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PEA®UPMALINIA 3ABOPAB/bEHE CPIMCKE MY3UKE:
TPU COHATE 3A I'YAAYKHN UHCTPYMEHT
M K/IABUP METPA CTOJAHOBURA®

YcnocTas/batbe AMHAMUYHE U BUCOKOMPOPECMOHa/IHe capastbe
usmMehy MysrKo/ora u My3udKkux nsBohada YmHu jedHy og, Ayropoy-
HMX aKTMBHOCTM My3ukosowkKor gpywtea Cpbuje. HoBu npojekat
ApywTBa nog Hac1oBoM Peadupmayuja 3a6opas/beHe cpncke my3u-
Ke Mo TOME je C/IMYaH paHujeM NpojeKTy AHMOo/102UjcKd dend cpncke
my3uke, byayhu ga je y oba cayyaja pey o nsbopy ogpehenux gena
13 BaLUTMHE CPrICKe YMETHUYKE MY3UYKE U HbUXOBOM NpeACcTaB/batby
nyTeMm KOHL,epTHOr n3Bohera 1 TpajHor 3By4YHOr 3anuca, 06jaB/beHor
Ha KOMNaKT Aucky.' OBora nyta, MehyTum, naeja je noTekaa AMpPeKT-
HO M3 HAay4YHUX aKTUMBHOCTU NpeacTaB/beHNX Ha MehyHapogHOM Ha-
YYHOM CKyny Ha MmapauHama my3uKo/10WK02 KAHOHA: KOMNO3UMOpCKa
2eHepayuja NMempa Cmojanosuha, lMempa Kpcmuha u CmaHucaasa bu-
Huukoz. Beh TOM npuankom /pyLUTBO je OpraHn30Ba/lo KOHLLEPT Ka-
MepHe My3uKe lMeTpa CtojaHoBuha (1877-1957), Koju je y oapeheHoj

*  TeKCT je MMCaH Kao pesy/TaT UCTpakuBakba Ha NpojekTy Peadupmayuja 3abopas/beHe cpn-
cke my3uke MysukonoLkor gpywtsa Cpbuje v npojekty MdeHmumemu cpncke my3uke 00
NI0KAZHUX 00 27106a/1HUX OK8Upd: Mpaduyuje, NpomeHe, U3da3osu (6p. 177004) KOju GUHAHCH-
pa MMHUCTapCTBO NMPOCBETE, HayKe M TeXHO/IOLKOT pa3Boja Brage Penybvke Cpbuje.

1 Kao pesy/Tar paHujer npojekta 06jaB/beHu Cy KOHLLEPTHM CHUMLIM Yy OKBUDY /ABa KOMMAKT
AUCKa, AHMo02ujcKa Oena cpncke my3uke 1(2009) v 2 (2010). [leTa/bHuje 0 CBUM Mpojek-
TMMa M aKTUBHOCTUMa [pywTsa yn. Ana Kotevska, “Serbian Musicological Society at the
Beginning of its Second Decade”. New Sound 50/I1 (2017): 285-299.
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REAFFIRMATION OF THE FORGOTTEN SERBIAN MUSIC:
THREE SONATAS OF PETAR STOJANOVIC FOR ONE STRING
INSTRUMENT AND PIANO*

The establishment of dynamic and highly professional
collaborative work between musicologists and music performers
can be pointed out as one of the long-term aims of the Serbian
Musicological Society. In this respect, a new project of the Society,
Reaffirmation of the Forgotten Serbian Music, is very similar to an
earlier one entitled Anthological Pieces of Serbian Music, since both
were envisaged to present selected examples of Serbian art music
heritage in live concerts as well as in a more permanent format,
released on CDs.' The idea of the present project emerged directly
from current scholarly activities of the Society, represented at
the International Conference On the Margins of the Musicological
Canon: The Generation of Composers Petar Stojanovic, Petar Krsti¢
and Stanislav Bini¢ki. On that occasion, the Society organised the
first concert of the chamber music of Petar Stojanovi¢ (1877-1957),
the content of which is connected, to some extent, to the second

* The text is written as part of the project Reaffirmation of the Forgotten Serbian Music
(Serbian Musicological Society) as well as the project Identities of Serbian Music from Local
to Global Frames: Traditions, Changes, Challenges (No. 177004), which was financed by the
Ministry of Education, Science and Technological Development of the Republic of Serbia.

1 The earlier project has resulted in two compact discs, Anthological Pieces of Serbian Music 1
(2009) and 2 (2010). For detailed information about all projects and activities of the Serbian
Musicological Society see Ana Kotevska, “Serbian Musicological Society at the Beginning
of its Second Decade”, New Sound 50/I1 (2017): 285-299.
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MepU MoBEe3aH ca cajpKajeMm 0BOr usgama.> Hay4yHu ckyn npegcra-
B/bao je MOACTULAjHY N1aTPOPMyY 32 KPUTUYKO UCMIMTUBAHE KaHOH-
CKMX MY3MYKUX BPEAHOCTM U MpOy4YaBare 3aHeMapeHUX acrnekaTta
MYy3UWUKe KyAType, a yTULAO je U Ha 06/1IMKOBake HOBOT MpojeKTa.

Maeja npojeKkTa MOTMYHO ce yKk/ana y KOHLENT KaHOHa W apXuBa,
Koju je yBena Ananga ACMaH y CBOjUM TEOPWjCKUM MHTEprpeTalmjama
Y AOMeEHY KpUTUYKMX CTyAuja ceharba.’ [lpema ACMaHOBOj, pas/nKyjy
ce ABa NoApydja KyaTypasHor namhera Koja Ccy yTeme/beHa y UHCTU-
Tyumjama. JeaHo o HMX NpeacTaB/ba ,,akTUBHY” WM ,,pagHy Memo-
pYjy“ 1 04HOCK Cce Ha KaHOH, Ca4uHbeH Og, Masior 6poja HOPMATUBHMX
1 popmaTMBHUX apTedakaTa Koju penpoayKyjy KyATypasHu Kanutan
ApywTBa. [pyro je, nak, ,,facneHa’”’ uau ,,pedpepeHtHa memopuja”’. OHa
O3Ha4yaBa apXxuB, Koju ,,06e36ehyje cBOjeBpPCHY NPOTUBTEXY Hensbex-
HO pe/AYKTUBHOM W PECTPUKTMBHOM MOrOHY pasHe Memopuje.”* KaHoH,

2 KoHLepT je oapsKaH 1. gelembpa 2017, kao npatehu gorahaj Hay4Hor ckyma. Ha mporpa-
My cy bue creaehe komnosuumje: CoHaTa 3a BUO/Y U KaaBup 6p. 2, on. 108 (npemujepHo
u3Bohetbe), CBUTA y CTAPOM CTWAY 3a BUO/IMHY W KAABUP Of. 54 U KBUHTET 3a /Be BUO/M-
He, BMO/Y, BUO/IOHYE/I0 U KAaBUP ON. 9. Y. BusbaHa Munarosuh (yp.), Ha mapaurama my-
3UKO/IOWKO2 KAHOHA: KOMNO3UMOpCKa 2eHepauuje Mempa Cmojaxosuha, llempa Kpcmuha
u CmaHucnasa buHuukoz | On the Margins of the Musicological Canon: The Generation of
Composers Petar Stojanovic, Petar Krstic and Stanislav Binicki. MehyHapoaHu Hay4Hu ckym,
1-2. geuembap, 2017. Kwiknua ancTpakata. beorpag: MysukonoLuko apywtso Cpbuje,
2017. M3Boherse CoHaTe 3a BMO/Y MOHOB/LEHO ja HA APYrom KoHuUepTy CTojaHoBuhesunx
£,eN13, OAPKaHOM 15. AeLiembpa 2018. roguHe, Ynjm je CHUMAK MOC/Y}KMO 33 OBO U3/atbe.

3 Aleida Assmann, “Canon and Archive”. Y Astrid Erll u Ansgar Niinning (yp.) Cultural Memory
Studies: An International and Interdisciplinary Handbook (Media and Cultural Memory | Medien
und kulturelle Erinnerung 8). Berlin — New York: Walter de Gruyter, 2008, 97-107.

4 Wcro, 106.
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one, related to this edition.? The conference aimed to foster a critical
examination of canonical musical values, the study of neglected
aspects of musical culture, and to raise various questions with
respect to alternative interpretations of music history, and strongly
influenced the shaping of the concept of the new project.

The idea of the project is completely in keeping with the concept
of the canon and the archive introduced by Aleida Assmann in her
theoretical interpretations from the area of critical memory studies.3
According to Assman, there is a difference between two realms
of cultural memory, anchored in institutions. One is the “active”
or “working memory” and denotes the canon, made up of a small
number of normative and formative artefacts that reproduce the
cultural capital of a society. The other, in turn, as the “passive” or
“reference memory”, signifies the archive, which “provides a kind of
counterbalance against the necessarily reductive and restrictive drive
of the working memory”.* The canon is effectively staged by the
2 Asthe accompanying event of the conference, the concert was held on 1 December 2017,

and its pro%rammg ipcluded'Stojanovic"s Sonata for Viola and Piano No. 2, Op. 108, Suitein

the Old Style for Violin and Piano, Op. 54 and Quintet for Two Violins, Viola, Cello and Piano,

Op. 9. Cf. Biliana Milanovi¢ (ed.), Ha mapeuHama my3uko/n0wKoz KAHOHA: KOMNO3UMOpPCKA

2eHepayuje Mempa Cmojaqosuha, Mempa Kpcmuha u Cmanucaasa bukuukoz | On the Margins

of the Musicological Canon: The Generation of Composers Petar Stojanovic, Petar Krsti¢ and

Stanislav Binicki. International Conference, Belgrade, 1-2" December 2017. Book of Ab-

stracts. Belgrade: Serbian Musicological Society, 2017. The second concert, performed and
recorded for this CD, was held on 15" December 2018.

