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Globalisation and Western music historiography

Katy Romanou*
European University of Cyprus, Nicosia

Abstract

Globalisation of musicology and music history aims to fuse the divisions created
during Western music’s acme, and is referred to as “post-European historical thinking”.
Therefore, “post” and “pre” European historical thinking have much in common.
One aspect of this process of fragmentation was that music history was separated
from theory and that Western Music Histories succeeded General Music Histories
(a development described in some detail in the article). Connecting global music
history with “post-European” historical thinking is one among numerous indications
of Western awareness that European culture has reached some sort of a terminal
phase. Concurrently, countries that have been developing by following Western
Europe as a prototype, are leading today some past phase of Western development,
which, with the ideas of cultural relativism prevailing, are not considered inferior.

Keywords
Globalisation, musicology, music history, ethnography, ‘post-European”,
fragmentation

Globalisation of musicology and music history is a much-
discussed subject nowadays. In order not to get disorientated by
numerous interpretations, [ give below points from two important texts
concerning the objectives of globalised musicology. They are from
Federico Celestini’s and Philip V. Bohlman’s “Editorial: Musicology
and the Discourses of Global Exchange”, in Acta Musicologica, the
periodical of the International Musicological Society (Celestini and
Bohlman), and from the site of the Balzan Research Project “Towards
a global history of music”, directed by Oxford professor Reinhard
Strohm, awarded a prize by the International Balzan Foundation in
2012, conducted in 2013-2016 (http://www. balzan).

Both texts have kind of an apologetic stance for the central and
leading position of the West in world musicology. Reading the Acta
editorial, one realises that the attribute “international” in the society’s
title gets a new meaning that conforms to Western musicologists’
appeased superiority awareness, and to Western qualms about
colonialism. Essential features of global musicology are connoted in
the brilliantly inclusive phrase “to promote post-European historical

! romanoy@otenet.gr
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thinking”, used to describe the aims of the Balzan project (http:/www.
balzan). In conjunction with the consciousness testified to in both texts
that a “pre-European” period existed in Western music history (and
thinking) marked by “global” characteristics,” it is logical that the term
“post-European” frames “European” between two periods with com-
mon characteristics, and shows the awareness that European cultural
dominance has come to an end. Interestingly, the two extreme periods’
common features are perceived today as multi-nationalistic and multi-
cultural, or else, characterised by the fusion or union of fragments.
This perception is indicative of Western music historiography’s
firmly, but recently, established “canons”, as this interpretation of
“pre-" and “post-Europe” takes as the basis of culture the mid period.

A similar token of Western musicology’s deeply and rigidly
rooted tradition, and dogmatism is the fact that the Balzan project,
a project that aims at “post-European” thinking, is conducted by
music faculties of Western European universities (Humboldt Uni-
versity of Berlin, King’s College of the University of London, the
University of Oxford, the University of Vienna, and the University
of Zurich), but for one exception (the Hebrew University of Jeru-
salem). It is certainly a fact that those institutions’ archives, librar-
ies and technical facilities offer the best conditions for research on
the music of the entire world. But, the aim of the program is not
to change European thinking by getting to know the music of other
civilisations (something much done already), but to try to understand
how members of the other cultures think about their own as well as
other music cultures (European included). Such an open receptivity
presupposes radical changes in a broad territory of academic issues,
from established concepts about scientific thinking and writing, to
practices such as “exchanging references nets”, which keep academic
constructions stable and self-proliferating. However, clues of such
a change one may discern in the bridges that have been lately built
between historical musicology and ethnomusicology.

Fragmentations

As T understand it, “post-European” means “after the dominance
of European civilisation”, as moulded since the Renaissance, reaching
its peak in the eighteenth and the nineteenth centuries with the devel-
opment of nationalism, and standing as the model for progress for the
largest part of the globe up to about the mid twentieth century.

2 For instance, in the Balzan program we read that the “idea of a global history of music
[...] may be traced back to enlightenment forerunners” (http://www.balzan), and the
Acta editorial brings in as an example of “the flow of musical transfers across border
regions” the expansion of modal theory and practice into “the Mediterranean and Asia
for centuries” (Celestini and Bohlman 2014: 1-2)

10



Katy Romanou Globalisation and Western music historiography

Fragmentation was characteristic of the growth towards the
acme of Europe, in several domains of music culture: in nationalism
that energized antagonism, in the development of scientific research,
in the separation of music history from ethnography and from music
theory; in the emergence of national music histories that succeeded
the “general histories of music” of eighteenth century writers. Also,
in the massive industrial production of musical instruments, and the
printing of musical scores (boosting bourgeois musical culture), in
the specialisation of musical professions, of musical interpretation,
and musical composition; most importantly, in music education that
in the 19" century was for the first ever time divided into as many
“schools” as there are music instruments in a symphony orchestra.
Fragmentation has been thus related to antagonism (between nations,
schools, persons), to a sense of equality in relation to specialisations
(the student of any instrument receiving a diploma equal to all other)
and to the democratisation of culture (through the commercialisation
of music products and musical events).

Music history was separated from music theory towards the end
of the 17" century. It is the directions of contemporary study of the
past that have masked the involvement with music history of earlier
writers known today as theorists, such as Franchino Gaffurio (in the
15" century) or Michael Practorius (in the early 17" century). The
union of theory and history is also illustrated the other way around:
namely the earliest Italian work to contain in its title the words “music
history” does not differ much from theoretical works discussing
history. Such is the case with the work by the Italian Giovanni Andrea
Angelini Bontempi that appeared in 1695 with the long title History
of Music, in which there is a full knowledge of the ancient theory and
practice of harmonic music, according to the doctrine of the Greeks,
who restored her to her ancient dignity, after she was first invented by
lubal before the deluge, and then, re-invented by Hermes; and as was
the case with theory, it was also from ancient practice that was born
later on modern practice, containing the science of counterpoint
(Bontempi).

As conveyed in this title, contemporary music is conceived as a
tradition inherited from a common past where ancient Greek writers
are fused with the Bible. Replications in early historic accounts are
common because tradition was evaluated for its durability — before
progress evolved as an attainment of culture. Boethius’ writings, for
instance, circulated in hundreds of manuscripts, before the invention
of printing and were a basic source.

Up to the 17" century ancient Greek literature, through Boethius
or not, in Latin or in Greek, was the store of learned Europeans.
This was greatly enriched in the enlightenment. Reason, scientific

11



My3ukonoruja 19 -2015 Musicology

knowledge and methodology, the discovery of new lands, as well as
the trend to connect music to actual politics distinguish the works of
the French Marin Mersenne and the German Athanasius Kircher.

Both were men of extraordinary knowledge. Although their
works on music are not histories, they provided historians with very
important new material. Acoustics, archaeological findings — beyond
Greece — architecture, medicine and politics are connected to the
study of music. A polyglot, Kircher extends his curiosity in his Mu-
surgia Universalis (Kircher) to the music of all contemporary peo-
ples that he came across in his travels, including the Mediterranean
people.

The autonomy of music historiography

Five years before Bontempi’s history mentioned above,
Wolfgang Caspar Printz published his own history, which is
considered to be the first autonomous history of music, entitled
Historical description of the noble art of singing and playing, in
which the origin and discovery, the progress and improvement, the
various uses, the wonderful effects, the diverse enemies and the most
famous practitioners from the beginnings of the World up to our
times, will be narrated and exposed, as briefly as possible, composed
from the most famous authors and brought into order (Printz 1690).
But Printz is also following the inherited tradition. It would take
one more century for Germans to realise the cultural importance of
Luther’s Reform, and divert from catholic tradition.

In the 18" century two British historians much advanced music
historiography, by searching for original sources of knowledge
inherited, introducing critical examination of sources and, in the
case of Burney, by travelling and experiencing musical life in other
countries.

Charles Burney and Sir John Hawkins describe in their General
Histories of Music (Hawkins 1776) all activities connected with the
creation and propagation of music, in all places they were able to
have knowledge of. They give information on composers, performers,
writers on theoretical and historical works, music instruments and
their manufacturers, and various institutions related to education and
the distribution of music, commercial or not.

Charles Burney (1726—-1814), a PhD from Oxford, wrote one
of the most fascinating music histories, entitled 4 General History
of Music from the Earliest Ages to the Present Period, in four
volumes published from 1776 to 1789 (see Burney). He collected
his information travelling to France, Italy, Germany and the Low
Countries. He visited libraries, made interviews, listened to much

12
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music, and was acquainted with all kinds of persons and institutions
connected to music that might satisfy his interest in marginal
European cultures. His history speaks of composers and performers,
writers on music, instruments and their makers, music publishers and
other institutions for music education and trading, in all places he
could be informed about. Burney is progressive, an admirer of the
Enlightenment, believing that his epoch is the summit of European
civilisation. But music is not yet considered a high achievement of
civilisation. He defines music as “An innocent luxury, unnecessary,
indeed, to our existence, but a great improvement and gratification of
the sense of hearing. It consists at present, of Melody, Consonance,
and Dissonance” (Burney 1776: xiii)

Nationalism in music historiography was the product of
German writers. Luther’s radical disruption of the tradition preserved
in Catholicism, initiated a German tradition that would supplant it,
in the 19" century. The revival of church music, especially Bach’s,
occupied an important position in this pursuit, since German music
tradition was so tightly connected to the Reformation. Johann
Nikolaus Forkel (1749-1818) played an important role in this
revival with his General history of Music (Forkel 1788, 1801). The
first volume speaks of antiquity, and the second extends to the 16™
century. The third volume, a Specialgeschichte der deutschen Musik,
was not completed and therefore the monograph on Bach, which
should have been annexed to it, was published separately in 1802 as
On Johann Sebastian Bach's Life, Art and Artworks (Forkel 1802).
German music history was conceived as a “special history” in this
carly period of the 19" century and was presented as a biography.
Thus, nationalisation of music histories developed in parallel with
the sanctification of the great composer and his work. Music histories
appeared thereafter, as a rule, in the form of a series of biographies.

It is Raphael Georg Kiesewetter (1773—1850), an expert in both
Greek and Arab music,® who breaks completely with the inherited
historio-graphical tradition and appends ancient Greeks to the back
pages of his history of Western European music. It was published
in Leipzig in 1834 under the title History of Western European or
our Modern Music. Presentation of its Origins, its Growth and its
Gradual Evolution from the first century of the Christian Era to the
Present, for every Friend of Music (Kiesewetter 1834). In this work
chronological periods are determined by outstanding musicians,
whose names are the titles of the work’s subdivisions.

August Wilhelm Ambros (1816—1876) arelative of Kiesewetter,
includes ancient Greece in his History of Music (Ambros) and also

3 R. G. Kiesewetter’s study on Arab music was amply acknowledged as unsurpassed,
during at least the entire nineteenth century (Kiesewetter 1842).

13
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divides the material into chapters headed by the names of musicians.
His history, despite its title, did not reach beyond the Renaissance.
The chapter on Greece is the third, since this is a world history and
not a Western European one, the first in German language to speak of
the music of other civilisations based on sources and not on received
literature. The first chapter is on primitive people, and on the cultures
of the Chinese, Indians and Arabs; and the second is on ancient
civilisations except Greece (Egyptians, Assyrians, Babylonians,
Persians, Phoenicians, Phrygians, Lydians, and Jews).*

In 1830 Fétis criticised French historiographers for writing on
subjects that do not require real research and concrete evidence, but
go on repeating old sayings about the moral power of music and about
general aesthetics which, he says, when not studied from a musician’
s point of view, is useless (Fétis 1830, 167). His Histoire générale de
la Musique in five volumes (1869—1876) is the first history in French
to follow progressive trends in historiography. His history reaches
the 15" century. In the first volume he discusses the genesis of
music through social anthropology in a text of over 100 pages. Most
sources for the beginnings of musical praxis are linguistic studies,
the connection of the word to singing being firmly conceived by the
French, as Gary Tomlinson’s observations (discussed below) show.

Fétis gives transcriptions of aboriginal melodies, sketches of
primitive instruments and quotations of travellers’ impressions. Other
more advanced non-European cultures are also extensively discussed.
Fétis has no doubts that music was highly developed in Europe, but
his task as an historian is to know what today’s musicologists call
“the Other”.

The acme of Western musicology: erasing the predecessors

The multi-volume music histories published in the 20™ century
are great achievements of the science of musicology. In 1901-
1905 Oxford published its first multi-volume History of Music,
edited by William Henry Hadow. The six volumes were written by
H. E. Wooldridge, C. H. H. Parry, J. A. Fuller-Maitland, Edward
Dannreuther, and William Henry Hadow.

The summit of Western musicology is represented in the second
multi-volume history, The New Oxford History of Western Music
(Westrup et al. 1954—1990). Both the editorial board, and the editors
and writers of each volume are top musicologists: Gerald Abraham,

4 Ambros was planning five volumes, but completed three. Gustav Nottebohm finished
from his notes a fourth volume, that circulated in 1878, and Otto Kade published in
1882 a music anthology that had been collected by Ambros to be used in his history. No
volume reaches beyond the Renaissance.

14
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Martin Cooper, Edward J. Dent, Nigel Fortune, Dom Anselm Hughes,
Anthony Lewis, F. W. Sternfeld, Egon Wellesz, and J. A. Westrup.

From the first chapter of the first volume we can see an
important change in the attitude of music historiographers: a growing
disapproval of past histories that led gradually to their oblivion.
Marius Schneider writing the first chapter of the first volume entitled
“Primitive Music”, a chapter much resembling Fétis’ coverage of the
subject, opens with this wrong statement: “Until a few decades ago
the term ‘history of music’ meant merely the ‘history of European art
music’” (Schneider 1957: 1).

As stated by Gary Tomlinson, Guido Adler’s 1885 manifesto,
proclaiming musicology as an academic discipline, “forgets the
large literature on music history produced in the eighteenth century
but also ignores a fact of subtler, deeper import: the presence of
singing at the heart of eighteenth-century accounts of the history of
European society, of Europe’s relation to other societies, and indeed
of the origins of all societies” (Tomlinson 2003: 33). He shows that
anthropology and history were a unity (as they tend to become today)
that was gradually divided. The process of this division is tightly
connected to the ascent of Western art music to its acme.

Tomlinson sees two stages in the development of Western music
theorising that were crucial for the establishment of musicology
at the end of the 19" century, and its division into systematic and
historical. One was in the 18" century, when instrumental music was
conceived as a specifically European music, distinguishing it from
music of other cultures that continued to be related to the word, and
an autonomous art (“absolute music”’). According to Tomlinson,

this conception of musical autonomy appears as a powerful philosophical
assertion by elite Europe of its own unique achievement and status. In
historical terms [...] it presumes the European instrumental traditions of its
time as the telos of all musical progress. In doing this it simultaneously
posits for territories beyond Europe a set of anthropological limitations.
These locales are, now more than before, spaces of primitive (that is, static
or a-historical) or regressive (historically failed) musical practices. In
coming to seem a marker of European distinction, instrumentalism is now
set off in complex ideological opposition to non-European vocalism. The
singing that Rousseau could still offer as a trait shared across all humanity
is now instead an index of human difference (Tomlinson 2003: 38).

The other stage (in the separation of historiography from
ethnography) was when (first in Forkel’s Algemeine Geschichte der
Musik) the distinction was made between written music and oral
music. From then on, Tomlinson says, “European music history will
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evolve from writing, while music anthropology encounters a space of
orality” (Tomlinson 2003: 37).

Crossing to a new era

The fragmentation of a broad discipline serves the quest for
scientific perfection but is also pursued as a solution to the problem
of professional inflation. But fragmentation has reached such
extremes today that the result is like that of a pointillist painting;
to see the picture, the majority of points are necessary, while no
point is meaningful by itself. Studying one of the points gives inept
knowledge, and creates meaningless goals. It is only logical to expect
the process of specialisation and fragmentation to come to an end,
and globalisation is evidently showing that.

Signs that we are today living in a post-European phase are all
around us. National, democratic and humanitarian ideas and institu-
tions degenerate; and so do most institutions and manifestations of
that culture. Much has been already said about the end of history and
the arts since the end of the 20" century. In 1992, The end of history
and the last man by Francis Fukuyama appeared. In 1997 Arthur
Danto published his After the End of Art. Contemporary Art and the
Pale of History (Danto) and in 2012 Princeton University organised
a conference to honour Richard Taruskin, entitled “After the end of
music history”.

But while the West is going through a certain kind of terminal
phase, countries that upheld western civilisation as a paradigm for
their development, are in fact leading by earlier phases of Western
culture (partially influenced as well by new changes), since successive
phases of Western civilisation develop simultaneously in various
regions of the world. The difference between today’s manifestation
of this phenomenon and its past manifestations lies in the way it
is confronted by Western historiography itself. Under the strong
influence of cultural relativism, developed in the anthropological
studies of the US, the concept of progress in culture was serious-
ly disputed. Western civilization began to acquire even derogatory
connotations, and Western historians, aiming at a global history, now
try to exclude from their reasoning related to culture, qualitative
comparisons and the meaning of progress. All levels that Western
culture has gone through are regarded as equal. This is anovel situation
in world culture, and an important transformation for cultures that
have been consciously “following” the West. Although they have not
reached the level they attained to, they are no longer supposed to be
considered inferior. Most importantly, since the concept of progress
is disputed, the dimension of time is not a priority in the description

16



Katy Romanou Globalisation and Western music historiography

of culture, and music history again acquires common features with
ethnography.
**k*

Speaking about the end of history Francis Fukuyama notes
that the “nationalities of Europe were closely intertwined with one
another, particularly in Eastern and Southern Europe, and their
disentanglement into separate nation-states was a great source of
conflict” (1992: 266-267). Many gave political interpretations to this
fragmentation, believing that it was fabricated by the Great Powers
in order to dominate the region.

It is not surprising, therefore, that the first steps towards a
global music history describe the music of our region. Jim Samson’s
Music in the Balkans (2013) marked a significant turning point in
western approaches to the music of South East Europe. National
narrations tend to be fused with each other; borders, geographical
and disciplinary, tend to be erased. Music in the Balkans points the
way to a meaningful global music historiography.

Neither is it strange to see that it is ethnomusicology, much
more than the musicology of our areas, that is most influenced by
recent trends, because this was the most representative product of
the diffusion of nationalism into our area and of its fragmentation.
Ethnomusicology was the representative product of the leading
culture in its periphery. In European territories that did not participate
in Western achievements of the 19" century, music was still
connected to word in varied degrees. Singing being still dominant
and orally transmitted, it was classified by Western visitors as a
subject of ethnography, not of history. Then, Western musicians
and scholars started the study of this material and the establishment
of ethnographical institutions. Corroborating Gary Tomlinson’s
argument, the first collections of Greek songs by Westerners were
collections of folk poems that appeared in the first quarter of the
19" century (Fauriel 1824—1825). Bourgault-Ducoudray’s collection
of Greek folk songs appeared in 1876 and is considered to be the
first in staff notation.® The first ethno-musicological institutions in
South-Eastern Europe were established and manned by Westerners,
as a rule. The resulting esteem of the music of the people was an
effect of Western music education. Local elites that had the education
to initiate the introduction of absolute music in those countries,
adopted Western tastes, including the adoration of folk music. The
impressive development of ethnomusicology in this area contributed
much to the division of local societies into this educated elite and a

5 An earlier collection by the Danish A. P. Berggreen consists of folk songs and tunes
collected mostly from published travellers’ chronicles (1869). Manuscript collections
in Byzantine notation exist as far back as the 17" century.
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majority instructed by the elite not to develop, in order to “preserve
the tradition”. In the 20™ century ethnomusicology in South Eastern
Europe developed into one novel kind of bourgeois cultural activity.
The music of the folk was not observed and studied; it was a corpus
of music delimited, taught and controlled by educated musicians,
who protected it from folk’s temptation to accept Western influence,
conforming to Western taste.

Today, however, many able musicians and scientists, who, it
should be stressed, are very collaborative across borders — national
and disciplinary — are transforming ethnomusicology into one of
the most vital branches of musicology; a reality, the meaning and
the importance of which should be seen in the prospect of post-
European thinking and globalisation. The most promising features of
current ethnomusicology are bridges built to historical musicology,
mentioned above, and to “folk”: the tight communication and
exchange of information and knowledge between the “scientist” and
the “folk”, usually in poly-ethnic performing groups.

Western Music history is crossing to some next stage. The trend
towards global musicology and music history finds generous support
because, among other causes, it offers an outlet to the phenomena
of inflation in Western musicology. In the 20" century solutions
given to the problem, such as the inclusion of all types of music as
musicological subjects and the invention of numerous specialisations,
have inflated inflation. Having included ephemeral music in their
field of study, Western musicologists have significantly shifted their
interest to the reception and diffusion of music — in contrast to its
creation — a fact that obliges them to get involved in sociology and
politics. By expanding the horizon of its field, musicology has lost
the exclusivity of its competence and expertise.

Musicology is late to accord with contemporary developments
in politics and sociology, and to adapt to contemporary changes. It
follows these developments at a slow pace, because the institutions
that serve its education and promotion are founded on mechanisms
that have primarily to do with the study of the past, a study which in
order to be effective, requires tight specialisation, and concentrated
research that is often time consuming. Furthermore, musicology, as
the academic science that developed in late 19" century in Germany
(dissociating it from musicology that was vividly practiced before)
was followed at a slow pace in countries that had begun their
westernisation in the 19" century, as is the case with the southern
Balkans, including Greece, and many areas and countries in other
continents (such as South America, for instance).

These are some of the new phenomena produced by the crossing
to a post-European age. It will take some time to conceive their
essence and to see what they really contribute to the understanding
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of the world’s music and to musicology. As it usually happens during
great changes, at first one can only see what has been lost. It will take
some time before a backwards look will reveal the gains.
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Ketuu Pomany

ITIOBAJIM3ALIMIA U 3AITATHA MY31UYKA
NCTOPUOT'PAOUIA

(Pe3ume)

Ha ocHoBy canpxkaja yBomHe cTyauje o0jaBjbeHe y uacomucy Acta
Mousicologica (2014) u uctpaxupadkor npojekra [Ipema Znobantoj uctuopuju my-
3uKe, KOjuM pykoBoau okcdopacku npodecop Pejaxapn Ctpom, ayTopka KoMeHTa-
pHILIe HACTOjama 3allalHUX MY3HKOJIOTa Jla OTBOPE HOBY €py IOOATHOT MY3HYKOT
Munbema. OHa Oeneku Ja je Of peHecaHce, Ma 0 BPXyHIA 3amagHe My3uKe Y
XIX Beky, (parmeHTalnrja My3HIKor KUBOTa (KOMIIO3UIIM]ja, n3BohamTBo, 00pa-
30Bambe, Ipajilba HHCTPYMEHATA, My3HUYKO W3/aBaIITBO UT/.) OWJa 3ampaBo MyT Ka
CaBpIICHCTBY. YcaBpllIaBame y U3BOhEHY My3HUKHX JeJ1a, lbUXOBOM CTBapamy U
IUIaCMaHy Ha TPXKUIITY 3aBUCHIIO je OJ YIUTMBa IpaljaHCTBa y TIIABHE KYATypHE
TOKOBE. JelaH acleKT TOT mporeca OWIIo je oBajambe My3UUKe HCTOPHje O] TEO-
pHje My3HKe U Ol YHEHCHUIIE 1A j€ HCTOPHjCKH Pa3Boj 3aragHe My3UKe CIeTUO IIyT
OIIIITE UCTOPHjE My3HKe (TO je y TeKCTy JieTaJbHHje puKa3aHo). [I[peMa MULIIbEbY
I'epuja ToMIHMHCOHA, TIOCTEIICHO j€ HAPYIIABAHO HEKAIAIILE JSTUHCTBO aHTPOIIO-
JIOTHje ¥ UCTOpH]e (1aHac IaK IOCTOje TEXKHHE Ka FbXOBOM IOHOBHOM YjeIUbEY ).

dparMeHTaldja MWHPOKEe AUCHHUILUTMHE AOHOCH MOTYNHOCT HaydHHYKe Mep-
¢exmmje, anmu 1 uHQIAnUjy npodpecuonanana. Y XX BeKy ce JOIUIO IO TAKBUX
KPajHOCTH Jia Cy y MHOTUM I10JbMMa JUCIUIUIMHE U3HETH Heoarosapajyhu 3akipyd-
IIM W MOCTaBJbeHH OeCMHCIIeHH 1MIbeBH. [llo0anu3aiuja Texu na npesasulje ce
rpanune. [loBe3uBame MI00aIHE My3WYKE HUCTOPHjE ca ,,[IOCTEBPONCKUM” HCTO-
PHjCKUM MHUIIJBEH-EM jelIaH je 01 MHOTOOPOjHUX MOKa3aresba Ja Ha 3anajy MoCToju
CBECT O TOME J1a je eBPOIICKa KyATypa JOCTUIJIAa HEKY BPCTY CBOj€ 3aBpIHe (ase.

Ho, 3emibe kojuMa je 3amajHa OUBMIM3aLMja OMiia mapajurmMa COICTBEHOT
pa3Boja ciene panuje ¢asze 3amagHe Kyntype. HoBuHa maHamme MaHu(ecTanmje
OBOT (peHOMEHa je HauMH Ha KOjU je OH CYOYEeH ca CaMOM 3alaJJHOM HCTOpHOrpa-
¢ujom. Iox jakum yTHIIajeM KYJITYPHOT pellaTUBU3Ma, 3arajJHU UCTOpUYapy KOjU
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TeXe TI00aTHOj UCTOPHjH MOKYIIABajy da U3 CBOjUX pacyhuBama ycMepeHHX Ka
KyATYypH UCKJbYyUe KBAIMTaTHBHA opelema U uiejy HanpeTka. bynyhn ma mHanpe-
JaK HYje 3HadajaH 3a KyJNTypy, HCTOPHjCKO BpeMe C€ YMHH HEBa)XHHM, a HCTOpHja
MTOHOBO JICJIM Ca aHTPOIOIOTHjoM 3a700ujeHe omrke. OBH KOHIICIITH CYy 3HAYajHO
YTHLAIM Ha €THOMY3HKOJIOTHjy Yy jyrouctouHoj EBpomu, y kojoj nanac capabyjy
My3UYapH U Hay4HHLH, peBa3unasehin rpaHuLe Mel)y Halijama u IMCUUIUIHHAMA.

buhe norpe6HO na mpoTekHe ofipeljeHo BpeMe 1a Ou ce CMHCa0 HOBHX IPHITU-
Ka Koje je JTOHEOo Ipea3ak y IOCTEBPOIICKO 100a CXBaTHO, KAo U Ja OM ce BUIEIO
ITa Te IPUIUKE 3aUCTa TIOHOCE MY3HUKOJIOTHjH. 3a cajia, BUAMMO CaMO OHO IIITO je
n3ry0JpeHO; jOI YBEK He CII03HajeMO IITa je 100H]jeHO.
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Abstract

Through rhythm-typological analysis and cartography the author has detected a
similarity in the typological structure of early traditional musical forms belonging to
agricultural and wedding genres on the territory which unites Ukraine, Belarus (within
its ethnic area at the beginning of the 20" century), Eastern Poland (the Vistula river
basin), and Lithuania (Dztkija and Aukstaitija).. This concerns several dozen song
types, composed of items from a common grammatical base, forming the Ukrainian-
Belarusian-Polish early-traditional melo-massif — UBPEM. These types share inter-
ethnic (2-4-lingual) areals, which do not correlate with linguistic ones.

Keywords: Ukrainian-Belarusian-Polish early-traditional melo-massif, method of
the rhythm-typological analysis, ritual tunes of the Slavs, method of cartography,
melogeography

The core of traditional (rural) music culture in Ukraine closely
follows the most important feasts of the agricultural year and the crucial
moments of human life (birth, marriage, initiation, and death). Accord-
ing to the findings of the author, this tradition has continued for at least
1,500 years? and during this period it has developed a coherent system
of rituals and specially related canonical song forms. This system is typ-
ical not only for a large number of widespread Ukrainian settlements
but also occurs amongst neighbouring peoples: Poles to the west, Bela-
rusians and South-Eastern Lithuanians (Dziikija and partly Aukstaitija)
to the north. Fortunately for researchers, this ritual-vocal culture has
existed longer than the traditions of most European peoples, and even
today it is possible to record archaic melodies in the field, although in
a much reduced form. It has become especially obvious in the last dec-
ades that the system of these traditions has been regularized, judging
from data collected and accumulated by generations of researchers. To-
day it is possible to access thousands of recordings (primarily audio

1 klymenko_iryna@ukr.net

2 Some common ritual tunes in different groups of the Slavs (eastern, southern, western) —
for example, poetic formula of the 5 + 3, etc. — preserving evidence of their common ground
since the days before the big settlement in 4"—6™ centuries may indicate that.
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files, as well as music transcriptions). What has also become signifi-
cant is the development of a structural-typological method (suggested
by Stanislav Ludkievich, Filaret Kolessa and Klyment Kvitka at the
beinning of the 20™ ¢.: JIykanrox/Lukaniuk 2007: 140—-161; JlronkeBuy/
Liudkevich 2000: 185-197; Konecca/Kolessa 1970: 19-223; KButka/
Kvitka 1971; 1973), which provided the opportunity to differentiate
typical song forms/models among numerous performing song variants,
on the basis of syllable-rhythmic modelling.

At the turn of the millennium Ukrainian ethnomusicologists fo-
cused on studying typical song forms (melo-forms) of ritual cycles in
their areal aspect, using the technique of cartography. Nearly 150 maps
were made, outlining geographical areas of most widespread forms and
genres. Through this method, typological structural similarities of ear-
ly musical forms were established on a huge territory, which included
Ukraine, Belarus (in the ethnic, not administrative sense), Eastern Po-
land (within the Vistula river basin), part of Lithuania (Dziikija and part-
ly Aukstaitija), and the part of South-Russia with traditions adjoining
Ukraine (in the Orel-Kursk-Belgorod-Voroniezh segment);® see Maps
1-10. I would designate this continuum as Ukrainian-Belorusian-Pol-
ish Early-traditional Melo-massif (in further text UBPEM; Map 1).
The key characteristics of music traditions within this ethno-cultural
massif are the pivotal role of calendar and wedding ritual song complex-
es, and the typological domination of syllable-rhythmic organization of
time-dimensional (measurable) type in the songs themselves.

This paper provides an explanation of specific terms and notions
concerning structural elements that determine certain levels of analysis,
as well as the classification of the song types. These terms and notions
originate from a series of studies written by followers of the structural-ty-
pological school in Ukraine and Russia from the 1970s to the early 2000s
(Turmmayc/Gippius 1980; 1982; JTopoxona, [Tammmua/Dorohova, Pashina
(eds.) 2003; T'omockwuii / Goshovsky 1971); Jlykantok/Lukaniuk 1978;
1980; 1983a; 1983b; 1989; 1996; 2010a; 2010b; 2013; CrosiHOB/Stoy-
anov 1985; Edumenkosa/Yefimenkova 2001). These terms have been
used by contemporary researchers focusing on melogeographical issues
within Kiev, Lvov and Moscow schools (for ex. bemoryposa, JI. 2010,
2012, 2014). The author of this study has suggested terms connected to
the geographical dissemination of rthythmic formations and elaborated
them in several articles (for ex. Klymenko 2010b; 2012a; 2013a).

3 Specific features that characterise musical tradition within the massif UBPRM appear
also in materials collected among Russians, but only in several regions of the areals
mentioned here, close to Ukrainian and Belarusian ethnic territories. Obviously, their
presence in Russian materials is the result of the influence of Russians® Western neighbours,
who migrated together with them to the region Kursk—Belgorod—Voroniezh in the 17®
and 18" centuries. (More details on the subjects connected to rhythmic organisation as a
specificity of creative principles in Russian songs are given in Yefimenkova 2001.)
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Specific terms used in the study:

Time-dimensional (quantitative / measural) type of rhythm.
The rhythmic organization of Slavic folk songs (Ukrainians, Belaru-
sians, eastern Poles, Serbs, Bulgarians and others), when the melody is
based on a standard formula (usually of 2 or 3 elements), composed on
a limited set of well-established figures, characterized by the ratio of the
versification to the quantity of musical time. According to researchers’
attitudes, accents in the verses are not important in this kind of musical
material, while accents in musical rhythm are missing. Namely, there
seem to be no strong or weak accents, but the quantity of time between
the caesuras is the most important.

Syllable-hronos. The time of a sounding syllable while singing.

Three-dimensional (iambic-choriambus-trochaic) principle.
Dominance of thythmic formulae originating from iambic “short-long
syllable” or choriambus “long - short syllable” figures (see the Table 1:
the formulae 1, 2b, 3b, 4, 6) in certain areas.

Algorithm of three-dimensional principle. Algorithms of var-
ying of initial iambs / trochees by dividing them into three equal sylla-
bles; subject of division is only the second syllable of the 4-6-syllabic
formulae; the phenomenon is characteristic for the western and northern
areas of the Ukrainian-Belarusian area.

Two-dimensional spondaic or pyrrhic (e.i. “partite’/ divided)
principle, bipartite meter. Dominance of thythmic formulae consisting
of a spondaic stop in which each syllable-hronos is easily divided into
two small lengths to form a stack pyrrhic (see the Table 1: the formulae
2a, 3a, 5) in certain terrain.

Algorithm of a two-dimensional principle, territorial vector of
an intensification of a division. Algorithm of a variation of spondaic
rhythmic formulae in the eastern and central areas of Ukraine and Bela-
rus: the intensification of a division from north to south is found: in the
north a variation appears at the minimum level, in the south forms of
derivatives dominates.

In this work I also present and comment on several maps which
show the deep and varied historical connections between ethnic groups
settled between the Dniper and Vistula rivers.

The Method. An Analytical Allocation and Cartography of the
Rhythmic Types

The fundamental approach that became dominant in Ukrain-
ian ethnomusicology from the early 20™ century (school of Liudki-
evich—Kolessa—Kvitka) is based on determining the syllabic and mu-
sical-thythmic models of groups of tunes. From the 1960—70s these
ideas were overtaken by Volodymyr Goshovsky (in Ukrainian: Ho-
shovsky), who added the aspect of analytical research elaborated by
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Kliment Kvitka to area mapping, with the application of cartography.
From the 1970-2000s principles of the classics were developed by
Russian researchers Eugene Gippius and Borislava Yefimenkova, as
well as Ukrainian scholar Bohdan Lukaniuk. These researchers came
to a joint conclusion about the autonomy of structural levels in song
forms, concerning: 1) rhythm of verse, rhythm of tune, and pitch or-
ganization; 2) domination of a musical-rhythmic form over the syllabic
structure of a song; 3) two basic types of the syllable-rhythmic organ-
ization of the time-dimensional (measural) type — a two-dimensional
(i.e. “two-partite” / bipartite / divided, pyrrhic (Kvitka 1971; 1973)
or spondaic (Klymenko 2012a)* and a three-dimensional (iambic or
iambus-trochaic); 4) compositions in both rhythmic types (Yefimenk-
ova 2001); and 5) about variation in original rhythmic models and the
production of secondary forms through the syllable-rhythmic division
(Lukaniuk 1983a, 1996, 2013).

