCTV NPUMeHbeHe My3MKOSOrmje (3aLTTa CPRcKe My3mnuke
6aLUTHE, MY3UKOMOLKUN MPUO3U KPUTUYKUM M3AakbrIMa HOTHUX M 3BYUYHUX 3aMm1ca,
My3MKonoLWwKa obpaja HOBOOTKPUBEHOT HOTHOT UM TEKCTyallHOT pyKonuca u
ocCTane TeKCTyanHe 3a0CTaBLUTUHE. ..) MyONKOBaHe 2019. FOANHeE.

3a HOMUHOBaHe Npegnora 3a Harpagy y Kateropuvjama a u 8, NoTpebHo je ga
npepnaray JocTaBu:
+ 06pa3znoxeH npeanor (HoMMHauujy) Ay>KUHe MakKCUManHO O 500 peyu, Koju
YKJbyuyje 1 KomnneTHe 6ubnuorpadcke nofaTke NpensioxKeHor gena;
+ €IEKTPOHCKM 1 WTaMNaHW NpUMepaK NpPeanoXKeHor aena.

3a HoMMHOBatbe Npepsiora 3a Harpagy y kateropuju 6, notpebHo je aa npea-
naray fjocTaBu:

« 06pa3znoxeH npeanor (HOMUHaLUMjy) Ay>KMHE MaKCUMATHO A0 1500 peyn;

« LenloKynHy bubnunorpadujy kaHamapata.

Mpenno3u ce Wasby Ha 3BaHWYHY eNeKTPOHCKY agpecy My3nKonoLwKor ApyLuTBa
Cpbuje smusicologicalsociety@gmail.com, Kao 1 Ha nowTaHCKy agpecy: My3uko-
nowko apywTso Cpbuje, Muwapcka 12—14, 11000 beorpag.
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