3 Aleida Assmann, “Canon and Archive”. In Astrid Erll and Ansgar Niinning (eds.) Cultural Memory
Studies: An International and Interdisciplinary Handbook (Media and Cultural Memory / Medien
und kulturelle Erinnerung 8). Berlin and New York: Walter de Gruyter, 2008, 97-107.

4 Ibid., 106.
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Koju edpumKacHO niacmpajy Hocmouu mohu, obyxsata ,,6pojHe Ky/ATypas-
He nopyke ynyheHe 6yayhum reHepauujama, HamerbeHe CTa/IHOM Mo-
HaB/batby U MOHOBHOM KopuLuhery”. ApXMB, Ha APYroj CTPaH, CaApKu
HeHamepHe Tparose MpOoLLIOCTU. HberoBu aptedakT HUCY MOTMYHO
3abopas/beHu, Beh cy ,,camo n3rybuam ceoje HenocpezHe npumaone’.s
Apyrvm pedrma, oHu umajy MoryhHocT peadurpmanmje. CTora KaHOH U
apXuB ,,HUCY Y3ajaMHO 3aTBOpeHu, Beh pgonyiTajy mehycobHo npenn-
Barbe 1 pasMeHy. OHM NOACTUYY AMHAMUKY KOja OAp»aBa OTBOPEHOCT
KyATypa/sHor namhetba 3a npomeHe 1 nperosope.””

Mpojekat Peadupmayuja 3a6opasmbeHe cpncke My3uke, Koju ce
obpaha cagp:Kajy ,,apxuBa‘“, nogpasymesa gBa BaxkHa napameTtpa
y OCMULLI/baBaky ce/eKkuuje gena. MocebHa naxkka nocsehexa je
HeobaB/bEHUM U HeusBeAEeHUM KOMMO3WLUMjaMa, Kao U OHWMM Koje
AelleHnjama HUCY npeacTaB/baHe jaBHOCTU. MCTOBpeMeHo, akueHat
je Ha ayTopuma M oCTBaperMMa Kojuma Cy f04e/beHe MapruHaiHe
nosuuuje y KaHoHy cprcke my3uke.” Lin/b npojekTa je g4a gonpuHece
peadupmaLmju, oUyBakby ¥ NPOMOLMjU My3UYKOT Hacieha u g4a Ha Taj
Ha4uH NOACTAKHE MOMEHYTY AUHAMUKY KYATypasiHOr namhetba.

Cnyyaj Metpa CrojaHoBMha mapagurMaTvyaH je y HaBeAeHOM
KOHTEKCTY. Bennku 6poj HeroBux gena HUKaga Huje usBedeH HUTU
je 61O NpegmeT MY3UKO/NOLWKUX CTyAM]a, @ MPUMEPU LUTaMMaHUX U3-

5 MWcro, 99.
6 WcTo,104-105.
7 O cr10xeHuM npoLecma KaHOHU3aLuje cpricke My3uke ¢ Kpaja XIX v Ha noyeTky XX Beka

yn. Bubana Munanosuh, My3uuke npakce y Cpbuju u popmuparse HaUUOHAIHO2 KAHOHa. be-
orpag: Myswukonowwku nHctutyT CAHY, 2018.
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carriers of power, and implies “a number of cultural messages that are
addressed to posterity and intended for continuous repetition and re-
use”. The archive, on the other hand, carries unintentional traces of the
past. Its artefacts have not been completely forgotten but have “only
lost their immediate addressees” .’ It is precisely such a state of latency
that lends them the opportunity of reaffirmation. Hence, the canon
and the archive “are not closed against each other but allow for mutual
influx and reshuffling. This accounts for the dynamics within cultural
memory and keeps it open to changes and negotiations.”®

The project Reaffirmation of the Forgotten Serbian Music
addresses musical artefacts from the ‘“the archive” realm of
Assmann’s interpretation, assuming two main parameters in the
selection of relevant works. Special attention is paid to unpublished
and unperformed compositions or those that were presented in
public along time ago. In addition, the focus is on those authors and
works that were assigned marginal positions in the canon of Serbian
national music.” The project aims contribute to the reaffirmation,
preservation and promotion of musical heritage and, thus, to foster
the mentioned dynamics of cultural memory.

The case of Petar Stojanovi¢ is paradigmatic in the referred
context. A huge amount of his work has neither been researched

5 Ibid., 99.

6 Ibid., 104-105.

7 Oncomplex procedures of canonization in Serbian music at the end of the 19th and the be-
ginning of the 20™ century see Biljana Milanovi¢, Muzicke prakse u Srbiji i formiranje nacion-
alnog kanona [Musical Practices in Serbia and Creation of the National Canon]. Beograd:
Muzikoloski institut SANU, 2018.
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Aarba HeroBmx oryca cacBum cy peTku. Maga je CtojaHoBuh umao
yCMeLlHy Kapujepy Kao KOMMO3UTOP, BUO/IMHUCTA U MY3UYKU Mesa-
ror, MHTepecoBake 3a M3BOhHere HeroBMx KOMMo3uuuja Har/io je
CMareHOo noc/e werose cMpTH. Haj3ag, OH joLl yBEK Huje CTeKao og4-
rosapajyhe MecTo y My3u4KOMCTOPUjCKMM UCTparkuBarbmuma.?

O6uMHO U1 pasHoBpcHo CTojaHOBMAhEBO CTBapa/siawTBO 0byxBaTa
NpeKo 130 onyca 1 yK/by4yje roTOBO CBe My3M4Ke XaHpoBe. /le/a 3a
ryfayke MHCTPYMEHTE M KaMepHe KOMMo3uLuje umajy nocebHo Ba-
KHO MecTO, jep CBegoye O CeH3MbUMTETy KOMNo3nuTopa noceehe-
HOI U MY3UM4KOM M3BOHaWTBY.® Taj KOHTEKCT aKTMBHOCTM Ha KOH-
LLlepTHOM MOAMjyMY M Ba)KHOCT KOMYHMKaLMje C Ny6/MKOM HYMHUAN
cy bakTope UAejHUX U CTUACKUX MeHa CTojaHoBMheBOr KOMMNO3UTOP-
CKOT paja, YCMepeHOr Ha KaHOHM30Bare NO3HOPOMAaTUYAPCKOT 13-
pasa, a obesiexkeHor BepoBarbeM y yHMBEpP3a/iHe My3U4Ke BpesHO-
CTU M TPAJHOCT M BUTA/IHOCT UCTOPUjCKMX cTu0Ba. OcTajyhu BepaH
TPaAMLMOHA/NMCTUYKO] CTBapa/siavykoj CTPyjM Ha AuHUjM JoxaHeca
Bpamca, Koja je y pas/nunMTMM BapujaHTama akTye/nn3oBaHa U Au-
HaMM30BaHa y OnycrMma KOMMosuTopa wupom EBpone ¢ no4veTka
XX Beka, CtojaHoBuWh je y cBOjUM Aeanma dpaBopm3oBao 6oratcTso

8 CrojaHoBuheBa brorpaduja Hasasu ce y MpUaOry OBOT TEKCTa, @ HACTa/a je MpeTexHO Ha
OCHOBY Mo/aTaka 13 AeTa/bHe 1 [loKyMeHTOBaHe buorpaduje u3 nepa Pomane Prbuh, Koja
CajipHku U MCTy gena. Yn. Pomana Pubuh, ,,CTBapanayka pushiia Metpa CrojaHoswha (1877-
1957)“. 360pHUK Mamuye cpncke 3a CyeHcKe yMemHocmu u My3uky 28-29 (2003): 161-186.

9 (CrojaHoBKheBa KamepHa My3uKa buaa je npeameT marucTapckor paga Come LiBeTkoBuh
(Sonja Cvetkovi¢, Evropska tradicija u kamernim delima Petra Stojanovica, maructapcku pag,
y pykonucy. beorpag: ®akyaTeT Mysuuke ymeTHOCTH, KaTe/pa 3a My3uKO/IOTHjy M €THOMY-
3UKO/I0T ]y, 2006).
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in previous musicological studies nor performed in public, and his
compositions are very rarely available in printed form. Although
he had a successful career as a composer, violinist and musical
pedagogue, any interest in the performance of his works rapidly
diminished after his death. His name has never taken its fitting place
in the research of music history.?

The extensive and varied oeuvre of Stojanovi¢ encompasses
over 130 opuses and almost all musical genres. His music for string
instruments and his chamber compositions constitute one of the
most important areas of his work.? They testify to the sensibility of
the composer, who was also a dedicated performer. This context of
activities on concert podiums and the importance of communication
with the audience influenced conceptual and stylistic features in
his compositional work, directed towards the canonization of the
Late-Romantic expression, and marked by his belief in universal
musical values and the durability and vitality of historical styles. By
remaining faithful to the traditionalist creative power in the style of
one Johannes Brahms, which had been actualized and dynamized
in the oeuvres of various composers throughout Europe at the
8 Stojanovi¢’s biography is given as a supplement to this text. It was primarily formed accord-

ing to the detailed and documented biography of Stojanovi¢ written by Romana Ribi¢, which

also includes alist of the composer’s works (Cf. Romana Ribi¢ “Stvaralacka riznica Petra Sto-

janovica (1877-1957)” [Creative Treasury of Petar Stojanovic], Zbornik Matice srpske za scen-
ske umetnosti i muziku [Matica Srpska Journal of Stage Art and Music] 28-29 (2003): 161-186.