Geographical research of the folk melodies of Ukraine in the
1980s—2000s was carried out successively by scholars of the Lvov
school, under the guidance of Bohdan Lukaniuk. Annual collections
of articles in a series entitled Melogeography of the Slavs (Cnassnckas
menoceocpagus) have been published in Kiev since 2010 at the initia-
tive of the author of this study: four books have also been issued, each
supplemented with colour atlases (in total 176 published maps) and a
DVD (Klymenko, ed. 2010d, 2011a, 2012¢, 2013b). The participants
of this project are Ukrainian, Belarusian, Russian (Belogurova 2010,
2012, 2014), Polish, and Serbian (Jovanovi¢ 2012) researchers who
focus their interest on the spatial distribution of Slavic folk melodies
(primarily ritual, being more ancient).

Attention is primarily paid to the study of macro-types, forms
that are spread inter-ethnically. They encompass forms known in 2-,
3-, and 4-lingual areas. The tool for such an exploration is macro-are-
alogy — considered as a branch of melogeography, which investigates
interethnic phenomena within a folk music culture. An important con-
dition for such studies is not separate song examples, but melo-mas-
sifs — typologically integrated song groups specified through analysis
of hundreds (sometimes even thousands) of recordings. The maps are
compiled using an overview mapping method, showing only key mod-
els, without taking into account various typological forms.

Using such a quantitative research database, it was estab-
lished that many groups of tunes, called song #types by Hoshovsky
(T'omosckuii/Goshovsky 1971), are the ramified systems of types — I
define such groups as typological families; the formulae 2, 4, 5 in Ta-
ble 1 refer to them (see the series of articles on these types belonging
to winter and wedding cycles in Klymenko ed. 2013b et al.).

4 See formulae 2a, 3a, 5 in the Table 1.
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To unfold analytical procedures of this kind, it is necessary to
provide a special database, where musical forms have been described
according to a unified system. Forming the parameters of this database
is a separate and difficult task, whose rational performance will influ-
ence the efficiency of the whole research. Results of an investigation
of certain macro-types are represented in several articles written by the
author of the present study, containing a significant number of music
scores, audio examples, and maps (Klymenko 2008; 2010a-c; 2011b;
2012a, b; 2013a; 2014).

Another specific feature of a macro-arealogical study is the lim-
itation of material given by the genre. Songs of calendar-seasonal
cycles have been more often localized in limited areas, and melodies
of wedding cycle are the most convenient for the macro-arealogical
comparisons, due to the ubiquitous spread of the genre. It is also im-
portant to stress that the macro tendencies detected in the wedding
massifs (areas) are confirmed by the materials of winter (carols) and
summer rituals (Midsummer night / Kupalo; harvest) melotypology.
This fact reinforces the importance of the noticed algorithms.

Key Wedding Macro-Types of the UBPEM and Principal Rhythmic-
Stylistic Zones

On Map 2 several large interethnic wedding areas are displayed.
They are identified by codes that correspond to typical rhythmic for-
mulae represented in Table 1.

The summarized area obtained the wedding type with verse
5+5+7 (as well as its antecedent form, although less common variant
4+4+6, see Table 1, Formula 1) — the extraordinary example of a song
structure covering the whole macro-area of the UBPEM (Maps 2, 4).
When we speak of borders, we can see that the Northern, North-East-
ern and South-Western borders are precise; however, Western (on the
left bank of the upper and middle Vistula River) and North-Western
(on the Lithuanian territory) still need to be defined precisely. The
Southern and South-Eastern segments of the area have no definite bor-
ders because of the migrant character of traditions in these regions (see
in detail Klymenko 2010a, 2013a).

The formula 5+3 is spread over almost as large area as the previ-
ous one: excluding Lithuania; it occupies only the right bank of Vistula
River in Poland (Maps 2, 3). It is also widely known in the songs of
the spring-summer season (spring songs, songs for the rite “pack off
‘rusalkas™, mid-summer night songs, harvest songs) inside the wed-

5 In Ukrainian rusalka (according to one of the theories) is a creature belonging to
folk demonology that represents the deceased (more often female one) who died not of
natural causes, or who died during the first week after the holiday of the Holy Trinity
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ding macro-area. The 5+3 area is divided into two large zones: East-
ern, and Western and North-Western. In the former, the formula has a
two-dimensional structure (Table 1, Formula 2a), and in the latter — a
three-dimensional one (Formula 2b). A division into two zones is also
confirmed by the wedding formula area 5+5 (Map 5), which also has
two basic dimensions: ¢J55% (Formula 3a) and Q552 (Formula 3b).
It is worthwhile comparing the wedding type areas g3, (Formula 5,
Map 6) and «)553% (Formula 6, Map 9): both of them cover huge
territories, which unite Ukraine and Belarus vertically, but there is an
important difference: <46 type has a Central-Eastern orientation in
the UBPEM territory, and the «)553% type a Central-Western one.

We can see that the UBPEM area is internally heterogeneous;
the role of some rhythmic-stylistic macro-vectors is important for its
inner division. Here are the main such vectors (Map 10):

1) As we can see, by the quantitative prevalence of three-dimen-
sional or two-dimensional rhythmic forms in the local repertoire of
wedding, harvest and Midsummer (Kupalo-Petrivka) genres, the UB-
PEM is contingently divided into the “iambic West + North” and
“spondeic Centre + East” (see in detail Klymenko 2012a). The bor-
der between the zones lies approximately on the line Polotsk—Minsk—
Drohychyn (Brest region)-Rivne—Ternopil-Galych. The “iambic arc™®
outlines a large area once settled by carriers of spondeic forms (in the
South-East this area it flows into the zone of the late migrant [in the
18" and 19™ centuries] settlements of Slobidschyna, the Don area).
This arc starts at the Ukrainian-Polish borderlands; the algorithm of
three-dimensional thinking dominates in Western Galicia, also spread-
ing through the upper and middle Vistula basin; it is significant in
Pidliassia, west of Beresteischyna, and covers the West (Paniamonnia),
North (Paazierie) and East (upper Dniper) of Bielorussia as a semicir-
cle. In separate manifestations the eastern part of the arc extends to
traditions of Siverschyna (the North of Sumy region, Ukraine).

Inside each macro zone, the relative domination centres of
the iambuses or spondees are revised. The distinct two-dimensional
spondeic principle is observed in precisely explored Middle Polissia
(between the Dniper and Horyn river). Conversely, in the Beresteis-
chyna—Volyn’—Polissia region, the majority of ritual forms are organ-
ized according to the three-dimensional principle; they are presented
here in their original iambic versions. The accumulated sum of the

(in Ukrainian 3eneni cesaiuxu). In Ukraine, these rituals and songs have been known in
Kiev Polesie (region of Chernobily).

6 “Iambic arc” (in Ukrainian: sam6iuna Oy2a) — cambered area of dissemination of
yambic rhythms; the term was used for the first time in benoryposa/Belogurova 2010.
With the accumulation of data, I started using this expression with the meaning of
regional determination of corresponding zones in terms of Ukrainian-Belarusian
melogeography.
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facts allows considering this zone as a potential formative “kernel” of
the Eastern Slavic iambic forms (see Klymenko 2011b).

2) The mobility of a syllable-rhythmic form in the songs of
Belarusians and (especially) Ukrainians is considered to be their sys-
tematic feature. The principles of variation in this respect are different.
Two basic methods of the rhythmic variation — a syllable-rhythmic
division of a model with saving its musical duration (2.1), or an
adding of a syllable with a simultaneous prolongation of duration
(2.2) — a mechanism of their action, shown through the example of
diyamb, may be seen in the next table:

code metr | syllabe typical rhythm
D4 | s 4 )b original figure
D5 6/8 5 OO D a syllable-rhythmic division with saving a music
time of a song
lj\s* 7/8 5 ND I a mechanism of a syllable addition with an addition of
a music time

These methods of thythmic variations are noted, associated with
two/three-dimensional origin of formulae, in concordance with corre-
sponding areas.

2.1. Division is applicable to both rhythmic kinds; still, only in
the two-dimensional rhythms of the Central-Eastern zone does such
division create a geographically regulated algorithm with a territorial
“vector of an intensification of a division” which is directed from the
North-East to the South of the UBPEM. It systematically comes out
in two wedding macro-types — <J6>» and «J53% (Maps 3, 6; see Kly-
menko 2012a): inside the Eastern massif there exists a division into the

a) Northern part (upper Dniper + Western Dvina) where the
rhythm is close to the model,;

b) the middle part (Prypiat’ and Desna Polissia) where the syl-
labic form is changeable during one song performance (we name this
method a random division mode), and

c) the Southern part, where only a derivative form of a rhythm in
combination with an extended norm of a verse is firmly used (Volyn’,

Podillia, Middle Dniper, the left bank of Dniper). ) )
2.2. An “additional”” mode corresponds to the three-dimensional

group of rhythmic types; it is more frequently used in the 5-syllable and
7-syllable groups (see Kmumenko/Klymenko 2012b) which make up the
compositions (J)73@, (formula 4, Map 7), ¢) 5575, D 5§2> and others.
This mode is spread over a large territory, where it forms two zones:

a) Southern: Halych and Estern Polish regions (from ancient
Halych through the upper Dnister to the upper Vistula), territory of
Lemky, Nadsiannia, the confluence of Vistula and Western Bug.

7 B. Lukaniuk names it a transformation, and he considers the reasons for such
evolution of rhythmic forms unrevealed yet (2010a: 258, 262).
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b) North-Western: Beresteischyna and Pidliassia, Neman and
the Western Dvina basins, including the Southern districts of the Psk-
ov region.

The melo-typological similarity of local traditions located at
long distances from each other became evident due to the discovery
of regional type systems of rhythmic variation. A survey of the related
melo-forms from remote areas has revealed that today we cannot limit
ourselves to typological analysis of tunes only. To achieve analytical
comparability of materials from different regions it is necessary to take
into account the influence of regional stylistic norms, which appear in
form-building tendencies over a huge territory — in particular, in the
typical “rhythmic algorithms” (Knmumenko/Klymenko 2012a; 2013a).

Some conclusions and perspectives

The UBPEM area unites the ritual song art of several ethnic
groups; yet, it has been delimited in general terms only. The largest
number of limiting isolines runs from the North and from the East.
Their well-defined passage has been explained by numerous explora-
tions of the border areas by Russian ethno-musicologists. On the other
hand, sp far only a dashed line in the Vistula river region shows the
Western boundary; a firm conclusion will demand the involvement of
Polish materials and participation. The North-Western boundary, ac-
cording to preliminary data, joins Dziikija and partially Aukstaitiya to
the UBPEM. The presence of the Carpathian mountain massif'is a sig-
nificant factor for forming the South-Western frontier. The Southern
(Ukrainian Black Sea region) and the South-Eastern boundaries are
blurred, due to several waves of late migration (in the 18" and 19%
century) in this area.

The outlines of key wedding type areas demonstrate their sig-
nificant autonomy with regard to language: a certain song type links
territories related to different ethnicities. This rule applies both to the
Slavic languages and the languages of different groups — Belarusian
and Lithuanian (Baltic), Polish and Lithuanian.

Also, within the limits of UBPEM, the opposition of sever-
al huge zones has been detected through differences in the rhythmic
organization of tunes. Among these can be named the following key
pairs of territorial opposites: a) the Central-Eastern and North-Western
sub-areas: the former, where the two-dimension rhythms and relat-
ed algorithm of the syllable-chron divisions dominate; and the latter,
“iambic arc” with the domination of three-dimensional thythms, where
the addition of extra syllables is also practiced together with elonga-
tion of melodic phrase duration; b) the opposites of the Northern and
the Southern zone: the former being a zone of random alternation of
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iambuses and derived rhythmic figures in wedding tunes (Belarusian +
Polissia + Pidliassia), and the latter (Ukrainian-Polish) zone of stable
derivative forms.

The questions of current interest that we obtained are: the nature
and (at least) approximate chronology of the occurrence of described
interethnic continuum; its early traditional (rural) musical culture
formed in the Slavonic-Baltic environment to accompany labour sea-
sons and holidays of the annual agricultural cycle and also for wedding
rituals. The contours of this macro-area have very ancient archaeologi-
cal reasons, for example, Ukrainian-Belarusian anthropological maps,
and the area of Baltic hydronyms. Also, the issues of UBPEM borders
are still to be studied further; they concern the determination of lines
of their passage and designation of their characteristics, whether they
are precise or rather diffusive, and with transitional zones.
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Upuna Knumenko

YKPAJMHCKO-BEJIOPY CKO-ITIOJbCKN MEJIOMACHB CTAPE
TPAJAUIUNIE: UHTEPETHUYKU CBAJIBEHU MAKPOAPEAJIN

(Pe3ume)

3a BeK U 110 HayYHUX HCTPAXMBama TpaaulnoHainHe My3uke CiioBeHa yTBphe-
Ha je 3ajeJHUYKa TUIOJIONIKa rpa)a paHuX My3W4KnX (JOPMH HA OIPOMHOj TEPUTO-
puju Koja oOyxBara YkpajuHy, benopycujy (y BHUXOBUM €THHYKHM, a HE CaBpeMe-
HHUM aIMHHHCTPaTHBHUM 00nacTuMa), nctouny Ilosbeky (y mpenenuMa cimBa pexe
Bucre), kao u aeo JlurBanmje (o6mactu [[3ykuja u AyKIITanTHja) U pEeTHOHE Y Cy-
cenctBy Ykpajune (Ha Kypcko-BopomelnkoM notesy) ¢ jy)KHOPYCKOM TpPaJIUIIfjOM.
Taj reorpad)ckv KOHTHHYYM O3Ha4aBaMoO Kao YKPajUHCKO-OEIOPYCKO-TIOJECKH Me-
nomacuB crape Tpagunuje — YBIIMCT (ykp. YBIIPM). Kibyune xapakrepuctuke
MY3WUYKUX TPaJulHja TOI HHTEPETHIYKOT KyATYpHOT MacuBa jecy: 1) Boneha ymora
TpyIne KaleHJapcKuX recaMa (Be3aHnX 3a CE30HY MOJbCKHX PaJioBa U 3a MPa3HUKE
TOIUIIIELET 3¢MJbOPATHIYKOT IUKITyCa) U IlecaMa Be3aHHX 3a cBafOeHe o0ndaje; i 2)
Y THUIIOJIOIIKOM CMHUCITY — MPEBJIaJIaBahe CHIIa0NYHO-PUTMHUYKE OpraHu3allyje, Koja
je ompehena mepom IpoToka BpeMeHa (yIora aklieHaTa y CTUXOBHMa M MeJIOfijaMa
je He3HaTHa). Tumonoryja Menonyja ocliama ce Ha YCTalbeHH (hOHJ rpaMaTHIKUX
jenuHUNa (PUTMHUYKO-CHIA0NYHUX (hOpMyIa), 3ajeJHHYKN 3a YuTaB apeay. Kom-
MO3UIINje HacTajy KOMOMHOBAamEM THX jelIUHHIA Yy ofpel)eHe ycTalkeHe CeKBEHIIE
(ycrmoBHO pedeHo, y TunoBe mecama). OBaj HUKITyC MENOANja OpKao Ce y KHUBO)
n3Bohaykoj mpakcu /10 kpaja XX Beka, a ACNUMUAYHO H JIO IaHaC.

[Mocnenwux romuna, macuB YBIIMCT je eTHOMY3UKOJIOIIKH aKTUBHO HCTpa-
JKMBaH METOZIOM MakpokapTorpaducama — yTBph)eHe Cy THIICKE CTpyKType Iecama
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pactpoCTpameHNX Ha BEJIMKUM HHTEPETHUYKUM (IBOjE3NIHIM-YETBOPOjE3UIHIM)
reorpagckimM obmactiMa. KaprorpaducaHo je HeKOIHMKO IeceTHHA CBaJOSHHX U Ka-
JICHOAPCKUX MEJIOAM]CKUX O0JIKKA (B. MPHIOKEHE KapTe).

KoHType apeasia KJby4HHX THIIOBA 33jeJHUYKUX 3a CyCEIHE €THOCE MOKa3yjy
bMXOBY 3HaTHY ayTOHOMHOCT Y OJTHOCY Ha 00JIaCTH paclpoCTHpama je3uka; onpele-
HH THII Ilecama 06J€IH/IH;}{]C TEpUTOpHUje ca pasIMYUTHM Hapoxuma. Takole, mpe-
Ma pa3iifKaMa y PUTMHYKO] OpraHW3anuju Harmera, y okBupy YBIIMCT ytephena
j€ CyIpOTCTaB/bEHOCT HEKOJIMKO BEJIMKHX IIPOCTOPHUX 30HA. Mely muMa ce, kao
KJbYYHH, MOTY HaOpojatu ciienehin mapoBu TEPUTOPHjaTHUX CYIPOTHOCTH:

a. HEHTPAJHOUCTOYHM cybapeaJs y KOjeM IOMUHHPjy TBOAeIHH PUTMOBH 1
ca BbHMa Be3aH aJIrOPUTaM Jejberba, U ,,jaMOMuKH JyK" 3amaaHo- CeBepHor yc-
Mepema, Y KOjeM IPeoBaiaBajy TPOJIEIHN PUTMOBH, I1ie ce npaKTmcyje U CIIelH-
st MaHMP J10/IaBama CIIOT0BA y3 nosehaBame Ty)XKUHE Tpajarba METOIH]jCKIX
KOHCTPYKIIH]a;

6. ceBepHa 30HA CIOOOIHOT CMeWHMBamka jaM0OBa M M3 HUX H3BEJEHHX
¢urypa y ceandenum HaneBuma (benopycuja, ITossecje, [loanamije) u jyxkHa yK-
PajHHCKO-TI0/bCKA 30HA CTA0NJIHHX AePUBATHUX (POPMH.

[Turame Makap npuOIMKHE XPOHOJIOTHje HACTaHKa MeJIOMacHBa CTape Tpaju-
IIFje 0 KOjeM je ped ocTaje OTBOpeHO. berose TepuTopHjamHe KOHTYpE Ce OCIIambajy
Ha BeOMa cTape apXeoJIomIKe ,,I0Ka3e™”: Ha YKPajHHCKO-OeIopyCcKe aHTPOIOIOIIKE
KapTe U Ha apeaJl OalNTHUKUX XUIpoHHMa. Takohe ocTaje OTBOPEHO BEJIMKO IMUTAEE
rpanuna YBIIMCT — yTBpheHnx JIMHMja HBHXOBOT MPOCTHpamka U pasjallibaBarba
HXOBE MpUpoE (1a JIH Cy jacHe WK Cy qudy3He, C IIpea3HuM 30Hama).
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Cenena PakoueBuh?
daxynTeT My3u4Ke YMETHOCTH y Beorpany

Ancrpakr

Tepencku pax (y CBUM CBOjUM TPATUIIMOHATTHUM W CaBPEMEHHM OOIWIIMMA)
OCTaje CYIITUHCKAa KOHCTUTYTUBHA OIJIMKA HUCTPAXHUBAYKOT W AUCHUITIMHAPHOT
110Jba €THOKOPEOJIOrHje u eTHoMy3uKoioruje. bynyhu na ce mocnenmux neneHuja
HApOYMTO WHCHCTHpa Ha WHIMBHIYaJHOM HCKYCTBY HCTpakuBada, OOyXBaTHa
METO/Ia TOCMAaTPamka ca YIeCTBOBAKEM OCTaje IICHTPAITHH U 00jenmbyjyhn actiekT
TEepEeHCKOT pafa. Ha ocCHOBY TepeHCKHX MCTpaknBama My3HUKe U IUIECHE TIpaKce
cena CBuHuIa y PyMyHUjH, y OBOM pajy ce MPEUCTIUTYje MPUMEHa U KOMOWHOBAHE
Pa3IMUUTHX METOJIa TEPEHCKOT NCTPaXKMBama, Kao MpUMapHHUX opyha ctunama u
yoOnn4aBama HayqHOT 3Hambha O TUIeCy/My3HIIH.

KibyuHe peun
ETHOKOpEOIIOTrHja 1 €eTHOMY3HKOJIOTH]ja, TEPEHCKO UCTPaXKHUBathe, MapTHIIUIIAIH]a,
UCKYCTBO, TaMheme

Yeoone naitomene: iepencxa uciupaxicusarba wWpaouyuoHaIHoE
ineca y Cpouju, Hekaoawra u HOWeHYUjaIHa yemepersa wepencKos
paoa

Nako eTHOKOpeoNorHja W ETHOMY3HKOJIOTHja Kao CPOIHE
aKkaJeMCKe JUCIHMIUIMHE WMajy HEKOJIWKO JCICHHja JAyTY
UCTOPH]jY, MPEUCTIUTHBAKE U peneuHNCcame HUXOBHX OCHOBHUX
CMUCTEMOJIOIIKUX M METOJOJIOMKUX TIOCTaBKU € TMOCICIHUX
rolMHA jeqHa OJ] IVIaBHUX TeMa JUCIUIUIMHAPHUX JUCKyCHja.
Behnna eTHOKOpEoOsIOTa M €THOMY3HUKOJIOTA CE CIIAXKE JIa illepeHCKU
pao (y CBUM CBOjUM TPAJIUIMOHATHAM M CaBPEMEHHUM OOIHIIMMA)
0CTaje CyIITHHCKA KOHCTUTYTUBHA OJJTUKA FbUXOBOT HCTPAKHBAYKOT
H JIMCLUHIUIMHAPHOT 110Jba, LITO OBE 00JIACTH HECYMIBLUBO oxpehyje
Kao eTHOrpacke M HEPACKMAMBO HX I0BE3yje Ca CPOXHUM
JTUCITUTUIMHAMA, Y TIPBOM pEAy C€THOJOTHjOM W aHTPOIIOJIOTH]OM.

1 selena@rakocevic.rs

“OBaj pam je peanu3oBaH y OKBUpPY Mpojekta Mysuuka u uZpauxa upaouyuja
myniiueiinuuke u mymuuxyndypaine Cpbuje 6poj 177024 (2011-2015), xoju je
NOOpKaH off CcTpaHe MUHHCTapcTBa MPOCBETE, HAYKE M TEXHOJIOLIKOT pa3Boja
Peny6nuke CpOuje.
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Y obnact ETHOKOPEOJOTHje M ETHOMY3HKOJIOIUje Haj3HauajHHje
nybnukanuje koje ¢y y uenoctd mocsehene 0Boj npobiemarnim
o0jaBJbeHe cy y cBeTy jomr kpajeM XX Beka. Hajmpe je 1997. ronune
00jaBJbeHO NPBO U3Name Kure Cenke Ha iepeny. Hoge iiepcilexiuuge
iiepenckoZ paoa y emnomysukonozuju (Shadows in the Field: New
Perspectives on Fieldwork in Ethnomusicology 1997, 2008),> na 6u
ce aBe roguHe norHuje, 1999, nojaBuna u kwura [liec Ha iuepeny.
Teopuje, meiiode u acilexiuu inecne emmnoZpaguje (Dance in the
field. Theory, methods and issues to dance ethnography 1999). O6e
KIbUTE Cy UMaJie U3y3eTaH yTHUIa] Ha IPOLINPUBaLE U peaepuHICcabe
CBUX aclekKara TEepPeHCKOI HCTpakuBama MY3UKe WU IIjIeca ca
aKLIEHTOM MOCTaBJLEHUM Ha MPEUCHTUTHBAKE yJIOre HCTPaKMBada y
KOMYHHUKaTHUBHO-Ca3HAJHOM MPOLECY, T€ €THUKUX MU alNIMKaTUBHUX
JUMEH3Mja TEPEHCKOT U MOCTTEPEHCKOr paja. YIPKOC TOME IITO
j€ Tmocienmux roadHa y aoMahoj aHTPOTOJIOIIKO] M €THOJIOIIKO]
HAay4yHO] MUC/IHM 3HauyajHa MNaXmkba TOKJIOkEHA peaKTyelIn3allnju
npoOieMaru3oBaba TEPEHCKUX HCTpakuBamba Yy O0O0yXBaTHUM
TEMaTCKUM 300pHUIIMMA M TOjeAMHAYHUM NyOnukanujama (Ha
npumep, Eiunonoluja u autupotionocuja: cularee u iepcieKiiuge
2005; MunenkoBuh 2007; [nacnux eiinocpaghckoé uHctuuiuyiia
LVIII 2010; Tepencka uciwipascusarwa — ioeiuuxa cycpewa 2011),
JIOCA/IAIIBU PAIOBH U3 €ETHOKOPEOJIOTH]€ U €THOMY3UKOJIOTHj€ HUCY
owm y Behoj mepu ycpencpehenu Ha mpo0aeMaTiKy TEPEHCKOT paja,
Beh je »0oj M0 cajga MpUCTymaHoO caMo y TMOjeAMHAYHUM paOBUMa
(JankoBuh 1952: 6-20), moHekaa CBEACHOT €CEJUCTUYKOT THIIA
(I'omemoBuh 2011: 199-202).

CraHOBHILITE O UMAaHEHTHO] MHTEPAUCLUHUIUIMHAPHO] yMpExKe-
HOCTH €THOKOPEOJIOTH]E€ M €THOMY3HKOJIOTH]€ UCTOPH]CKH j& 3aCHO-
BaHO, a OTBPAWJIHU Cy I'a MHOTH UCTpa)kuBauu (Ha nmpumep, JankoBuh
Jb. 1964: 90; Zebec 1996: 95; 2008: 143; Felfoldi 2007: 155; 3axuh
2014: 245-246). Y meroroj OCHOBH j€ TEOpHjCKa IPEeMHUca Jia je OJ-
HOC U3Mel)y KHHeTHUKe U My3H4YKe KOMIIOHEHTE Ijieca He caMo He-
packuauB Beh U UHTEpaKTUBAH, TE /1A je OH Y CJIOKEHUM U JUHAMUY-
HUM MaHu(]ecTalujamMa IIECHOT K3Bolema LEIOBUT EKCIPECUBHU
MeEIMjyM Kpo3 KOju ce onpeheHa 3ajeHuIa ucrobaBa U KOHCTUTYH-
mie. bynyhu aa ce nocienmwux AelieHja, Y CBUM TUCHUILIMHAPHUM
MoJbMMa 3aCHOBAaHMM Ha eTHorpadujH, 1a TaKO U €THOKOPEOJIOTH]H
Y €THOMY3HUKOJIOTHjU, HAPOUUTO UHCUCTUPA Ha UHIUBUIYATHOM HUC-
KyCTBY HCTpa)kKuBaua, oOyXxBaTHa METOJa MOCMaTpama ca y4ecTBO-
BambeM (participant observation), koja je joml Ol HMCTpaKHMBamba

2 Jlpyro, NOMyE-EHO U3Iamke OBE KIbKTe, K0jy ¢y ypeaumu ['peropu Bap (Gregory Barz)
u Tumotu Kynu (Timothy J. Cooley), o6jaBsbeno je 2008. ronune. O6e nmybnukanuje cy
MMalie BEJIMKU YTUIA] Ha peiepUHICabe KOHIIeTIaTa U METO/I0JIOT ] TEPEHCKOT pajia
Y €THOMY3HKOJIOTHj .
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bponuncinaBa ManuHoBckor noyeTkoM XX Beka Iperno3Hara Kao rpa-
JIMBHO je3rpo cBakor eTHorpadcekor pana (Ha mpumep Clifford 1986:
13; Bernard 2006: 344-345), ocTaje nieHTpaJIHK U 00jenumbyjyhu ac-
MEKT TEPEHCKOT UCTPAXKUBAkA U Y OBUM JUCIHUILIMHAMA (HA TIPUMED
Giurchescu and Torp 1991: 3; Rice 2008: 47-50; 2014: 34).

Konuent T38. mecHor gorahaja (dance event) kao npumapHa
TeMa TEPCHCKOI' HCTPAXUBamba IUIeCa, KOJU Je y CTHOKOPCOIOTUjH
reHepaiHo npuxsaheH MeDhy eBPONCKAM HCTpaXKMBAaYMMa jOLL
nanexe 1988. romune y Toky cummnosujyma Cryawjcke rpymne 3a
eTHOKopeonorHJyICTM—ayKoneHxareHy,noz[pazyMeBaoncepBaunjy
IJIECHOT U3BONewa in Sifu KPO3 HEMOCPEIHY COLUjaTHy UHTEPAKIT]Y
ydecHHKa U mocmarpada. OH omoryhaBa ocTBapUBame HEMOCPETHOT
HCKyCTBa ofipel)eHOoT Tiecama Koje ce joraha y cagammoCcT U KOjeM,
MoJpasyMeBa ce, MUCTPaXHBa4 UMIEPATUBHO HpUCyCTBYje. JIMuHO
MCKYCTBO MCTpaXKMBaya Y HMCTPAKMBAHOM COLIMJaTHOM KOHTEKCTY,
Kao KpYyLMjalHO BakKHA OApeAHMIA Yy JepUHHCAky TEeMaTCKUX
MIPUOPUTETAa TEPEHCKOT HCTPaKHMBamba, HE CaMoO LITO j€ AUPEKTHO
OTBOpUJI0O MOTryhHOCT MyOshe KOHTEKCTyalHEe aHaju3e Iieca Beh je
HEMUHOBHO YTHIAJO Ha MPOMEHY y XHjepapXuju MpUMEHUBAHUX
METOZla U TEXHHUKA TEPEHCKOT pajia.

Jlyroronuiime mpuMapHo ycpenacpeheme TepeHCKIX HCTPaKu-
Baba HAIIMOHATHO/€THUYKH U reorpad)cKu MOoCTylIMpaHe eTHOKOPEO-
noruje y CpOuju, mpuMapHO YCMEPEHO Ka CaKyTbamky M0jeIMHAYHIX
TPaJAULMOHAIHUX TUIECOBA U PEKOHCTPYKIMJU HEKAJAIIHE CEOCKE
IUIeCHEe Mpakce oapeheHHX MpeleoHHX LeuHa, MoYhbe Aa OuBa
mpo0eMaT30BaHO TEK Mocienmux Hekonmko roauHa (Rakocevié
2013a: 75-76; 2015a: 28-29; 20156). Mako ce Mmoxxna moxe pehu
Ja Cy ¥ mpehalmbu UCTPaKMBauUM FeHEepaIHO MPUMEHUBAIN 30Up-
HY METO/Y [IOCMaTpama ca Y4eCTBOBAHEM, MOMITO j€ TEPEHCKU pajl
cam 1o ceOu mmojpa3zyMeBao MyToBama y 3a0uTa ceia U Hemocpeaan
CYCpeT ca Ka3uBauuma, Tj. leBauMMa, CBUpauyuMa U Iiecauuma y mbHh-
XOBUM COLIMJaJTHOM OKPYXEeY, T€ T€HepaHO MOCMaTpamke U orcep-
Ballljy HUXOBOT HaYMHA XUBOTA, CaM IpoIiec 100ujama nHhopma-
1{ja o Mmiecy NpUMapHO U JOMHHAHTHO C€ OJ[BHUja0 KpO3 pa3roBop,
OJTHOCHO MHTEpPB]Y (Hajuenrhe moayCTpyKTypHUCaH) U IPEICTaBIbamke
MojeAMHAYHUX 00pa3alia mokpeTa/Kopaka U3MEIITCHUX U3 ayTeHTHY-
HOT KOHTEKCTa HHXOBOT M3BOhema (Kao IITO Cy, Ha IPUMEp, UTPaH-
Ka WM cBaj0a), BPJIO 4eCTO U 0€3 aJieKBaTHE My3HUYKEe KOMITOHCHTE
(Y3 CHUMJbEHH 3ByYHU MaTepujajl KOjU Cy IOHEJU UCTPaKUBauH, y3
NEBYIICHE, 3BIKIYKAE, HIH 0€3 MKaKBE MEJIOAMjCKe IOTIOpE).?

3 Tlopex Tora, y momahoj eTHOKOPEONOTH{H, ¢ 063MPOM HE CAMO HA CAKYTIJHAUKH
KOHIICTIT TEpeHCKor wucrpaxuama (Pakoueuh 2015), Beh u xoHTHHYHpaHO
HeJgocTaTHe (MHaHCUjcke MOryhHOCTH, OJIa3aKk Ha TEPEH je MoApa3yMeBao OOpaBak
O]l cBera HEKOJIMKO JlaHa (MaKCHMAJHO JIECETaK) U PETKO MOHOBJbEHA MCTPAKUBama
Yy HCTOM ceily uiH Hacesby. CaMuM TUM, y 0Mahoj €eTHOKOPEOIOTHjU KBAJIUTATHBHU
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3akazaHu MHTEPBJYM M BUJCO CECHje Ca UCTAKHYTHUM I10jCTUHITIMA
WX TPYIIOM, paJii PEKOHCTPYKIIH]€ U MPE/ICTaBbarba (HEKaJallher)
IJIECHOT M3Bohema, OCHOBHE (YECTO M jeIMHE) METOJE TaJalllikher
TEPEHCKOT pajia, 0CTajy, HApaBHO, jeJlaH Ol JETUTUMHUX TEeMaTCKUX
OKBHUpPa €THOKOPEOJIOIIKOT HCTpaKuBama. Mopamo, mehytum, outn
CBECHH Jia je TuIec 3a0eIe’KeH BaH ayTeHTHYHOT COITHjaTHOT KOHTE-
KCTa HETOBOT M3BOhema He camMo HelocTaTaH M3BOp MH(opmaluja
Beh W BpcTa yHanpen kKaHaJlucaHor Tpancdepa 3Hama.

Ilopex renepanHoOr 3aokpera y oOxabHpy KOHTEKCTyaJIHe
CHTyaluje y OKBUPY Koje heMo ucTpaxmBarH IUIeC ,,Ha TEpeHy”, a
KOjH TIO/Ipa3yMeBa OICepBallnjy IUIeCHOT Joralaja v mapTHIUIIAIH]Y
y IUIECHOM Tipouecy, Tpebano Ou, mnakie, audepeHmHpaTd wu
NPOMHCIMTA H JIPYre TOjeIMHAYHE METO/IE ETHOKOPEOIOIIKOT
TEPEHCKOT paja. Y3 ,iocMaTpame” U ,,yudecTBOBame”, Mehy muma
cy u ¢punmoBame, Gororpaducame, HHTEPB]jYH, TUCAKHE TEPECHCKUX
Oenemku. Y 3aBUCHOCTH O]l JINYHE HAyYHE CKJIOHOCTH U HHTPUTAIIH]a,
aKyMYJIMPaHHUX 3Hamba, T UCTPAXKUBAYKHUX [UIJbEBA U MOCTABIBCHUX
MMTamka, CBE MOMEHYTe MeToAe Moryhe je KoMOMHOBATH, a HUXOBA
XHjepapxuja y ca3HajHOM IPOIeCy MOKe OMTH IPOMEHIbUBA.

Ha ocHOBY TepEHCKHX HCTPAKUBAKHA MY3HUKE H IJICCHE ITPAKCe
cena CBuHHIA Yy PymMyHHjH, Y OBOM pajy ce MPEHCIUTyje MpUMeHa
Y KOMOMHOBAHE Pa3IMUYUTHX METOa TEPEHCKOT HCTPAKUBAba, Kao
OCHOBHOT aJjiaTa y CTHIIaby U YOOJIM4aBamby HayqHOT 3Hama O Iiecy/
my3ui. [ IpoGemcka uBopuinra koja he OuTH pazmarpaHa o0yxBarajy
cineneha nutama: Koje cy mpeHOCTH THYHOT KHHETUYKO/ay AU TUBHOT
WCKYCTBa TPUJIMKOM CHMYJITAHOT ONaKama IUIECHUX IOKpeTa W
iecHe My3uke? Kako pasnuyure MeToJe TEPEHCKOT UCTPaKHBamba
MOTY OMTH KOMOMHOBaHE y IIWJbY YCHEITHOCTH Ca3HajHUX Iporeca?
Jla mu mocroje rpaHUYHU TPOCTOPU M3Mel)y €THOKOPEOJIOUIKOT U
€THOMY3HUKOJIOIIKOT TePEHCKOT paaa? Jla Jin je mpruMeHa pa3HOBPCHHUX
METO/Ia TEPEHCKOT HMCTPAKUBamka CIa00CT MHTEPAUCHUTUIMHAPHOT
MPUCTYIa WK je eroBa mnpenHoct? Ha kojum mHpopmarmjama
3a0eneKeHMM Ha TEpeHy HCTpakMBad yoOWYajeHO Tpaaud CBOje
MOCTTEPEHCKE €THOKOPEOJIOIIKE/€THOMY3HKOJIOIIKE HApaTUBe?