9 This part of Stojanovi¢’s opus has been the subject of Sonja Cvetkovi¢’s master thesis (Son-
ja Cvetkovi¢, Evropska tradicija u kamernim delima Petra Stojanovica [European Tradition
in Chamber Works of Petar Stojanovic¢], master thesis. Belgrade: Faculty of Music, Depart-
ment of Musicology and Ethnomusicology, 2006, unpublished).
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Me/IogH1jCKe MHCMUpaLMje, eKCNPEeCMBHOCT XapMOHCKE KOMMOHeHTe
W Nper/ie4HOCT aQpXUTEKTOHNKE My3uUKe popme.

Y CrojaHOoBMhEBO] 320CTaBLWTHMHU Y BubanoTeym Pakynteta my-
3u4yKke ymeTHoCTH y beorpagy cadyBaHa cy OpojHa gesna 3a jegaH
ryAa4ku MHCTPYMEHT 1 K/iaeup.”® Mehy pykonucuma, npenucuma u
(peTkuMm) WTaMNaHMM U34arbUMa Ha/la3e Cce U 3HaYajHe LUK/InUYHE
KOMMO3ULMje — yKYMHO LLeCT COHaTa, ABe CBUTE U jeAHa COHaTUHA 33
BMO/IMHY U KAABUP, ABE COHATe 3a BUO/Y U KAaBUP U ABE COHaTe 33
BMO/IOHY€E/10 U KAaBUp. TpM KOMMNO3uLMje Koje Cy ogabpaHe y OKBUpY
OBOr MpojeKTa npunpem/beHe Cy 1 u3BegeHe Ha OCHOBY PYKOMUCHUX
HOTHMX M3Bopa. KoMnoHoBaHe y pacrnoHy 04, OKO TPU AeLieHuje, OHe
noTephyjy ayTopoBy A0CNeAHOCT CTUY KOjU je rpaamo o4, CBOjUX
npeux onyca. McToBpemeHo, OHe CBeAo4e O pas/IMiUTUM peasinsa-
Lnjama KpeaTUBHUX uaeja, npucyTH1m y CTojaHoBMheBOM Le/10KyM-
Hom onycy. CoHaTa 3a BUO/IMHY 6p. 2, on. 18 mpumep je 3By4HOr CBe-
Ta HEroBUX paHUX gesa, y Kojuma je Mesoaujcko 6oraTtcTBo 4ecTo

10 BehuHa CTojaHoBMMEBMX pyKOMMca YyBa Ce y NOMEHYTOj 3a0CTaBLUTUHU. O 2018. roguHe,
jeaaH aeo gokymeHTaumje Hanasu ce Uy Apxuy Mysukosnowkor uHctutyta CAHY, 3ax-
Ba/byjyhu nok/oHy CtaHke JoBanoBwuh 1 Mapka [umuTpujerha, KOMNO3UTOPOBUX pohaka
u3 Moptaanaa (CAZ). MojearHa AOKYMeHTa Ha/sa3e ce Uy MpUBaTHOM apxuBy E/n3abete
3acTujepa, KOMNO3UTOPOBE YHYKe Koja *mBu y bedy. CTojaHoBMheBM pykonmcn 1 apyra
peneBaHTHa rpaha mory ce Hahu 1 y 6ubanoTekama 1 apxusrma y bevy, byaumnewty u
APYrMM €BPOMNCKUM rpagoBMMa, LWTO Cy NOTBPAWAM MOjeAWHU PaZoBK MpeACTaB/benn Ha
MOMEHYTOM Hay4HOM CKyMy 2017 roauHe. Takohe yn. Petar Lasti¢ (npup.) Petar Stojanovic
1877-1957. Budimpesta: Srpska samouprava u Budimpesti - Zaduzbina Jakova Ignjatovica,
2005; Bepa Tudentanep, ,,lpemujepe oneperta letpa CrojaHosuha y ornegany ayctpujcke
My3nuKe Kputuke“. 360pHUK Mamuue cpncke 3da CUeHCKe yMemHocmu u My3uky 32-33
(2005): 141-154.

[12]



beginning of the 20" century, Stojanovi¢ favoured the richness of
melodic inspiration, the expressiveness of the harmonic component
and transparency in the architecture of the musical form.

In Stojanovi¢'s legacy, which is preserved in the Library of the
Faculty of Musicin Belgrade, there are numerous works for one string
instrument and piano.” Among the manuscripts, transcriptions and
(rare) printed editions of such compositions there is one group of
notable cyclic works, consisting of six sonatas, two suites and one
sonatina for violin and piano, two sonatas for viola and piano and
two sonatas for cello and piano. Three sonatas were selected for
the aforementioned concert and this edition, all of them performed
according to Stojanovi¢'s manuscripts. They were created over the
span of about thirty years, and although they confirm the author’s
consistency within the conceptual and stylistic world that he was
building since his very first opus, they nevertheless testify to some
diverse pathsin realisation of his creative ideas. The Sonata for Violin
No. 2, Op. 18 is an example of the sound world of Stojanovi¢’s early
10 The majority of Stojanovi¢’s documents is preserved in the mentioned legacy. Since 2018 var-

ious documents of the composer are also kept in the Archive of the Institute of Musicology
SASA in Belgrade, thanks to the gift of Stanka Jovanovi¢ and Marko Dimitrijevi¢, the com-
poser’s cousins from Portland (USA). In addition, some documents are in possession of the
composer’s granddaughter Elisabeth Zastiera in Vienna. Finally, some documents related to
Stojanovic are kept in the libraries and archives in Budapest, Vienna and other European cities,
which was confirmed by several papers presented at the mentioned international conference
in 2017. Additionally, Cf. Petar Stojanovic 1877-1957, prepared by Petar Lasti¢. Budimpesta: Srps-
ka samouprava u Budimpesti - Zaduzbina Jakova Ignjatovica, 2005; Vera Tifentaler, “Premijere
opereta Petra Stojanovica u ogledalu austrijske muzicke kritike” | “Peter Stojanovi¢s Oper-
ettenpremieren im Spiegel der Osterreichischen”. Zbornik Matice srpske za scenske umetnosti i
muziku [Matica Srpska Journal of Stage Art and Music] 32-33 (2005): 141-154.
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MonpuMMano CeHTUMEHTa/Hy UpTy. /lpyre ABe KOMMo3uuuje notudy
M3 BpeMeHa heroee cTBapasadke 3penoctu. [lok CoHaTa 3a BUOAY
W KAaBup 6p. 2, on. 108 ynyhyje Ha CTojaHOBMheBY CcTBapasayky Ko-
MYHWKaLM]y C apXeTUNCKUM e/1eMeHTHMa TpaauLoHanHe Go/kiop-
He my3uKe, COHaTa y CTapOM CTU/Y 3@ BUO/IOHYE/10 W K/1aBup Or. 55
YKasyje Ha yn/MB HEOK/NACULMCTUYKMX €/1eMeHaTa Y KOHTEKCT MO3HO-
POMaHTUYAPCKOr CTU/A.

CoHaTa 3a BMO/IMHY U KAaBUp Orl. 18 KOMMOHOBAHa je 1913. roguHe.
3a pasnuky og npee CoHaTe 3a BUO/IMHY U K1aBup orl. 3 (1906), Kojy je
KOMMO3UTOP U3BOAMO C HyBEHUM NjaHncToMm [ays1om BajHrapteHom,
OBO geno, cyaehu npema A0CTYNHUM U3BOPUMA, A0 Caja HUje npea-
CTaB/baHO jaBHOCTU. Y KOMMO3ULMjK C€ UCTUYY y/10re U O4HOCH Moje-
AVHUX en1emeHaTa My3suyke Gopme, KOju Cy yCnoCTaB/beHM y CKAaay C
KOHBeHLMjaMa Kn1acu4apckmx geaa. Mctuye ce TpaguumMoHanaH ToHas-
HU OAHOC TEMATCKUX MaTepujana noveTtHor ctasa (Lle-ayp - Fe-ayp).
[lOK je npBa Tema Me/I0AMjCKM U3parKajHa U CEHTUMEHTA/IHOI Kapak-
Tepa, Apyra jOj KOHTpacTMpa eHeprujoM MyHKTUMpaHUX PUTMOBA, aK-
LLleHTMMa, Fortissimo guHamunkom u Marcato apTUKy/aaLmMjoM y KAaBup-
CKOj AeonHuum. /laraHn CTaB nNpeAcTas/ba Temy C neT Bapujauuja Koje
Ce HUXKY MO NPUHLMIMY KOHTPACTa, Of, OCHOBHOI a-MO/1a A0 A-Aypa Yy
nocaeAr0j Bapujaumjn. MCcToBpemeHo, rpagm ce noCcTeneHn KAMmarc
C KY/IMMHALMjOM Y YeTBPTOj Bapujaumjn, Koja yBoam 6pxu Temno, mo-
AyNaumjy y e-Mo/ v U3MEHY M NPOLUMPEHE MUKPOCTPYKTYPe OCHOBHE
Teme y HOBUM, XpPOMaTCKUM 60jama, ga 61 3aBpLUHa BapujaLymja AoHe-
/1a aHTUK/IMMAKC MOBPaTKOM Ha obpuce noyeTHe Teme. TMpUHLMN Te-
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compositions, when his rich melodies were more often pervaded
by sentimentalism, with the other two compositions representing
his more mature style. While the Sonata for Viola and Piano, Op.
108 demonstrates Stojanovi¢’s creative communication with some
archetypal elements of traditional folk music, the Sonata in Old Style
for Cello and Piano, Op. 55 demonstrates an infusion of neoclassical
elements into his Late-Romantic style.

The SonataforViolinand Piano No. 2, Op. 18 was composedin1913.
In comparison with Stojanovi¢’s Sonata No. 1, Op. 3 (1906), which
was performed by him and the famous pianist Paul Weingarten,
there is no information in available sources that the work has ever
been presented to the public. The Sonata is characterised by its
compliance with classical conventions in resolving of the role and
relationships of some elements of musical form. For example, while
the first theme (C major) of the opening movement is melodically
expressive and sentimental, the second brings a traditional change
of the key signature (G major) and a contrasting energy with
its dotted notes, accents and Fortissimo dynamic with Marcato
articulation in the piano section. The slow movement is conceived as
the theme with five variations that appears from the A minor in the
first variation to the A major in the last. The musical gradation of the
contrasts culminates in the fourth variation, where the extended
microstructure of the basic theme, refreshed by chromatic colours,
is introduced in the context of the new, faster tempo and tonality (D
minor), while the anti-climax comes with the return of the original
theme contours in the last variation and the coda. The thematic
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MaTCKOI KOHTPacTa Haju3paXKeHuju je y pUHa/IHOM CTaBy, C MOYETHOM
TEMOM KOja ce jaB/ba Y pas/IM4UTUM 3BYHHUM rpagauujama, Hocehu
noTpebHy eHeprujy 3a 3a0oKpyetbe gea.

CoHara 3a BMO/y 1 Ka1aBup or. 108, KomrnoHoBaHa y beorpagay (3.
centembpa 1949), noc/ieama je y Hu3y sehux CtojaHoBuheBMX gesa
nocseheHMx BUO/IM, HACTA/IMX TOKOM neTe geleHuje XX BeKa. Mefhy
FbMMa Cy KOHLEPTH 33 BUO/Y M OpKecTap or. 76 (1943) u on. 93 (1946)
n CoHaTta y Lle-aypy 6p. 1, on. 97, y Bep3uju 3a BUOAYy U OpKecTap
(1947). OBe KOMMO3MLMje Ma/IO Cy MO3HATE U YyBajy Ce Yy PYKOMUCY.
TpoctaBayHa CoHaTta on. 108 npoXeTa je acoumjaumnjama Ha puTMmY-
KO-Me/oAMjCKe U /1eCTBUYHE 0COBUHEe TpaguuMoHasiHe $o/IknopHe
My3MKe, O YyeMy cBego4e PU3MOHOMMUje T/1aBHUX, MHAYe CPOAHUX,
/IMPCKMX TeMa COHATHOr CTaBa, MOBPEMEHO WHTOHMpame Ga/KaH-
CKOT MO/1a, Kao 1 OCHOBHa TeMa pUHA/NHOT POHAA KOja eBoumpa pu-
TaMm U KapakTep 6p30r Ko/1ia. XpoMaTU30BaHa Me/1o4Mja U akopACKe
nporpecuje nospemeHo ynyhyjy Ha TOHa/nHy K0a1e6/bMBOCT, Koja je
MPUCYTHA U Y KOZIOPUCTUHKO] MPUMEHU XapMOHUje Yy CpeAULLHbEeM,
/laraHoOM CTaBy OBe KOMMo3uLuje.

CoHaTay CTapom CTUAy Orl. 55 UCMNpBa je N1caHa 3a BUO/IMHY U KAa-
Bup (1937), a1 je KOMMO3UTOP Ty BEP3Ujy KOMTMO3ULM]jE MOHMULLTHO U
Ae/10 NMpenpasuno 3a BUO/IOHYE/10 1 KAaBup. KacHuje je ycreauna jowt
jeaHa, HoBa BapwujaHTa oBe CtojaHoBuheBe COHATe 3a BMO/IOHYE/IO
u k1asup (1943). Aeno crnaga y rpyny ayTOpOBMX LUKAMYHUX OCT-
Bapera MHCMUpUCaHnx 6apokHum popmama. Pey je o eBouuparby
YKaHPOBCKMX BapWjaHTU BapoKHUX CBUTA M coHaTa (sondta da chiesa
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contrasts are most noticeable in the final movement, since the
original theme passes through various sound gradations, carrying
the energy needed to enclose the entire composition.

Sonata for Viola and Piano, Op. 108, composed in Belgrade
(dated 3 September 1949), was the last in the series of Stojanovic’s
major works dedicated to the viola created during the 1940s. Among
them we find Concertos for Viola and Orchestra, Op. 76 (1943) and
Op. 93 (1946) and Sonata in C major No. 1, Op. 97 in the version for
viola and orchestra (1947). All these compositions are little known
and they are only preserved as manuscripts. Sonata No. 2 in three
movements is saturated with allusions to the rhythmic, melodic
and modal characteristics of traditional folk music, as evidenced by
the physiognomy of the two main, mutually related, themes of the
sonata movement with the occasional intonation of the so-called
Balkan Minor mode as well as the thematic materials of the final
Rondo, the main one of which evokes the rhythm and character of
a fast kolo (round dance). The periodical occurrence of chromatic
lines and chord progressions suggest tonal ambiguity, which is also
present in the coloristic function of harmony in the central, slow
movement of this composition.

Sonata in Old Style for Cello and Piano, Op. 55 was initially
written for violin and piano in 1937, but this first version of the
work was annulled by Stojanovi¢, who then reworked it for cello
and piano. The next, and final, variant of the Sonata was finished in
1943. The composition is one of the cyclic works in which Stojanovic
found inspiration in Baroque forms. It is about evoking the genre
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W sonata da camerd) UHTErpuUcaHMX y NO3HOPOMATUHAPCKU CTU/ICKU
KOHTEKCT. Y }KaHPOBCKOM CMUC/Y, Ae/10 NpeACTaB/ba rpaHuyHy ¢op-
My n3mehy coHaTe u CBUTE U Y TOM KOHTEKCTY cpogHo je CTojaHo-
BuheBoj CBUTU 32 BUO/IMHY M K/AABUP Of. 54. Y LUMK/AYCY Ce UCTU4E
HapOoKHM TUIM KOHTPACTa Ha HUBOY TeMra, MeTpa, GaKType, KapakTe-
pa v TemaTcKor matepujana. lMoyeTHu cTaB, gpyra C 1araHOM UHTPO-
AYKUMjOM, U 3aBPLUHK CTaB Y GOPMU POHAQ YOKBUPYjY CpeauLLbe
Ae/10Be KOju acoumpajy Ha urpe u3 6apokHe caute. TporsacHa ¢dyra
Hajsuwe ynyhyje Ha Be3y ¢ 6HapoKOM, UrpaykM CTaBOBM eBOLMPAjY
style galant 1 pokoko, g0k npeTtnocieahu aeo (Air), Mako Moxe Aa
acoumpa Ha /IMpCKe BOKasHe apwje 6apokHe orepe, 40HOCH U3pasu-
TO POMAHTUYAPCKM ESPIESSiVO.

Bubana Munarvosuh
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variants of baroque suites and sonatas (sonata da chiesa and sonata
da camera) integrated into a Late-Romantic stylistic context. In
terms of form, the Sonata is most similar to the Suite in Old Style for
Violin and Piano, Op. 54. Sonata Op. 55 is also placed at the genre
crossroads between suite and sonata cycles. The work emphasises
the Baroque methods of contrast at the levels of tempo, meter,
texture, character and thematic material. The initial movement, the
fugue with a slow introduction and a final movement in the rondo
form encompasses the central movements that resemble parts of a
Baroque suite. The three-part fugue also points to the relationship
with the Baroque, the dance movements refer to the style galant or
Rococo, while the penultimate movement (Air), although evoking
lyrical vocal arias of a Baroque opera, is highly permeated by the
expressivity of Romanticism.