Kpo3s pazmarpame cBUX OBHX UTamka, MoceOaH akiieHar he ouru
MOCTaBJbEH Ha MPOOIEMATH30BakhE MEPICITUBHUX U MEMOPH]CKUX
nporieca (BU3YCNHHX, AayIWTUBHUX W KUHETUYKUX) MPUIAKOM
NpPUMEHE METOZC IOCMAaTpama Ca Y4YeCTBOBAKEM Yy H3BOHadKoM,
OJTHOCHO IIJICCHOM IIPOIIECY. YMpeKaBama IOCTyaKa u JocTurayha
13 JIOMEHA KOTHUTHBHE TICHXOJIOTHjE TIeca U My3HKe, C jeJTHE CTPaHe,
U ETHOKOPEOJIOUIKUX/€THOMY3HKOJIOIIKUX HCTPaXHBamka C JIPyTe,

MOTESHUIIMjaT METOJIE TOCMATParba Ca YIeCTBOBAKEM, KOjH MOJPa3yMeBajy JyrOpPOIHU
U perIeKCUBHE MCKYCTBEHH JIOXKHBJbA] TUIECHE TPAKCEe MCTPaXKMBaHE 3ajeTHUIIC, 11O
[IpaBHIIy HUCY MoIVIe a Oyay pa3BHjaHU Yy MOTILYHOCTH.
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JI0 caJla HUCY 3HaYajHUje pa3BHjaHa,* a HECYMILMBO MMajy 3Ha4ajaH
MOTEHIIMjaJl 3a pa3yMeBambe HE CaMo TUIECHUX M3BONaYKUX IMporeca
Beh, HCTOBpEeMEHO M HEOJBOJUBO, 3a OMaKame U MaMheme HEeroBUX
CHHKPETHYHUX KOHCTUTYCHATa, OJHOCHO KMHETUYKHX U MY3UYKHX
o0pasana y TOKy TepEHCKOT UCTpakKWBama U HaKOH mera. UuHu ce
Jla KOMIUIEKCHH KOTHUTHUBHH TPOIIECH TEPIICHIUje U MEMOPHCamba
BU3YCITHHX, AyJJMTUBHUX ¥ KMHETHYKUX HAJIpakaja, a CaMUM TUM U
Hay4YHa 3Hama U3 JIOMCHA KOTHUTHBHE NCHXOJIOTH]E, IPEICTaBIbA]Y
U3y3€THO Ba)KHO, aKO HE W CYIITHHCKO MPOOJIEMCKO YBOPHIITE TPU
pa3Marpamy METojla TEPEHCKOT HCTPAKUBAKHA Y CTHOKOPEOJIOTHjH U
€THOMY3UKOJIOTHjH.

Heiionosmuso uckyciuso iioxparveno y wamhery: uepanxa y Ceunuyu

Ceno CeuHuna (pyMyHCKH: Svinifa) Hajga3u ce y jyKHOM
neny pymyHckor banara, y JlynaBckoj kimcypu.® Jlyx jieBe obaie
JyHaga, nakie, y ety KIucype koju npumaja PymyHuju, Hanasu ce
HH3 HAceJba, KOja Cy MCTOPHJCKU OWila CTHHYKH JU(epeHIMpaHa Ha
cpricka u pymyHcka.® Ceno CBUHHMIIA je HAJUCTOYHHU]E CPIICKO HACETHE
Ha OBOM MPOCTODPY.

bynyhu na je, moueB onm ceame neneHuje XX Beka, HAKOH
HEKOJIMKUX OTICEKHUX €THOJOLIKUX U JIMHTBUCTUUKUX UCTPAKUBAIHA,
KOja HHCY oOyxBaTaja My3HKY W 1iec y Behoj Mepu, caMOCBOJHOCT
KynaTypHe Tpaauurje CBUHHULIE U UjaeKaTcKa MOCEOHOCT JIOKAIHOT
ceockor ropopa 3abenexena (36opuux paoosa 1971; Tomuh 1989:
117-124; Cuxumuh 1994: 230-231; [pswaua 1994: 134),” nmuuno

4 OBOM IpHIMKOM OHX JKelena Ja CKpeHEM HaKiby Ha MHOHHPCKA HCTPAKUBAHA
etHomy3ukonora Jlanke Jlajuh-Muxajnosuh koja y 1HJby pasyMeBama MEMOPH|CKHX
nporieca y ryciaapckoM H3BolallTBy OCMHUIIIBABA CTPATEIHje TEPEHCKOT Pajia o y30py
Ha €KCIIEpUMEHTANIHA [ICUXOJIOIIKA HCTpakuBamwa (BuaeTH Buie y Laji¢-Mihajlovié
2012: 71-78). Jlajuh-MuxajnoBuh ykasyje Ha TO Ja HCTpaKUBama y 0O0IacTH
KOTHHTHUBHE TCHXOJIOTHje MY3HKE JI0 calla HUCY 3HayajHUje pa3BUjaHa, a Ja uMajy
3Ha4ajaH IOTCHIHjall 32 Pa3yMEBabe MCUXOJIOMIKIX, COLMjATHIX U KOMYyHHKAaTHBHUX
acriekara My3H4Kor H3BohamTsa (ucto: 79). V3 nmpuapyKuBame OBUM CTABOBHMA, MOXKE
ce JI0AaTH J1a TCUXoJoruja (TpaJulMOHAIHOT) TUIeca 3a cajia Takohe ocTaje MOTIIyHO
HEUCTpaXKkeHa 00JIacT.
5 Cp6u y Pymyrnju nmonekas xaxy i baHarcka Knmcypa, 0K je oaj mpoctop y Cpbujn
MMEHOBaH kao Depnan nin bepaarncka Kiaucypa.
¢ Cpbu cy unHMIM BeRMHCKO CTAHOBHUIITEO y YKYITHO JIEBET CENa (JIAHAC Cy BEOMa
CHAYXHU TIPOIIECH aCUMIIAIIH]€ CPIICKOT CTAHOBHUIITBA Y PYMYHCKY 3aj€THHIY HE CaMO
y Knucypwu Beh u nenoj Pymynujn). To cy: [Juuy, beno6pemka, Panumua, [Toxexena,
Mauesuh, Crapa Monnasa, Jbynkosa u Cununa (suaeru Buie y Cranojnosuh 1938:
7; Tomuh 1989: 18). Cena y kojuMa je pyMyHCKO cTaHOBHHUIITBO BehuHcko cy Cyika
(Susca), Hoa MongaBa (Moldova Nuova), Kopouunu (Coronini), Cera Jenena
(Santa Elena), Cuuesuna (Sichevita), [oprea (Gornea), bp3acka (Berzasca), [lpenkosa
(Drencova) u Kosina (Cozla).

Jeman on pasinora pa3sHONMKOCTH KyATYpHE mpakce cena CBHHHIA je CBakKako
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cam Ouia BeoMa 3aWHTEpPECOBaHAa M MOTHBHCAHA 3a TEpPEHCKa
HUCTpaXKUBamba y OBOM ceily. Moje TOYeTHO MHTEPEeCOBame je OMio
YCMEPEHO Ha KOMIIapaTUBHY reorpadcKy U €eTHUUKY UACHTU(UKALIN]Y
OMILITUX KAPAKTEPUCTHKA CBUHUYKE MYy3HUKE U TIECHE TpaJaulje, a
npBu oitazak y ceno 2011. roguHe moaynapuo ce ca morpedom na
HaIpPaBUM 320KPET Y METOJIOJIOTHJU TEPEHCKUX UCTPAXKUBambha Iieca.

[IpBa ucTpakuBamka CBHHUYKE MY3WYKE U IUIECHE IIpaKce
obasmia cam y 28. u 29. aBrycra 2011. rogune.® ITopen Gpojuux
dbopmanHux U HeHOPMAITHUX WHTEPBjya Ca CEJbaHUMa M JIOKAJTHUM
My3H4YapumMa, Kao U cTBapama 00MMHE (OTO-JOKYMEHTAIH]e, TPBOT
JlaHa TEPEeHCKOr pajia MPHUCYCTBOBAJa CaM M CEOCKOj IMpPOCIaBH,
T3B. DectuBany cMmokaBa.” HakoH HM3y3eTHO Ayror KOHIEpPTa, Ha
KOjeM je HACTyIHJIO HEKOJIUKO (ONKIOpHUX apymTaBa u3z Cpouje u
PymMmyH#je, a KOjH je 3a11o4e0 y TOKY IMOIoaHEBa,’ y OKBHPY BeUeprer
(dhecTHBAJICKOT cajipKaja oipKaHa je U Ce0CKa UrpaHKa WUiTH, KaKo TO
Cp6u y PymyHuju u nanac xaxy, 6ai.

Naxo cam y Toky sieta 2010. ronvHe MHTEH3UBHO UCTPAXKUBAJIA
My3uKy U Iuiec JlyHaBcke KJIMCype, OBO je OMO MpBH ,,JUIECHU
norahaj” kojem cam mpucyctBoBasa. Ilopen tora mTo cam Owmita
MMIIPECHOHUpPAaHAa CTUJIOM IUIECHOT H3Bohema M BUPTYO3HOIIhy
JIOKAJIHUX My3Hu4apa,”’ moceOHy HCTpaXMBauKy paao3HAJIOCT M

€HJI0raMHja, Koja je NpakTukoBaHa A0 KacHUX 1960-ux roguna (Ilanrenuh 1971:
57). 3nayajue nemorpadcke MPOMEHE y3POKOBAHE CKIIAMIAEKEM MEIIOBHTHUX CPIICKO-
PYMyHCKUX OpakoBa Cy 3amodeTe HPHOMIDKHO y TO Bpeme. JlaHac Cy MEIIOBUTH
OpaxoBu npeosnalyjyhu. IIpema nemorpadckum nogauuma uz 2002. roquae CBuHHULA
je nmama 1011 craHoBHHKa off KOjux ce 63,4% mux uzjacHmwio kao Cpou (Cremnanos
2008: 26). Ceno uMa OCHOBHY IIKOJTY, aJIi O€3 HACTaBE HA CPIICKOM jE3UKY.
HcrpaxuBama cy obaB/beHa y3 (PMHAHCH]CKY MOAPIIKY AKaJeMCKOT APYIITBA 32
HeroBame My3uke ,,I'ycne” u3 Kukunae koje je 00e36enmno pedyHaamnujy Tpoikosa
MyTOBama. Y OBOM HCTPaKHUBamy Cy Y4ECTBOBAJIM U monuTuxonor Jyman [lejanar,
KOjH MU je MHOTO ITOMOTa0 y KOMYHHKaIlIj! ¢ MeITaHuMa, kopeorpad Vrop ITonos u3
Kukunpe u, Taza CTyIeHTKHba €THOMY3HKOJIOTHje Ha AKaleMUju yMeTHOCTH Y HoBoM
Cany, Maptuna Kapun. Urop u MaptuHa Cy akTHBHO U MPHJBEKHO YYECTBOBAIHU y
HCTpaXKHBambUMA, IIOMaXYNH MU Y IOKyMEHTOBalkY U apXHBUpamy Marepujana. OBoM
MPWIIMKOM CE CBHMA UCKPEHO 3aXBaJbyjeM.
9 Mako Be3aH 3a LpKBeHM Npa3HuK Bemnky Tocrojuny Koja ce ompxkasa 28. aBrycra,
decTuBaT CMOKaBa HEMa PEIUTHjCKY KOHOTamujy, Behi je ycrmocTaBibeH IOYETKOM
2000-ux romuHa Kao MOKYIIIaj JIOKAJTHE BJIACTH Jla OCAaBPEMEHH KYJITypHY TIOHYIy cela
y (opMu TYypUCTHYKO—KYATypHE MaHH(ecTanuje ca €KOHOMCKHM MOTCHIHMjaNnuMa.
bynyhu na je CBUHHMIA TO3HATA MO y3rajakby KBATHUTETHUX CMOKAaBa, JIOKAJIHA BIACT
nokymraea 1a y gopmu ,,(ectuBancke” mpociaBe NpUBydYe MOCETHOLE U MPOMOBHILE
nomahe npousBoze.
10 Mapma mpencrap/ba M3y3eTHO WHTPUTaHTAH MaTepHjal 3a E€THOKOPEONOIIKY/
€THOMY3UKOJIOLIKY, aJli U WHTEPANCIUIUIMHAPHY aHAJIU3Y, KOHIIEPT oBora myta Hehe
6utH pasmarpan. bynyhu na je y nenoctu noxyMeHToBaH y BUIeo U GoTo hopMaTuma,
HFeﬂCTaBJ'bahe ¢okyc Hekor Oynyher paza.
1 To cy 6mwm 6paha bamah, xapmormkam JKuwBnma W cBHpad Ha CHHTHCAj3epy
Wnuja (y n0KaIHOj TEPMHUHOJOTHjU CBUpaY Ha ,,0pryJbama’), y3 Koje Cy CBHpalld U
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3aIMMTAaHOCT MPOOYAWIIO je M3BONheHmE Iieca 3a KOju CaM KacHHje
casHasia Ja ce HasuBa opy (pymyHcku: brdul). bynyhu na cam mopen
AHAJIUTHYKOT TOCMaTpama joralaja ydecTBoBaJia M y ILICCHOM
nporiecy miemyhn moBpeMeHo y Koy ca JOKaJHHM HW3Bohaumma,
MoOXxe ce pehu /1a je y TOKY TePeHCKOT pajia TeHepallHO MPUMEHEHA
METO/Ia TOCMAaTPama ca y4eCTBOBAKEM. Y TOKY UTPAHKE, IIOMHO CaM
ce TpyIOuJia Jla YOUHUM IITO BUILE JIeTajba y W3BOHAuKOM Ipolecy u
riecadya ¥ My3udapa, Kao U Ja IPOHUKHEM y CTPYKTYpaJIHE OJTUKE
U CTUJICKO-W3BOhauyke HHUjaHCEe H3BOhEeHma IOjeAMHAYHUX HyMepa.
C npyre cTpane, Moja Makma je, UIakK, OWwIa yCMepeHa U Ha IITO
KBaJIMTETHHje M WH(POPMATUBHH]EC BHICO CHUMAKE MEIOKYITHOT
norabaja. Jlakie, y3 mocmarpame U y4eCTBOBaHE Y TIECHOM IPOIIECY,
npUMEbCHA je M MeToda (puiaMoBama,'? kao u (ororpaducama, a
CBaKM TPEKH]] IUIecama KOPUCTHIIA caM 3a KpaTke HedopMmaiHe
MHTEpBjye ca [iecadnma u Mysudapuma. bynyhu na cam cBHHHUKO]
MIPAHLM [PUCYCTBOBala IpPBU IyT Kao INOTIYHH ayTcajaep,
MOja WCTpaKMBauyka IMO3MIMja CE, Y OKBHUPY OOyXBaTrHE MeETOJE
nocMaTpama Ca y4eCTBOBAHEM, MOXKE ONMKe Crienu(pUKOBaTH Kao
yJora ,,iocMarpada Koju yuectByje” (participating observer; Bernard
2006: 347).1

Cee mnpuMemeHe Merone (IOcMaTrpame, Y4eCTBOBAHE,
dboTorpaducame, BUACO CHUMAKE M WHTEPBJYHUCAIE) M HHUXOBO
KOMOUHOBatbe OMIIM Cy YCMEPEHH Ka [00Hjalby U KyMylalHjH
IITO BHIIEC KBAJIUTCTHUX IOJaTaka O IUleCy M MY3HIH, KOju Ou
Mu oMoryhunm yoOnuuyaBame oarosapajyher eTHOKOpPEOJIONIKOr/
€THOMY3HUKOJIOIIKOT 3Haha O M.

VY KeJbH J1a HAydHO] JaBHOCTH MPEACTAaBUM CIEUU(PUIHOCTH
TUIecHOT perieproapa CBHHHUIIE M TPEHECEM UCKYCTBO OBOT TEPEHCKOT
UCTPaXKMBamka, HEKOJIMKO MECEIH IOIHHM]je caM ITOCBETHJIA OBOj
urpannu jegan ernorpadekm pax (Rakocevi¢ 20136: 247-263).1
Mana je merosa u3paza y BHIY T3B. KAOMHETCKOT paja, KOju je

JIBOjHIIA M3y3€THO BHPTYOy3HUX cakco(oHHCTA, PyMyHa 4ija HMeHa HaXaJIOCT HECAM
3a0enexua.

12y Tpenynmma kafga caM ce HpUApYKHBala IUIECHOM M3BOhemy, (UIMOBamE je
n3pey3mv1ana MapruHa Kapus, Te je urpanka y 1einocTu 3abenexeHa.

Amntpononor Pacen Bepuapn (Russell Bernard) mudepenumpa Tpu pasnudure
MO3UIMje KOje HMCTPaKUBAuUM OCTBAPYjy y TOKY TEPEHCKHX HCTpa)KHBama: yiora
,IIOTIIyHOT yuecHHKa” (complete participant) HacTaje KaJa MCTpa’kuBau IIOCTAHE
YjlaH MCTpPaXKMBaHE 3aje/lHAIC M He OO3Hamyje CBOje HCTpakuBame (Jakie,
TIPUIIATHUIIH 3ajez1Hnue HE 3Hajy Jla OH/OHA UCTpaxyje); » Y 4CCHHK KOjI/I nocmarpa”
(observing participant) je anan:ep KOjU NPOy4aBa KUBOTHE T0jaBe KOje I'a OKPYKYjy
H, ,,OCMAaTpad Koju yuecTByje” (participating observer) je ayrcajaep Koju y4ecTsyje
Yy HEKHM aclleKTHMa JXKMBOTA HCTPaKMBAaHE 3ajeJHUIC M OCTIekKH OHO IUTO MOXKE Ja
3abenexu (Buaeru suuie y Bernard 2006: 347).

14 Opgaj pan je mpe3eHTOBaH Y OKBHPY HaydHOT ckymna Janu Brade C. Munowesuha y
Bama Jlynu y anpuny 2012. ronune, a 00jaBJbeH je HapeAHe ToJUHE.
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nmouetkoM 2012. roguHe y KOHTUHYUTETY Tpajao HEKOJIIMKO HEJesba,
MOXJa 4YaK U JIBa Mecella, M3UCKMBaja HENPECTaHO OOHaBJbAHE
cehama Ha MPOXKUBIHEHO MCKYCTBO U MOMHY aHAJIU3y CHUMJbEHOT
Martepujana, YKbydyjyhu nabaHOTHpame OCHOBHHMX oOpa3ara
KOpaka CBUX HM3BEJCHHUX IJIECOBA, JaHAC, YETUPH TOAMHE KacHH]e,
y TPEHYTKYy KajJa MHILIEM OBa] TEKCT, jelBa Ja MOTY Ja C€ CETHUM
MOjeAMHUX JIeTajbha IEOKYITHOT TuiecHor norahaja uz 2011. roguse.
He camo na He MOTy y MOTHYHOCTH Jia pEKOHCTPYHIIEM pernepToap
UrpaHke, HUTH pefociiesl U3BeICHUX HyMepa Beh u cnienuduyHocTH
MPOCTOPHOT W PUTMHUYKOr OOJIMKOBama oOpasalna MOKpeTa
M0jeIMHAYHUX TIECOBA, a HAPOUUTO HHUXOBE MY3HUKE, MEJIOJIU]CKE U
METPOPUTMHYKE OJIIMKE, OCTa]y CACBUM MAIJIOBUTE y JIABUPUHTHUMA
Moje T3B. ayrorpajue memopuje (Koctuh 2010: 54). Ersuctupajy
camo y Buly T3B. ermsozuykor ramhesa (Buie y Boyer and Wertsch
2009:4-7; Koctnh 2010: 216), 01HOCHO KPaTKOTpajHHUX, IPBEHCTBEHO
BU3YCIIHUX CEKBCHIM Y KOJUMa CC HCIIOBE3aHO II0jaBJbY]y HEJaCHH
JMKOBHU Tulecaya v My3udapa. Yak ¥ Kpo3 MoKyluaje J1a KHHEeTHYKU
PENpOIyKyjeM MPOXKUBJHEHO UCKYCTBO, IITO OM MPUIIATAI0 TOMEHY
T3B. mpoueaypainne memopuje (Boyer and Wertsch 2009: 4), moje
TEJO0, HAXKAJIOCT, HE YCIIeBa Jla €BOLUpa CTPYKTypalIHe U U3Bohaduke
HUjaHCEe W3BeleHUX TuiecoBa. Jla Oux ocBexxmna cehamwa Ha
MPOXKUBJHEHO ayIMTUBHO, BU3YETHO U COMATCKO UCKYCTBO, OJTHOCHO
eBoIpasia KOHKpeTHe ,,ayiHe momanutetre” (Koctmh 2010: 193),
BE3aHEe 3a OBY MpPBY UTpaHKy y CBUHHIIM, a KOJU Cy YCKIaAUIITEHH
Yy M0j0j IyTOTPajHO] MEMOPHjH, HEMUHOBHO j€ MOTPEOHO HE caMo J1a
MTOHOBO IVIeaM BHI€0 MaTepujail Beh u 1a uyjeM My3uKy oapelheHux
IJIECHUX HyMepa. T3B. MeHTasHa Bu3yenusanuja (Bume y Koctuh
2010: 204) nnecama mojaBibyje ce y MOM namMmhemy Kao caMOCBOjaH
SHTHUTET, YHEKOJMKO He3aBHUCaH of My3uuke (Buiie y Mupkosuh
Pagour 2010: 16), a mormyHo ozBojer ox npouexypaiHor (Boyer
and Wertsch 2009: 4) cehama Ha ruecHe nokpere. Ilorpe6Ho je,
Aakiie, pparMeHTapHe CeH3aluje Koje ce HO_]aBJ'by_]y Kao OJIBOjCHH U
pasjearmbeHr MOXKIAHHU, HE U TEJICCHU UMITYJICH, ™ TOHOBO CIIOjUTH Y
HMCKYCTBEHO jeMHCTBEHHU JOXKHUBJbA] Iiieca. bynyhu na je KoHTekcT
ETOBOI PeaKkTyajan30Bamha HEMHUHOBHO BEOMa JpyTrauuju, YUHH Ce
Jla UCKYCTBO CE0CKE UTpaHKe MPOKUBJbeHO y CBuHUIM Aaneke 2011.
TOJIMHE, OCTaje Y CBAKOM CMUCITY, UIaK, HEITOHOBJHHBO. ¢

15 Tojenman menxomnosn enm3onmuko mamMheme OMICYjy ¥ Kao ,,MEHTATHO Ty TOBAKLE Y
Bpeme” (mental time-travel; Boyer and Wertsch 2009: 5).

16 Tlopen Tora WITO je HEMOCPENHO TIIECHO HUCKYCTBO YBEK BE3AHO 3a KOHKDETAH
BPEMEHCKH TPEHYTaK W Kao TaKBO, HETOHOBJGMBO y HICHTHYHOM BHAY, OHO j€
JENMHCTBEHO W Kao MHAMBUAYANIHH JOXUBJbA]. YBEK j€ YCIOB/BEHO IUICCHUM
MpeI3HAKBEM, Ka0 U HHITUBHIYATHUM QU3HYKUM 1 MHTEIICKTYaTHIM NMPEAUCIIO3HIIHjaMa
cBake nojenuHagHe ocobe (Green 2014; Mupkosuh Pagorr 1996: 15). O Tome y mupem
CMHCIYy CBEZOYE W IMCHXOJIOIIKA UCTPaKHWBamba T3B. ayToOHorpadcekor namhema (Ha
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@OnyunHoct M (parMeHTapHOCT mamhema MPBOT MCKYCTBa
CBUHMYKE WIpPaHKe HE MOTY Jila HaJOMECTe HH IIOHOBJbECHA
HUCTpaXKUBamka y OBOM Cely y Koje cam ce Bpahayia jour quHpI/I
myTa Jia OMX NPHUCYCTBOBANA PA3HOBPCHUM ILIECHMM jorahajuma,’’
HUTH UCKYCTBO HbMXOBE HAKHAJIHE aHAJMTHUYKE EKCIUIMKAIUje, KOjU
Cy pesyntupanu oarorapajyhum nayuynum HapatuBuma (Rakocevié
2014au 6). YnpKoc YumbeHHITH ITO OUX, 3aXBaJby]jyhul TOME IIITO cCaM
iec 6py yBpCTWIA y capiKaj MPaKTHYHE HACTaBEe €THOKOPEOJIOTH]e
Ha @akynreTy My3WYKe YMETHOCTH Ha KOjeM IIpelajeM, caja
MoOIIa Jia BU3yallu3yjeM W BepOajHO OMHIIEM CTPYKypy oOpaciia
MOKpeTa OBOT IUIeca — y CACBHM YOIIIITEHOM OIUCY, MOXe ce pehun
Jla je y MUTalky OCMOTaKTHA JIATEPAIIHO aCUMETPUYHA CTPYKTypa
,IIETaHUX’ KOpaka, Koja ce M3BOAM y (hopMaIlju OTBOPEHOT KoJia
— MOje TeJlo HHUje y CTamy Ja ra aJeKBaTHO, ca CBUM HHjaHcama
ayTEHTUYHOT IIeca, u3Bene 6e3 oaropapajyhe My3nuke KOMIIOHEHTE.
[TorpeOHM Cy MM 3ByYHU CHUMIIM Ja OWX TEIIECHO Y TMOTIYHOCTH
eBolupaia oxnroBapajyhe miecue mokpere. C apyre crpaHe, HMako
caM MeJIOJIMjy OBOT IIjIeca CIyliajia MHOTO IyTa, HUCaM y CTamy Jia
j€ ayIMTUBHO PENpoayKyjeM, Beh camo BepOaHO OMUIIIEM: YHHE €
Op3u, MPETESIKHO CUIIA3HM YHHUCOHHU TIAaCaKU JIBOUYETBPTHHCKE MeEpe.
Enuzoanuko mamheme My3WYKOT cajpikaja je, Kao W eMHU30UIKO
namheme BU3yelnHUX HWH(MOpMaIMja, HEYXBaTJbMBO, CEJIEKTUBHO,
(bparMeHTapHO M BapJHHBO, a MPEIYCIIOB j€, YHHU CE, 32 CBOIUPAHE
npoIeIypaiHe MEMOPHjE TEJICCHHUX IJICCHUX ITOKPETA.

Hema cymme na je ydemrhe y miiecamy TONPHHETIO HIHPEHY
MOJHX JIMYHUX Ca3Haba 0 My3HUKO] U IJIECHOj pakcy CBHHUIIE, Kao U
J1a je MPOKUBJbEHO KWHETHYKO U ayITUTUBHO HCKYCTBO 000TaTHIIO MOja
YKYITHA €THOKOPEOJIONIKA U €THOMY3UKOJIOIIKA 3Halkha O CBUHHYKO)]
IJIECHO]j MPAKCH, OAHOCHO O KyMYJIallfju T3B. CEMaHTHYKOT TaMhemna
(Boyer and Wertsch 2009: 4, Koctuh 2010: 152) meHux omiuka.
MelhyTtum, ¢ 003upom Ha GparMeHTapHOCT ¥ BapJbUBOCT CITU30IUYKE
U IIPOLIETypaTHe MEMOPH]E, METO/Ia yU4ECTBOBaHka KA0 OCHOBHU U3BOP
3Hamka y TEPEHCKUM HCTPAXHBAakHUMa jeJHOCTABHO HHjE JOBOJHHA
32 CTBapame CYBHCIOT M IIOy3[aHOI HAy4YHO-MHTEPIPETaTHBHOT
HapatuBa. MeTozie TepeHCKOr paja, YMjoM MPUMEHOM 0CTaje HeKH
MUCAaHU WM JUTUTAITHY TPar KOju je Moryhe M3HOBa perpoayKoBaTH,
YUHE CE Ka0 MOY3/1aH1]€ UCTPAXKUBAYKO CPEJICTBO. Y3uMajyhu y 003up
CUHKPETUYKY HEPACKUIMBOCT KUHETHYKE M MY3MUYKE KOMIIOHCHTE
ieca, NMpUMapHa MeETo/la TEPEHCKHX MCTpPaKUBama Iuieca Koja
omoryhaBa cuMynTaHO OeleXeme MOKpeTa W 3ByKa, IMpemMa MOjUM

npumep, Williams and Conway 2009: 33).

17 TIpucycrpoBana cam u y IelIOCTH JOKyMEHTOBaJIa JiBe cBande y oBoM cery 2012. u
2013. ropuHe, ceocKy UrpaHKy Koja je oApskaHa y jyHy 2012. ronuse, Kao U yCKpIIbE
obndaje KojH Cy YKJbYUHBAIIN IBE UTPAHKE U PUTyal HAMEHHBamba IIeca IIOKOJHUKY Y
nponehe 2013. rogune.
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CTaHOBMILITUMA, MOpa OMTH (pUIMOBaHE, OTHOCHO BUCO CHUMAHHE.
Tex Kpo3 MOHOBJBEHO pa3MaTpame 3abenexeHux HHpopmalmja
0 KHHETHUYKO] M MY3MYKO] KOMIIOHEHTH ILICCHOT IpOIeca MOXKe
Ce MPHUKYIMUTH W Pa3BUTH ETHOKOPEOJIOUIKO/CTHOMY3HUKOJIOIIKO
(Hay4HO) 3Ham€ 0 TUIecy. HepackuauBa Be3a u3mel)y eTHOKOpeonoruje
Y €ETHOMY3HKOJIOTHj€ 3aCHOBAHA j€ Ha MPEMHCH Jia j€ TUIeC aJIeKBAaTHO
aHAIM3UPATH JEIUHO Yy JEOUHCTBY CHMYJITAHOT MPOIECyUpama
HETOBE KHHETUYKE U My3HUYKE KOMIIOHEHTE, IIITO METO/Ia (PHIIMOBakba
HETIOCPETHO ¥ PETIIETUTHBHO oMoryhasa.

Ymecuio 3axwvyuka

Moja Hamepa oBora myTa HHje Owsia Ja pa3MaTpaMm TEOpeT-
CKE WJIM TICHUXOJIOIIKE ACHEeKTe MY3MYKOI M IUIECHOI HUCKYCTBa U
nu3Bohema, Koju Cy, CBakako, MHTPUTAHTHO Tozpyyje 3a Oymyha uH-
TEePAUCUUIUIMHAPHA UCTPAKUBAa, HUTH JIa OCIIOPUM OUHUIVIEHE U
HEOCTIOpHE MPEIHOCTH YYECTBOBaA KA0 BaXKHE METOJE TEPEHCKOT
paja KojoM ce JOCTHXe AyOJbe pa3syMeBame HCTpakMBaHE Iiec-
HE Mpakce, 1a ¥ caMor IUIECHOT Ipolieca, O YeMy MHCIIUPATUBHO U
apryMEeHTOBAHO MUIIYy MHOTH IJIECHU aHTPOIOJIO3H, Y IPBOM peay
Hunpu Cxnap (Diedre Sklar, na mpumep Sklar 1999: 14-33; 2000:
70—77). VckyCcTBO Tjiecama HECYMIMBO JOMPUHOCH KyMyJaluju
YKYIHOT  €THOKOPEOJIOMIKOI/€THOMY3HKOJIOMIKOT, JIaKiie, JUCIH-
IUTMHAPHO crieruIHuX 3Hama o miecy,’® a Beh ox 70-ux roauHa
MPOLUIOT BeKa TOTOBO j€ HMMIIEPATUBHU CaJpKaj aHTPOIOJIOLIKH
OpHjCHTHCAHUX TEPEHCKUX HCTpakuBama Iieca (Giurchescu and
Torp 1991: 3-4). MehyTtum, npunukoM nU300pa METOAA TEPEHCKOT
UCTPa)KMBaba, UCTPAXKKUBAY IJIeca MOpa yHarlpell OMTHU CBECTaH Ja
j€ apTuKyJjalyja 3Hama KOje MPOUCTHYE U3 MOCMaTpama IJIECHOT
u3Boherba 1 yuecTBOBama y ieMy'? Hen30eKHO Oa3upaHa Ha CelleK-
TUBHOM, KPaTKOTPajHOM M MMAaruHaTUBHOM €MU30AMYKOM Hamhemy
M0jeIMHAYHUX, MaJIa HAJOMyhY]yhUX BU3YyEeITHUX, ayJUTUBHUX U CO-
MaTcKuX MH(pOpMaIHja, Ha OCHOBY KOjUX j€ BeoMa TEIIKO, aKo HE U
HeMmoryhe, HaKHaIHO CTIMCATH OAroBapajyhu HayYHU HApATUB.

18 Mpory HayYHHIM yKa3yjy Ha QUCTHHKTUBHOCT 3HAHA KOje j€ YOOIMYEHO Y OKBHPY
onpeheHNX IUCHMIUIMHAPHUX, OJHOCHO aKaJeMCKHX OKBupa. Ha mpumep, miecHH
anTpononor bophuna I'op (Georgiana Gore) ykasyje Ha CIEHUPUIHOCTH ,,aKaIEMCKH
yobnuueHor 3Hama o miecy”’ (Gore and Bakka 2007: 93), nox antpononor bojan
Kukuh, pacnpaBibajyhin o ogHocy u3Mel)y TEpPEHCKHUX HCTPaXKHBAba U KyMYJAIlHje
HAyYHOT 3HaHa Y €THOJIOTHjU ¥ aHTPOTIONIOTH]jH, YKa3yje Ha oTpedy 3a yBohemeM rmojMa
T3B. TEXHUYKOT 3HaWa, KOje ,,y ceOU Claja eMIUPUYHOCT TPEHYTKA U AUCHUILTHHAPHY
uctopujy” (Bugeru Bumie y XKukuh 2012: 16).