Biljana Milanovi¢
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%N% CTOJAHOBUH

(doTorpaduja cHUM/bEHA OKO 1922. FOAMHE;
apxwvBa Esusabere 3acTujepa, beuy)

Petar Stojanovi¢ (photo c. 1922;
archive of Elisabeth Zastiera, Vienna)

Komnoswutop, BuonunHucta u negaror METAP CTOJAHOBUT (By-
AumnelTa, 1877 — beorpag, 1955) BULIECTPYKO je Be3aH 3a peruoH
LleHTpa/sHe U1 jyromuctodHe EBpone. PoheH y Byaumy, 3anagHom geny
MahapcKe npecToHuLie, MPOBEO je BULLE Of NO/I0BUHE CBOT XMBOTA
y ByanmnewTtn n Beuy. Og 1925. roguHe »uBeo je u paguo y beo-
rpaay. bberos otau, EBreHuje CtojaHoBMh, amaTepcku ce 6aB1O KOM-
NMOHOBabeM, BOAMO je CPrCKU LpKBEHM XOp Y byaumnelwutn, a y ok-
BMPY CBOT A0Ma 4eCTO je My3MLMpao C 41aHOBMMa NOpoAMLLe, LLITO
je ponpuHeno KacHujem npodecroHasHOM Onpeae/betby HeroBor
cuHa. lMetap CrojaHoBUh 3aBpLUMO je CTyaAMje BUO/IMHE Y KAacu JeHea
Xybauja (1858-1937) Ha KoHsepBaTopujymy y byaumnewtu (1896).
LLIkonoBame je HacTaBMO Ha KOH3epBaTOpMjymy 33 MY3UKY U U3-
Bohauke ymeTHOCTU Yy Beuy Kog Jakoba Mopuua IpuHa (1837-1916),
Po6epta dykca (1847-1927) u Puxapga Xojbeprepa (1850-1914), rae
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B tes STOJANOVIC

(photo c. 1954;
archive of Elisabeth Zastiera, Vienna)

Metap CrojaHoBuh (dpoTorpaduja cHUM/bEHA OKO
1954. roauHe; apxvsa Eansabete 3actvjepa, bey)

Composer, violinist and musical pedagogue PETAR STOJANOVIC
(Budapest, 1877-Belgrade, 1957) was variously connected to Central
and Southeast Europe. Born in Buda, in the western part of the
Hungarian capital, he spent more than a half his life in Budapest
and Vienna before moving to Belgrade in 1925. His father, Evgenije
Stojanovi¢, who was an amateur composer and kapellmeister of the
Serbian church choir in Budapest, used to play music with family
members at home, which provided the initial stimulus for the later
professional commitment of his son. After graduating in the violin
with Jend Hubay (1858-1937) at the Budapest Conservatory in
1896, Petar Stojanovi¢ continued his education with Jakob Moritz
Griin (1837-1916), Robert Fuchs (1847-1927) and Richard Heuberger
(1850-1914) at the Vienna Conservatory of Music and Performing
Arts, where he gained diplomas in violin (1896-1898), general
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je cTekao guniome 3a BuoauHy (1896-1898), onwty (1899-1901) u
APaMCcKy Komnosuuujy (1902-1904).

JoL og, CTyA@HTCKMX AaHa HACTYMNao je Kao BUO/IMHMUCTA U Y/1aH Ka-
MepHUMX cacTaBa. [oanHe 1906. capahvBao je ¢ nujaHucTom Maysiom
BajHrapteHom (1886-1948). Y ryAaykom KBapTeTy MO3HATOr YeLLKor
My3uyapa ®paHTuieka OHgpryeKa (1857-1922), Koju je MoYeTKOM BeKa
uBeo y Beuy, cBUPao je Ha no3uuumju gpyror BuosmHucte (1908-1910).
Mo npecesetby y beorpag akTMBHO je My3uLupao ¢ EMuiom Xajekom
(1886-1974), JoBaHom Mokpatsuem (1888-1956), AnekcaHgpom (ia-
TUHOM U APYTMM My3M4apuma, C KOjUMa je CyAe/n10Bao y KaMepHWUM
aHcamb/mma. bro je unaH Beorpagcke dpuixapmoHuje 1 KoHLEepTMajc-
Top opkecTpa Onepe HapogHor no3opuiuTa y Beorpagy. Og noyeTka
Kapujepe MmMao je NMpUInKy Aa NoOBPemMeHO NpeAcTaB/ba U COMCTBEHA
Aena, Koja je U3BOAMO y OKBUPY CTaHAAPAHMX KOHLLEPTHMX pernepToapa
3aCHOBaHMX Ha K/AACMLMCTUHYKO-POMAHTMYAPCKO] Tpaauumjn. UTuHe-
pep HeroBmx KOHLEPTHUX FOCTOBaHa TOKOM MpBe YeTBpTHUHe XX BeKa
obyxBaTao je mHore rpagose AycTpoyrapcke u Cpbuje, BehuHomM oHe
KOju cy nocie 1918. roguHe ywamn y cactas KpasbeBuHe Cpba, XpBaTta
u CroseHaua (MaH4eBo — 1901; Beorpag — 1904, 1914, 1919, 1920, 1922;
3arpeb —1906; OcvjeKk — 1914, 1923; Bpbac — 1919; /byb/baHa — 1919, 1920;
Capajeso — 1919, 1922; BykoBap 1923; TemuwBap — 1923, 1924; 3eMyH
- 1924; HoBu Beuej — 1924. uta). O4 1925. roguHe, erosr KOHLEPTHU
HaCTynu NPBEHCTBEHO Cy Ce Be3uBa/u 3a beorpaga.

CrojaHoBuh je mapasesHO C U3BOHAYKMM U KOMMO3UTOPCKUM
AKTMBHOCTMMA 61O noceeheH pagy Ha Mo/by MysuuKe regaroruje.
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composition (1899-1901) and dramatic composition (1902-1904).

His professional career as a performer and composer started
during his student days. Stojanovi¢ performed as a violinist and a
member of chamber ensembles. In 1906, he collaborated with the
pianist Paul Weingarten (1886-1948) and played second violin in the
String Quartet (1908-1910) of the famous Czech musician Frantisek
Ondricek (1857-1922) who, at that time, also lived in Vienna. After
moving to Belgrade, Stojanovi¢ performed with Emil Hajek (1886-
1974), Jovan Mokranjac (1888-1956), Aleksandar Slatin and other
musicians, with whom he also participated in various chamber
ensembles. At the same time, he occupied the positions of a member
of the Belgrade Philharmonic Orchestra and the concertmaster of the
Opera Orchestra of the National Theatre. Stojanovi¢ was occasionally
able to present his own works, which he performed within standard
concert repertoires based on the Classical-Romantic tradition. Many
Austro-Hungarian and Serbian cities, most of which became part of
the new Kingdom of Serbs, Croats and Slovenians after the Great War,
were included in the itinerary of his guest concerts during the first
quarter of the century (Pancevo - 1901; Belgrade - 1904, 1914, 1919,
1920, 1922; Zagreb — 1906; Osijek — 1914, 1923; Vrbas — 1919; Ljubljana -
1919, 1920; Sarajevo — 1919, 1922; Vukovar 1923; Timisoara — 1923, 1924;
Zemun - 1924, Novi Belej - 1924 etc.). From 1925 onwards, his concert
appearances were mainly tied to Belgrade.

Stojanovi¢ developed his work in music pedagogy in parallel
with his performing and compositional activities. His teaching at
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MpepaBao je Ha HoBom 6eykom KoHlepsaTopujymy (1909—1910)
My CBOjOj MPMBATHOj LUKO/IM 33 ycaBplUaBamwe BUOMHUCTA Y bevy
youn Benukor paTa. CBOje MegarowKko WCKYCTBO MPUMEHMO je U
fAa/be pasrpaHao y beorpagy. locne BUIIECTPYKMX 3a/arama 3a
yHanpehere HacTaBe y My3uuKoj WwKoam CmaHkosuh, rae je aenoBao
Kao HACTaBHWMK BMO/IMHE, @ HEKO/IMKO FOAMHA M Kao AUPEKTOPp,
CrojaHoBuh je mocTao jegaH og npBUX pepoBHUX npodecopa
HOBOOCHOBaHe Mysuike akagemuje y beorpaay (1937). Mpupeguo
je  yeTupwm 36MpKe MHCTPYKTMBHE BUO/IMHCKE /IMTEPaType, @ TOKOM
CBOI paga yTMLAO je Ha pa3BOj HEKO/IMKO reHepaumja npodecuHaiHnX
BMO/IMHUCTa Y Beorpagay.

O6wumaHonycMetpaCTtojaHoBMha, Koju obyxBaTaonepe,onepeTe,
baseTe, MHCTPYMEHTa/IHE KOHLEepTe, OpKecTapCKy, KaMepHy W
KNaBUPCKY MY3MKY, CO/I0 MecMe U XOpOBe, CamMo je Ae/MMUYHO
npeAcTaB/baH jaBHOCTU. CTojaHoBUh je Beh 1904. rogunHe cTekao
npusHame beuke nyb/mKe, Kaga je c ycnexom nsBeo cBoj KoHuepT 3a
BMO/IMHY Y A€-MO/y, Of. 1 M OCBOjMO AYCTPUjCKY ApKaBHY Harpagy 3a
CTYA,EHTCKY KOMTO3ULMjy M Harpagy Kojy my je goaenno Beethoven-
Haus y BoHy. Og My3M4KOCLeHCKMX gena, Tokom CrtojaHosuhor
KMBOTa M3Be/eHa je onepa Der Tiger [Turap]y Byaumneww (A tigris,
y mahapckom npeBogy, 1909), AOK cy y KapnoBom Teatpy y Beuy, a
NOTOM Wy APYrMM rPag0BUMa, NMpe/CcTaB/beHe hEeroBe ABe onepeTe:
Liebchen am Dach [/leBojka Ha maHcapgu] (Bey, 1917; Byaumneruta,
1917; Ocujek u BykoBap, 1918) u Der Herzog von Reichstadt [Bojsoga
og Pajxwrara] (bey, 1921; ByaumnewrTa, 1921). CtojaHosuhesa npsa
£Ba BMO/IMHCKA KOHLLepTa U3BOAMO je JaH Kybenuk. Apyru KoHuepT
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the New Viennese Conservatory (1909-1910) and his private school
for violinists in Vienna, before the First World War, were important
opportunities for gaining pedagogical experience, which he invested
in his later Belgrade activities. After his multiple efforts to improve
teaching in the Stankovi¢ Music School, where he was active both
as a violin teacher and the director, he became one of the first full
professors of the Belgrade Music Academy, which was founded in
1937. He prepared four volumes of instructive violin literature, and
influenced the development of several generations of professional
Belgrade violinists.