19 HMako cy meHe MOCTaBKe M apryMEHTH JPyradujy off OHUX M3HETHX Y OBOM TEKCTY,
antpononor bpenna ®apuen (Brenda Farnell) Takohe cmarpa na je 3Hame o miecy
0a3upaHoO Ha MOCMAaTpamy U UCKYCTBY IUlecama HempocTatHo (1999: 148-149), e na
BepOaHU HapaTUB caMMX U3Bohaya Taxolhe Mopa OutH y3etr y 0o3up (152).
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HcrpaxuBauke MeTOJC M TEXHHKE A0OHjamkba WH(pOpMalnja
HEOXOJIHO j€ Ha TepeHy KOMOMHOBATH U YBEK M3HOBA IPEUCIIUTUBATH, &
UXOB M300p 3aBUCH 0] €UCTEMOJIOIIKUX N300pa U UCTPAXKUBAYKUX
nnibeBa (Bakka and Karoblis 2010: 184). YV oBoM jemHOCTaBHOM
3aKJbYUKY, JEMUHCTBEHH Cy CBU HCTpa)XMBayu Iuieca (Ha HpUMep,
Buckland 1999: 6-7; Gore and Bakka 2007: 96; Rakocevi¢ 2013a:
77). OBora myTa >KeJUM, HWIIAK, Ja HCTAKHEM MPUOPHUTETHOCT
Merone (uiMoBama, Koja 6u y OyayhHocTtn Tpebano jga mocraHe
,,CHCTEMaTCKH M TEOPETCKH yTeMesbeHa ajatka” (Bakka and Karoblis
2010: 187) nayuHOT HCTpa)KMBama Iuieca. Y3 MyHy CBECT O TOME Jia
CHUMame MOXKE YTHULATH Ha M3BONHAYKU MPOIEC U Ha yoOIM4aBame
onqHoca u3Mmehy ucTpakmBaya W u3Bohaua, Koju Cy OpeMEHUTH
y3ajaMHUM TpolleHaMa U OYEKMBAKMMa, T€ Ja HEMOCPEIHO MOXKe
YTHUIIATH U HA UCXOJ] CAaMOT UCTPaKUBamka, O YEMY HAJAXHYTO IHUIIIe
mecHu anTpomnoior @penk Xan (Hall 1999: 128-130), y oBoM TeKCTy
3aCTynaM CTAaHOBHINTE Ja j¢ (HIMOBAILE, ONHOCHO BHICO CHUMAHe
sine qua non TEPEHCKOT HCTPAXHUBAtba ILIECA y CTHOKOPCOIOTHJH
€THOMY3HUKOJIOTHjU. MeTofo10rija BUI€0 CHUMamba, Koja o0yxBara
o1abup IeHTpanHe TeMe (MOTHBa), (oKyca W Tpajarkbe CHUMAma,
a HApOYUTO EIUTOBaWmE, OAa0UP U MPE3EHTOBAE, CHUMJIbEHOT
MaTepHjaia, CBaKako OCTaje jeHa Off MPUOPUTETHUX Tema Oymyhux
HAay4YHHX MTPOMHUIIbarba.”’ [I[puMeHa cBakor MeToa TePEHCKOT paja,
a U BUACO CHUMAama, M3UCKYyje Yhmbeme oapeheHux mzbopa mpe
IbUXOBE pealiu3alldje W HakoH Tora. McrpaxuBay mMopa y CBakoM
TPEHYTKY J1a Oy/e cBeCTaH CBOJUX OAJYyKa U J1a UX y HENPEKUIHOM
JINjaJIOUIKOM OJHOCY YBEK M3HOBA MIPEUCIIUTY]E.

JIMCTA PE®EPEHIIN

Bakka, E.; Karoblis, G. (2010) “Writing a dance: Epistemology for dance research”,
Yearbook for traditional music, 42: 167-193.

Bernard R. H. (2006) Research methods in anthropology. Qualitative and quantitative
approaches, Lanham: AltaMira Press.

Boyer, P.; Wertsch J. V. (2009) “In mind, culture, and history: a special perspective”, In
Memory in mind and culture. Cambridge: Cambridge university press.

Buckland, T. (1999) “Introduction: Reflecting on dance ethnography”, Dance in the Field.
Theory, methods and issues to dance ethnography, In T. J. Buckland (ed.) London:
Macmillan Press, 1-10.

20 Jenna on Tema Ietor cumnosujyma CTyaujcke rpyrie 3a My3UKY 1 TLiec JyroucToune
EBpone MehynapoaHor caBera 3a TpaquLUUOHaiIHy My3uky (Study group on music
and dance in Southeastern Europe of the International council for traditional music,
ICTM), xoju 61 Tpebano na Oyae oapkan y binaroesrpany y byrapckoj y ampuiy 2016.
TOAUHE, jecTe ,,PenpeseHTanyje My3uKke ¥ IUieca y ayAno-BU3YEIHHM eTHOTpadujama
y Jyrouctounoj EBpomu” (Representations of Music and Dance in audio-visual
ethnographies in Southeastern Europe).

61



My3ukonoruja 19 -2015 Musicology

Giurchescu A.; Torp L. (1991) “Theory and methods in dance research: a European approach
to the holistic study of dance”, Yearbook for traditional music, 23: 1-10.

Green, N. (2014), enexrpoHcKa nmpenucka, mucMmo ymyheso 27. 01. 2014. rogune.

Iacnux Emanopaghcroz unciuuiuyina LVIII (2010/2), ceecka 2, beorpan: Etnorpadcku
HHCTHUTYT.

Tonemosuh, 1. (2011) ,,McTpaxxuBad Ha TepeHy — TepeH y HcTpaxusady”’, y M. lIBanosuhi—
Bapummmh (yp.) Tepencka uciupasicusara — ioetuxa cycpeiua, 300pHux paoosa
Ewinozpagpcro unciuuivyiua 27 beorpan: ETHorpadcku unctutyT, 199-202.

Buckland, T. J. (ed.) (1999) Dance in the field. Theory, methods and issues to dance
ethnography, London: Macmillan Press.

Drasgki¢, M. (1971) ,,Stanovnistvo limitrofnog srpskog sela Svinjice u Rumuniji” (Popula-
tion of the limitrofic village of Svinjica in Romania), y /I. Henessxosuh (yp.) 36opnux
padosa, HOBa cepHja, kiura 1, beorpaa: ETHorpadceku mysej, 7-19.

Hpspaya, [. (1994) ,,Monorpaduje cena kao u3Bop 3a npoydaBame Cpba y Pymynuju”, y
Temuweapcku 300pnux 6p. 1, Hopu Caa: Matuna cprcka, 131-136.

Panojuunh M. (yp.) (2005) Ewinorozuja u aniupoiionoduja. ciarse u tiepciiekiuuse, 300pHuK
paodosa Etunozpagpcko unctuuiuyiua 21, beorpan: ETHorpagcku MHCTHTYT.

3akuh, M. (2014) ,,[lenataoct Jbyoune u JJanune JankoBuh Ha 11aHy eTHOMY3UKOJIOTHjE”,
Mysukonozuja 17: 245-258.

Henemxosuh, . (yp.) (1971) 360pruk paoosa, HOBa cepuja, kibura 1. ETHorpadcku nn-
CTHUTYT, Kib. 5, beorpan: ETHOrpad)cku HHCTUTYT.

Zebec, T. (1996) “Dance research in Croatia”, Narodna umjetnost, 33/1: 89-110.

Janxosuh, /1. n Jb. (1952) ,UcrpaxuBame, CKylbame U MPOyYaBamke HApOIHUX Hrapa”,
Hapoone uzpe, VII kwura, beorpan: IIpocsera.

Jankosuh, Jb. (1964) ,,ETHOMYy3uKOMOTHja 1 eTHOKOpeosoruja”, y Cilomenuya y 4acii Ho-
sousabpanux unanosa Cpiicke akademuje nayka u ymemnociuu 26, beorpaa: Cprcka
akaJgeMuja Hayka ¥ yMeTHOCTH, 87-92.

Kocrtuh, A. (2010) KoZnuiuusna iicuxonouja, beorpan: 3aBon 3a ylOeHHKE W HacTaBHA
cpelcTsa.

Laji¢-Mihajlovi¢, D. (2012) “Ethnomusicological research of the guslars memory: a pilot
study”, In D. Despi¢, J. Jovanovi¢ and D. Laji¢—Mihajlovi¢ (eds.) Musical practices in
the Balkans: Ethnomusicological perspectives, Beograd: Muzikoloski institut, 67—86.

MunenkoBuh, M. (2007) HUciuopuja itociumooepne aniupoiiocuje. Teopuja eiminozpauje,
ETHomnomika 6ubnunoreka, kiura 24, beorpan: Cpricku reHeaIoNnIKH EeHTap.

Mupkosuh Panom, K. (1996) Ilcuxonozuja mysuxe, beorpan: 3aBoj 3a yIOCHUKE U HACTAB-
Ha CPEJICTBA.

Nahachewsky, A. (2012) Ukrainian dance. A cross—cultural approach, Jefferson, North
Carolina & London: McFarland & Company.

Rakocevi¢, S. (2013a) “Tracing the discipline: Eighty years of ethnochoreology in Serbia”
In M. Veselinovi¢-Hofman (ed.) New Sound 41, Belgrade: Department of Musicology,
Faculty of music, 58-86.

Rakocevi¢, S. (20136) “Ethnochoreological research: Dance practice of the village of Svini-
ca (Romania)”, Tpaduyuja xao unciiupayuja. 360pruk padosa ca HayuHoZ cKyia ,,.Baa-
0o C. Munowesuh etinomysuxono2, komiosuiiop u iledazos”, bama Jlyka: Axanemuja
ymjeTHocTH ¥ My3ukonorko apymrtBo Penyonuke Cprcke, 247-263.

Rakocevi¢, S. (2014a) “Dance, place and cross—cultural excange: dance practice of village
Svinica”, In E. Ivancich Dunin and C. E. Foley (eds.) Dance, Place, Festival. Articles
from 27" Symposium of the International council for traditional music Study Group on

62



Cenena PakoueBuh Mysuka, riec u namheme: Ka MPEeUCIUTHBAKBY METO/A. ..

Ethnochoreology , Limerick: University of Limerick, 145-151.

Rakocevi¢, S. (20146) “Writing movements and music: hora de pomand in ethnochoreo-
logical/ethnomusicological narrative”, 28" Symposium of the ICTM Study Group on
Ethnochoreology, 7/17 July 2014, Koréula, Croatia (pyxomuc).

Rakocevi¢, S. (2015a) “Ethnochoreology as an interdiscipline in a postdisciplinary era: A
historiography of dance scholarship in Serbia”, In Yearbook for traditional music 47,
27-44.

Rakocevi¢, S. (20156) ,,Terenska istrazivanja u etnokoreologiji u Srbiji i Bosni i Herce-
govini: Fundiranje nauéne discipline i potencijali njenog buduéeg razvoja”, Brado C.
Munowesuh. Eiwinomysuxono2, komiiosuwiop u edazos. Tpaduyuja xao unciupayuja,
Melynaponuu Hay4qHU cKyTI, AKanemuja ymjerHoctn, bama Jlyka, 17. u 18. anpu 2015
(rukopis).

Rice, T. (2008) “Toward a mediation of field methods and field experience in ethnomusi-
cology”, In G. Bartz and T. J. Cooly (eds.) Shadows in the field. New perspectives for
fieldwork in ethnomusicology, Oxford, New York: Oxford University Press, 41-61.

Rice, T. (2014) Ethnomusicology. A very short introduction. Oxford: Oxford University
Press.

Barz, G. and Cooley, T. J. (eds.) (1997, 2008) Shadows in the Field: New Perspectives on
Fieldwork in Ethnomusicology New York: Oxford University Press.

Sklar, D. (1999) “All the dances have a meaning to that apparition: Felt knowledge and the
danzantes of Tortugas, New Mexico”, Dance research journal, 31/2, 14-33.

Sklar, D. (2000) “Reprise: On dance ethnography”, Dance research journal, 32/1: 70-77.

Cukumuh, b. (1994) ,IIpoyuaBama jesnka Cp6a y Pymynuju. bubnuorpaduja pamosa o
jesuky Cpba y Pymynnju” y Temuwsapcku 30opuux 1, HoBu Can: Maruna cpricka,
229-237.

Cranojnosuh, A. (1938) Mownospaghuja Banaticke xaucype (Monography of Banatska
klisura), ITerpoBrpa.

CrenanoB, Jb. (2008) Ciuaimuciuuuxu iiooayu o Cpéuma y Pymynuju, TemuniBap: Case3
Cp6a y Pymynnju.

Crojanos, M. (1994) ,.IIpuror conmornomnkoj aHanm3n aujacnope” (Appendix to the socio-
logical analysis of the Diaspora), Temuwesapcku 36opnux 6p. 1, Hopu Canx: Maruna
cpricka, 259-268.

MBanoBuh—bapummh, M. (yp.) (2011) Tepencka uciupasicusarsa — itoemiuxa cycpeiua, 360p-
Huk padosa Eminozpagpcro unctuuinyiua 27, beorpan: ETHorpagcku HHCTHTYT.

Tomuh, M. (1989). Ilo /lyrasckoj knucypu. Bykypemr: U3naBauko npemysehe ,,Kpurepron™.

Farnell, B. (1999) “It goes without saying — but not always”, In T. J. Buckland (ed.) Dance in
the field. Theory, methods and issues to dance ethnography, London: Macmillan Press,
145-160.

Felfoldi, L. (2007) “Structural approach in Hungarian folk dance research” In A. L. Kaeppler
and E. Ivancich Dunin (eds.) Dance structures, Budapest: Akadémiai Kiado, 155-184.

Hall, F. (1999) “Madness and recall: storied data on Irish dancing”, In T. J. Buckland (ed.)
Dance in the field. Theory, methods and issues to dance ethnography, London: Macmil-
lan Press, 123—-133.

Clifford, J. (1986) “Introduction: Partial truths” In J. Clifford and G. E. Marcus (eds.)
Writing cultures. The poetics of ethnography, Berkeley, Los Angeles: University of
California Press, 1-26.

Williams H. L.; Conway M. A. (2009) “Networks of autobiographical memories” In Memory
in mind and culture, Cambridge: Cambridge University Press, 33—61.

63



My3ukonoruja 19 -2015 Musicology

Selena Rakocevié

MUSIC, DANCE AND MEMORY.
TOWARDS DELIBERATION OF FIELD RESEARCH OF
DANCE

(Summary)

Although ethnochoreology and ethnomusicology as related academic
disciplines have decades-long histories, reviewing and redefining their basic
epistemological and methodological principles remained one of the main focuses
of disciplinary discussion. Most ethnochoreologists and ethnomusicologist
agrees that “field” work (in all its traditional and contemporary forms) remains
an essential and constitutive quality of their research and disciplinary fields. The
inherent interdisciplinary networking of ethnochoreology and ethnomusicology
starts from the theoretical premise that the relationship between the kinetic and
musical components of dance is not only unbreakable, but also interactive, and
that complex and dynamic manifestations of dance performances represents
an expressive medium through which a particular community constructs and
represents itself. Since the importance of the individual experience of researchers
has been ephasized during the last few decades, a comprehensive method of
participant observation remains a central and unifying aspect of fieldwork, both in
ethnochoreology and ethnomusicology.

Based on field research of musical and dance practices of the village of
Svinica (Svinita) in Romania, this paper reviews the application and combination
of various methods of field research (observation, participation in the performance
process, filming, interviews and writing field notes) as the primary tools for the
acquisition and shaping of scientific knowledge about dance and music. Issues
that will be discussed include the following questions: What are the advantages
of personal kinetic/auditory experience during simultaneous perception of dance
movement and dance music? How can different methods of field research be
combined in order to improve cognitive processes? Are there border areas between
ethnochoreological and ethnomusicological fieldwork? Does the variety of methods
of field research represents a weakness of the interdisciplinary approach or its
advantage? On which information recorded during the fieldwork does a researcher
usually build his post-field ethnochoreological/ethnomusical narratives? Through
discussion of all these issues, particular emphasis will therefore be placed on the
consideration of processes of memorization (visual, auditory and kinetic) when
applying the method of participation in the dance performance.

[Tpumsbeno 8. maja 2015.

[TpuxBaheHo 3a mrammy 25. cenremopa 2015.
OpHryHaIHU HAayYHU Pal.
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Musikausiibung und Politikverstindnis
bei Hermann Scherchen!

Joachim Lucchesi?
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Abstrakt

Am Beispiel des deutschen Dirigenten Hermann Scherchen (1891-1966) wird
dargelegt, wie sein 6ffentliches Verschweigen eigener linker und antifaschistischer
Position in den Jahren nach 1933 zu negativen Reaktionen und politisch motivierten
Angriffen fiihrte.

Schliisselworter
Scherchen, Exil, Musik, Politik, Arbeitstagung 1933.

Bis heute gilt der 1891 in Berlin geborene Dirigent Hermann
Scherchen — im wahrsten Sinn des Wortes und mit immer wieder
erstauntem Blick auf seine scheinbar nie versiegenden Arbeitsenergien
— vor allem als nimmermiider Vorkdmpfer der musikalischen
Moderne und als ihr Wegbereiter, trotzend dem herrschenden
konservativ-adsthetischen und kulturpolitischen Wertekanon, dem auf
diese Werte insistierenden Konzertbetrieb sowie einem iiberwiegend
konventionell erzogenen Publikum. Mit jenen Beharrungstendenzen
im Kulturbetrieb, in der musikalischen Programmgestaltung und in
der Offentlichkeit, schlug er sich weltweit herum, ob im Deutschland
der Weimarer Republik, der Schweiz vor und nach dem Zweiten
Weltkrieg, in der Sowjetunion wihrend der Formalismus-Kampagnen,
in Zeiten des Kalten Krieges beiderseits des Eisernen Vorhangs, in den
zwel deutschen Nachkriegsstaaten und auch anderswo. Den Zwang,
sich gegen duBlerste Widerstdinde durchzusetzen, hat er sich selber
immer wieder auferlegt, ja geradezu herausgefordert. Seine russische
Zivilgefangenschaft am Ural gleich zu Beginn des Ersten Weltkriegs
nutzte er als ,,nicht studierter” Musiker fiir die solide Erweiterung
seiner Fachkenntnisse, fiir das Komponieren beachtlicher Solo-

1 Der Autor dieses Beitrags bereitet gegenwiirtig eine umfassende Edition von Briefen
Hermann Scherchens im Rahmen einer DFG-Forderung vor; sie wird im Verlag Schott
Music, Mainz erscheinen. Privatpersonen und Institutionen, die Materialien von und
iiber Hermann Scherchen besitzen, werden freundlichst gebeten, die Redaktion zu
kontaktieren oder sich an den Herausgeber zu wenden.

2 joachim.lucchesi@kit.edu
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und Kammermusik, fiir den brieflichen Austausch iiber die Fronten
hinweg mit Arnold Schonberg und anderen. Auch Scherchens
Zeitzeugenschaft der beginnenden politischen Umgestaltung im
Russland der Oktoberrevolution, seine abenteuerliche Flucht , mit
gefilschten Passen® (Klemm 1984: 121) im Winter und Friihjahr
1918 iiber St. Petersburg nach Berlin, die private Verbindung mit Karl
Radeks Sekretiarin Auguste Maria Jansen (die 1921 Scherchens zweite
Ehefrau wurde), die Tatigkeit als Bundesdirigent des Deutschen
Arbeiter-Séangerbundes ab 1919, seine wiederholten Reisen in die
Sowjetunion wéhrend der 1920er und 1930er Jahre und seine durchaus
kritische Begeisterung fiir das entstehende erste sozialistische
Gesellschaftsmodell in der UISSR waren — bei gleichzeitiger Distanz
und spiterer massiver Ablehnung des Diktators Stalin — nur wenige
politisch prigende Akzente seines Lebens.

Eine besondere Bedeutung kommt Scherchens Wirken als
Bundesdirigent des Deutschen Arbeiter-Singerbundes von 1919
bis 1922 zu, fiir den er eine Reihe von eigenen Chorkompositionen
schrieb sowie Arrangements und Neutextiecrungen fremder
Werke herstellte. Seine bis heute benutzte Ubersetzung bzw.
Neutextierung des urspriinglich russischen Arbeiterlieds ,,Briider,
zur Sonne, zur Freiheit” in ganz Deutschland ab 1920 fand —
ebenso wie seine Chorkompositionen, darunter der ,,Marsch der
Eisernen Front” — Eingang in zahlreiche Chorbiicher, Liederblitter
oder Schallplatteneinspielungen. Mit diesen Dokumenten seines
Wirkens sowie durch Pressehinweise auf seine Konzerttitigkeit mit
Arbeiterchoren galt er ab Januar 1933 als politisch ,,belastet™.

Dartiber hinaus versuchte Scherchen, die verkrustete Repertoire-
Landschaft des biirgerlichen Konzertbetriebs aufzubrechen, indem er
sich ab 1912 — dem Beginn seiner Laufbahn als Dirigent — fiir Arnold
Schonberg und seine Schiiler (darunter auch Hanns Eisler), fiir Gustav
Mahler, Max Reger, Igor Strawinsky sowiedie Komponistengeneration
der Jahrhundertwende, also fiir Wladimir Vogel, Hans Jiirgen von
der Wense, Stefan Wolpe, Kurt Weill, Karol Rathaus, Ernst Krenek,
Alois Héba und andere einsetzte. Zugleich leistete er als einer der
ersten Rundfunkdirigenten Deutschlands am Ostmarken-Rundfunk
im damaligen Konigsberg Pionierarbeit in diesem Medium, auch
hier mit Neuer Musik und erlduternden Kommentaren in die nach
Millionen zdhlende Horerschaft hineinwirkend.

SchlieBlich dehnte er seine Einflufnahme auch auf alle anderen
denkbaren Bereiche des Musikbetriebs aus: als Musikschriftsteller
(Lucchesi 1991), als Begriinder von Zeitschriften und Verlagen, als
Initiator von Konzertgesellschaften sowie von Chor- und Orchester-
griindungen, als Jurymitglied auf europédischen Musikfesten, als Ex-
perimentator im Bereich der elektroakustischen Schallaufzeichnung
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oder als Leiter und Lehrender bei internationalen Arbeitstagungen
und Dirigierkursen.

Mit einer Arbeitstagung im damals noch franzdsischen
Strasbourg gibt Scherchen sich im Sommer 1933 unbeirrt von
der (kultur-)politischen Entwicklung in Deutschland und der
Machtiibergabe an Hitler. Die Frage, ob er sich nun im franzdsischen
Exil befdnde, hiatte Hermann Scherchen im Strasbourger Sommer
1933 vermutlich verneint. Er, den wenige Monate zuvor der
Bannstrahl nationalsozialistischer Kulturpolitik mit Auftrittsabsagen
in Nirnberg und Miinchen traf, sah seinen Wirkungskreis nicht
wesentlich eingeengt. Hatte er sich doch in den zuriickliegenden 15
Jahren, seit seiner Riickkehr aus russischer Zivilgefangenschaft, ins
europdische Musikleben formlich hineindirigiert — wie Elias Canetti
iibrigens spottelnd feststellte: ,,mit schreckenerregendem Flei3e”
(Canetti 1986: 67). So war er — von seiner steilen deutschen Karriere
einmal abgesehen — seit 1923 stindiger Gastdirigent des Winterthurer
Musikkollegiums, hatte durch seine Jurorentitigkeit und seine
Dirigate bei den Musikfesten der Internationalen Gesellschaft fiir
Neue Musik ein Netzwerk zu einflussreichen Personlichkeiten und
Institutionen gekniipft, hatte verschiedene Male in Italien dirigiert,
in Moskau, Salzburg, in der Schweiz, England, Paris, Budapest
und Wien. Doch nun wurden ithm im Deutschland Hitlers die
,, Verfehlungen” angelastet: er sei ein bekennender Dirigent fiir die mit
,,JKulturbolschewismus” und ,,internationalem Judentum” assoziierte
Neue Musik, er habe sich fiir die deutsche Arbeiterchorbewegung
eingesetzt und sei bei seinen vielfiltigen Unternehmungen zudem
von ,,jiidischen Finanziers” gefordert worden. Dennoch — gegeniiber
seinem Winterthurer Méazen, dem Industriellen Werner Reinhart
gibt sich Scherchen selbstbewusst: ,,Ich bin diesen Sommer nicht
in die Schweiz gegangen, um hier eine ,Zuflucht’ zu haben. Dazu
liegt erstens nicht der geringste Grund vor, wie ich denn auch
beabsichtige, vielleicht im Anschlufl an das Amsterdamer Musikfest
nach Deutschland zu fahren*.*> Was er zu jenem Zeitpunkt vielleicht
noch nicht wei}: zum Amsterdamer Musikfest der IGNM im Juni
1933 wird er nicht als Dirigent verpflichtet (und kommentiert den
vermuteten deutschen Einfluss so: ,,bezeichnend u. beschidmend
nur, wie erschrocken fast die ganze Welt sich beugt vor der nackten
Brutalitdt, die Deutschland jetzt beherrscht“)*; nach Deutschland
wird er ebenfalls bis 1946 nicht mehr zuriickkehren. Scherchen
wihlt sich jedoch ein schwieriges Verhaltensmuster: zur braunen
Gesinnungslage seines Vaterlandes entschieden auf Distanz zu
gehen, ohne dabei in beiden Léndern als Fliichtling oder Exilant

3 Unveroffentlichter Brief Scherchens an Werner Reinhardt, 7. 4. 1933.
4 Unverdffentlichter Brief Scherchens an Edward Dent, 26. 5. 1933.
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gelten zu wollen. Der Dirigent will — wie schon vor 1933 — seinen
internationalen Verpflichtungen nachkommen und mdéchte auch auf
den Rat von Schweizer Freunden hin den Eindruck eines offiziellen
Abbruchs aller Briicken zwischen sich und dem deutschen Staat
vermeiden. Canetti sah indes keine Probleme fiir ein karrieretrachtiges
Arrangement Scherchens mit den neuen Machthabern ,,angesichts
einer unbefleckten Herkunft und seiner teutonischen Arbeitskraft”
(Canetti 1986: 68). Doch so einfach, wie der Schriftsteller es
mutmalfte, lagen die Dinge nicht.

Scherchen sucht nach einem geostrategischen Wohnort dicht
hinter der deutschen Grenze, von dem aus er seine bis Kriegsbeginn
noch zahlreichen europdischen Engagements ableisten kann, ohne
dabei liber deutsches Hoheitsgebiet reisen zu miissen. Nachdem er im
Friihjahr 1933 eine Bleibe im schweizerischen Tessin gefunden hatte,
beschlie3t er, im Herbst ins franzdsische Strasbourg iiberzusiedeln,
von wo aus Paris, die Schweiz, Italien oder Belgien schnell erreichbar
sind. Zumal er diese Stadt durch seine erste Arbeitstagung und zwei
damit verbundene Dirigierkurse genauer kennengelernt hatte.

Die sechs jahrlichen internationalen Arbeitstagungen, die
Scherchen zwischen 1933 und 1938 in Strasbourg, Paris, Briissel,
Genf, Budapest und Braunwald abhilt (meist in Kombination
mit einem Dirigierkurs), sind bisher kaum beachtet worden und
hinsichtlich ihres tatsdchlichen Verlaufs, ihrer Strukturen, der dort
vermittelten Inhalte, der Teilnehmer, der aufgefiihrten Musik und
der Rezeption durch die Offentlichkeit weitgehend unerforscht
geblieben. Die Strasbourger Tagung im Sommer 1933 — also seine
erste — ist besonders interessant, da sie fiir alle nachfolgenden
Tagungen Modellcharakter hat und sich Scherchens Absichten hier
in aller Deutlichkeit zeigen lassen.

Der Dirigent entwickelt mit seiner Musikalisch-Dramatischen
Arbeitstagung (so der offizielle Titel) das Modell einer komplexen
Durchdringungsmoglichkeit von Musikalisch-Praktischem und
Theoretischem; die Tagung ist ,,gedacht als eine Kundgebung der
Musik, unternommen von Musikern fiir Musiker“.® Urspriinglich
hatte Scherchen geplant, sie in der Schweiz, im Tessiner Ortchen
Riva San Vitale abzuhalten (seinem ersten Exilwohnort) und schrieb
deshalb noch im April 1933 an Werner Reinhart: ,,Vergessen Sie
nicht, sich mit Bassklarinette [...] fiir Riva freizuhalten. Es ist kein
Zweifel mehr, dafl meine Veranstaltung hier stattfinden wird.*® Doch
bereits einen Monat spéter — Mitte Mai — berichtet Scherchen von
der Verlegung nach Strasbourg,” da der stiadtische Musikdezernent

5 Programmbheft der Tagung, 9.
6 Unverdffentlichter Brief Scherchens an Werner Reinhart, 10. 4. 1933.
7 Scherchen dirigierte am 10. 5. 1933, in Strasbourg. Bei diesem Anlass kam es sicher

70



Joachim Lucchesi ,Doch wie’s da drin aussieht, geht niemand was an.“...

sowie der Direktor des Strasbourger Konservatoriums, Fritz Miinch,
ihn iiberredet und mit duBBerst giinstigen Konditionen gelockt hatten.
Scherchen plant sogleich ein international besetztes Ehrenkomitee
und benennt dafiir unter anderem die amerikanische Musikmézenatin
Elisabeth Sprague Coolidge, Werner Reinhart aus der Schweiz,
den Prasidenten der IGNM Edward Dent aus England sowie Alma
Mahler-Werfel aus Wien. Weiterhin wihlt er sechs franzdsische
Vertreter hinzu: die Pariser Kunstmézeninnen Jeanne Dubost sowie
die Princesse de Polignac, den Pianisten Alfred Cortot, Maurice
Ravel, den Musikologenund Herausgeber der Pariser Revue Musicale
Henry Pruniéres sowie Fritz Miinch. Scherchen stellt seine Tagung
unter das Patronat der Stadt Strasbourg, welche ihm groBziigig
Konservatorium, Theater, Orchester und Personal iiberldsst, aber
auch die Werbung tibernimmt. Wesentlich fiir Scherchens Tagung
ist ihr nichtéffentlicher, nichtkommerzieller Charakter, der Verzicht
auf Eintrittskarten, Honorare und Publikum, obwohl Pressevertreter
gezielt geladen werden und eine internationale Berichterstattung
ausdriicklich erwiinscht ist. Interessierte Musiker, die nicht fiir
Tagung und Konzerte verpflichtet wurden, koénnen teilnehmen
unter der Bedingung, sich als Sdnger oder Instrumentalisten
zur Verfiigung zu stellen. Auch das handverlesene Strasbourger
Publikum darf nicht untétig sein und muss sich fiir die Chorarbeit
bereithalten. Scherchen — so Tagungsteilnehmer Canetti — , litt es
nicht, dal jemand in seiner Umgebung untétig war, fiir alle hatte
er, wie in einem Orchester, Verwendung® (Canetti 1986: 67). Bei
diesem scheidungslosen Ineinanderwirken von Kunstproduzenten
und Kunstkonsumenten driangt sich Scherchens Ndhe zum
Lehrstiick-Gedanken Brechts auf. Abwegig ist dieser Vergleich
nicht, hatte der Dirigent doch wenige Jahre zuvor das Badener
Lehrstiick aufgefiihrt, den Lindberghflug sogar uraufgefiihrt und
1930 iiber europdische Rundfunkanstalten zeitgleich ausstrahlen
lassen. In dieser rigiden Struktur erinnert die Tagung ebenso auch
an Schonbergs Verein fiir musikalische Privatauffiihrungen, den
Scherchen durch seine personlichen Bindungen zur Wiener Schule
bestens kannte. Sein Tagungsziel ist die Schaffung eines wirklich
kollektiven Ensembles, die Erziehung des Orchestermusikers
zu einem selbstdndig-selbstbewussten Kiinstler, der nicht blof3
ausfiihrend-dienendes Werkzeug, sondern verstandiger Mitarbeiter
des Dirigenten sein soll. Scherchen will die traditionelle Distanz
zwischen Orchester und Dirigenten liberwinden, sein Tagungsziel
ist fiir ihn ein hochst ideelles: ein kollektives, ja briiderliches
Zusammenwirken im Dienste der Neuen Musik.

zum Angebot, die Arbeitstagung nach Strasbourg zu verlegen (Brief Scherchens vom
10.4.1933. an Werner Reinhart).
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Der nach Strasbourg angereiste und von Scherchen mit fiinf
Konferenzleitungen betraute Osterreichische Musikwissenschaftler
Willi Reich erinnerte daran, dass die europédischen Musikfeste vor
allem dem kommerziellen Leistungsgedanken unterliegen, der hier
in Strasbourg bewusst ausgeklammert sei. So habe laut Reich ,,die
wahre Ausiibung der Musik [...] in einem stetigen Bemiihen nach
der Verbesserung ihrer Erkenntnis und Darstellung” zu bestehen,
also ,,in einer rein geistigen Téatigkeit”. Zudem sei die Zeit reif fiir
eine grundlegende Integration der Neuen Musik in das offentliche
Musikleben; er verweist dabei auf Scherchen, der ,,einer der Ersten
[war], der diesen fundamentalen Grundsatz klar erkannte” und zum
,Leitgedanken” gemacht hatte. Denn: ,,Man darf ruhig behaupten,
daB es keinen wichtigeren Komponisten der Gegenwart gibt, der nicht
wenigstens einmal von Dr. Scherchen Forderung und Auffiihrung
erfahren hitte®.— Der Sinn dieser Tagung bestehe aber vor allem in
der ,,Weitergabe einer immensen Kunsterfahrung an die ganze junge
Generation“.2 Um diese junge Generation geht es genau im Sommer
1933, in dem der faschistische deutsche Staat sich anschickt, die
Erfahrungen und Diskurse mit den europdischen Avantgarden zu
unterdriicken und zu vernichten. Denn parallel zur Strasbourger
Arbeitstagung finden in ganz Deutschland Biicherverbrennungen
statt — in der nahegelegenen Stadt Kehl am Rhein, die mit Strasbourg
einen gemeinsamen Grenziibergang bildet, ibrigens am 17. Juni 1933,
nur zwei Tage vor Scherchens erstem Dirigierkurs. Zu Scherchens
Maxime ,,Das ,Wesen der Musik‘ untersuchen, heifit: ,Das Wesen
des Menschen® neu zu erortern!* (Scherchen 1946: 213) war dies ein
denkbar schirfster Kontrast.