The extensive oeuvre of Petar Stojanovi¢, which comprises
operas, operettas, ballets, instrumental concertos, orchestral,
chamber and piano music, solo songs and choirs, has been
presented only partially. Stojanovi¢ caught the attention of the
Viennese public in 1904 with his First Concerto for Violin and
Orchestrain D minor, Op. 1, when he performed this work with great
success and won both the Austrian state prize and the Beethoven-
Haus in Bonn. Among the premieres of Stojanovi¢’s stage works
during his life were the performances of his early opera Der Tiger
(translated into Hungarian, Budapest — 1904) and his two operettas
at the Carltheater in Vienna - the Liebchen am Dach (Vienna - 1917;
Budapest - 1917; Osijek and Vukovar — 1918) and Der Herzog von
Reichstadt (Vienna - 1921; Budapest 1921). Stojanovi¢’s concertos
were appreciated the famous Jan Kubelik who played the first
two concertos for violin and orchestra. Kubelik premiered the
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3a BMO/IMHY, KOju My je 6uo u noceeheH, Kybeauk je npeacrtasuo
npeMujepHo Ha A06pOTBOPHOM KOHUepTy y CMeTaHWHOj canu
OnwTuHckor goma y Mpary (5. ebpyapa 1916). Mehy uctakHyTUm
KOHLEpPTHUM npegcTas/batbma CTojaHoBuheBUX gena nocsie 1925.
roguHe Mory ce u3gBojuTu npaussohewa CMMEPOHMjCKMX noema
Cvpm jyHaka (Beorpag, 1926) u Casa — yjedureeHa pekd Jy2oc/i08eHd
(Beorpag, 1926), KoHuepTa 3a BUO/AMHY U opKecTap 6p. 5, on. 78
(Beorpag, 1949), KoHuepTa 3a ¢psayty 1 opkectap on. 71 (MeHgo03a
y ApreHtuHu, 1951) 1 KoHuepTa 3a BUO/IMHY, KAaBUP U OpKecTap
(Beorpag v Huww, 1953). OpraHu30BaHoO je 1 HEKO/IMKO KOHLiepaTa ¢
npeacrtas/barem CTojaHoBUhEBUX OMyca noBOA0M KOMMNO3UTOPOBMX
jybuneja, y Kojuma cy y4ecTBOBa/M 3HAYajHU MOjeAUHLMU U My3UUKe
uHctutyuuje (Beorpag, 1938, 1952, 1953). Takohe, werosa my3suka
n3BoheHa je M Ha gomahum M MHOCTPaHWMM paguo-CTaHULAMA.
CTojaHOBWA je TOKOM CBOr pagHOr BeKa CTeKao BEe/MKW yr/ied, O
4yemy cBegoye U Harpage ApywTBa npujate/ba ymetTHocTu Ligujema
3y3opuh (3a cumdoHujcky noemy Casd, 1934) u Paguo Beorpaga
(3a Tpehu BMONMHCKM KOHLEPT, 1937). MHTepecoBamwe 3a Heros
onycC Har/10 ceé CMawbKno MO KOMMO3MTOPOBOj CMPTU, OF Kagda je
M TIpeACTaB/batbe HErOBUX [e/a MoCTaso Beoma peTko (Hmp.
npemujepe KoHuepTa 3a A4Be BUO/MHE U KAaBup y Beorpagy 1993/,
onepete Bojgoda 00 Pajxwmama y CpnckOM HapOAHOM MO30pULLTY
y HoBom Cagy [2003/, Te KoHuepTa 3a BMO/IMHY U OpKecTap 6p. 2
[2017/, 3axBasbyjyhn peKOHCTPYKUMju MapTUType, Kojy je ypaguia
MupjaHa *Kuskosuh).

|26 |



Second Violin Concerto, to whom it was dedicated, at a charitable
concert on 5™ February 1916, in Smetana’s Hall of the Municipal
House in Prague. Among some distinguish concert performances
of Stojanovi¢’s works after he moved to Belgrade, one can point to
the premieres of the symphonic poems Death of the hero (Belgrade,
1926) and Sava — The River of United Yugoslavs (Belgrade, 1934), and
his concertos for violin and orchestra No. 5, Op. 78 (Belgrade, 1949),
for flute and orchestra, Op. 71 (Mendoza in Argentina, 1951), and
for violin, piano and orchestra (Belgrade and Nis, 1953). There were
also several notable presentations of Stojanovi¢’s compositions on
the occasions of his work anniversaries, performed by important
musical institutions and individuals (Belgrade, 1938, 1952, 1953) as
well as numerous radio broadcasts of his works. All this, including
awards from the Cvijeta Zuzori¢ Art Friends Society (in 1934 for the
Sava symphonic poem) and Belgrade Radio (in 1937 for the Violin
Concerto No. 3) testifies to the respect that he enjoyed during his
life. However, the interest of soloists and musical institutions in
Stojanovi¢’s work reduced to a large degree after the composer’s
death. Until recently, the performances of his works were highly
sporadic (e.g. the double concerto for violin and piano played in
Belgrade in 1993; the operetta Der Herzog von Reichstadt performed
by the Serbian National Theatre in Novi Sad in 2003; Concerto for
Violin and Orchestra No. 2, reconstructed by Mirjana Zivkovi¢, in
2017).
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MW/bAHA NOMOBUR MATEPHM (Bro/MHA) 3aBpluma je LUkoay
3a My3u4Ke TazeHTe y hynpuju, Kao hak rerepaumje. OCHOBHe, MacTep
M creunjaincTnike CTyavje 3aBplunia je Ha PakyateTy mysuuke
ymeTHOCTM y Beorpaay, y knacu Mapuje LneHrnep. Moxahana je
MajcTopcKke KypceBe Kog [ejBnga TakeHoa, opgaHa Hukoauha,
CredaHa Mwunenkosuha, Uropa lMeTpyweBcKkor, JyavjaHa PaxiunHa u
Apyrux. Kao conmcra Hactynana je ¢ beorpagckom PuixapmoHujom
M KamepHMM opkecTtpom [yoauu Cg. bopha. OcTBapw/ia je HacTyne
Ha MHOrobpojHMM KOHLiepTMMa LWMpom EBpore, y CBOjCTBY CO/MUCTE,
KamepHor 1 opkecTapckor My3udapa (Hemauka, LBajuapcka, YKpajuHa,
C1oBeHuja, Yewka, Ayctpuja, Mtanmja, bearvja, C1oBayka, XpBaTcKa,
Ipuka, MakegoHuja, Mahapcka). Og 2007. rogmMHe CTa/HU je Y/aH,
NMOTOM M KOHLiepTMmajcTop ydaya Ce. Bopha, C Kojuma je yyecTBoBasa
Ha MpeKko 300 KoHuepaTa Yy 3eM/bM M MHOCTpaHcTBy. HacTynana je
Ha peHomMWpaHuM aomMahum u MHocTpauum ¢ectuBamma (BEMYC,
HUMYC, COMYC, /bybmaHa ¢ecmugasn, Oxpudcko semo, Bbosbwioj
pecmusan UTA), KO U Yy NMO3HATUM KOHLLepTHUM gABopaHama (Carnegie
Hall y Hbyjopry, Yajkoscku y Mockswu, Konzerthaus y bewy, /lucuHcku
y 3arpeby utg). Kao yiaH lydaua Cs. Bophd, a 0, 2009. roguHE U Kao
CTa/sHW Y1aH Beorpagcke dunxapmoHruje, capahusana je c ymeTHUMLMMA
cBeTcKe penyTauuje (3ybuH Mexta, FopgaH Hukonwh, Hemarba
Papynosuh, emko /lyunh, 3opaH Togoposuh, Emanyen Maju, Maja
BorgaHosuh, Muwa Majcku, JyamjaH PaxauH, Ctepan MuneHkosuh
U MHOTU Apyrn).
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MILJANA POPOVIC MATERNI (violin) was the best student of
her generation at the School for Musical Talents, in Cuprija. Her
graduate and postgraduate studies as well as her specialisation
were all completed in the class of Marija Spengler at the Faculty of
Music in Belgrade. She attended master classes with David Takeno,
Gordan Nikoli¢, Stefan Milenkovi¢, Igor Petrusevski, Julian Rachlin
and others. She played as a soloist with the Belgrade Philharmonic
Orchestra and the St. George Strings chamber ensemble and took
part in numerous concerts all over Europe as a solo player as well
as a chamber and orchestra musician (Germany, Switzerland,
Ukraine, Slovenia, Czech Republic, Austria, Italy, Belgium, Slovakia,
Croatia, Greece, Macedonia and Hungary). Since 2007, she has been
a member and then the concertmaster of the St. George Strings,
with which she gave over 300 concerts both at home and abroad.
She has played at local and international festivals (BEMUS, NIMUS,
SOMUS, Ljubljana Festival, Ohrid Summer, The Bolshoi Festival of
Russian Music etc.), and in famous concert halls (Carnegie Hall in
New York, Tchaikovsky in Moscow, Koncerthaus in Vienna and
Lisinski in Zagreb). As a member of the St. George Strings, and the
Belgrade Philharmonic Orchestra, since 2009, she has collaborated
with world famous artists (Zubin Mehta, Gordan Nikoli¢, Nemanja
Radulovi¢, Zeljko Luci¢, Zoran Todorovi¢, Emmanuel Pahud, Maja
Bogdanovi¢, Mischa Maisky, Julian Rachlin, Stefan Milenkovic¢ etc.).
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/bYBOMUWP MUNIAHOBUT (B10/1a) AUMIOMUPAO je 1 MarucTpupao
y Kaacu TeTpa MBaHoBuha Ha PakyateTy My3suyke ymMeTHOCTU Y
Beorpaay, a ycaspLuaBao ce y LLKoau 3a mysury u gpamy Guildhall y
/IOHA0HY, F/e je NpOBeO ABOroAMLLIFbE NMOCTAUMN/IOMCKE CTYAM]E Y K1acK
AejBnaa TakeHoa. MNpeaaje B0y Ha PakynTeTy My3uiKe YMETHOCTU Y
Beorpagy, y 3Barby BaHpegHor npodpecopa. Kao conmcra HacTynao je
¢ beorpagckom ¢puaxapmonujom, CUmPoHUjckum oprecTpom PTC-a,
KamepHUM opKecTpoM lyoayu C8. bopha, Te goMahuM U UHOCTPaHUM
Mysmdapuma mehy kojuma cy TFopgaH Hwukoauh, AejaH /lasuh,
/bybuiua JoaHoBwh, CpeteH Kpctuh, Jypuj BawmeTt, Kupua PoaumH,
CphaH Tpyjuh, Bragumup KyneHosuh u apyru. Mopes ociarbarba
Ha CTaHAAPAHY KOHLEePTHY /MTepaTypy 3a BMO/Y, CBOj pernepToap
nocebHO ycMepaBa Ha npe/cTaB/barbe cCaBpemMeHe mMysuke. MojeguHu
KomnosuTopw nonyT MBaHa JesTuha n CBetTncasa boxuha nocsetnam
Cy My CBOja ge/1a. AKTMBaH je 1 y 06/1acT1 KaMepPHOT 1 OpKeCTapCcKor
usBohawTea. Kao jegaH og ocHuBayva u Boha BMOsa ydaya Ce.
Bopha HacTynao je Ha KoHUepTMMa LMpom EBpore. YyecTBOBao je
n 'y mehyHapoAHUM MpojeKTUMa C Apyrum aHcambamma. Y [JaHCKOj
je cBMpao ¢ AHcambsiom Det Jyske, yk/byuuBLUM Ce y TypHejy OBOr
KamepHOr opKecTpa no [aHckoj, M'pykoj u Cupwmju. bro je roctyjyhm
4ynaH KamepHor aHcambaa /IOHAOHCKOT CMMQOHMjCKOT OpPKecTpa,
£,€/10Ba0 je Kao 41aH MehyHapogHor opkectpa dectusana Belt and
Road y WeH:xkeHy y Kunu (2016, 2017), a 04 2018. roguHe roctyjyhu je
4naH kamepHor opkecTpa Norddeutschen Barocksolisten. AupekTop je
KamepHor opkecTtpa ydayu Cs. hopha.
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LJUBOMIR MILANOVIC (viola) graduated and finished his
master studies in the class of Petar Ivanovi¢ at the Faculty of Music
in Belgrade. He continued his education with David Takeno at the
Guildhall School of Music and Drama in London, where he spent two
years of his postgraduate studies. He is an assistant professor of viola
at the Faculty of Music in Belgrade. As a soloist he has performed
with the Belgrade Philharmonic Orchestra, the Symphony Orchestra
of Radio Television of Serbia, St. George Strings chamber orchestra,
and has collaborated with distinguished musicians such as Gordan
Nikoli¢, Dejan Lazi¢, Yuri Bashmet, Sreten Krsti¢, Kiril Rodin, Ljubisa
Jovanovi¢, Srdan Gruji¢, Vladimir Kulenovi¢, etc. Apart from standard
literature for viola, he regularly dedicates himself to the presentation
of contemporary music. Some prominent Serbian composers such as
Ivan Jevti¢ and Svetislav BoZi¢ have dedicated their music to him. He
is active in the fields of chamber and orchestral performances and,
as one of the founders and the solo violist of the St. George Strings,
he has performed all over Europe. Additionally, he has participated in
international projects with various ensembles. In Denmark, he played
with the Det Jyske ensemble and toured Denmark, Greece and Syria
and he was also a guest viola player in the Chamber Orchestra of
the London Symphony Orchestra (LSO). In 2016 and 2017 he was a
member of the international ensemble of the Belt and Road festival
in Shenzen (China). He is currently a guest member of Norddeutschen
Barocksolisten (since 2018) and also holds the position of director of
the St. George Strings chamber orchestra.
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CPBAH CPETEHOBUT (BuWO/10HYE/N10) poheH je y Bopy, 1976.
roguHe. Y4mo je Buo/1oH4en0 y LLIKoan 3a My3u4dke TaseHTe y hynpumju
yknacu Pe/be heTkoBuha, a3atumje cTygmpao Ha PaKyaTeTy MysuuKe
ymeTHOCTM y Beorpagy, y knacu CaHgpe besavh, rae je auniommupao
(2000), maructpupao (2003) u gokTopupao (2011). FoauHe 2005.
6uo je duHanmncTa Takmuyemwa Mysuuke omnaguHe y beorpagy.
YuecTByje y pagy pasHOBPCHUX KamepHMX cacTaBa, u3sogehu gena
o4 6apoka 4,0 caBpemMeHe My3uKe. Y/1aH je AHcamb/1a 32 HOBY MY3WKY
[paduauwme,y4vjemje nymeTHuykom Behy. HacTynaoje kao conmcra
copkectpoM PTC-a, Opkectpom Bojcke Cpbuje CmaHucaas buHU4Ku u
xopowm Collegium musicum. CapahuBao je ¢ gupureHTUma laprHKom
MaTtuh Maposuh, [pegparom Toctom, JopgaHom [adoBum,
BMO/IMHUCTMMA CTedpaHom MwuneHkosuhem, Fropganom Hukoanhem
u BecHom CrankoBuh, daaytnuctom /bybuiom JoaHoBuhem u
Apyruma. Tpeko neTHaecT roAguHa 61O je CON0 BMO/IOHYENUCTa
KamepHor opkecTpa lyoauu C8. hopha. Y ce3oHama 2014. U 2015.
6uo je Boha rpyne BuosoH4ena y Cum@poHujckom opkecTtpy LipHe
rope. PegoBHO HacTyna Ha gomahum pecTnBaamma Kao LWwro cy Yesno
¢pecm, BEMYC, HOMYC, HUMYC, Mokpareuesu 0aHu v MehyHapogHa
TpubMHa KomnosuTopa. OCTBapMO je CHUMKe 3a Paguo-Ttenesusujy
Cpbwje, Kao 1 3a gnckorpadcka nsgara Mysmukor MHGopmMaTUBHOT
LeHTpa, AHCambAa 3a HOBY My3uKy Ipaduauwme n My3uKO/10LWKOr
ApywTBa Cpbuje. 3anocseH je Kao BaHpeaHu npodecop Ha Kateapwu
33 rygayke MHCTpymeHTe Ha Paky/nTeTy MysuvKe YMETHOCTM Y
beorpaay.
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SRDAN SRETENOVIC (cello) was born in Bor in 1976. He attended
the School for Musical Talents in Cuprija with Relja Cetkovi¢ and
finished his graduate (2000), postgraduate (2003) and doctoral
studies (2011) in the class of Sandra Beli¢ at the Faculty of Music
in Belgrade. In 2005, he was a finalist of the Jeunesses Musicales
Competition. Taking part in activities of various chamber ensembles
he performs music spanning from the Baroque era to the present
time. He is a member of the Construction Site Contemporary Music
Ensemble, in which he also acts as an Artistic Council member and
he has been a soloist cello player in the St. George Strings chamber
orchestra for fifteen years. During the 2014 and 2015 seasons, he
was the leader of the cello group in the Symphonic Orchestra of
Montenegro. His solo career has included collaborations with the
Symphony Orchestra of Radio Television of Serbia, the Art Ensemble
of the Ministry of Defence Stanislav Binicki, the Collegium Musicum
Choir as well as the conductors Darinka Mati¢ Marovi¢, Predrag
Gosta, Jordan Dafov, the violinists Stefan Milenkovi¢, Gordan Nikoli¢,
Vesna Stankovi¢, the flutist Ljubisa Jovanovi¢ and many others.