Die Tagung selbst besteht aus zwei Teilen; sie wird eingeleitet
durch einen zweigeteilten Dirigierkurs, der am 19. Juni beginnt.
Wihrend der erste Kurs fiir fortgeschrittene Schiiler reserviert ist,
welche zu den Examensdirigaten im August herangezogen werden,
bleibt der zweite Dirigierkurs den Anfangern vorbehalten, die dann fiir
die nachfolgenden Auffiihrungen als Sénger oder Instrumentalisten
eingesetzt werden. Es melden sich 17 Schiiler aus knapp einem
Dutzend europdischer Lander an, darunter Frédéric Adam und Ernest
Bour aus Strasbourg, Karel Ancerl und Miroslav Ponc aus Prag,
Albert van Doorn aus Hilversum, Kurt Havelland aus Wiesbaden,
Ernst Klug aus St. Gallen, Igor Markevitch aus Paris oder Ljubica
Mari¢ aus Belgrad.®

8 Programmbheft der Tagung, 9, 10.

9 Der Hinweis im gedruckten Programm (Session d ‘etudes musicales et dramatiques,
Ville de Strasbourg: Conservatoire de musique, 7 - 16 aout 1933), wonach die serbische
Komponistin Mari¢ aus Zagreb stammen soll (s. S. 14), ist falsch. Zudem hatte sie von
August 1932 bis Oktober 1934, also auch zum Zeitpunkt der Tagung, ihren Wohnsitz in
Berlin. Zur Biographie siehe: Milin, Melita (2009): Ljubica Marié, 1909 — 2009: “...
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Er 14Bt zeitgenossische Musik auffiihren und 1adt auch
Komponisten sowie Musiker ein, die sich bereits im Exil befinden,
die wegen ihrer jiidischen Herkunft, wegen linker Positionen
oder kulturpolitisch ,,unerwiinschter Musiksprache bereits der
wdduberung” des deutschen Musiklebens zum Opfer gefallen
oder im Begriff sind, dies zu werden. Doch war die ,,Musikalisch-
Dramatische Arbeitstagung”, die vom 7. bis 16. August 1933 stattfand
— so muss man fragen — ein ,,Musikfest des ausgeschalteten Geistes”
(wie es in der Wiener Zeitung ,,Der Abend” vom 26. Juni 1933 hieB3),
ein kulturpolitisch widerstdndiger Sammelpunkt musikalischer
Avantgarden? Auf den ersten Blick konnte jenes Scherchen-Projekt
als eine trotzige Geste gen Hitlerdeutschland gewertet werden, als
ein Akt des freiwillig exilierten Dirigenten, das ,,bessere Europa” zu
einem machtvollen, international beachteten Fanal zu versammeln.
War es wirklich so? Hatte Scherchen die Konsequenzen gezogen
und seine immer wieder bezeugte antifaschistische Haltung zu einer
offentlichen Demonstration des Protestes aufgesteigert? Dass die
Dinge nicht so einfach liegen, wie es auf den ersten Blick aussah,
kann man erst bei genauerer Betrachtung erkennen. Zum einen war
das ,,Musikfest”, wie es in der Presse etwas irrefiihrend genannt
wurde, kein herkdmmliches, denn Scherchen gewidhrte Gisten nur
insofern Zugang zur Tagung, wenn sie sich vorab angemeldet hatten
und bereit waren, an den Tagungspunkten aktiv mitzuwirken. Dies
schrinkte schon die 6ffentliche Wirksamkeit ein. In zwolf Konzerten
waren die Kompositionen nach ihren Herkunftsldndern geordnet, vor
allem war junge Musik zu horen, die eo ipso den neuen deutschen
Machthabern missfallen haben diirfte. Andererseits: Seine 1.
Arbeitstagung verstand Scherchen weniger als politisch dezidierte
Manifestation und demonstrativ solidarische Zeichensetzung fiir die
als ,,unerwiinscht® (spiter als ,,entartet*) bezeichnete Musik und deren
Vertreter. Vielmehr setzte der Dirigent seine bereits 1932 — also noch
vor der Machtergreifung Hitlers — gefassten Pliane konsequent um
und hétte dieses Projekt mit hoher Wahrscheinlichkeit ebenso unter
den Bedingungen der Weimarer Republik abgehalten. So meinte er
noch im Vorfeld der Tagung, im Mai 1933:

,Ich glaube, dass heute eine jede Kundgebung, die so unantastbar sauber,
kompromisslos, und weil sie in sich selbst sicher ist, auch frei von jeder
Aggressivitét ist, unterstiitzt werden muss. [...] Nun handelt es sich aber
diesmal um etwas anderes: nicht etwa um ein Zufluchtgeben fiir heut zu
verponende Werke oder Kiinstler, sondern darum, noch einmal 6ffentlich zu
dem zu stehen, was wir doch mit vielem Einsetzen und jeder von uns auch
mit Opfern lange Jahre hindurch nicht als falsch angesehen haben.*

mystery — silence — creation...”, Belgrade: Gallery of SASA, Nr. 116, 68—69.
10 Unveroffentlichter Brief Scherchens an Werner Reinhart, 16. 5. 1933.
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Hervorzuheben aber bleiben sein Mut und seine Zivilcourage,
die Veranstaltungen aus leisetreterischer Riicksichtnahme gegentiber
dem Nachbarland Deutschland sowie gegentiber seiner eigenen Person
als deutscher Staatsbiirger nicht abgesagt zu haben. Andererseits war
die Geste Scherchens durchaus politisch, denn der Dirigent wusste
nur zu genau, wie die Auffithrungen in Deutschland gewertet wurden.
So berichtete er Gian Francesco Malipiero riickblickend iiber die
Arbeitstagung:

,,ich habe auch diesmal wieder Pech gehabt mit Panthea: es ist das einzige
Werk des Programmes, das nicht gespielt werden konnte, und zwar,
weil die Ténzerin Maja Lex (die beste Deutsche, die wir haben und eine
grosse Freundin von mir) wenige Tage vor der Auffiihrung plotzlich
abtelegraphierte, und zwar weil man ihr von Seiten der Regierung (!)
abgeraten hatte, nach St.[rasbourg] zu kommen!“!

Doch diese realen Einsichten Scherchens in die
grenziiberschreitenden Praktiken des faschistischen Deutschland
wurden andererseits dominiert durch seinen unbeirrbaren
Durchsetzungswillen, die einmal gefassten kiinstlerischen Pléne, also
auch die von 1932, ohne Riicksicht auf sich dndernde Verhiltnisse
und sonstige Widrigkeiten rigoros durchzusetzen. Hier ist eine
vielschichtige Gemengelage in Scherchens Handlungsmotiven
erkennbar, die es schwer macht, von politisch entschiedener
Motivation einerseits oder eigensinnig-kiinstlerischer Willenskraft
andererseits zu sprechen.

Trotzdem: Scherchens beharrliche (und schon in der Weimarer
Republik bekundete) Resistenz gegeniiber einem europaweit
propagierten und im 6ffentlichen Leben praktisch um sich greifenden
Antisemitismus zeigt sich einige Jahre spédter am Beispiel seines
1937 in Wien gegriindeten MUSICA VIVA-Orchesters, das zu einem
Viertel aus jiidischen Musikern Deutschlands und Osterreichs bestand.
Nach einem viel beachteten Mahler- und Bach-Zyklus wurden die
Konzerttitigkeit und die Probenarbeit im Mérz 1938 als Folge des
deutschen Einmarsches tiber Nacht abgebrochen, das hoffnungsvolle
Orchesterprojekt scheiterte am ,,Anschlull* Osterreichs. An Carl
Flesch hatte Scherchen Anfang 1938 noch selbstbewusst mitgeteilt:

,»Mein Musica Viva Orchester ist eine weit grossere Unternehmung, als
das zunédchst scheinen mochte. Dieses Orchester steht ausserhalb aller heut

11 Unverdffentlichter Brief Scherchens an Gian Francesco Malipiero, 29. 8.1933. Die
Ironie des deutschen ,,Boykotts” bestand darin, dass mit ,,Pantea* ausgerechnet ein
Werk von Malipiero verhindert wurde, der zu diesem Zeitpunkt bereits Mitglied der
faschistischen Partei Italiens war.
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iiberall hemmend einsetzenden nationalen rassischen und kunstpolitischen
Bindungen. [...]

IIT) In meinem Orchester befinden sich aber 25% JUDEN (was das bedeuten
will, zeigt am besten die Tatsache, dass in Wien seit 7 Jahren von Seiten der
beiden grossen Orchester — Philharmonie und Sinfoniker — kein einziger
Jude mehr engagiert worden ist);

IV) meinem Orchester wurden sofort politische und rassische Hintergriinde
in Wien beigelegt (ein jiidisch-linkspolitisches Unternehmen, so hiess
die Formel): Herr Professor MARX!? taufte es sogar ,Musica Telaviva
Orchester¢, und im Parlament interpellierte Herr Rinaldini,'* man miisse uns
Arbeitsbewilligungen verweigern®.*

Auch Scherchens bis heute weithin unbekannte Konzerttournee
nach Paldstina im Friihjahr/Sommer 1939 — in deren Vorfeld
in Deutschland die so genannte ,Reichskristallnacht (ein
Euphemismus der Téter) sowie Wanderausstellungen zur ,,entarteten‘
Kunst bzw. Musik stattfanden — ist beispielhaft zu nennen. Fiir
einen nichtjiidischen Dirigenten mit einem giiltigen Reisepass des
faschistischen Deutschen Reichs ist diese Unternehmung entweder
von erstaunlicher Kiihnheit, groer Naivitdt oder hochstmdglicher
Ignoranz. Fiir Scherchen war sie vermutlich von allem etwas.

Scherchen handelte in dem Glauben, seine politischen Ansichten
von den nach auflen, in die Offenthchkelt gerichteten kiinstlerischen
Aktivititen ,,sauberhch“ trennen zu konnen (Scherchen benutzt das
Wort ,,Sauberkeit” in diesem Kontext wiederholt). Damit wurzelt
er in deutschen idealistischen Kunstanschauungen, welche die
Verbindung von Musik und Gesellschaft als unrein, ja als anriichig
verurteilen. Zu dieser Haltung hat sich der Dirigent vielfach bekannt,
so auch 1936 gegeniiber Werner Reinhart:

,»Dass das in unserer Zeit automatisch zu Komplikationen fithren muss,
ist klar, da heut in Russland ja ebenso wie in Deutschland oder Italien
Kunst ein Mittel fir die Zwecke des ,Staates sein soll. [...] Und so scheint
mir heut eine Zusammenfassung aller Menschen, die Energiepunkte und
SAUBER sind, in einer stillschweigenden, aber unaufhorlich, unmerkbar
wirkenden Gemeinschaft der Organisierung des Menschentums wichtiger
als alles. Ich bin mehr und bewusster als je Kiinstler, weil unsere wahre
Funktion darin besteht, menschliches Existieren und nicht staatliches
oder parteigebundenes zu lehren. Zu lehren, denn das ist Kunst und vor
allem Musik in ihrer heutigen Funktionsmoglichkeit: eine sorgfaltigere,

12 Der &sterreichische Komponist und einflussreiche Musikkritiker Joseph Marx
(1882-1964).

13 Joseph Rinaldini, geb. Dasatiel (1893-1977), Wiener Komponist, Mitglied des
Bundestages von 1934-1938.

14 Unveroffentlichter Brief Scherchens an Carl Flesch, 11. 1. 1938.
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einheitlichere, verantwortungsvollere Lebenshaltung zu demonstrieren, als
das irgendsonstwo im Leben gelingt; eine den Mitmenschen achtendere,
als Politik und Doktrin das erlauben; eine die Kunstgeniessenden tiefer und
machtvoller in ihren Grundlagen anriihrende Intensitét reiner Gesinnung als
jegliche Staats- oder Gesellschaftsmoral das vermag®.*s

Ob angesichts der faschistischen Machtergreifung in
Deutschland und Italien, der drohenden Kriegsgefahr (die sich bald
in eine Weltkatastrophe verwandeln wiirde) und der Einrichtung von
Konzentrationslagern ,.eine stillschweigende, aber unauthérlich,
unmerkbar wirkende Gemeinschaft der Organisierung des
Menschentums® die wirkungsvolle Antwort gewesen wire, wurde
schon in den 1930er Jahren von manchem Zeitgenossen Scherchens
bezweifelt. Scherchens kiinstlerisches Wirken — auch eingedenk
seiner exemplarischen Bedeutung fiir die Musikgeschichte des 20.
Jahrhunderts — trigt das Stigma des Scheiterns in sich. Es ist das
Scheitern einer schon klassisch zu nennenden Haltung, die um
der ,reinen Kunstausiibung® willen, der Erziehung zu einer iiber
Politik und Alltagsgeschift stehenden Menschheit, sich jedweder
politischen Titigkeit enthélt. Doch falsch zu behaupten wire,
Scherchen hitte politisches Tagesgeschehen missachtet, hitte keine
wertende Stellung bezogen. Im Gegenteil: der Dirigent verwies
stets auf seine entschieden linken, wenn auch einzelgidngerischen
Positionen. Umso erstaunlicher ist das Bild, das Scherchen in der
Offentlichkeit kontinuierlich abgab: das des politischen Dirigenten.
In Karikaturen der Ziircher Presse aus dem Jahr 1950 hélt er statt
des Dirigierstabs eine Sichel in der Hand, eine Anspielung auf das
sowjetische Staatsemblem, in einer anderen Karikatur dirigiert
er in Kosakenbluse unter dem Roten Stern (s. Pauli, Wiinsche
1986: 68). Auch hier treiben Widerspriiche zwischen offentlichem
Meinungsbild und subjektivem Verhalten hervor. Ein Satz aus Franz
Lehars Operette ,,Das Land des Léacheln* (1929) hitte Scherchens
Maxime fiir seine politische Lebensauffassung sein kdnnen: ,,Doch
wie’s da drin aussieht, geht niemand was an®.

Das Bild des um politische Machtblocke und taktisch-
opportunes Verhalten sich nicht scherenden Dirigenten erhilt
weitere Bestdtigung in dem ersten Nachkriegsjahrzehnt: 1950 erfolgt
Scherchens Entfernung aus schweizerischen Rundfunkdiensten,
geschuldet einem ,,helvetischen McCarthismus* (Pauli 1993: 69), der
Konzerte jenseits des Eisernen Vorhangs in Dresden, Leipzig und Prag
als schweres politisches Vergehen ahndete. Ein Jahr spéter, im Mérz
1951, war der Dirigent in Ost-Berlin in die politisch Furore machende
Formalismus-Kontroverse um die Urauffithrung von Brechts und

15 Unveroffentlichter Brief Scherchens an Werner Reinhart, 2. 9. 1936.
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Dessaus Oper ,,Das Verhor des Lukullus* verwickelt (vgl. Lucchesi
1993). Attentatsdrohungen gegen Scherchen und Tumulte wéhrend
der Erstauffiihrung von Schonbergs Oper ,,Moses und Aron” in West-
Berlin 1959 fiigen sich in dieses Bild ein: Scherchen, dirigierend,
zwischen allen Stiihlen...

Dazu im Gegensatz vertrat er in allen politischen Systemen
und Léindern, in denen er lebte und arbeitete, unerbittlich eine
einzige Position: als Dirigent und 6ffentliche Person seien politische
Haltungen Privatsache und demzufolge nicht preiszugeben. Hier ist
ein idealistisches Moment deutscher Innerlichkeit zu finden, das in
der Romantik wurzelt. Demnach sind Alltagsgeschéfte und profane
Politik des Kiinstlers Sache nicht, der als Kiinder und um seiner
edlen Ziele willen ,,rein“ bleiben miisse. Dies wird sichtbar in einem
Schliisselbrief an seinen Schweizer Kunstmdzen Werner Reinhart
vom April 1933:

,,Die Politik hat meine Sitten nicht verdorben; was ich vor zwolf Jahren bei
Ubernahme der Frankfurter Museumskonzerte dem Prisidenten Dr. Sieger
gesagt habe: da ich eine 6ffentliche Konzerttétigkeit auszuiiben gedenke,
sei es ganz selbstverstidndlich, dass ich mich jeder politischen Aktivitit
enthalten wiirde und dass ich selbst meine politische Anschauung als eine
ebensolche Privatsache betrachte wie seine antisemitische Einstellung — das
habe ich wihrend der ganzen Zeit auch innegehalten. Ich habe deshalb auch
niemals einem politisch Andersdenkendem diese seine Weltanschauung
nachgetragen, ja, wenn man mich damit ebenso in Ruhe liess [...].
So sind seit Beginn der faschistischen Revolution die faschistischen
Parteimitglieder Labroca und Casella meine nahen Freunde gewesen; so
hat Malipiero, der eben jetzt in die faschistische Partei berufen worden ist,
vorgeschlagen, dass ich die Ausbildung des Orchesters iibernehmen soll,
das evtl. jetzt neu in Venedig begriindet werden wird. Meine Sauberkeit
hat mich aber immer gezwungen, grade so contrir eingestellten Menschen
gegeniiber keinen Hehl daraus zu machen, dass ich ihre Anschauungen in
keiner Weise teile.!6

Dass sich Scherchen andererseits in solidarischer Weise fiir
Musiker, deren berufliche Existenz durch den Faschismus eingeengt
oder vernichtet wurde, auch engagiert einsetzte, gehdrt zu den
Seiten seines politischen Verstdndnisses, die er wohl selbst mit dem
Begriff der ,,Anstdndigkeit in finsteren Zeiten umrissen hitte. Beim
Schweizerischen Musikkollegium Winterthur, dessen Gastdirigent er
von 1923 bis 1950 war, fragt er 1933 fiir einen Musiker wegen einer
Stelle im Orchester an:

16 Unveroffentlichter Brief Scherchens an Werner Reinhart, 7. 4. 1933.
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»Wer wird nun dieses Jahr Fiihrer der zweiten Geigen? In Strassburg
hatte ich den 41-jahrigen ersten Konzertmeister der Wiesbadener Oper
(ein beurlaubter, aber mehr arisch als jiidisch aussehender Jude, Sohn
des Sanitétsrates Bergmann in Wiesbaden) — kdme der evtl. in Frage?
Er ist allerersten Ranges und hat in Str.[asbourg] das Welleszkonzert
gespielt. Als Konzertmeister hat er vorbildliche Qualititen. Zwar habe
ich noch nicht mit ihm gesprochen. Ich glaube ihn aber in einer solchen
Notlage, dass er als Ubergang sicher auch zunichst die Fiihrung der
zweiten Geigen in W.[interthur] annehmen wiirde. Es handelt sich hier
um einen hochanstindigen Menschen, einen erstklassigen Geiger und
bestqualifizierten Solisten wie Konzertmeister — deshalb musste man ihn

wohl auch ,beurlauben‘.*”

Wihrend der Machtiibergabe an Hitler und die Wochen zuvor
hielt sich Scherchen in Wien und im Elsass auf, bereitete seine
Arbeitstagung in Strasbourg vor, gedachte noch Urlaub zu machen
und riet Auguste Jansen davon ab, die gemeinsame Wohnung in
Berlin aufzulésen. Ging Scherchen ins Exil, wurde er vertrieben,
musste er gar in Nacht und Nebel {iber die Grenze? Zwar spiirte auch
Scherchen nach Hitlers Machtantritt die Unerwlinschtheit seiner
Person, wurde doch eine fest zugesagte Dirigierverpflichtung in
Niirnberg fiir den 10. Mérz 1933 wieder riickgéngig gemacht.’® Doch
wollte sich Scherchen keineswegs in der Rolle des Emigranten, oder
schlimmer, des Exilanten sehen. Er versuchte immer wieder, diesen
Eindruck zu zerstreuen, insbesondere gegeniiber Bezugspersonen
oder Institutionen in der Schweiz.*®

Damit begab er sich in eine schwebende Existenz, in eine
Konstruktion, in der das faschistische Deutschland verlassen wird,
ohne dass man sich als Fliichtling versteht. Scherchen sah sich
als ein ,,Auslandsdeutscher”, als jemand, der arbeitsbedingt im
Ausland lebt und der den Anschein eines Abbruchs aller Briicken
zwischen sich und dem deutschen Staat vermeiden will. Ein
schwieriger Balanceakt, denn, wie kann man innerlich die Briicken
abbrechen, ohne dies dullerlich sichtbar zu vollziehen? Im Januar
1935 bekannte er gegeniiber Auguste Jansen, von der er inzwischen
geschieden war:

17 Unveroffentlichter Brief Scherchens an Werner Reinhart, 11. 9.1933.

18 Unveroffentlichter Brief Scherchens an Werner Reinhart, 17. 3. 1933: ,,In Niirnberg
hat man mich am 10. III. nicht dirigieren lassen, ebenso ist Miinchen — wie Biichtger
schreibt — vorldufig unmdéglich. Nun, ich bin ja fiirs erste nicht in schlechter Gesellschaft
mit Fritz Busch, Carl Ebert und Gustav Hartung zusammen. Dagegen ist Herr Paul
Graener zum preuflisch-hitlerischen Obermusikmacher ernannt worden®.

19 Siehe dazu den auf S. ## zitierten Brief Scherchens an Werner Reinhart vom 7. 4.
1933,
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»austel — ich will nicht deutscher Staatsbiirger bleiben, wenn
Hitlerdeutschland bleibt; England oder die Schweiz kommen allein in Frage.
Schweizer Staatsbiirger zu werden wére sicherlich jetzt leicht moglich durch
Genf. Und was glaubst Du, welche Aussichten England bietet??°

Doch erfolgte Scherchens Wechsel in eine neue
Staatsbiirgerschaft nicht, sei es aus Griinden behordlicher Ablehnung
oder aus personlichen Skrupeln. Wie Scherchen 1940 die Verldngerung
seiner deutschen Papiere aus Berlin gegeniiber Werner Reinhart
kommentierte, zeigt, wie wichtig ihm — trotz aller Verachtung Hitler-
Deutschlands — die Vermeidung von Konfrontationen mit deutschen
Behorden war. Denn dies hitte wahrscheinlich auch seinen Status
gegeniiber der schweizerischen Fremdenpolizei verschlechtert:

»lch habe inzwischen aus Berlin vom Polizeiprisidium meinen
Heimatschein, giiltig bis 1945, bekommen. Mit dieser Tatsache entfallen
zumindest alle von F. [Furtwingler] mitgeteilten Behauptungen, wie die,
dass man mir den Ehrendoktor ,habe entziehen miissen, und dass man
mich ,als Emigrant* betrachte?' - es kann sich hochstens um eine besondere,

aber unoffizielle Einstellung irgend einer Seite handeln*.?

Nur durch Scherchens scheinbare, bewusst vorgetduschte
Loyalitét gegeniiber dem faschistischen Deutschland (und sicher auch
gegeniiber einer Reihe von deutschfreundlichen Schweizern) war es
iiberhaupt moglich, dal Goebbels ihm via Wilhelm Furtwingler im
Februar 1941 das Angebot einer Riickkehr offerieren konnte:

,,Eben erhalte ich einen Brief von Furtwingler, in dem er Folgendes schreibt:
,Ich habe mit dem Minister Dr. Goebbels iiber Thren Fall gesprochen
und er sagte mir: wenn Sie in irgend einer Form — es braucht das nur in
einem an mich gerichteten Brief zu sein — den Wunsch aussprichen, Thre
Beziehungen zu dem offiziellen Deutschland zu klédren, sodass Sie die
Moglichkeit haben, nach Deutschland zuriickzukehren, so wiirde Thre ganze
Angelegenheit von Seiten der betreffenden Stellen in durchaus sachlicher
Weise behandelt werden. [...] Sein Brief hat mich als Ganzes sehr erfreut.
Dass Furtwingler mir nun offiziell diese Mitteilung machen kann, ist

20 Unverdffentlichter Brief Scherchens an Auguste M. Jansen, 27. 1. 1935.

21 Am 13. 6. 1939. richtete Hans-Bernhard von Griinberg, der Rektor der Kénigsberger
Albertus-Universitit, ein Rundschreiben an alle deutschen Hochschulen. Darin heift es:
,,Der Hermann Scherchen, geboren 1891 in Berlin ist auf Grund von § 2 des Gesetzes
vom 14. 7. 1933 [...] der deutschen Staatsangehorigkeit fiir verlustig erklart worden.
[...] Scherchen ist danach auch des Tragens eines deutschen akademischen Grades
unwiirdig. [...] Die Entziehung wird mit dieser Verdffentlichung wirksam”, Archiv der
Hochschule der Kiinste, Berlin.

22 Unveréffentlichter Brief Scherchens an Werner Reinhart, 29. 12. 1940.
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natiirlich fast iiberraschend den frither gemachten Ausserungen gegeniiber.

Ich bin aber auf jeden Fall froh, dass diese Klarung moglich geworden ist*.?

Doch Scherchen kehrte keineswegs nach Deutschland zuriick,
er behielt, bis zu seinem Tod 1966, den Wohnsitz in der Schweiz.
Vermutlich im Zusammenhang mit seiner Wahl zum Musikalischen
Oberleiter und Chefdirigenten des Studio-Orchesters Beromiinster
in Ziirich Anfang 1945, die von heftigen schweizerischen Protesten
gegeniiber seiner Person als ,,Ausldnder begleitet war, holte ihn die
Vergangenheit des Jahres 1941 wieder ein:

,hun ist die Gemeinheit entfesselt: ich soll menschlich erledigt werden,
indem man mich beschimpft, mich 41 mit den Nazis angebiedert zu haben.
In allem ist eine Gerechtigkeit — dies war das einzige Mal in meinem Leben,
wo ich auf den Rat von Freunden hin ,klug’ zu sein versuchte. Ich habe nun
zu bezahlen dafiir. [...] Wenn man Menschen als Morder hasst wie ich das

tat u. tue darf man nicht mal einen Scheinkontakt mit ihnen eingehen®.?*

Erst in seinem 60. Lebensjahr bekennt sich Scherchen zu
der Einsicht, dass sich seine sozialistischen Uberzeugungen im
Widerspruch zu seinen Taten befunden haben. Mithin, dass sein
lebenslanges idealistisches Erziehungsprojekt, durch Kunst zu reiner
Menschlichkeit zu gelangen, als gescheitert zu betrachten ist. So
weist er in seinen langjdhrigen Forderer und Freund Werner Reinhart
darauf hin,

,,dass bei mir nur eines nicht stimmt, nimlich dass ich meine Uberzeugungen
und mein Handeln auf einen Nenner gebracht hitte. Leider habe ich dies nie
getan, da ich immer der Uberzeugung war, eine allgemeine kiinstlerische
Tatigkeit internationaler Art gestatte keinerlei politische Aktivitét. [...] Ich

habe naiverweise an ein unpolitisch bleibendes ,Handeln geglaubt.?
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Joaxum Jlykesu

»HA TO KAKO HEHITO U3HYTPA U3IJIEJJA HUKO HE OBPARA
I[MAXBY.” MY3UYKO JEJJOBAKE XEPMAHA HIEPXEHA 1
BETOBO PA3YMEBABE ITOJIMTUYKUX ITPUJIMKA

(Pesume)

Hupurent Xepman Illepxen, poher y bepnmuny (1891-1966), cmarpan mp-
BaKOM My3W4YKe MOjepHe, O0pHo ce MpoTHB IpeoBnalyyjyhnx KoH3epBaTUBHO-EC-
TETCKHX M KYJITYPHO-NIOJIMTHYKH MPU3HATUX BPEAHOCHUX KAHOHA W KOHILIEPTHOT
palia 3aCHOBaHOT Ha KUMa, Ka0 U IPOTHB CKJIOHOCTH NPETEKHO KOHBEHIIMOHAITHE
nmy6nuke. OH ce ¢ TUM Iperpekama cykoOJbaBao IIHPOM CBeTa, Kako y Hemaukoj 3a
Bpeme Bajmapcke penyOiike, Tako 1 y L1IBajuapckoj mpe u mocie pyror cBeTCKOr
para, y Cosjerckom CaBe3y TOKOM KaMIlake IMPOTHB (popManniMa, Kao U ca ode
ctpaHe [ Boznene 3aBece y BpeMe XianHor para. Cebu je mocTaBmo obaBe3y 1a ce
IO Kpaja )KHUBOTAa CHAXKHO CYNPOTCTaBJba OTIOPY MOACPHO] MY3HIIH.

MehynapoaHe panuonuiie (yriIaBHOM KYpCeBH TUPUTOBama) koje je lllepxen
OJIpKa0 TOKOM Iirect ronuHa, u3Mely 1933. u 1938. y Crpaz0ypy, [1apusy, bpucery,
XKeneru, bymumnenmta u bpayHsanny, jeasa aa cy Oune npeaMeT My3HKOJIOLIKOT
HCTpaknBamka — BUXOBE UCTOPH]e, MOJa3HIKa, My3HKe Koja je Ha ’uMa H3BoleHa
U BUXOBE penenmuje y jaBHoctu. Umak, lllepxerosa xoHpepennmja y CtpazOypy
y nero 1933, npBa kojy je oapikao, Ouia je o1 3Hayaja Kao MOJICI 3a CBE HapEIHE
KoH(EpEeHIIUje U yIeuaTJbuBo je ykazuBana Ha [llepxeHOBe KaKo yMETHHYKE TaKO
1 TIOJIUTHYKE TTO3HUITH]E.

IIpe cBera, n3rena na lllepxen Huje 610 y3HEMHUPEH (KYATYpHO-)IOIUTHY-
KUM pa3BojeM y Hemaukoj u ycrmorom XutiiepoBe MOhH, KOjH je U3 Bera mpomu3a-
mao. Ha nutame na mu ce oH Taga Hamao y ersmwry y OpaHiryckoj BepoBaTHO O1
onrosopuo oapuyHo. OH, KOjI/I j€ HEKOJIMKO MECelH Npe HEero IITO je W3OMIITeH
0]l CTpaHe HAIMOHAJICOLNjaIUCTHYKE KyITypHE TMOIUTHKE NOKHBEO OTKA3HBAH:E
Hactyna y HupHOepry u MuHXeHy, MUCIINO je UCIIpPBa Ja HETOB IPOCTOP JIEJI0-
Bama HHje OMTHO CYXCH.

Tpeba ncrahin LllepxeHOBY cMeNOCT J1a HE OTKa)Ke T€ HACTYIE Y KOHTEKCTY
Biamajyher HaIlMoHaICOUHMjadn3Ma M H-ETOBOT CTaTyca HeMadkor rpalaHuHa.
VcToBpeMeHO je Taj HeroB recT UMao IMOJUTHYKH CMHUCAO0, jep jé OH Ta4HO 3HAO
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kaxo he meroBa paJyoHHUIA, HA KOjOj c€ M3BOAMIIA ,,JeTeHepHUCcaHa’” My3UKa, OUTH
onemeHa y Hemaukoj. Mmak, Ha WeroBy peaiHy MpoOICHY CHUTYaIlHje yTUIANa je
U HerokoyieOJbHBa BOJbA [Ja PUTOPO3HO CHPOBENE jeAHOM YTBpheHE yMETHHYKE
IaHoBe 0e3 o0a3uparma Ha IPOMEHE IOMUTHYKUX OKOJIHOCTH. Tako ce Moxe ca-
IJIelaTH clloXKeHa cykoOsbeHocT [1lepXeHOBHX MOTHBA JIeJI0Bamba — O] MOJIUTHYKU
Tpe3BeHor pacyhuBama 10 TBPAOIIIABO IPKOCHE JIMYHE BOJBE.

Eingereicht 17. Mai 2015.

Zur Veroffentlichung angenommen 25. September 2015.
Originaler wissenschaftlicher Aufsatz
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IleBame yHyTpaumer npocropa. O cuMdpoHujcKoj 1
KOHIIepTaHTHOj My3uiin Musiopana MapunkoBuha'

Jenena Jankosuh-berynr?
[{enTap 6eorpanckux pectuBana — [[EBED

ArmncTpakTt

Y oBOM mpuIiIOTy IOCMaTpaHe Cy KOMIIO3UIMje 3a Behe MHCTpyMEeHTanHe cacTaBe
CpIICKOT caBpeMeHOT kommosutopa Munopana Mapurakosuha (1976-): Xepojcka
yeepiuupa 3a cumbponujcku opkectap (1999), Ilcarmoouja 3a cumbponujcku op-
kectap (2006), Konyepiu 3a knasup u opkeciiap u Mana otiepa 3a KaMEpHH CENTET
(2010). Haxon pa3marpama KOMIIO3UTOPOBOT pa3yMeBama TEPMUHA perucuo3nd,
0yXo6Ha M ypKeeHa my3uKa, CIEAN aHaIn3a Koja UMa 3a IUJb Jia MOKaxe Ja 00-
JIMKOTBOPHU €JIEMEHTH KOJU C€ YOuaBajyCcy NMPUCYTHH Yy CBHM HaBEICHHM JICIH-
Ma, a TO Cy — a TO Cy UMKJIMYHH NPHHIIMI, HarvIallleHa yiaora npse (IJIaBHe) TeMe,
kopumheme (MHCTPYMEHTAIHOT) UCOHA M, YOIIITEHO roBOpehH, Te)Xmba Ka MHTe-
IPUCAHOCTH MY3WYKOT TOKa — oMoryhaBajy a ce OHa IOCMarpajy Kao OCTBapema
penuzuosne mysuke. [lopen Tora, pazmarpaHa je npupoaa KOpuheHux My3udKuX
MarepHjajia, e1eMEHTH IPOrPaMHOCTH KOjU Cy PUCYTHH Y KOMIIO3UIIMjaMa, Kao 1
HapouuT ogHOoC Mmnopasna MapurkoBuha nmpema crBapanamTsy Jbyouue Mapuh
(1909-2003), xao y3opy 3a Kopumheme Meroauja u3 cprckor OcmolracHuka y
MHCTPYMEHTAIIHOj MY3HIIH.

Kbyune peun: Munopan MapunkoBuh, penurinosHa, TyXoBHa U IIPKBEHA MY3H-
Ka, MHTETPHCAHOCT MY3WYKOT TOKA, IUKJINYHI NPUHIIUII, HCOH, TpOTrpaMHocCT, Oc-
moénacnuxk, Jbyomma Mapuh

Veoo

Y IocajauimeM OIycy CpIicKor komrosuropa Munopana Ma-
punkoBuha (1976-),° koju caunmaBajy Jeia XOpcke, KaMepHe, KOH-

1 Hacnos oBe crymmje mpencraBba mapadpasy KpaTKOr TeKCTa MO HA3MBOM
,» YHYTpAIlIlbH NPOCTOPH IeBama” Munopana MapunkoBuha, KOju je IITammaH y
HpOrpaMy HErOBOT JUILIOMCKOT KOHIIEPTa M3 JUPUTOBama OApkaHOT 12. HoBeMOpa
2012. ronune y Xony Haponue 6anke CpoOuje, ca beorpaackuM kaMepHHM OPKECTPOM
Jbybunia Mapuh (Mapunkosuh 2012a).

2 jelena.jankovic-begus@cebef.rs

3 Munopax Mapuakosuh je pohen 1976. rommme y Beorpamy. Jummommpao je
xomnozunujy 2000. y kinacu npodecopa Pajka Makcumosuha u nupuroBame 2012, y
kiacu npogecopa Cranka llenuha u Brsbane PagoBanosuli, Ha DakynTeTy My3uuke
ymetHocTH 'y beorpany. Maructpupao je kommosunujy 2010. roguHe y Kiacu
npodecopa Bnactumupa TpajkoBuha Ha nctom daxynrery. TpeHyTHO paiu y 3Bamy
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HepTaHTHE U CUM(OHHU]CKE MYy3UKe, TPUMETHO j€ OCllamame Ha Kila-
cruuHe (hopMe yMETHHUYKE MYy3UKe, Ha MY3HUYKH (DOJIKIIOP U Ha CPIICKO
MpaBOCIaBHO mMojame. Mcxomumre MapunkoBuheBe HWHCIHpalyje
CY, 0 HETOBUM PEUUMA, ,,yHYyTPAIIbU MPOCTOPH~ y KOjUMA JKUBU
MeJIoNja, MeBambe Ka0 M3BOP MY3HMYKOI IOBOpA. YHYTpalllkhU
NPOCTOPH CYy M MECTO MHTUME, MOJIUTBE, UIpPe, ,,uBpCcTa TBphaa, y
KOojuMa oOMTaBa JIyX KOMIIO3UTOpA Yy Tparamy 3a Hajgaxuyhem” (Ma-
punkoBuh 2012a). A Te mpocrope U3 Kojux ce paha neBamwe y Ma-
PUHKOBHHhEBOM CITyuajy UCITyH-aBa HAPOUUTO IyXOBHA, IPABOCIaBHA
My3HYKa TPAJHIIFja KOjJOM jeé KOMIO3HTOP Y MOTITYHOCTH MPOXKET Y
CTBapaJlaukoM M u3BohaykoMm (mupureHTckoM) 4mHy. [IpaBociiaBHa
Bepa 3a Iera npeicTaBlba ,,M3BOp Ha/JaxHyha, ajau U IyXOBHU CBET
U3 KoTa ce jacHO pasyme, oceha u carienaBa M )HBOT U YMETHOCT
(MapunkosBuh 2011).