As a soloist and a chamber and orchestra musician he regularly
performs in the Cello Fest, BEMUS, NOMUS, NIMUS, the Mokranjac
Days and other festivals. He has recorded for Radio Television
Serbia and the discography of the Music Information Centre, the
Construction Site Contemporary Music Ensemble and the Serbian
Musicological Society. He is an assistant professor of cello at the
Faculty of Music in Belgrade.
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HEAA XOPMAH (k1aBup) cTyampana je y knacu Apba Basngme
Ha ®akynTeTy mMy3smyke ymeTHOCTM Y Beorpagy, rae je gunaomupa-
na (1999), v Ha BMCOKOj WWKO/AM 33 My3UKy Y KesHy, rae je 3aBpLumia
ctyauje (2002) Kao cTuneHaucTa Hemadke cyskbe 3a akagemcky pas-
meHy (DAAD). Maructpupana je y Kaacu Pute KuHke Ha AKagemuju
ymeTHocTH y HoBom Cagy (2004), a 4OKTOpUpana y 06/1acTu KamepHe
My3uKe y k1acu 3opuue heTkouh, Ha PakynTeTy My3ndKe yMeTHOCTU
y Beorpaay (2015). Pagu y 3Batby BULLIEr YMETHUYKOT CapajHUKa Ha
dakyaTeTy My3undke ymeTHOCTH y Beorpagy. /laypear je MHOrmx Tak-
MUYeHa y 3eM/bM U MHOCTAHCTBY. HacTynana je y Hemaukoj, ®paHuy-
CKOj, UTanuju, MpuKoj, /IntBanumju, Makeaonuju, JyxkHoadppu4koj Peny-
6/muu, Hammbuju n bousanu. Hactynasa je 1 ca pas/MyuTUM aHcam-
6/11ma Kao wro cy lyoayu Ce. bopha, beorpagckv KamepHu opKecTap
AywaH CkospaH, Camerata academica, xop Collegium musicum utg, C
HapouuTum adpuHuTeToM noceehyje ce n3Bohery caBpemeHe My3uKe.
Kao co/mcTKMba 1 Y1aHnLa KamepHMX cacTaBa pegoBHO HacTyrna Ha
MehyHapoaHOj TPOUHU KOMMO3MTOPA, rAe je A0 casda ussena bpojHa
HOBa /1e/1a UCTaKHYTUX CaBPEMEeHMX ayTopa CBUX KOMMO3UTOPCKUX re-
Hepauuja. YuecTBOBaa je 1 Ha pecTtmBamma Komnosumopu y npeom
nuyy, KOMA u Lasciar vibrare. OCHUBaY je U YMETHUYKU AUPEKTOP aH-
camb/1a 3a HoBY My3uKy [padusuwme (2011), C KOjUM je g0 caga oap-
Ka/1a OKO 30 KOHL,epaTa y 3eM/bM M MHOCTPaHCTBY (/IMTBaHKja, LipHa
ropa, XpBaTcKa, M3paen). CHumana je ca CUMQOHMCKMM OPKeCTpOMm
Paguo beorpagaa, Kao u 3a gnckorpadcka nsgama Mysmnykor MHPop-
MaTMBHOT LleHTpa, AHcamb/1a 3a HOBY My3uKy [padusiuwime 1 Mysuko-
/oLwkKor apywtea Cpbuje.
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NEDA HOFMAN (piano) studied with Arbo Valdma, both at the
Faculty of Music in Belgrade, from where she graduated (1999), and
the Hochschule fiir Musik in Cologne, where she finished her studies
(2002), as a holder of a DAAD (Deutscher Akademischer Austausch
Dienst) scholarship. She completed her postgraduate studies with
Rita Kinka at the Academy of Art in Novi Sad (2004) and doctoral
studies of chamber music in the class of Zorica Cetkovic at the Faculty
of Music in Belgrade (2014). She works as a senior artistic fellow at the
Faculty of Music in Belgrade and is the laureate of many competitions
both at home and abroad. She has performed in Germany, France,
Italy, Greece, Lithuania, Macedonia, South Africa, Namibia and
Botswana, and collaborated with various ensembles, such as
the St. George Strings, Dusan Skovran Belgrade String Orchestra,
Camerata Academica, Collegium Musicum Choir, etc. She has particular
performance affinities for contemporary music and, as a soloist and
chamber musician, she regularly participates in the International
Review of Composers in Belgrade, where she has given the first
performances of many works of major contemporary composers
of all generations. Her activities also include participation in other
festivals such as the Composers in the First Person, KOMA and Lasciar
Vibrare. She is a founder and artistic director of the Construction Site
Contemporary Music Ensemble (2011), with which she has so far given
about 30 concerts in Serbia and abroad (Lithuania, Montenegro,
Croatia and Israel). She has recorded with the Symphony Orchestra
of Radio Television of Serbia as well as for the discography of the
Music Information Centre, the Construction Site Contemporary Music
Ensemble and the Serbian Musicological Society.

[35]



MY3MKO/IOLLKO APYLWUTBO CPBMJE (MAC), OCHOBAHO v peruc-
TPOBaHO Kao Hay4HO yapy»Kere 2006, aKTUBHO je 04, 2007. roguHe.
ApyLITBO OKYMn/ba soMahe M MHOCTPaHe aKagemMcKe My3uKo/10re pas-
/IMYUTUX FeHepaLmja, aan 1 nojeanHLe U3 Apyrux AUCUUNANHA, KOju
ce y CBOjUM UCTpaxmBarmma nocsehyjy mysumun. CTpaTeLluKku npuo-
puteTu genosarba MysmKoaowKor gpywtea Cpbuje ocaamajy ce Ha
ABa MehycobHo noBesaHa nosba paaa, 04 Kojux je jegHo 3acTyrn/beHo
KpO3 pa3Bujatbe U MPOMOBMUCAHE HAYYHUX aKTUBHOCTU, AOK APYro
npunaga no/by NnpumMereHe mysmrko/oruje. Mehy HajkpynHujUM Hayu-
HUM pe3yATaTuma, Koje je /IpyLuTBO peann3oBa/io CaMOCTa/HO UN Y
Capaamu C APYrUM MHCTUTYLMjaMa, UCTUYY Ce OpraHmn3oBatbe LwecT
Hay4HUX CKYroBa, objaB/buBatbe MeT 3060pHMKA Hay4yHMX pasoBa U
4eTUPU KO/IeKTUBHE MOHOrpaduje. MHOrobpojHe akTMBHOCTU My3u-
KO/IOLLKOT ApyLITBa U3 06/1aCTU NPUMEbeHe My3UKO/10T1je YK/by4yjy
OpraHun3oBame TPUOUHA, KOHLEPTHUX U APYrMX MY3UYKMX gorahaja,
AWUTUTA/NHO apXMBUPatbe HOTHUX M 3BYYHUX 3anuca u objaB/buBatbe
napTutypa, CD 1 DVD usgama. HajsanaxeHuju pesyatatu U3 Tor g0-
MeHa OCTBapeHU Cy Y OKBUPY Npojekata AHMo/102ujcka 0esa cpncke
My3uke n Tpdzom 3dnucad U 38yKd, KaO BPeAHMX AOMPUHOCA 3aLUTU-
T, OYyBakby W MpeACcTaB/batby HemaTepuja/siHe KyATypHe HaluTuHe.
Y cBOM pgocalubeM pagy My3mMKO/OLWKO APYLUTBO U3FPaanio je Be-
/MKY CapagHUYKYy MpPeXy C UCTAaKHYTUM Hay4YHUM, NPOCBETHUM, MY-
3UYKUM M MHCTUTYLMjama KyAType y 3eM/bu (My3UKO/IOLIKU MHCTUTYT
Cpricke akagemuje HayKa M yMeTHOCTH, KaTeagpa 3a My3uKoa0rujy
PakynTeta Mmysuuke ymetHocTn y beorpagy, MaTtuua cpncka y Ho-
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The SERBIAN MUSICOLOGICAL SOCIETY (SMS) was founded
and registered as a scholarly association in 2006 and started to
work in 2007. It brings together academic musicologists of various
generations from Serbia and abroad as well as scholars from related
disciplines whose research involves the field of music. The guiding
principles of the Serbian Musicological Society rest on two interre-
lated types of action that have been present since its foundation.
One of these refers to the desire to develop and promote scholarly
areas of activities, while the other includes the field of applied mu-
sicology. Six musicological conferences, five collections of papers
and four collective monographs, realised by the Society either inde-
pendently or as joint projects with partner institutions, stand out as
the main scholarly musicological achievements. A diverse range of
activities in applied musicology includes organising public lectures,
concerts and other musical events, the digital archiving of written
and audio records of music, and the publication of musical scores,
CDs and DVDs. A significant part of this work was carried out within
the framework of the projects Anthological Pieces of Serbian Music
and Following the Record and Sound, representing valuable contribu-
tions of the Serbian Musicological Society to different aspects of the
reconstruction, preservation and promotion of music as an intangi-
ble heritage. In the fulfilment of its various projects, the Musicologi-
cal Society has created a broad collaborative network of respected
scholarly, educational, musical and cultural institutions in Serbia (e.
g. the Institute of Musicology of the Serbian Academy of Sciences
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Bom Cagy, Paguo-Tenesusuja Cpbuje, Onepa u Teatap MadaeHua-
HyM, My3uyka omnaguHa Beorpaga wta). MctoBpemeHo, ApywTBo
je OKpeHyTO yCrnocTaB/batby Capagre C UHOCTPaHUM MY3UKO/IOLLKUM
opraHu3auujama u MehyHapogHUM My3UKO/IOLLKUM APYLUTBOM.
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and Arts, the Department of Musicology at the Faculty of Music in
Belgrade and Matica Srpska in Novi Sad, the Serbian Broadcasting
Corporation, Madlenianum Opera & Theatre and the Musical Youth
of Belgrade). The Society is also focused on establishing contact and
cooperation with foreign musicological associations and the Inter-
national Musicological Society.
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