Haxko cy 5o cama y cprickoj My3W4KO] JaBHOCTH BHIIIE Ouiia
MPUCYTHA XOpCKa, BOKaJHAa W KaMepHa OcCTBapewma Musiopana
MapunkoBuha, cBakako 300T HHUXOBOT JIAKIIET JOJAXEHa JI0
KOHIICPTHOT MOAHjyMa,* OBOM MPUIMKOM Ouhe aHaIu3upaHe He-
roBe KOMIO3uIje 3a Behe MHCTpyMEHTallHe cacTaBe: Xepojcka
veepiuupa,® Tlcarimoouja,® Konyepiti 3a kiasup u opkeciiap’ u

nouenta Ha @UIJIYM-y KparyjeBal, ofcek 3a My3HKy, IZie [Ipe/iaje aHaIu3y My3UUKUX
CTHJIOBA, aHAIN3Y MY3WUYKOT Jela M apamxupame. Kao OUpHreHT BoaM amarepcke
LpKBeHE X0opoBe. UnaH je Mel)yHapomHOr IpylITBa 3a MPAaBOCIABHY LPKBEHY MY3HKY
(http://www.isocm.com/) u ynpaBHOr onbopa Yapyxkema komnoszutopa Cpouje (on
2011). buo je unan skupuja 3a noaeny Harpane Ciuesan Mokparay 'y 2012. u 2013.
romuan. Opx 2015. je mpeacenaBajyhu mieHyMa cekiyje KOMIIO3UTOpa YMETHHYKE
my3uke mpu YKC. JIoOUTHUK je BUIlEe Harpasa 3a KOMIIO3UTOPCKY paj, yKibyuyjyhu u
Harpany yaconuca Mysuxa kiacuxa y xareropuju Kommnosurop rogune 2014. 3a neno
Booicuhnu xonoax.

4 Hnp. 3asewitiare Ceeitioz Cumeona Mupoiliouusoz 3a Ba Xopa, COIUCTE U TPYIIy
yoapasbku (1998); Csjatuuj 60xce 3a memoButu xop (2004); Cpiicka napooua
yeiiaganka (2011); Tpu cruxe 3a yeiiupu xapge (2006); boowcuhinu xondak 3a mer
COJNUCTa, KOMOMHOBAHY BOKAJIHU aHcaMOI U IpyIy yaapasbku (2014) u ap.

5 Xepojcxa yeepitiupa 3a cumpoHmjcKn opkecTap TpojHOT cactasa (1999) aummomckn
je pan Munopana MapunkoBuha Ha KaTepH 3a KOMIIO3HLUjY U opkecTpauujy ®PMY
y beorpany, y knacu npodecopa Pajka Makcumosuha. Paz je onbpamen 31. janyapa
2000. roguHe ca HajBUIIIOM O1leHOM. J[eo je oMax moToM T00WIIO PECTHKHY HArpay
3a xomno3unujy Civesan Xpuciiuh. Jlo nanac Xepojcka ysepiiupa HUje nMmaia cBOjy
OpKECTapcKy IpeMujepy.

6 [Icarmoouja 3a cuM(OHHMjCKE OpKecTap JBOjHOT cacTaBa (2006) HacTama je Kao
3aBpUIHM paJ Ha IpPBOj TOJMHU MAruCTapCKUX CTyAHja KOMIIO3MLHje, Y KIacH
npodecopa Brnacrumupa Tpajkosuha. Jlo caga HMje MMalla KOHLEPTHY IpeMujepy,
anu je Cumbonujcku opkecrap PTC ca qupurentom CtankoM JoBaHoBHhEeM HAYHHHO
CTYAMjCKHM CHUMaK Kommo3uiuje y gero 2015. y Konapuesoj 3a1xyx0uHH.

7 Konrepr 3a kasup u opkectap (2010) HacTao je kao Maructapcku paj Ha Karenpu 3a
KOMIO3HUIH]Y U opkecTpaiujy Ha DMV y beorpany, a y kiacu npodecopa Bractumupa
TpajkoBuha. Konuepr joir Huje u3BeneH.
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Mana otiepa.® OBa nena 70 cajga HEUCY OWIIa IPeaIMET O00jeANbCHE
naxkebe,” MOJK/1a U 3aTO IITO — Ca U3Y3eTKOM Maie otiepe — 10 cajia
HUCY JIO)KHBEJIa CBOje KOHIIEpTHE npemujepe. MehyTtum, cBe ue-
THPHU KOMITO3HIIH]€ IT0Ka3yjy MapuHkoBHheBy H3pa3uTy CKIOHOCT
Ka M3pakaBamy y OPKECTApPCKOM U WHCTPYMEHTAIHOM MEIUjy U
KOMITOHOBamw Y Jiesia Behe ¢popme. Y mrMa ce OTKpHBajy OHE OUTHE
KapaKTepUCTUKE HErOBOTI KOMITO3UTOPCKOT je3MKa KojuMma Tpeda
MpoCTOpa Jia ce ,,pa3MaxHy’’, Ma CTOra HAUCY €BUJICHTHE y KOMIIO-
3WIjaMa Mamke (GopMe — KOHCTaramuja ce MPBEHCTBEHO OJIHO-
CH Ha pPa3IMYUTE TOCTYIKEe Koje MapuHKOBUh KOPUCTH Y ITHUIBY
MOCTH3aka MEeJOBUTOCTH, HHTEIPUCAHOCTH MY3HUYKOI TOKA.
O BUXOBOM 3Ha4ajy TOBOPH M CaM ayTOp Y MUCAaHUM aHalih3ama
cBojux nena (Mapuukosuh 2006, 2010, 2011), xoje ra JI011aTHO
pa30TKpHBaJy K20 KOMIIO3UTOPA-HHTENEKTyAIIIa, ,»HAUUTAHOT” H
,,HaCIyIIIaHOT”’, KOJU CTBapa ca OCBEMINEHOM U jaCHO (OpMyIIv-
CaHOM HaMepoM, 0e3 003upa Ha TO KOjH j€ TOBOJI M MOJICTHUIIA] 3a
HaCTaHAaK KOHKPETHE KOMITO3HIIH]E.

Penuzuosna, oyxosna u ypreena mysuxa

C 003upom Ha MapuHKOoBHhEBY HEOCIIOPHY BE3aHOCT 32 MYy-
3WYKY TPAAMIIN]y CPIICKOT MPaBOCIABHOT I0jamba, MOTPEOHO je 1a ce
Ha TIOYETKY YKPATKO pa3MOTPH HETOBO Pa3TPaHUYCHE [T0JMOBA peJili-
2uo3He, 0yxo6He N YpKeeHe My3UKe, Kako OU ce YCIIOCTaBUO HHHXOB
OZHOC TIpeMa KOMIIO3UTOPOBOM CTBApAIAIUTBY y 0ONACTH MHCTPY-
MEHTaJHE — CUM(OHHjCKEe M KOHIIEPTaHTHE My3uke. OBU MOjMOBHU
ce, kako npumehyje, IOHeKal ,,KOPHCTE Ka0 CHHOHUMH, WA CPOJI-
HU TI0JMOBH, 4Hja je Mel)ycoOHa JTUCTHUHKIIHM]a 3amMarjbeHa, HejacHa”
(MapunkoBuh 2012: 61).

[Tpema MapuHKOBHhEBOM MUILIBEHY, TOJMOBH PEucUO3ZHOE U
0YX06HOZ NAJIEKO Cy allCTPAKTHHU]U O] TI0jMa YpKEeHO2, KOJU j& BE3aH
3a MPAaKTUYHE W KAaHOHWMA TPOIMCAHE 3aXTEeBE KOj€ Mpell YMETHH-
Ke TocTaBJba XpuihaHcka 1pkBa. Tako je perucuosna mysuxa uspas
JIMYHE PEJIMTHO3HOCTH U JYXOBHOCTH ayTOpa, U HOCH Y ceOM BHUCOK
CTeNeH ancTpakTHor. MapuHkoBrh cMarpa 1a je y peiuruo3Hoj My-
3u1 Moryhe n3pakaBaTi U KOJICKTHBHHU PEJIMTHO3HU JOKUBIbA], AN
UCKJPYYHBO Ca CY0jeKTHBHHM I€YaToM ayTopa, KOju je y TPBOM

8 Kommosummja Mana oilepa 3a KaMepHH cenTeT ((mayTa, KIapHHET, KIaBHp, xapda,
BHOJIIHA, BHOJIA, 4eJO) HacTana je kao mnopypouHa 19. MehyHnaponne Ttpubune
xommno3uropa y beorpany. Many oiiepy npemujepHo je u3Beo AHcamOln ANTepHAHC
(Alternance) u3 ITapusa, 20. HoBemOpa 2010. rogune. OBo n3Boheme je U CHUMILEHO
3a notpede Panno beorpana.

9 Konyepiti 3a x1asup u opxeciiiap aHaTu3upao je GpUTAHCKY KOMIO3UTOP U My3UKOJIOT
AjBan Mynu [Ivan Moody] (2014). Huko o1 CpIICKMX My3HKOJIOTa Ce, TIpeMa JJOCTYITHHM
uHdopmanujama, Huje 6aBUO MHCTPYMEHTAIHUM Aenuma Munopana Mapunkosuha.
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wiany. Peauluo3na my3uka He MOpa UMaTH HAKAKaB MPOTPaM, TEKCT
WU TIPEATEKCT, ]I MOXKE OUTH M HaJJaXHYTa PEITUTHO3HOM MOC3H]jOM,
PEITUTHO3HOM MUCTUKOM, (huio3odujom, oopenuma. Cam penurnos-
HU JIO)KHMBJbAj MOXKE alld U HE MOpa OUTH Be3aH 3a KOHKPETaH BEPCKU
o0pen, a MOXKe MPEACTaBIbaTH U KPajihe MHIUBHIYATHO TYMadCHE
HEKOT o0pesa; Mo)ke OUTH BE3aH U 32 HEKO JPYro YMETHHYKO JIEJI0
(KEbH)KEBHOCT, JINKOBHA YMETHOCT MTA.) HIIM MOXKE UMATH KOPEeH U y
JPYIITBEHO] PEIUIHO3HOj cBecTH. [lopen Tora, ,,peuruo3Ha” ymer-
HHUYKA JIeJla MOTY HACTaTH W'y CKJIOMY IIKOJIe MM Bianajyher cTuna,
I7Ic YMETHHK HE MOpa IMOCEI0BATH BHCOKY PEITUTHO3HOCT 32 FBUXOBO
cTBapame, Beh camo nybokm ocehaj 3a OHa yMETHHUKA Jelia Koja Cy
My y3op. Ho yak u taga, npema MapuHkoBuhy, HajBHIITK YMETHUUKA
JIOMETH 0CTajy PEe3epPBUCAHU CAMO 32 OHE YMETHUKE KOjU CTBApajy u3
no0y/a NCKpeHe peMruo3HocTy (1ucto, 64). Jenan o nmpuMepa OBako
cxBaheHe penucuosmne mysuxe Moria 6u na Oyae KiiaBUpCKa KOMITO3H-
uuja [eaoeceiu iiozneda na oeive Hcyca Onusjea Mecujana [Olivier
Messiaen (1908—-1992), Vingt regards sur 1’enfant-Jésus, 1944], kao
CacBMM CyOjeKTHMBHAa My3WYKa MEIHUTaIUja, M3pakeHa CaBPEMEHHM
MY3HYKUM CpPEACTBUMA, alll MPOM3AIlIA U3 KOMIIO3UTOPOBE JINYHE
penmurno3noctu. Ajsan Mynu ce Takohe ocBphe Ha pazymeBame ojmMa
penucuo3ne My3uKke U3HETOT Y IOMEHYTOM ecejy Muopaga Mapus-
koBMha, KOHCTaTyjyhu 11a je ,,jJacHO Jla TaKkBa NepcreKTrBa oMoryhasa
KOMIIO3UTOPY J1a ce 0aBH JIyXOBHHM MaTE€pHjaJioM BaH JIMTYPrHjCKOT
KOHTEKCTa, OWJIO y TapaIMTyPrijCKUM KOMITO3HIIMjaMa MM Y KOH-
[EPTHUM JIeJIMMa KOja HEMa]y OUHuIIIe/IaH TyXOBHH Iporpam. Y Hero-
BoM Konyepiuy 3a knasup u opkeciiap (2010), cTBapame XapMOHH]E
Ha 0a3u ucoHa, eBOIMParE 3BOHA U, Y JeTHOM TPEHYTKY, YaK M O3HAKa
,religioso’, ykasyjy Ha IMIMPEHEe JIUTYPTH]jCKOT, MK OapeM pUTYaTHOT,
y obmact cekyinapaor”® (Moody 2014: 116).

Kao Beoma mmupok mojam, perucuosrna my3uxa moctaje 0yxos-
Ha MY3UKA'y yXKEM CMHCITY, OHJa Kajia IPUXBaTh HOpMUPaHy (Gopmy
MOJMTBEHOT 00pahama bory kojy KOpUCTH HeKa MojeliHa peluTuja:

,,CBe JIOK y MY3HIIH [TIOCTOjH YPAaBHOTEKECHA CHHEPIHja m3Mel)y yMeTHHYKOT
1 BepcKor, oHa hie Mohu 11a ce jomr yBek pa3yMe M Kao peIMTHO3HA My3HKa.
Kana mpeBnajga OHO Bepcko, ca CBOjUM KaHOHH30BaHMM M IPETIO3HATIBU-
BUM elieMeHTHMa oOpahama bory, Ha IoJby ¢MO 4YHCTEe TyXOBHE MY3HKE,
TJe c€ YMETHHUK HACHTH(HUKY]je ca CBOjOM BEPCKOM TPaIuIijoM, U yrpalhyje
cBoje eno y y. OBO yommITe He MOpa J1a 3HaUu I'yOUTaK YMETHHYKE CHare,
Beh camo HarymTame HHIMBUIYaTHCTHYKOT KOHIIETITa OCTBAPHBAabA YMET-
Huakux uaeja” (Mapuakosuh 2012: 65).

10y opurunany Ha enrmeckom jesmky ,,In his Piano Concerto (2010), the generation
of harmony from an ison, the evocation of bells, and, at one point, even the indication
‘religioso’, all suggest this extension of the liturgical, or at least the ritual, into the
secular”.
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Jlpyrum peunma, 10K peIUruo3Hy My3HKY TyMadd MPBEHCTBe-
HO M3pa3 JIMYHOI, CY0jeKTUBHOI PEJIMTHO3HOI JI0KMBJbaja ayTopa,
oyxosHy my3uxy MapunkoBuh cariiefiaBa Kao My3H4KH U3pPa3 KOH-
KpeTHe peJIMrHo3He Tpaauuuje, TyXOBHOCTH U Bepe. Y HEroBoM
TyMauewy, MojaM OyX06Ha My3uKka HaJIIOIeCHUje ce OIHOCH Ha 00-
rocjayx0eHy My3uKy KOja ce M3BOJAH BaH 00rocC/Iy:Kemha U HA OHY
MY3HKY Ko0ja HUje Oorocay:k0eHa (HIp. 300r ynmorpede HHCTpyMe-
HaTa, Behe yMeTHHYKe cJI000/1e UTH MPEBUCOKUX TEXHUYKO-U3BOhau-
KHX 3aXT€Ba, OMHOCHO IMPEIyror Tpajama, MITO j€ YMHU HEMOJECHOM
3a U3BOhEHE Y OKBUPY BEpPCKOr oOpena), a MpUnajaa HeKoj TA4YHO
onpehenoj pesmurno3noj TpaauumMju U mpakcu (ucro, 66). Cmucao
IIUPET KOHTEKCTa MojMa 0yxoeHa my3uka MapuHKOBUN BUIH Y UJIC]H
T3B. UpoOYIICeHe Tuilypeuje:

,,Kao 1mTo Hamre TyXxoBHO nename HakoH CB. JIuTypruje Mu cMaTpamo mpo-
IY>KeHOM JIUTYPTHjOM, TAaKO C€ MPOIYKEHOM JINTYPIHjOM MOTY CMaTpaTH 1
CBa yMeTHHYKa Jenia Hacrana y CnaBy ['ocniona u 3a 1oOpo JbyACcKoT popa,
a'y ceenodancTBo Vctune JeBanhespa u ca jacHuM monpuHOCOM L[pKBEeHO]
CaboproctH, jenne Crete Cabopue u Anocroncke Lpkse” (ucto, 66).

Kao npumep dyxosre mysuke y OBOM TyMadery MOXE Ce HaBe-
ctu xomnosunuja Yewupu dyxosna cuiuxa (1928) Mapka Tajuesuha
(1900-1984), xoja HEABOCMHCIICHO NpHIIAJA NPABOCIABHO] My3HY-
KOj TPAJULMjH, alli ce 300r BUPTYO3HO IHCAHOI XOPCKOI CIOra M
TEKCTa KOjH HHje JUPEKTHO JINTYPIrHjCKH 3aKJbyUyje Jia je IPBEHCTRe-
HO HaMEH-EHa KOHIIEpPTHOM u3Bohemy. Takohe, MapuakoBuh n3HocH
IPUMEp U3 CONCTBEHOI CTBApajayKor OIyca: XOPCKY KOMITO3UIU)Y
3asewiiarwe Ceetioé Cumeona Mupoiuouusoé (1998), y ko0joj moky-
11aBa Jla CTBOPH HOBY, ayTOXTOHY MY3HUKy (opmy, kopuctehu T3B.
LJINTYPTHjCKU Apamatu3am’! kao mpaysop (ucto, 67—68).

Ha kpajy, ypkeerna my3uxa, kao HajyKu 1mojam, o0OyxBaTa OHa
Jesia Koja uMajy (WM ¢y MMaJjia) yJaory y 00rocjay:k0eHoj nmpak-
cu. Muoapar MapunkoBuh cMmarpa na ce LPKBEHa My3HKa MOXeE
CXBaTUTH Kao jelaH CaCBUM Moce0aH 00/ IMK NMpUMemheHe My3HKe.
Ona je, npeMa HEroBOM MUIIBEHY, YCIOB/bEHA CIOJbAllbUM (hak-
TOPOM Y TOIVIely Tpajama, CTENeHa CI0KEHOCTH, BUCUHE H3Bolau-
KHX 3aXTeBa, YakK JOHEKJE U y MOomIeAy My3uykor je3uka. Takobe,

11 Mapurkosnh naje objanrmemnse ,, TUTYPrHjCKOT ApaMaTH3Ma” y YIaHKy TocBeheHoM
Jby6unn Mapuh, cBOM BEJMKOM y30py, Y 4HjOj MY3HIH MPOHAJIA3d HUCTO CBOjCTBO.
JIutyprujcku npamMaTr3am je 3acHOBaH Ha TajHH, Koja, C TauKe MISHIITA IIPABOCIABHOT
xputithaHcTBa, ,,CAJIA ykibyuyje y ceOe 1 MPOIIIo — UCTOPH]Y JbYICKOT CIIaceha, alld |
Oynyhe — Bu3ujy ecxarona [6yoyhee Llapciusa boawcujez, npum. J. J. B.]” (MapunkoBuh
2008). Hdasbe, OH JONATHO IOjallkbaBa Ja je ped O CTBAapalladyKoM IPOCEeAey ,,KOju
cjenumbyje IpoILIo, Caallhe U TUME 0TBapa OyayhHOCT M cTBapa CHary W MpoILIOM
U cajaimem” (UCTO).
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OHA je W MUCaHa C HAMEpOM Ja MOXE Ja KOMYHHUIUpA ca IIUPUM
ayIUTOpHjyMOM, KOjU y3 Kby MOXKE HaJaxHyTo aa ce monu bory. ¥
HAIlIO] CPeWHU, TIO3HATH npuMepu cy Jluypeuja Ce. Josana 3na-
eoycioé (1895) u Oiieno y puc-mony (1888) CreBana CrojaHoBMha
Moxkpam1a (1856—-1914), kao koMI03UIIM]j€ KOj€ CY PEIOBHO, Yy IIEJIH-
HU WIK y parMeHTUMa, N3BoheHe Kao J1e0 MPaBOCIaBHOT LIPKBEHOT
Oorociyxema. YumeHuIa ga cy, ICTOBPEMEHO, Ta Jiejla YecTa U Ha
KOHILIEPTHUM IO/IU]yMHUMa, CBEJIOYU O HbHUXOBUM YHUCTO YMETHHYKUM
BPEIHOCTUMA, aJIH HE IOBOJH Y MMUTAKE IBUXOBY YIIOTPEOy Y OKBUPY
obpeaHe mpakce.

Penucuosno y cumghonujckoj u konyepivaniunoj myzuyu Muropaoa
Mapunxosuha

VYBua y MapunkoBuheBo Tymaueme OHOCA PEUTHO3HE, Y-
XOBHE U LIPKBEHE MY3HUKE, U3 BU3ype My3HUKe TPaJUIIM]je IPaBOCIaB-
HOT XpuIIhaHCTBa, MpyXka MMyTOKa3 3a aHaJM3y MY3HUYKOT cajapiKaja
HEroBUX BehHMX HHCTPYMEHTAIHUX KOMIIO3UIIM]a. Y CBa YETUPH MPU-
Mepa, ped je o Jenuma ,.4ucTe’ MHCTPYMEHTaJIHe MY3HKe, Koja ce
y noriey opMe U NMpUMEHEHUX KOMIO3UIIMOHUX MOCTyIaKa Ha-
Cllarbajy Ha TPaJULHU]y 3a1aJHOEBPOICKOT U CIIOBEHCKOT CUM(OHHU3-
Ma, MPEeIOMIBEHOT KPO3 MPU3MY MHIWBUYaTHOT CTBAJIAYKOT YMHA.
Anu Beh neTuMuuaH morviesl Ha MapTUType HABOAW HAa MOMHUCAO0 Ja
Ilcanmoouja Mmoxe 1a ce mocMaTpa y KOHTEKCTY peiucuosne My3uKe,
IITO je Cyrepucano Beh U caMUM HACJIOBOM JI€JIa; Y HOj Cy IPUCYTHH
€JIEMEHTU MY3HUKOT M3pakaBarba PEUTHO3HOT JOXKHBIbAja, KaKO Y
€JIEeMEHTHMMA NPOrPpaMHOCTH, TaKO U Y NPUPoau KopuinheHux my-
3MYKHX MaTepujaJia, o yemy he kacHuje 6utu peun. C apyre cTpaHe,
Xepojcka ysepiuupa, Konyepiu 3a knasup u opreciiap v Mana oiie-
pa HeMajy, Ha TIPBH TIOTIel, TUX oOenexkja. MehyTtum, ananuza koja
he ycrneautu uma 3a Wb Ja MOKaXKe /1a 00JMKOTBOPHU eJ1eMeHTH
KOJUX MMa y CBUM HaBEJCHUM JIeJIMMa — UMKJIMYHM MPUHIUI, Ha-
nianieHa yjaora npse (IViapHe) Teme, kopuinhemwe (MHCTPyMeH-
TAJIHOT) MCOHA U, YOIIIITEHO ropopehu, Texmwa Ka HHTErPUCaHO-
CTH MY3UYKOTI TOKA, KOja j€ BUJIJbUBA M Y MEJIO1]CKO-XapPMOHCKUM
ocoOMHaMa KOMITO3MIIMja, Je€CY HajBaXKHH]U M3Pa3 — M JI0Ka3 — pe-
JINTHO3HE CBECTH ayTopa, Koja, JaKie, HHUje YBEK ,,BUIJbUBA TOJIUM
OKOM”, aJI¥ j& UMIUTMIIMTHO CBaKaKoO MPUCYTHA.

OBa Te3a, Koja je y OBOM UCTPaKUBAKy Y3€Ta Kao MOJIa3HILTe
3a pasymeBame MapuHKOBHhEBOI CTBapajallTBa Ha MOJbY cuMdo-
HUJCKE U KOHIIEpTaHTHE MY3HKe, CIOHTaHO C€ HaMETHYJIa Ha OCHOBY
KOMITIO3UTOPOBOT CTBApaJIauKor ,,Kpeaa’” Koju je GopMyaucao y Tek-
cry ,,Jbyounia Mapuh: My3uka u MucTuka’:
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,,/13 yCUTH,CHOCTH BAaCIIOCTAaBHTH LIETIOBUTOCT, HAITYIITCHE KUBOTHE (PyHK-
uje oOHOBHUTH 1 TIoBe3aTH. [Ipru3BaTn y Bux kuBoTHY CHITy Koja Tpeba ma
MPOCTpPYju Kpo3 00HOBIbeHO Omhe my3uke. M3 croxkxenocTun mpoHahu mp-
BOJIMK KOjH 3paddl MpocToToM. Taj musk cToju mpena MHOM (...) LlemoBut
HaIleB jecTe 0fIpa3 IIENOBUTE JyIIe, 320KPY)KEH TOHCKH CHCTEM jecTe 0apa3
TOTTIe/Ia Ha CBET Kao Ha jeqHy HeaespuBy HennHy” (MapurkoBuh 2008).

Y dokycy ananmmse Xepojcke yesepiuupe, Ilcarmoouje, Kon-
yepiua 3a Knasup u opkecuiap n Mane oiiepe 6uhe, naxie, oHu 00-
JIUKOTBOPHH MOCTYIILM KOJU JIONPUHOCE MOCTH3AbY IeJT0BUTOCTH,
MHTErPHCAHOCTH KOMIIO3uuKja. YocranoMm, MapuHkoBuh excrum-
IIUTHO M3HOCH CTaB Ja ,,[c]|Baka (hopma Koja MMa Tpajame Behe o
10 MuHyTa MMa 110TPeOy 3a OApeheHNM MHTErPaTHBHAM HOCTYIILH-
Ma koju he moseharn uHTerparuBHy Moh came ¢opme, Tj. crocod-
HOCT q)opMe Jia'y cebe MHTErpHILEe HOBE Cajpikaje U 1a X noapehyje
cebn” (Mapuskosuh 2011), a T0 je HOCEOHO BaXHO Kaja ,,y My3H4-
KOM TOKY [OCTOJH U3BECTAH IUIypalin3aM (KOHLEPTAHTHA, COIMCTHY-
Ka U KamepHa My3uka)” (ucto). OBa KOHCTaTaIja 10JaTHO A00H]ja
Ha 3Ha4ajy, ako Ce MMa y BHJly BEJIHMKA Pa3HOBPCHOCT Y MAaKPOCTPYK-
TYpH ITOCMaTPaHUX Jena:

— Xepojcka yeepiuupa je, IpakTHUHO, CUM(OHHUjCKa TOeMa,
CIIOj COHATHOT OOJIMKAa U COHATHOT IMKITyca (YCIOBHO YE€TBOPOCTa-
Ba4yHOT);

—Ilcanmoouja je neno npokoMIoHoBaHe ¢popme Oe3 ereMeHaTa
COHATHOCTH;

— Konyepiu 3a knasup u opkeciiap je IOHOBO OJM3aK MOEMHU
jep ¥Ma IeT aTaka [OBe3aHHX CTaBOBa, M HHUjelaH O HUX HHUje
coHaTtHe GopMe; YjeIqHO je ped O CIO0jy KOHIIepTa 3a COTUCTUYKU UH-
CTPYMEHT M KOHIIEpTa 3a OpKecTap;

— Mana oiiepa je ceqMocTaBayHa CBHUTA, ajld UCTOBPEMEHO U
KaMEepHU KOHIIEPT jep Cy JAeoHHNa (uiayTe U KJIapuHETa COTUCTUUKE,
IpY Y€MYy CTaBOBU CBHUTE HE MOTY Jia ,,0TICTaHy’ HE3aBHCHO O] Iie-
nuHe nena.'?

a) HukJIuYHn NpuHIHI

Xepojcm yeepiuupa MOXe Ja ce IocMmarpa Kao Heka BpcTa
»MaHnpecra” Munopaga MaprHkoBrha y 001acTH HHCTPYMEHTAI-
HOT CTBapaJallTBa, jep Cy y H0j IPUCYTHU MHOTU OOJIMKOTBOPHHU I10-

12 drayra je ,,comucTHUKK” eKCIIOHHpAHA y TIPBOM, TpeheM ¥ MeTOM CTaBy, JOHEKIIe
U 4YETBPTOM, a KJIApHHET je ,JIpaTu” y TUM u3naramuma. dmayra He ydecTByje y
u3Bohewy Jpyror U ILECTOr CTaBa; y APYIOM U CEIMOM CTaBy €KCIIOHUPAHY YIOTY
npe3y3nMa KIaprHeT. Y OfHOCY Ha (ayTy M KJIapHHET, OCTaTaK aHcaMmOia uMa yiory
IpaTe (ca U3y3eTKOM JCOHUIIE BUOIMHE Y IPYTOM CTaBy cBUTE). 300T TaKBOT OHOCA
mpeMa MHCTpyMeHaTtuMma, GuiayTd M KIapuHeTy, Mana oilepa ce OBjie IOCMaTpa Kao
JIeTI0 KOHYepaniunoZ a He KaMepHOT JKaHpa, HapaBHO M 3aTo Ja OM ce ykasaio Ha
napanene ca Konyepiiom 3a knagup u opxeciuap.
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CTYIIH KOju he ocTarh KOHCTaHTa M 'y KOMIIO3UTOPOBUM KaCHHjUM
Aenuma CHM(OHH]CKOT M KOHLIEPTaHTHOT xkaHpa. lIpe cBera, ped je 0
OIHOCY IpeMa NPBOj TeMH (COHATHOT 00/IMKa), KOja je JIOMHHAHTHA y
YHTABOM JENy M, C TUM Yy BE3H, O KOpHLINebY ,,J1ajTMOTHBA”, OIHOC-
HO TEMaTCKUX MaTepHjajia KOjH Ce 10jaBJbyjy Ha BUIIIE MECTA y TOKY
KOMIIO3HIIH]€ Kao FEHO ,,BE3MBHO TKHBO "

13 TIpBa Tema Xepojcke ysepiliupe noMAHEpa y yBOLLy, IpBoM U Tpehem cTaBy, a Taxohe
ce y 3Ha4ajHOj MEpH jaBJba U 'y 4eTBPTOM cTaBy. OJTHOC IpeMa B0j KOMIO3UTOP MOPEH,
HIp, ca idée fixe y @aniaciuuunoj cumgonuju Xexropa bepnuosa, Te je crora Ha3uBa
T4 TMOTHBOM”” HJIH ,,JlajTTeMoM” kommo3unuje (MapunkoBuh 2011). Kao u idée fixe,
[NIaBHA TeMa Xepojcke yeepiiupe N0KUBIbABA PA3INYUTE KapaKTepHe TpaHchopmarije.
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Ipumep 1. IIpsa Tema Xepojcke ysepiuupe'*. Yeon, T. 1-16,

BHOJIOHYENAa U KoHTpabacu (ox Op. 2 + 1, Religioso, l’isteso tempo:
KJIQpUHET U BUOJIA)

Viotini I
Vietini I
YioLe

Violoncelli

Contrabassi

¢ <\|%’
L.CA
-2,
Batt, || ==
3, =
,f
s —
bo. ™ f,%
w [
! % fid.
TR S Ve_ b3 bF_
—————
o VR =
Vwr
Vel
Ve,
Ve.
Ch.

14 Opmommm mapTrTypa Munopaxa Mapuakosiha perpoyKoBaHI Cy Y3 KOMITO3UTOPOBY
CarIacHoCT.
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[IpBu cTaB (eKcmo3uIlMja COHATHOT 00IMKa), Op. 25, Yy BUCOKOM
perucTpy u Op30M TEMITY
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Jpyre 3HauajHe GpopMaiiHe KapaKTEPUCTHKE Xepojcke ygepiuupe
jecy m3yarame roToOBO CBUX OMTHHMX TEMAaTCKHX MHCIH, YKJbY4yjyhu
U SKCIIO3MIIUjY MPBE TEME, y YBOMY JIela, 3aTUM €JIEMEHTH TPOrpam-
HOCTH, 0 KojuMma he OutHu peun kacHuje u ap. CBe oBe ommrke Mapus-
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koBHh je ,,acHMHIIOBA0” O] CBOJUX y30pa, Koje u cam HaBonu: CoHa-
Te y xa-mMony U cuMponujckux nmoema @panna Jlucra ([Franz Liszt],
1813-1886), mpBux crtaBoBa cumdponuja [lerpa Mipbnua YajkoBckor
(1840-1893) u Jmutpuja IllocrakoBuua (1906—-1975), Uerspre u
[lere cumdonuje u, HapouuTo, Jlupcke ioeme Bacunuja Mokpamiia
(1923-1984) u ap.® Mehyrtum, MapunkoBuh cTalrHO HHCHCTHPA Ha
TOME J1a K€M Ja uAe Ooasbe OJ y30pa, n3beraBajyhu €emUroHCTBO M
KOIIMPame, I1a CE CTOra BEOMa TPYIH J1a OHYIU HeKa OpUTHHATHA 00-
JMKOTBOPHA pelnerba.'® Meljy muma Ccy: 3HadajHa yiora T3B. ,,004HE
TeMe” (a Koja HUje Jpyra TeMa cOHaTHOT oOnuKal), Koja ce MmojaBsbyje
y YBOJY W 3aTHM Ha BUILIE MECTa y TOKY MapTHTYPE Kao CBOjeBPCTaH
,,CHT'HAJI 3aBpIIeTKa’ TI0jeIMHUX OJICEKa U HEKa BPCTa ,,pEMHUHHUCIICHT-
HOT MOTHBa” (jep He JOKUBJbABa pa3pajy Ha HAUWH [VIABHE TEME); 3a-
THM, [10jaBa MOTIIYHO HOBE, (DOJIKIOpHE TeMe!’ Ipe perpu3e COHATHOT
obnuKka (cama pemnpusa ce cacToju y KOHTPAIYHKTCKOM CIIOjy MPBE U
Jpyre TeMe), IITO JOBOJM JI0 OJCTYIama Ol ,,apayiein3mMa’ COHaTHOT
00JIMKA ¥ COHATHOT IIUKITyca (HOBOM TEMOM 3aIll0YHELE ,,4ETBPTHU CTaB”
KOMITO3HIIHjE, aJId TO HUje MOYETaK perpH3e COHATHOT 00rKa).

15 Kao ysope 3a xommonoBame Kowyepitia 3a xnasup u opkeciiiap Mapunkosuh jour
HaBonu: Cepreja Paxmamunosa (1873—1943) (Hmp. y TpeTMaHy KIaBUPCKOT CIOra KOjU j&
MPETEKHO AKOPJICKH — BUCTH H3JIararbe IpBe TeMe; Takoh)e y My3udIKOM CITUKambY ,,3B0HA™),
beny Baproka ([Béla Bartok], 1881-1945) (opkecTapcki HHCTPYMEHTH C€ E€KCIIOHHPAjy
COIIMCTHYKY, 110 Y30py Ha Konyepit 3a opkecitap), iropa CTpaBUHCKOT (HIIP. Y TOKATHUM
enementiMa uerBpTor craa), Cepreja IlpokodjeBa, Jocuma Cnasenckor, JbyOwuiry
Mapuh (Hrp. y nurary Menoauje noTekiie u3 MpaBoCciiaBHE PKBEHE MY3UUKE TPaHLH]E),
Buronna Jlytocnasckor [Witold Lutostawski], Omnusjea Mecujana (y mHojenuHUM
XapMOHCKUM pemewnrMa), Brnactiumupa Tpajkouha u ap. (Mapunkosuh 2010). Kana je
peu o Bacunujy Mokpamity, y3 JbyOuiy Mapuh jenHor o cprickux KOMIIO3UTOPA KOjU CY
3HATHO yTHIAIM Ha MapuHKOBHIEBO MHCTPYMEHTAHO CTBAPAJIAIITBO, MOTY Ja CE IOBYKY
napanene mmelhy Konyepiua 3a knasup u opkeciiap 1 MOKpam4eBUX KOHIEPTaHTHUX
JieTia, y KojuMma ce Takohe KIaBup MojaBbyje y YJIO03U COMMCTHYKOT MHCTpyMeHTa. To cy
TpoctaBauHu Kowuepiuuno 3a knasup, Zyoaue u dge xapge n3 1958. roauHe, y kome cy
TPHCYTHH €IEeMEHTH [UKINYHOCTHA 1 MOHOTEMAaTH3Ma, Kao 1 JIBa jeTHOCTaBaYHa OCTBAPEHHA
W3 TIOCHEEr CTBapanadkor nepuopaa, Kowyepiuaniuna mysuxa uz 1976, cymTHHCKH
MOHOTEMATCKO JIeJI0 3aCHOBAHO Ha MOTHBCKOM pajly ca JBaHACCTOHCKOM CEpHjOM, U
Toema 3a xnasup u opreciuap w3 1983. JleTasbHe aHaNM3€ OBUX KOMITO3HIIHja BUNETH Y:
Medi¢ 2004. Takohe, Meauh yka3yje Ha UnubEHHUILY J1a Cy MOKpamUeBe KIIaBUPCKE CBUTE
u3 nocnenwer nepuona — Muiuume u Odjeyu HOpMaIHO 3ampaBo MoeMe 3aTo LITO ce
cactoje u3 Beher Opoja KpaTKux cTaBoBa (0caM OIHOCHO jelaHaect), koju ¢y MehycoOHO
MOBE3aHH M M3BOIE ce Oe3 mayse, a Ha MCTU HauwH je usrpahieHa u [loema 3a knasup u
opkecidap. Y TOM TIOIJIEy MOXE C€ U3BECTH aHaloruja ¢ popMoM Mane otiepe Munopana
MapunkoBuha.
16 1 oBye Moske 11a ce yCIOCTaBM MapalieNia ¢ KOMIIO3MTOPCKUM TIOCTYTKOM Bacuiuja
Mokpamlia; Haume, MiBana Menuh je aHanu3upana Ha KOju ce HaYMH MOKpamyieBe
cuMmdonmje ocnamajy Ha IlloctakoBuueB CHUM(OHMjCKA MOJECH, ald M 3HAYajHO
ofcTynajy on wera. Buneru y: Medi¢ 2013.

IIpema peyrMa KOMIIO3UTOPa, OBa TEMa je IUTAT HAPOJHE MMECME YHjH Ha3UB HUjC
3anamTno (13 pasropopa Bohenor 30.0krob6pa 2015).
18 Taj mocnenmu cTaB je cnobomne popMe ¢ eneMenTHMa TpoaenHocTi: ABA1C, npu
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Ipumep 2 .,,bouna trema” Xepojcxe ysepiiupe. YBon, op. 4 +
2 npBa (paza, coio xopHa, motom Op. 4 + 4 npyra dpasa, puonaune |

uf T m——— fempre

Tiwp. G %
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[I% o, ¥2] '
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¢ ==r

Yz [E=

yeMy cy ofceur A u Al 3acHOBaHU Ha HOBOJ, (DOJIKIIOPHOj TeMH, oficeK B je 3ampaBo

penpu3a coHaTHOT 00nrKa, a Cl nMa QyHKIHUjy Koze.
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IIpumep 3. /Ipyra tema conarror ooauka. bp. 36 + 1, ¢uayra
lu2

Lento mistesioss (4= 48-51)

N — é

=
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Ipumep 4. Donknopna rema. bp. 73, Tpy6e 1 u 2

- A
7—:‘)4.

(a-vacer) p———

oy | =

4. SoLp

CBe HaBeJIeHE TEME T10jaBJbyjy C€ HajMame 110 JIBa ITyTa Y TOKY
Jiena, WTO JONPHUHOCH yCHIOCTaBJbatby OJHOCA n3Mehy aenosa pop-
ME M ICHOM HHTerpucamy. MapunkoBuh ykasyje Ha CIMYHOCT ca
HUKJINYHUM MPUHITUIIOM, TJIe CIIOPEIHA TeMa JeJHOT CTaBa IMOCTaje
IJIaBHA TeMa HEKOT JPYTOr CTaBa: TaKo IJIaBHA TeMa JIPyTor cTasa (To
JECT apyra TeMa COHaTHOT 00JIMKa) TIOCTaje CropeaHa TeMa YeTBPTOT
ctaBa (OJHOCHO T0jaBJbYj€ C€ y penpusu), a ,,004Ha” TemMa U3 YBO-
Jla TI0CTaje TaBHa TeMa Tpeher crtaBa — ckepiia, Tj. lEroBOT OJIceKa
b (To je 3ampaBo BeNWKH IUIATO Y OKBHPY Pa3BOJHOT Jieja COHATHOT
o0nuka).

[{uKIMYHY TPUHIIMII, HAKO HEITO Apyraduje cxBaheH, nmpucy-
TaH je u y Ilcarmoouju, Koja je MpoKoMIIOHOBaHE (OpMe U CacTOju
ce M3 IIeCT oficeKka. Mako KOMIIO3UTOP TBPAHM Jla My je MPBEHCTBEHA
HaMmepa OuJia 1a TeMaTCKe capiKaje OCTaBU M pa3BHje Ty TJE Cy ce
u nojaBuiu (MapunakoBuh 2006), urak ce mojeIMHE TeMe MPEHOCe
U3 JeHOT Y IPYTH OICEK U MOTY JIa JIeNyjy Kao (akTop MOBE3UBAbA.
Tema U3JI0KEHA Y APYTOM OJICEKY Ha CTpaHd 9 y TyBauKUM HHCTPY-
MEHTHUMa, ToKKMBehe cBOje MOHOBHO M3/Iarame Ha Kpajy aemna y ¢hop-
MU MHOTOIJIaCHOT KaHOHA. Takolje, HapomHa 60roMoJbauKa MeIorja
O paodocHe seciiiu, KOja ce ITUTUPA Y YETBPTOM oziceKy (0p. 14 y neo-
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HULIA TpyOe), JOKUBIbaBa TOHOBHO HM3JIarame Yy IMIEeCTOM OJICEKY (011
Op. 29), unMe je CTBOpEeHa JTMHAMHYHA 3a0KpYKEHOCT nena. Mehy-
THM, Y OBOj KOMIIO3HUIIMjJU MHOTO j€ 3Ha4ajHU]e MECTO JO0HO jenaH
Ipyru (HakTop yjenumema U yCcMepaBamba MY3HUYKOT TOKa KOjU je
MIPUCYTaH TOKOM IIeJIe KOMITO3HIIHj€, a TO j& HCOH, O YHjO] YIoTpeOu
he OuTH peun HEIITO KacHU]e.

Y Konyepiuy 3a knasup u opkeciiap, 300r AUMeH3HUja Jena,
Kao U 300T BeroBe NpUpoJIe ,,JBOCTPYKOT KOHIIEpTa™ (3a KIaBUp U 3a
OpKecTap), KOMIIO3UTOD je TOCEerao 3a MHTErpaTUBHUM MOCTYIIMMA
Ha BUIIE HUBOA, Y HAMEPHU Jla Taj IUIypaiau3aM OJHOCA >KaHPOBA U
I/I3Boljatn<nx cHara o0jenuHu y 4BpcTy uenuHy. CBHX IET cTaBoBa
Kownnepra®® nosesanu cy araka, a ipamatypruja jeia je nara y BUmy
BeJIMKE JyuyHe Gopme (o[ u3iarama MpBe TeMe Ha MOYETKYy JI0 3aB-
pILIHE aroTe03€e U KOZE), TOK Cy MarbH JIYKOBH YHYTap JieJia yTIIaBHOM
OCTBapeHW TEMATCKUM aHAJIOTHjamMa, 0 Kojuma he OWTH pedd Hell-
TO KacHHWje. Ha HMBOy MakpodopMme yodaBajy ce TparoBu COHATHOT
o0/KMKa y TOME LITO HPBH CTaB JOHOCHU IVIABHY TEMY, a JAPYTH CTaB
laraHy TEMy; OHE 110 CBOM KapakTepy OAroBapajy y MOTIIYHOCTH
uzeju TeMa y conatHoM oOnuky. O0e TeMe J0KUBJbaBajy U PEIpu3y:
TeMa JPYTor CTaBa y APYroM JeNly YeTBPTOT CTaBa, ajld C JOHEKJIEe
U3MEHCHUM KapakTepoM u y auHamuiy ¢opre (6p. 48), a Tema mip-
BOT' CTaBa y JIpyroM jeiy netor crara (0p. 70 + 4, Maestoso pesante,
con forza), MTO MOXE Jla C€ TyMa4yH Kao ,,00pHyTa penpusa’. [Topen
Tora, Tpehu 1 YeTBPTH CTaB CTOje HA MECTY Pa3BOjJHOT Jejia U 'y cebu
caJpke JUHAMH3aM CBOJCTBEH Pa3BOJHOM OJICEKYy COHaTHE (opme
(HapOYUTO ce TO OJHOCH Ha YETBPTHU CTAB, KOJU j€ TOKATHOT KapakTe-
pa). Unak, y untaBoM Kouyepiiy NOMUHHMpA MpBa — IJIaBHA — TEMa,
Ha K0jOj j€ 3aCHOBaH IPBHU CTaB, aJIM U TpehH CTaB U 3aBpIIIHA arloTe-
o3a (ox Op. 70 1o kpaja), a Takohe ce mojaBbyje U 'y USTBPTOM CTaBY
(om Op. 42 no Op. 44).

19 CrasoBu cy: Maestoso, Largo, Agitato, Presto u Lento assai-Presto, Maestoso
pesante, con forza. Y OAHOCY Ha KJIaCH4YaH YETBOPOCTABAYHH COHATHH LHUKIYC,
YMETHYT je YETBPTH CTaB — TOKara.

97



Mysukonoruja 19-2015 Musicology

Ipumep 5. [IpBa Tema Kownyepiua 3a xnasup u opxkeciiap. T.
1-3, comno knaBup

KoHuepT 3a KJ1aBup u oprectap

Mojoj cynpysu Mupjanu

Concerto for Piano and Orchestra
To my wife Mirjana
Muznopan Mapuukosuh
Milorad Marinkovi¢

Maestoso, con forza ( J=56 ) 1
N

Flauto piccolo

Flauti 1,2.

Oboi 1,2,3.

Clarinetto (Mib)]

Clarinetti (Sib) 1,2.

Fagotti 1,2

Controfagotto

1,2,
Corni (Fa)

1,
Trombe (Sib oS
23.

1,2
Tromboni S

Tuba

Timpani

Percussione 1.
(Piatto sospeso,
tamburo militare) Gran Cassa
Percussione 2. 3
(Gran Cassa, [* 83—+ St - ! - 7 - '
Tam-tam) s

=

Pianoforte
solo

Wwir

Violini I

Violini T

Viole

Violoncelli
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IIpeHoruee aBHe TeMe y Jpyre CTaBoBe Konyepiua, xao u
penpusupame — Tj. passoj —,,Apyre” TeMe y YeTBPTOM CTaBy, TOTKpe-
IJbyje Te3y 0 MpUMEHU LUKINYHOT npuHiuna. [lopen ,,npBe” Teme,
U JIpyTH KapaKTepUCTUYHU MOTHUBHU KOjJHU C€ M0jaBJbY]y y IPBOM CTaBy
MPEeHOCe ce y ApyTe OJCEKe KOMITO3UIIN]e U IO’KUBIhABA]y CBOj Pa3BOj
u TpaHC(bopMaI_II/ij Jeman ox TakBMX IpHMeEpa je MOYETHH ,,J1ajTa-
KOPA”, KOJU YHHE TOHOBY b—cis—dis—fis—a—h—es—g—b, Koju je TeprHor
CKJIOTIA U o6yXBaTa e okrase (mpumep 5, T. 1). V oBoM akopay je ca-
AprKaH 1 ,,Monyc” Konyepiua 3a knasup u opkeciuap, jep ce rojasibyje
Ha BUIIIE MECTA Y JIeTy Y BEPTUKAJIH, aJld U Y XOPU3OHTAIU. Y HEMY je
MEJIOAM]CKU CaJipKaH IIOYCTHH A0 MPBE TEMe, & KOMIIO3HTOP Takohe
UCTHYE J1a j€ KPO3 HEroBy CTPYKTYPY Y M3BECHO] MEPH KBaJUTATUB-
HO Je(pUHUCAH TOHAJTUTET KOJU KOPUCTH OBaj KoHIEepT (MapuHkoBuh
2011). OH ce, wHa4Ye, OTBOPEHO 3ajlake 3a KOopHUITheme MOmaTHOT
JIECTBUYHOT CHCTEMa — HACyINpoT TOHAJIHOM — yBuhajyhu na momyc
,,HOCH KOMIUIETaH HAallOH My3UKe” U /1 ,,[T|OHCKH HU3 KOjU TEHEPHIIIS
MeJIoAjcKe TIoKpeTe [Tj. Moayc, mpuM. J. J. B.] jecte mpe3pen 360r
CBOj€ MPOCTOTE, Iy Oalll 3aT0 MOXKe J]a MPOAIPE 0 CpLia JbYIu, U Oar
3aro oH nocenyje 1nenosuroct”’ (Mapunkosuh 2008).

Ipumep 6. Konyepiu 3a krasup u opkeciuap, ,jajrakopa’ y
xopuzoHTanu. [loyerak 4. craBa, Op. 41 + 4, K1aBup cono
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OBakBo kopulIheme ,,J1ajTXapMOHHje” U cTIeIIUUIHE MOTAITHE
OCHOBE MOXE JIa TOJICETH Ha CpoJaH NocTtynak Bacumuja Mokpam-
na y Jlupckoj ﬁoeMu KOja je 3acCHOBaHa Ha MHTEPBAINICKOM CIIefly
,,YMarbEeHE JIECTBUIE” Y XOPU3OHTAIIN M BEPTHKAIH.

Vnrepecantan je u npumep jeauHor uurara y Konyepuiy sa
KIaeup u opkectiap: IOCPENHN je omiioMak Teme Hoice xepysumu M3
PBOT [J1aca CPIICKOT HAPOAHOT LPKBEHOT 10jama (y 3anucy Cresana
Moxkpamua).”’ OBa Tema ce NpBH MyT Mojasbyje y Op. 4 y npBuM
BHOJIMHAMa M 0060ama, a II0TOM jOLI JBa IyTa Y TOKY KOMIIO3HLKje:
y IpyroM cTaBy (T. 7.y Op. 26, mpBe BUOJMHE), HA CAMOM KpPajy 4YeT-
BPTOT CTaBa U y MPOAYKETKY, Ha MMOYETKY TeTor ctasa (o1 Op. 56 10
Opoja 57 — CYKIIECMBHO TEMY M3BOIe 0004, COJIO KJIaBUP U TPyOa).

20 O ynorpebu ,,ymameHe necrsuie”’ y Aenuma Bacunuja Mokpamia, Buaeru: Medié
2004, ueno mornasibe ,, Vasilije Mokranjac i muzicki nacionalno”.

21 To je Hanes Ha KoMe je MoKpamsall 3aCHOBAO YyBeHy Xepysumcky iiecmy u3 JluitiypZuje
Ce. Josana 3naiuoycinioz.
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Hpumep 7. Hurar Howce Xepysumu y Konyepiuy 3a krasup u

opkeciuap
@ e TN
vml%‘f‘ = Pt E £ f/\bf £
P . e g ¢
Vn.I 'Q\y“h T T T T
D)

Ipumep 8. CreBan Mokpamail: Xepysumcka ilecma w3 Jluuiyp-
euje Ce. Josana 3nawioycuios. T. 4—6 u 13—14, conpan

On MotuBa Koju ce j aBJbajy BHIIE ITyTa Y TOKY KOHLEPTa, yIie-
4aTJbUB j€ ,,MOTHB 3BOHA” Tj. MOTHB ocLuityjyhe mane Tepue (pBu
ctaB, o1 O6p. 13 1o Op. 16), Koju ce mojaBJbyje U y APYyroM (Ha MmodeT-
Ky Uy pernpu3u npsor jena — 6p. 27, Inquieto), uersprom (0p. 45, 6p.
47) u nietom cray (Op. 62 — come campane) a IPHUCYTaH je U y pas-
BOJy IpBE TeMe Kao Io4YeTHa ocuuiyjyha repia e(b ne (Tpehu cras,
Kpaj metor ctaa). O uurary ,,XepyBHUMCKe niecMe’” 1 MOTUBY 3BOHA
Oouhe peun W KacHHje, Y OKBUPY aHAIIM3€ CHEHU(PUIHE TPOrPaMHO-
ctu Konyepuia 3a knasup u opkeciuap.

Kana je peu o apyroj Temu Konyepiua, oHa ce U3laxe y Apy-
rom ctaBy (Op. 24 — Op. 28), a pa3Buja ce u mpeoOpakaBa y 4eTBPTOM
CTaBy:
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IIpumep 9. Excniozunmja apyre reme Kouyepiia 3a kiasup u
opkecuiap. Jlpyru cras, Op. 24-26.
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YerBpru cTaB MMa ABOCTPYKY (yHKLH]y: MOpEx pasBHjaH,a
Mmarepujaia Jpyre Teme, ITo OM My Jajo CMUCAo ,,paSBO]HOF nena”
COHATHOT 00JIMKa, OH YjeIHO BpIIU (YHKIH]Y ,,pelpH3Hpama’ Apyre
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TeMe, Kao MTO je paHuje pedeHo. Omer, y meToM CTaBy ce pa3BHja Ma-
Tepujal npee Teme (y ,,arnoTeo3un’’), YUME Ce MOCTHKE 3a0KPYKEHOCT
makpodopme. C 003upoM Ha TO Aa je Kouyepii, ynpKkoC U3ABajamby
YHYTpallbUX IeTNHA, CYIITUHCKU jeIHOCTaBa4yaH jep ce CBU ,,CTaBO-
> u3Bozie Oe3 mayse (C TMM y BE3HW je€ M O3Ha4aBame MapTUTYPHUX
OpojeBa, KOju TeKy Y KOHTUHYHUTETY O] TIOYeTKa JI0 Kpaja jena), He Ou
oo morpemHo pehu 1a je u oBo ocTBapewme Mutopaga MapuHko-
Buha 6;cko hopMu moeme, HapaBHO, cl1000HO cxBaheHe. M3ocTanak
,,[IPaBOT”’ Pa3BOJHOT Jejia (Ha HBErOBOM MECTY C€ Hajlasu ,,CKepio”, a
y YETBPTOM CTaBYy C€ Ha MOYETKY M3JIaXKe U HOB TEMaTCKHU MaTepHjal,
TOKATHOT KapakTepa, IITO My Jiaje 0cobeHy (PU3HOHOMHU]Y), Ko U JIpy-
re CrelupUYHOCTH BE3aHE 33 M3JIAraibe, PasBoj U ,,penpusupame”
pasIMYMTHX MOTHBA, HABOLM Ha 3aKJby4aK Ja je y Konyepiiy koMIo-
3UTOp OTHILAO Jajbe Hero y Xepojckoj yeepuuupu y 0CBajamy c1o00ze
Y OIHOCY Ha MOJelIe CHM(OHH]CKE U KOHLEPTAHTHE My3HKE CBOJUX
y3opa. Ctuye ce ytucak Aa je MapunkoBuh y oBoM Jieny ceOu Ha-
MEpPHO MOCTaBUO BEJIMKU M3a30B Ja 0CTBapH (OPMAIHO jETUHCTBO Y
yCIIOBHMA HU3pa)keHEe EHTPOIIMj€ MOTUBCKUX CaJpiKaja, Kao U y OJHO-
Cy Ha BEJIMYHMHY U pa3yl)eHOCT U3BOhauKor cacTtaBa y KOMe ce, Mopej
COJIMCTUYKHX HACTyIa KJaBHpa, U OPKECTAPCKU HHCTPYMEHTHU EKCIIO-
HUPAjy HA HAUMH CONUCTE (BUIETH HIIP. 3aBpLIETAK MPBOT CTaBa, OJ
Op. 18 1o Op. 20, wu jorn yneyarJbUBHjH 3aBPIIETaK YETBPTOT CTaBa).
TakBO 01BayKHO MPUCTYM ke KOMIIOHOBAKY CBAKAaKoO j€ U3pa3 ayTopo-
Be Behe 3penocT U caMoyBepeHOCTH Y OAHOCY Ha paHHja OCTBapeHba.
Konauno, xan je ped o Manoj oiiepu, CBUTH Ol cejlaM CTaBOBa
Koju HOoce HaszuBe onepckux Hymepa (IIpomor — PeunraruB — Apuja
— NnTepynuj-6aner — Tepuer — Xopan — Enuor), npucyras je nampu
pa3Boj uieje UMKIMYHOCTH, ajli OBOTa IyTa Y OKBHPY ,,[IOJTHCTUIIU-
CTHUYHOT” MY3WYKOI TKuBa. Hanme, HemapHU CTaBOBU KOMIIO3UIIH]E
3aCHOBAHU Cy Ha MOJIEPHOM (yCJIOBHO aTOHAJIHOM) J€3UKY, 10K Cy Hap-
HU CTAaBOBHM KOMIIOHOBaHU Kao mapadpaza My3uWUKOr je3uka OapokHe
(¢ppaniycke) omepe. 2 IIpema peunma MapunkoBuha, Berosa 0CHoOBHa
HJieja y OBOM Jielty Ouiia je J1a ,,kamepHa (pakrypa rojpaxasa haxrypy
oJpeheHux Hymepa orepe, U TO Karkaj y MOAEPHOM jJ€3UKY U ITHCMY, a
KaTKaJ| y eICMCHTHMA TpauUiOHaIHOr cTiia” (Mapunkosuh 2011).
Be3 003upa Ha Ty KapaKTepHCTHKY, KojoM ce Maua oliepa n3/Baja ox
paHuje MoCMaTpaHuX KOMIIO3UIIH]ja, OHA UIIaK MI0Ka3yje y 0OIUKOTBOP-
HOM IIOTJIely CPOJHOCT € MPEeTXOoqHUM JenuMa. Hajmpe ce To Buau y
araka IoBe3uBakby CTaBOBA, 3aTUM y U3HOLICHY BEIUKOT Opoja Temar-
CKHX MaTepHjajia y IPBOM CTaBy CBHUTE, KOJH CE€ TIOTOM pa3BHjajy WIH

22 Yepa KOMIIO3UTOpA OHWJIA je Ja WHKOPIOPHPAHEM eleMeHaTa (paHIrycke

0CaMHaeCTOBEKOBHE MY3HKE HAYHHH MaJlH ,,HAKJIOH” TOMOBHHH aHcamMOlia ANTepHaHC,
3a KOjU je JeJ0 KOMIIOHOBAaHO M KOjH Ta je NMPEeMUjepHO H3Beo (M3 pas3roBopa ca
Komno3utopoM Boheror 30. okrobpa 2015).
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penpusupajy y apyruMm craBoBuma. Hajeehu 3Havaj mma yBogHa Tema
KOjy u3naxke (urayra Ha caMOM IOYETKY KOMITO3HUIIM]Ee, U KOja Cce Be-
7KK Opoj IyTa MOHABJbA M BapHupa y MPBOM, JApyroM, Tpehem, nerom
Y CEIMOM CTaBy (y MOCJCIHEM CE IIUTHPA JSTHOM, HA CAMOM Kpajy).

IMpumep 10. I'maBua Tema Mane oiiepe. I1pBu cTaB, noyeTak

” e w——————————~ !
‘"0 ;7‘/ j wf i £ oo
A
Flauto[r T te T ir2

Cenmu cTaB, 3aBIIECTaK

Tema kojy moHocu xapda m3mehy Opojesa 3 u 4 y Illponosy
(solo, poco rubato, quasi psalmodia) noHaBJba C€ U LIUTUPA Y CEII-
MoM crtaBy (Enuiory) Hajpe y J€OHHUIM KITapUHETA, a TIOTOM OIIeT Y
neonury xapde (ox O6p. 47 no kpaja). Ta Tema y ceOu campxu auja-
TOHCKH MOZYC, C TOHOBHMa es f ges a b cis d, u J|Be IIPEKOMEpHE
CEKyHJIe; Ha TOj MOJIAJIHOj OCHOBH j€ 3aCHOBaH CeiMHU cTaB.” Moxke
ce, nakie, pehu na ,pyra tema” Ilponora mocraje riaBHa Tema
Enwunora, mro je cymruHa DUKIMYHOT PUHIIATIA!

Ipumep 11. , JIpyra rema” Mane oiiepe. Ilpomor, 6p. 3 + 1,
xapha

i
i
43

dim
e

|

23 Ca u3y3eTKOM MENOIHjCKHX OficeKa y KojuMa ce napadypasupajy eJeMeHTH GapokHe
MeNoAiMje ¥ XapMOHHje, y OIIITEM 3BYYHOM YTHCKY Mane oilepe HHTEpBaI IPEKOMEPHE
CEKYH/IC je BeOMa HaralleH U CTBapa MPU3BYK ,,0pHjEHTAIN30BaHe” MEJIOINjCKe JIMHH]C.
Buperu HIIp. u3narame BHONMHE y ipyrom craBy (Peautarus) y Op. 15 — con delicatezza,
KOje TOTOBO eBoLupa 3ByuHHU cBeT [llexepezade Hukonaja Pumckor-Kopcakosa!

4 HapasHzo, OBJIc HHje ped 0 TeMaMa COHATHOT 06nmKa, Beh ce TepMUHH KOpHCTE /1a
6u ce HampaBMIIa pa3nuka u3Mel)y maBHe (IpBe) U copeaHe (Ipyre) TeMaTcKe MUCIH.
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[TocToju joIr HEKOIMKO CITOPETHUX MOTHBA KOJH CE€ T0jaBJbY]y
y BHUIIIE CTaBOBA, Ka0 IITO jeé XapMOHCKHU MOTHUB y TPEMOIY KJIaBHpa
U T'y/laya Ha Kpajy MpBOT CTaBa, HA Kpajy APYTOr U Ha Kpajy CeAMOr
cTaBa u Jip. MelyTum, KOMIIO3UTOP je HAMEPHO CTaBOBE CBUTE U3-
Ipajivio ¥ Ha TOCEOHUM TEMATCKUM caJip)KajuMa KOju ce He MpeHoce,
Kako OU CBaKM CTaB 33/p»ao U COTNICTBEHU KapaKTep U HJICHTUTET, U
OBa CaMOCBOJHOCT JI€JIOBA IIEJIMHE jeé BEOMa OYUIVIETHA KAKO Yy HOT-
HOM 3aIlUCYy, TAKO U Y CIYLUIHOM YTHCKY.

0) Ucon

Kopumrhewe ucoHa y npatwku MeNoauje jecTe joIl jeHa 3Ha-
YyajHa KapaKTepUCTUKAa MY3WYKOI TOKa, MPBHU IyT NPUMEHEHA Y
Xepojckoj yeepuiupu, a moceOHO pa3BujeHa y [lcarimoouju, T€ pu-
cytHa u 'y Konyepiuy 3a knaseup u opreciiap. OBO 0OJIUKOTBOPHO
CpEelICTBO BOJIM MOPEKIIO U3 BOKAIHE, IPABOCIaBHE JyXOBHE/I[PKBE-
HE MY3HKE, a FheroBa ynorpeda y HHCTPYMEHTAIHOM MENH]Y j€ BEo-
Ma 3aHMMJBUBA YIIPABO 3aTO LITO HHjE Ped O ,,00MIHOM™ ME/aIHOM
TOHY, Behl ce HBEroBa YMCTO My3U4Ka [I0JaBHOCT HEMUHOBHO YIpY-
KY€ C ’EroBOM, HMILUTHIUTHO IPHCYTHOM, JYXOBHO CUMOOIHIKOM
byukijom.” C TUM y BE3H je M KapakTep HHCTPYMEHTAIHUX TeMa
KOjHMa je UCOH INpaTmkha y MapuHKOBHhEeBUM KOMITO3HIHjaMa: ped je
0 TeMaMa MOJIUTBEHOT (penucuo3znol) kapaxkrepa. Y Xepojckoj ysep-
wupu UCOH C€ T0jaBJbyje Yy MpaTHHU JIPYre TEME COHATHOT OOJIMKa
(mmaBHE Teme apyror craBa — mpumep 3), Oam kao u 'y Kounyepiuy
3a Knasup u opkectuap (nmpumep 8); 00¢ TeMe NMPUIUKOM H3JIarama
HOCE O3HaKy Kapakrepa religioso.”® Y [lcarmoouju, WHCTPpyMEH-
TaJlHO] ,,MOJIUTBH’, UICOH j€ MPUCYTaH TOKOM YUTAaBE KOMIIO3HIIH]E:
y IPBOM OJICEKY pe€dY je O TOHY ¢ y AyOOKOM perucrpy rygada, a y
OCTaJIMM OJICELIMMa HCOH j€ TOH gis y CBUM ImacoBuMa. OBUM jeIHO-
CTaBHUM IOCTYNIKOM KOMITO3UTOp j€ yKa3ao Ha OOJIMKOTBOPHU IO-
TEHIIMjaJl UICOHA — IIPBH OJICEK CE MPUKa3yje Kao YBOIHH, OJIBOjCH OJI
JlaJbeT MY3WYKOT TOKa, JIOK j€ OCTaTaK KOMIIO3UIIM]E jJeIMHCTBCHA,
HeZleJbHUBa IeJIMHA.

Kopuithewe ncona y Xepojcroj yeepuiupu taxohe numa oomnu-
KOTBOPHY YJIOTY, ajld Ha Ta] HAYMH LITO j€ OTPAHUYCHO Ha MIPaTHy

25V nucanoj ananuzu Ilcarmoouje, MapuHKOBUA MOCTIEIEU CETMEHT TeKCTa ockehyje
o0jalimemhy HCOHA, KOjU, NpeMa HErOBUM pEYMMa, ,y BH3AHTHJCKO] MY3HYKO]
Tpaguuuju cumbonusyje npucyctso HecrBopeHe Ceemnocty, ogHocHO HectBopene
bnarogaru I'ocniona Mcyca Xpucra, biaarogatu Ceerora yxa. Kpo3 mac koju croju y
MecTy HectBopena CBETIOCT ce MoKa3syje y HajuiCTHjeM U HajpocThjeM Buay. (...) [H]
COH ca nparehoM MeJI01joM TEOJIOIIKH Tpe/ICTaBba (...) OBamohemwe Cuna boxujera
y HalmM cpuuma u aymama. (...) Micon je najruma u HajjennocraBuuja biaronarna
MOJIUTBA HajCMI/IpeHI/IJeM u Hajrumiem, Tocnony Hamem Hcycy Xpucrty. YV ucony je
caZip>KaHo jelHO HeM3roBopeHo [ ociiode Hcyce Xpuciue, Cune Boowcuju, omunyj me
epewrnoz!” (MapunkoBuh 2006).

26 4dagio misterioso e religioso y Xepojcxoj yeepitiupu, omHOCHO A tempo, religioso y
Konyepiuy 3a knaeup u opxecitap (o 0p. 25 + 2).
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jemHe of TeMa, JIOK je CaB OCTAIM MYy3HUYKH J€3UK XPOMaTHU30BaH, JIH-
coHaHTaH. Tume ce ,,Apyra Tema’”/Ipyru CTaB KOMITO3HITH]€ JaCHO U3-
JIBaja ¥ KOHTpacTupa MpBoj TeMu. VIcTu mocTynak npuMemheH je U Y
Konyepiuy 3a knasup u opxeciuap. YjeaHo, iCOHOM ce ,,3ayCTaBJba’
PUTMHUKH TOK, I1a 10K Xepojcka ysepuiupa, y UEIUHU TTIeJaHO, O0u-
Jyje MyHKTHUPAHUM, ,,MapIIeBCKUM PUTMOBHMA U YOIILITE UCTAKHY-
TOM YJIOTOM PHUTMUYKE KOMIIOHEHTE, OJICEK 3aCHOBaH HA HCOHY Ha-
mukyje [lcanmoouju, y K0joj AOMUHUPA MEJIOAMja IIUPOKOT Aaxa U
M3pakeH BOKAJIHHU HaYUH MUILbEHA.

1) UuTerparuBHa CBOjCTBAa MY3HMUYKOT je3UKa

o cana je 6wio peun o ynorpedu crienuPpuIHux ,,Moayca” y
Konyepiuy 3a knasup u opxeciuap v Manoj oitepu, xoju Takohe Mory
Jla ce TyMaye Kao JeTHO OJ1 CPEICTaBa 3a MOCTU3AHE IIEJIOBUTOCTH MY-
3UYKOT TOKa, Oyayhu 1a ce KOpUCTe U 'y XOPU30HTAJIHN U Y BEPTUKAJIH.
CpoaHu MOCTYIIM MOTY J1a c€ UACHTHU(PHUKY]Y U y OCTaJIMM MOoCMa-
TpanuM jaenuma. Kaga je peu o Xepojckoj yeepiiupu, /eH My3UIKH
JE3UK je y IeIMHM IIeaHO BeoMa XpOMaTHU30BaH (IITO j€ MOCeaNuIIa
MHTEPBAJICKE CTPYKTYpE IIaBHE TeME), [1a C€ XpoMaTcKa cKajla MOXKe
MIOCMATPaTh Kao ,,MOAyc” y KOME je KOMIIOHOBAHO OBO OCTBApCH:C.
Y cnyuajy llcarmoouje, y Kojoj npeosiabyje AMjaTOHCKU Kapakrep
Meouja, KOMIIO3UTOP TOBOPH O CHELH(PUIHOM H300py MHTEpBaa
U aKopajia Koju Cy JIOMMHAHTHU y U3TPaJilbl XOPU30HTAJIE U BEPTH-
KaJie OBE€ KOMIIO3UIIMj€: TO Cy HHTEPBAI Majie Teplie, TPUTOHYC, KOM-
OMHallMje KBapTHUX aKopja ca TPUTOHYCHMA, TepliaMa U CeKyHaama
(Mapuukosuh 2006). 3aHIMJBHBO je IITO UCTA Ca3Bydja OOIUKY]y U
XOPH30HTAIy U BepTHKANy Y Konyepuly 3a Kiagup u opkectuap, pu
4eMy Ce TO yKasyje Kao jeHO OJf Cpe/cTaBa 3a 00je1baBatbe, HH-
Terpucame My3UUKor Toka. Mana oilepa, nak, OJIMKYyje c€ Ayaau3-
MOM MY3HUYKOT je3WKa, Mpu yeMy je Behu neo kommo3uiyje 6asupan
Ha crenuduIHoj MojanHocTH (0 demy je Beh Omio peun), 10K cy
OHM CTaBOBHU Y KOjUMa je CBOLIMPAH AyX (PpaHIlyCcKe OapOKHE My3HKe
(IPBEHCTBEHO YETBPTH W LICCTH) MOTIYHO TOHAIHM, Tj. 3aCHOBAHH
Ha TPaJAUIMOHAIHUM MEJIO/INJCKO-XapMOHCKUM peliewuMa. OBaj
Jlyaliu3aM je MOTeHLUUPaH U Y HOTHOM 3aIlUCy, 1a Cy TaKO Y CBUM CTa-
BOBMMAa OCUM YETBPTOT U LIECTOT MPUCYTHU €JIEMEHTH alleaTOpPHKE,
10 y30py HIp. Ha naprurype Jlyrocnasckor. Mnak, nenoBuroct ose
KapaKTEPHO PA3HOJIMKE CBUTE IIOCTUTHYTA j€ IIOMEHYTOM ,,yOKBHPE-
Hourhy” fiesia UICTUM MY3UYKHUM MaTepHjajioM.

[Ipuka3zana KOMIIO3ULIMOHA CpeCTBa Koja MapunkoBuh Kopu-
CTH y CBOJUM CUM(OHHJCKUM M KOHIICPTAaHTHUM JIeJIMMa — IIPUMEHa
UUKJIUYHOT MPUHIINIA, TOMHUHAHTAH 0JI0XKa] MPBE TeMe, ,,J1ajTXap-
MOHH]e”, MOIyCH, ,,ACOH ', HICTH MHTEPBAJIU Y XOPHU30HTAIH U BEP-
TUKaJU, UMajy, IakJie, JaCHy HaMEHY: OHa Cy TapaHT yel08UioCciil,
unilecpucanociuy xommnosunyuja. HaBenenu npumepu muzaOpaHu cy
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Ja IMOCBEAOYC O CHA3uM HMHTEIrpaTBHUX IIOCTYIIaKa IMPUMCEHCHUX Y
nmocMarpaHuMm AciMma.

IIpocpammnociu cumghonujckux u xonyepiuaniunux oena Munopada
Mapunxosuha

Jlpyra 3HauajHa OJUIMKAa HMHCTPYMEHTAIHHX KOMIIO3UIIHUja
Muiopaza Mapunkosuha, a K0ja TOBOPH y HPHIIOT TE3U O HHXO0-
BOM peﬂuzu03H0M canpixajy, jecte muxoBa nporpamHoct. Hako
,[IporpaM’ HUTJE HUje TUPEKTHO 3aliCaH, OH jeé y CBE YETHUPH I10-
cMaTpaHe KOMITO3UIIMje MPUCyTaH — Makap uMIuuuuTHo. OBze ce
MIPBEHCTBEHO MUCJIHM Ha 3aIllMCe OHOCHO BAaHMY3UYKE JIeTaJbe KOjU
cy yHeTu y maprutype.’’ HajynedyarsbuBuju mpuMep Hallasu ce y
Konyepiuy 3a knasup u opxeciuap, na Bpxy 66. cTpaHe, y 4eTBp-
ToM cTaBy (Op. 47 + 2), rne je 3anmmcan aarym 19. XI 2009, 6e3
nasbux HanoMeHna. OBaj 3amuc OJHOCH ce Ha JaTyM caxpane [la-
Tpujapxa cprckor IlaBma, koju je IpeMHUHYO YETHPHU JaHa paHH]je,
15. moBemOpa 2009. romguue.”® Kako 3amaka Ceernana Caswh,
,,0ve intervencije u notnom tekstu predstavljaju jos§ jedan dokaz o
neodvojivosti autorovih zivotnih sklonosti | okolnosti i njegovog
rada, kao i dubokom uplivu njegovog emotivnog i duhovnog sveta
u muziku koju komponuje” (Savi¢ 2010). ITocebHO je 3aHUMIBH-
Ba YMILEHHUIIA J]a C€ O] TOT MEecTa MY3HMYKH TOK YETBPTOI CTaBa
paauKallHO Mema — 3ayCTaBjba C€ ,,3aXyKTajla” TOKaTHa ¢akrypa
y JEOHHUIIM COJIO KiIaBHUpa. TpeHyTak je MOTHpTaH ,,IorpeOHUM”
3BOHOM KOj€ OJI3Bama Ha TOHY 2uc (2 HaroBEIITEHO j€ ,,MOTUBOM
3BOHA” Y BUCOKHM JlyBauMMa U MEIaJIOM — ,,MCOHOM — y UHCTPY-
MEHTHUMa JyOOoKor peructpa o op. 47). On O6poja 48 mounme HOB
HACTyMN COJIO KJIaBUpa (maestoso e rubato), Ha MaTepujay Ipyre
teme Konyepiua.

27 Ha mocmeam0j CTPaHUIN MapTHType Xepojcke yeepilitpe, KOMIIO3UTOP j€ CBOjHM
pykorucom 3abenexuo cieaehy mucao: ,,Hapon xoju npeGuBa u xuBU y XpHUCTOBO]
nobeu He MOke HuKaaa outu nodehen. M. M. 2009, necer ronrHa HAKOH KOMITOHOBamba
Xepojcke yBepTupe”.

28 OBy 4HELEHHITY KOMIIO3UTOP je MOTBPAMO Y pasropopy Bohenom 30. okTobpa 2015.
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[Topen naBeneHor, Mory ce Hahu MpUMepU TOHCKOT CITUKaba,
Kao IITO je Kopullheme KOHBEHIIMOHATHHUX CPEACTBA 3a MpHUKa3u-
Balkb€ MapIIeBCKUX MHTOHAIU]ja Yy Xepojckoj yeepiuupu (drum roll,
MyHKTHUPAHU PUTMOBH UT].), KOjHIMa CE €BOLIUPA ,,paTHUUKA’ TeMaTH-
Ka. Y TOM morjeny noceOHo je 3aHuMIbHMBA [lcaimoouja, Kao Aeio y
KOME Cy MPOTrpaMCKH €JIeMEHTH HajIIPUCYTHUjU. YBOIHHU OJICEK CIU-
Ka aMOHjeHT MpeJl MoYeTaKk MOJIMTBE: BUCOKH pPEerucTap ryjada mnpy-
’Ka TOHCKY CIIMKY JyTapmer MHUpa, a IPBEHU JIyBay JOHOCE ,,lIeBabe
ntuna”’. Y OBOM JPYroMm Ciy4ajy, HapaBHO, HEMOCPEIHA MHCIIUpA-
1Mja morekia je u3 onyca Onusjea Mecujana, a MapuakoBuh cmarpa
Jla ce paJii O MOCTYIKY KOjU j€ MPENno3HaTIbUB, aJli HCTOBPEMEHO U
BpJIO 3axBajaH 3a kommno3utope (MapunkoBuh 2006). Ha mouerky
JIpyror ofcexa (6p. 5), m3narame Teme y AeoHuama iaayre u Tpyoe
npare ,,3B0Ha” y BUOJIMHAMA U BHOJIaMa. HapaTHBHOCT 0BE KOMITO3H-
1yje, Kao u3pa3 CBeCHe ayTopcke Hamepe, MoceOHO je OUMITIeAHA Y
YETBPTOM OJICEKY, Y KOME Ce CyKOOJbaBajy /IBe KOHTPACTHE TEMaTCKe
rpynaimje — CMUPeHO-MOJIUTBEeHA U y30ypKaHO-IpaMaTU4Ha, ,,0CIIH-
KaBajyhu” mymieBHe HEMHUPE U HBUXOBO INMPEBA3WIAKEHE Y3 MOMOh
MOJIUTBE y JajbeM My3H4KoM TOKy. OBo je jequHo MapuakoBrheso
MHCTPYMCHTAIIHO OCTBAPCIbE KOJ€ j& IMPEKTHO BE3aHO 32 [PABOCIIAB-
HY JIyXOBHOCT, HaKO y IeMy IIOCTOJH CaMoO jelaH, IIOMCHYTH LUTAT
MEJIOIUj€ KOja HUje TUTyprujcka.”

MehyTtum, nurar HaneBa Howce xepysumu 'y Konyepiuy 3a kia-
8Up U OpKecitap, UaKO HE JT0KMBJbAaBa 3HAYAJHY pa3pajly Kao HEKH
JIPYTH TEMATCKU MaTEPH]jaJId, CTOJH Y OBOM OCTBapey Kao ,,cHM00:1”,
napajgurma rnpaBoCiIiaBHE Bepe, Kao HEIITO LITO je MPerno3HaTIbUBO
MY3HUYKHM TTpoQeCcHoHaNIIMMAa U IMyOJIUIIN KOja je yro3Hara ¢ My3H-
KOM TpaBociaBHe IpkBe. OBOM yTHUCKY IONMPUHOCH U YecTa Ioja-
Ba ,,MOTHBA 3BOHA” Yy KOHYepiy, Ka0 U TUIl MEJIOAM]CKOT U3Jarama,
KOj€ KOMIIO3UTOP KapakTepulle Kao ,,HaleBHO-BU3aHTUJCKO” M Kao
,»CIIOOOIHY CTBapaauky MHTepHperauujy y3opa u3z [IpaBociaBHor
nojama” (Mapunkouh 2010). Y3 npyre enemMeHTe MpOrpaMHOCTH
koju cy Beh unaenTuduxkoBanu, Kounyepiu 3a kKiasup u opxeciuap He-
JIBOCMUCIIEHO OTKpPUBA penuiio3Hy CBECT CBOT ayTopa, KOME j€ OBIe
UIaK MPUMapHU IUJb OUO 3 TEMOHCTPUPA CONICTBEHY KOMIIO3UTOP-
CKy BEILTUHY U CTBapaliauyke JOMETe.

Tpanciiozuyuja menoouja uz cpiickoé Ocmoznacrhuka y odaaciu
uHCUpyMeniuaine my3uke: ciueapaiawiueo Jbyouye Mapuh xao y3op

VY3umame AUPEKTHUX U WHAMPEKTHUX IUTaTa U3 cprckor Oc-
Moznachuxa HeMUHOBHO Hamehe nmopeheme ¢ kommno3unujama Jbyou-

29 Mapunkosuh Takolje TOBOPH 0 MPUCYCTBY KaICHITHOHOT 06T IMECTOT TTaca CPIICKOT
Ocmoénacruxa (Mapunkosuh 2006).
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e Mapuh u3 uukiyca Mysuka Oxiiouxa 1 [pyTUM ienuMa y Kojuma
je KOpHCTHJIA HAleBe CPICKOT LPKBEHOr mojama. IIpu mosprrHoMm
nocmarpamy, Konyepiu 3a kiasup u opkeciiap Munopaga Mapun-
koBrha mMorao 6u J1a ce mocmarpa Kao naHAaH Buzauiuujckom Kow-
yepiuy Mapuhese, Beh u 300r npupozae u3Bohaukor cactaBa. Kako
3anaxa AjsaH My/iu, KOMIIO3UTOP HE MOPa HYXKHO /la By4e JUPEKTHE
my3uuke pedepenue uz Ocvolnaciuxa (MM U3 TUTYPrHjCKE My3HKe
BaH Ocmoclnacuuka) na 61 ycrocTaBuo Besy C ,,Buzantujom” uiam ca
CPIICKOM I[PKBEHOM MY3HKOM Kao KyJITYpHUM cUMOoJoM; MehyTum,
JIEKJIapUCaHO 3aHUMAambE 32 JYXOBHOCT IPaBOCIaBHE TPaaULMje TMo-
CTaBJba MUTAKka O TOME KaKBa je MPHUpOoJia My3UUKe eKCIpecHje Koja
je mpoucTeKyIa u3 Tor uaTepecoBama (Moody 2014: 113).

Humano ne usHenahyje To mro Myau nmocmarpa MapuHko-
BUhEeBO CTBapaialliTBO YIIOPEIO C OMyCHUMa IPYTHX CPICKUX KOMIIO-
3UTOpPA KOJ KOJUX je MPUCYTAaH UCTU U3BOP MY3HUKE MHCIUpAIHje,
ykipyayjyhu u Jbyounyy Mapuh. MapunkoBuh mnwuimie o cTBapa-
namTBy MapuheBe ¢ BETUKUM yBa)kaBambeM U JIeTaJbHO aHaJIU3Upa
OHE aCTIEKTE HEHE MY3HKE KOjU CY lheMy BaXKHH Y KOMIIO3UTOPCKOM
U UJCOJIOIIKOM CMHCITY, a TO j€ MPBEHCTBEHO ,,JJ0CIEAHO UCTpaja-
Balb€ Ha CHA3M HameBa”, Ka0 M YUICHUIIA Na ,.HaneBu Ocmozlnac-
HUKA JeIlyJy Ha OCTalld My3HYKH Marepujal, npeodpaxasajy ra u
npeypebyjy, npeyCMepaBaJy mpaBall U MOTIYHO MEHmajy MOCTYIKe
BEroBOT pazBujama’ (MapunkoBuh 2008). Anu, ommax Tpeba nma-
TH Y BUAY BEJIMKE PA3IHUKE y OJHOCY MatheBe u MapunkoBuha
npema Ocmo2nAcHuKy Kao My3UYKOM ajli ¥ CUMOOIMIKOM Hacneby.
Pasnnke ce, Hajupe, THYy caMor MOPeK/Ja HHTEPeCcoBamba 32 OBY
My3H4Ky Tpaauiujy. Kako sanaxa Menuta Munus, xon JbyOune
Mapuh je oHO BepOBaTHO OHMIIO TEKOBHHA KYITYPHE KIIHME C T104eT-
Ka MeJieceTuX roJuHa Mpouior Beka, Kaja je, u3mely ocranor, opra-
HU30BaHa U3JI0K0a CpeIl-OBEKOBHE YMETHOCTH Ha Ty Jyrocnasuje
y Mapuzy.’* Munus 3ak/bydyje aa Jbyouna Mapuh Huje mocmarpaina

30 Usnoxba Ymeiunociti na iiny JyZocnasuje npupehena je ox 9. Mapra g0 22. Maja
1950. y My3ejy ppanmyckux ciomenuka [Musée de Monuments Frangais, nanac Cité de
I’ Architecture] y ITanaru [lajo [Palais de Chaillot]. ITo nuz6opy akanemuka Cseto3apa
Pagojunha (1909-1978), mpencraBjbeHa je M CpICKa CPEIHOBEKOBHA YMETHOCT.
Boha mocraBke O6mo je xpBaTcku KimxeHHK MupocnaB Kpiexa [Miroslav Krleza,
1893-1981], koju je HanmKMcao MPEATOBOP 3a Karajor U3jiokoe, kao u ecej ,,Lovodom
izlozbe jugoslavenskog srednjovjekovnog slikarstva i plastike u Parizu 1950 godine”,
koju je o0jaBibeH y Republici (1950, 6) u y uaconucy Jugoslavija (1950, 3uma) (yr.
http://krlezijana.lzmk.hr/clanak.aspx?id=1217, npucrymserno 28. HoBemOpa 2015).
3abenexeHo je fa je uyBeHH (ppaHIyCKU MUcal U IOTOBU MUHHUCTAp KynType AHApe
Mautpo [André Malraux, 1901-1976] 6uo TonHKO OfyIIEB/beH (PpecKkama U3 MaHACTUPA
ComnohaHnu 1a je u3jaBuo ,,Ja Y3BHIICHHU]ET | JISIIEr ciaukapcTBa EBpona Huje nMana y
nepuoxy npe hora [Giotto]” (HaB. npema Kovacevi¢ 2014). O unTepecoBamy CpICKUX
KOMITO3UTOPa KOjU Cy JeJIOBANU mocie J[pyror cBETCKOT para 3a CpelibU BeK, BUICTH
takohe Milin 1988.
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CPIICKY CPEIIbOBEKOBHY YMETHOCT (apXHUTCKTYpy, PpecKo cimkap-
CTBO, PEJIMTHO3HY MOE3Hjy), Ma TaKo HH I0jame, U3 PEIUTrHjCKUX
WIM MaK HallMOHAJTHUX noOynaa, Beh kao u3pa3 AyXOBHOCTH Y LIH-
peM cMHCJY, Ydje Cy je BpenHocTHu ¢acuuHupane: ,YumeHunna na
j€ CBOje 3HauajHO OCTBapeHm-E¢ HazBaja Busaiuujcku, a He CpiicKku
KoHyepiy, Moria Ou na cBemouwm y mnpuior tome” (Milin 2009:
76).3! Ucty no3unumjy 3actyna u Ajsan Myau, Koju cMarpa Jia ymer-
HUYKH u3pa3 Mapuhese, nin meHa perHTepIpeTalyja apXandHor,
HE [0THYe U3 crenupuyHe dyxoere Beh mysuuxe TpaauLuje — Tpa-
AULHjE CPIICKOT I10jarba, Koja je, OIeT, cama I10 Ce0H My3HKa JyXOB-
HE TpaauIuje, Yera je KoMro3uTopka Owmmta cBecHa (Moody 2010:
75-76; 2012: 55). Mynu uctipaBHo AedunMIIe MO3UIKMjy Mapuhese
Kao ,,cynpa-penurujcky” (Moody 2014), jep my 3aHMMa Ipe cBera
MY3HUYKHU cucteM OcmoZnacuuka (IpyruM pedrMa, MOTEeHIIH]jall
MeJIo/ifja 3a JIMHEApPHO MY3UYKO Pa3MUIILbAE), aJld U HbUXOB CHM-
OOJIMYKH MOTEHIHUjaJI,>> OTHOCHO BbUXOBO MECTO Y ,,cTapuuu”. 1
Muitopan MapunkoBuh 3anaka 1a ,,[alyTopka aaje mpeagHocT Me-
TapU3UYKO] TSKIBH M HANOPy HaJ pEIMTHO3HUM TeKmbaMa yBojaehu
MeTapU3UIKy 11apadoiy y CBOjy YMETHOCT, IITO j€ TI0 MEHH U3BECHO
yaajbaBame Of] CylITHHE came My3uke. CaMHM TUM OHa OOpenHy
JUMEH3H]y MYy3UKe MPEHOCH Y CBET YHCTOI MYy3MUYKOI MaTepujaa,
Tj. cBeT My3uuKor je3uka” (Mapunkosuh 2008). Kao mto koHCTaTyje
Menuta Munus, ko Jbyouiie Mapuh 1oMHMHAHTHO MeCTO 3ay3uMa
HWHTEPECOBamkE 3a JaJIeKy, apXaunuHy npouuioct (yr. Munun 1997:
226-237; 1998: 127-142), na je y ToM CBEeTIy 3a BbY OcMo2nacHux
CUMOOJT ,,CpebET BeKa™ M JajieKe MPOIUIOCTH — UAKO I0jambe Koje
je Mokpamari 3anucao HajepoBatHuje HUje cTapuje on X VIII Beka
(ITepxoBuh 2010: 332)!

31

VYV opurunany Ha eHmieckoM je3uky: “The fact that she named her important
work Byzantine concerto, not a Serbian one, could account for that”. Cmuuno
3anaxame u3Hocu U VMpana [epkoBuli, kaga koHcTaryje na Jbyoumna Mapuh roBopu o
,,BU3aHTHjU”, a 3apaBO KOPHCTH MEJIOAM]jE CPUCKOZ HAPOIHOT TI0jaba, U TO y 3aiucy
Ciuesana Moxkparsya — Koju je, 3anucyjyhu nojame, HCTOBPEMEHO M3BPIIHO HErOBY
pedaxkyujy W TOjeHOCTaBIbeC: ,,IIpunaszehu Menoaujama cprickor mojamba HE Kao
CBOjEBpPCTaH My3MUYKH XPOHHUYAP WM M0jall, Beh ka0 My3uuap-cTBapaiail, oOBaj ayTop
C. Mokpamall je CBeCHO 1 CUCTEMATCKU BPILIUO CBOjEBPCHY PEBU3H]jY MEJIOAU]ja pagu
UCTHUIIaka 0COOMHA Koje je cMarpao OutHIM. OBJIE ce He paay caMo O 00O MO3HATUM
TpHJiaMa U yKpacuMma CMEIITeHUM y My3udke (ycHoTe, Beh u 0 oapeheHnM My3ndKumM
(dopmynama, a OHe, TIO3HATO je, 3Ha4YajHO Y4YeCTBYjy y rpahemy HICHTUTETA jeIHOT
mraca” (ITepxosuhi 2010: 333).

32 Mynu cmatpa ma je y JAenuMa Kao WITo cy Busanitiujcku konyepiu u Ostinato
super Thema Octoicha pucyTHa cBecHa ymnoTpeba CHMOOIMYKUX elleMeHara Te Ja
OcmozZnacnux, y 1aToM KOHTEKCTY, MOXe Jla c€ IocMarpa Kao 3BYYHH NMaHIAaH WKOHH
(“In works by Mari¢ such as the Byzantine Concerto (1959) or Ostinato super Thema
Octoicha (1963), the conscious use of symbolic elements is clearly present, and the
Octoechos may, in this context, be thought of as an aural analogue to the icon”, Moody
2012: 55).
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HapasHo, TpeOa nmaru y Buay aa je JbyOuua Mapuh nenosana
Yy Oecakpanuzosanom NEpUopy nocie Jpyror CBETCKOr para, Kaja je
KOMYHHCTHYKA HICONOTHja y BEIIMKO] MEPH IIOTHCHYIIA (IIPABOCIIaB-
HY) XpUIIhaHCKy Bepy U KaJa j¢ JeAMHO OMIIo Moryhe crBaparu peiu-
2Uuo3Ha JieNia y HajluupeM MoryheM cMHcCIly peuu, BaH IPKBEHOT KOH-
tekcta (Prodanov Krajisnik 2008: 37 u nasee; Takohe Moody 2010).
C nmpyre ctpane, Munopaa MapuHkoBuh 3ano4umbe CBOj KOMITO3H-
TOPCKU pajl y MEpPHOAY MOHOBHE cakpanuzayuje CPICKOT APYIITBA
Kpajem XX Beka, KaJa J0ja3u U J0 MpolBaTa UHTEPECOBabA YMET-
HUKa (He caMO y 00JacTH My3HKe) 3a PEeJIMTHO3HY TEMATHKY, Kao U
3a CTBapame AyXOBHE U L[PKBEHE YMETHOCTH. 3a Wera, OcMocnachux
j€ u3BOhauku >KMBH, HEOJABOJUBH JICO CAJAlIhET TPEHYTKA HErOBOT
YKUBOTA, a JOIII BHIIIC O] TOTA, OYX08HA CYUCIIaHyd, C 003UPOM Ha TO
Jla Cy Ce y HaleBMMa HaTaJI0KUIU BEKOBU MOJIMTBEHOT TeBamba:

»MHIUbEHa caM [1a ce CBaka My3H4YKa CTBAPHOCT MOXE OTYyXOBHTH, CAMO
j€ TO JaKIe U CUTYPHHje YINHUTH Ca OHUM MY3HUYKHM CafpiKajeM KOju y
cebu Beh HOCH TyX BeKOBa MOJITBE — JTaKJIe MEJIOANjCKUM CalpiKajeM HH-
CIIUPUCAHUM LPKBEHHM I10jabeM W TUPEKTHIM IUTHPAKEM OBOT Iojama’
(Mapurkosuh 20006).

ok Upa Ilponanos KpajuniHuk omyce CpIicKuX KOMITO3UTOPA
c Kpaja XX BeKa JIeTIH y JIBE TPyIle — OHE Y YHjUM JeJIUMa CE Peu-
T'HjCKUM ,,CpeAICTBUMA’ MpaBOCIaBHE Bepe Oyau HAI[MOHAJIHA CBECT
ciymianarna, 1 OHE KOju HacToje Ja J049apajy peIurtjcKo Kao TakBo,
0e3 Hamepe Jia ICTOBPEMEHO MOJCTUYY HallMOHaIHa ocehama’® — oHa
WIaK yKa3yje W Ha IMOCTOjame M3BECHOr Opoja OCTBapema Koja ce
Hajiaze Ha IrpaHuIM oBuX ABejy rpymna (Prodanov Krajisnik: 53-54).
VY TakBa ocTBapema MOTy jaa ce yopoje Xepojcka ysepiuupa, Ilcan-
moouja v Konyepiu 3a knasup u opxeciuap, 0ynyhu na je y MapuHko-
BUNEBOM MHCAOHOM YHUBEP3yMY IIPABOCIABIbE HEIIOCPETHO BE3aHO
3a CPIICKO KynTypHO Haciehe. OuurneaHo je ma Mwunopaa Mapus-
KOBHh MpHUCTyna CTBapajaykoM YUHY C JHMjaMETPAIHO PA3IUYUTE
nosunirje Hero JbyOuma Mapwuh, dera je u oH cBecTaH, ajid Takohe
3aKJbydyje:

»Jla Huje nena Jbybune Mapuh, y cagammocTn OucMo umanu cinabujy cje-
JIUBEHOCT CPIICKE TPaJUIIIIOHAIHE U CpIICKe [yMeTHIUKe, puM. J. J. B.] My3u-
Ke, YuMe OM KOMyHHKaIfja yHyTap Hallle COTICTBEHE KynType ocnabmia (Ma-
punkosuh 2008).”

33 0 omHOCY mpaBoCNaBHE LPKBE M HanHje BuAeTH: [lanto 2011: 89-95.
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3akmyuax

CumboHHUjcKe ¥ KOHIIEPTaHTHE KoMmo3unuje Muopana Ma-
pHHKOBKNA [IOCMATpaHe Cy y OBOM Pajly Kao Jela penucuosie Mysu-
Ke, CXOJIHO KOMIIO3UTOPOBO]j Aeuuuuujy Tor nojma. Kao cywrun-
CKe OJUIMKE KOje ONpaBJaBajy Ty KBalM(HUKALW]jy, UCTAKHYTH CY
OOIMKOTBOPHH MOCTYIILU KOjU JIONPHHOCE LEIOBUTOCTH, HHTEIPHU-
CaHOCTH KOMITO3UITHja: CIIeIU(pUYHA jeTHOCTABaYHOCT U MOHOTEMa-
TUYHOCT, yNOTpeda IUKINYHOT MPUHIIMIIA U TPOrpaMHOCT. Takohe,
pedepeniie Ha HareBe U3 cprickor OcmolnacHuka 1ojayaBajy Besy ca
CPIICKOM OYX06HOM/YPKEEHOM MY3UKOM, C TUM IITO CE HUBOM KOMY-
HuKauuje usmehy MapuHkoBrheBe My3uke U 0B TpaJHLUje pasiit-
Kyjy OZ Aiena 10 Aeia: HajBUUBUBHjHU Cy Y [Icarmoouju n Konyeputy
34 K1agup u opkeciiap, y Mamw0j Mepu y Xepojckoj ysepiiupu, 10K Cy
y Manoj oiepu IPUCYTHH CaMO YCJIOBHO Tj. KOHTEKCTyanHo.** Mako
MHCTPYMEHTaNHa ocTBapera Musopana Mapurkosuha He criajajy
y obnact dyxoene MY3HKE Y OHOM BHJy Kako je OH jaeduHuUIIe, OHA
jecy ,,AyXOBHA” y IIMPEM CMHUCITY, Ka0 H3pa3 KOMIIO3UTOPOBE TEKHE
3a 00YX06/bereM COTICTBEHOT My3UYKOT CTBapasialliTBa.
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Jenena JankoBuh-berym [leBame yHyTpammer npocropa. O cuM(pOHH]jCKO] H ...

Jelena Jankovic-Begus

CHANTING OF THE INNER SPACE: ON SYMPHONIC AND
CONCERTANTE WORKS BY MILORAD MARINKOVIC

(Summary)

The opus of contemporary Serbian composer Milorad Marinkovi¢ (b.
1976), which encompasses works of choral, chamber, concertante and symphony
music, leans towards classical forms of artistic music, Serbian folklore music,
and Serbian Orthodox church chant. This paper deals with pieces composed for
larger instrumental ensembles: Herojska uvertira (Heroic Overture) for symphony
orchestra, Psalmodija (Psalmody) for symphony orchestra, Koncert za klavir i
orkestar (Piano concerto) and Mala opera (Little Opera) for chamber ensemble
(septet) with prominent soloist parts of flute and clarinet. Special attention is
placed on different procedures used by Marinkovi¢ to accomplish wholeness and
integration of the musical tissue. This paper observes these pieces as examples of
religious music, having in mind the composer’s own understanding of the notion.
Among common characteristics of the observed works that justify this point of
view are specific single movement forms and the prominent role of main thematic
materials, a cyclic principle, and programmatic elements. References to Serbian
church chant observed in Marinkovi¢’s instrumental works are also discussed,
especially in parallel with the analogue procedures used by Ljubica Mari¢ (1909—
2003), one of the composer’s role models. Although Marinkovi¢’s works for
instrumental ensembles do not fall into the category of spiritual music in its narrow
sense (as defined by the composer himself), in this paper they are nevertheless
considered as “spiritual” in a broader sense, as an expression of the composer’s
desire to spiritualize his entire artistic output.

[pumibeno 5. cenrembpa 2015.

[IpuxBaheno 3a mrammy 25. okrobpa 2015.
OpuruHaIHMA HayqHH pal.

117






Anexcannap Bacuh Pesuja mysuxe, 3a60paB/beHI My3HUIKH 9acOMHC MehypaTHOT. ..

DOI: 10.2298/MUZ1519119V
UDK: 070.486:78.01(497.11 Beograd)
78.072.3:78.03

Pesuja my3uxe, 3a00paB/beHH MY3UYKHN YaCONIMC
melhyparnor beorpaga®

Anekcannap Bacuh?
My3ukonomku nactutyT CAHY (Beorpan)

Ancrpakr

Opx janyapa nmo jyna 1940. y beorpany je msnasuna Pesuja mysuxe. Yacommc je
0HO OKPEHYT MOIMYTapH3AIij1 KIIACHYHE MYy3HUKE, aJI Cy Ha ElErOBUM CTpaHHIIaMa
OMITH 3aCTYIUBCHH U APYTH CaAPKaju: PriIM U GUIMCKA My3HKa, [1e3, TIO30PHIIITE,
0ajer, KIIKEBHOCT, JINKOBHE YMETHOCTH, MOJIa, I1a YaK U croptT. Yaconwuc je y
CBaKoM Opojy JIOHOCHO HOTHH ITPWJIOT — KOMIO3HUIIH]jE TOIyJIapHe MYy3HKE OHOTa
BpPEMEHa, 3a IJIaC W KJIaBHpP. Y OBOj CTYIHjH HU3HOCE CE TEMEJbHE KapaKTCPHCTHKE
JaCcOINCa, BHETOB MPO(IIT 1 KOHIETIHN]a, a MaKkba CE 3apKaBa HA aHAIN3U TEK-
CTOBa O KJIACHYHOj MY3HIIH.

Kibyune peun
Pesuja myszuxe (1940), cpricka my3muka rnepuonuka — XX Bek, Mapuja [1Imonka
301, OIyIapu3aliyja KJIacCHIHe My3HKe

b oBe cTyaMje jecTe Ja CKpeHe Maxmky Ha je/iaH 3a00paBJbe-
HU MY3HUKH yaconuc MehyparHor beorpana.

Crana Bypuh-KnajH je Beh y Toky mehypatHor pa3no6spa cB0joj
JIEJIAaTHOCTU KOHIIEPTHE MUJaHUCTKUIbE J0/aja U aKTUBHOCT My3HY-
kor rmucia. Beh Taga ce mokasana keHa HAKJIOHOCT MpeMa MYy3HUYKOj
ucropuorpaduju, koja he mocne J[pyror cBeTcKor para mocTary IjiaB-
HOM oOnamrhy meHor paaa. Y yaconucy My3uuku S1acHuK, y YijeM je
ypehusadkom ondopy Ouna, y 1BoOpojy 3a janyap — debpyap 1940.
rofuHe, 00jaBHIa je, MOBOJOM JIECETOrOAMIIbHLEe Mysuukoe 2nac-
HUKa, UCTOpUjaT jyrocioBeHcke My3uuke nepuoauke (Puri¢-Klajn
1940). Je3rpoBuT, ynpaBsbeH Ha IVIaBHE MOJATKE U KAPAKTEPUCTHUKE,
Ta] CHHTETHYKU OCBPT Ha JYTOCIOBEHCKE MY3HYKE YacOIHCE y HPO-
LTOCTH, YKJbYYHO j€ U HAITOMEHY O YaCOINCY KOJH j€ IOKPEHYT yrpa-
BO y 4acy kana Bypuh-Kuaju muure oBaj cBoj mpuitor. Ped je o Pesuju
mysuke. To je IpBO MOMHbAE TOTA IVIACKJIA Y HAILIO] My3UKOJIOTH]H.
Hapennu myT 6uhe to omer u3 nepa Crane Bypuh-Kinaju, mecnaecrt
rolMHa KacHHje, kKafa he w3ahm xkmwura Mysuka u myzuuapu, n300p

* Osa CTy[IMja TMPEICTaBJba PE3yATaT pajaa Ha NMpojeKTy Moenituiteitiu cpiicke My3uKe
00 JIOKAIHUX 00 2n00annux oxeupa: tupaouyuje, ipomene, uzazosu (0p. 177004),
Koju (¢uHaHCMpa MHHHCTapCTBO MPOCBETE, HAyKe M TEXHOJOMIKOT pa3Boja Bmanme
Peny6muke Cpouje.
1 alvasic@yubc.net
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IBCHUX YJlaHaKa U CTy[IWja U3 UCTOpUje nqoMahe M eBpOICKe MYy3HKe
(bypuh-Knaja 1956). ¥V Toj 30upiu npemraMiiad je, y3 U3BeCHE U3-
MeHe, eH pan u3 1940. rogune, cama nmox HaciIoBoM , Mcropucku
TIperJie]] JyroCJI0BEHCKUX My3nYKux yacnonuca’. KomeHnrap o Pesuju
My3UKe TIOHOBJbEH j€ Y3 CaMO jeIHy U3MEHECHY ped; HauMe, ayTopKa
j€ y IOTITyHOCTH 3ajpaa ¢cBoj TekcT u3 1940. roquHe, 3acHOBaH Ha
YBUJY caMo y IpBH Opoj Pesuje, 1 HUje aKTyaln30Baja CBOje UCAbe
¢ 003MpOM Ha TO Jia je [OCJIe NPBOT M3UILIO JOLI 1eT OpojeBa 0BOra
yaconuca. [lITaBuiie, 3aapkana je u BpeMeHCKa KBaluuKaiuja koja
HUj€ KOPECIIOHIMpalia C TOIMHOM 00jaBJbUBaba KIbHUIE, a HHU C YHbe-
HULIOM Ja je Pesuja y mel)yBpeMeHy yraiieHa: ,,... Pesuja mysuxe je
JIUCT KOjJHU j€ HEeAaBHO IMoueo J1a u3nasu y beorpany...” (bypuh-Kiaju
1956: 92). Huje jacHO 3amiTo je ayTopka Tako MOCTYMHIa; MOTYhHO
je na (BuIe) HUje uMaia Ha pacroyiaramy npuMepke Pesuje mysuxe,
IITO HUJE UCKJbYUEHO C 003MPOM Ha CTame y Oeorpaackum OuOmm-
oTrekama, o ueMy he outu peun. A moryhHo je u 1a je cmarpajia ja
4JacoIuc He 3aciyxyje Beher Tpyna jep ra je 1940. ronune nmosesasna
CcaMo C MY3HKOM ,,3a0aBHE caJp>KuHE”, Ia ce CTora MOXKa HUje HU
Bpatwia aa ra nornyHuje pasniena (Puri¢-Klajn 1940: 17).
Yeneauno je HeKOJIMKO MPUIIKMKa 3a 00pany Pesuje mysuke, anu
HUjeHA HUje ucKopuimheHa. MUCIMMO Ha MPBO W JAPYro H3AHE
Muzicke enciklopedije JyrocnaBeHckor JekcHKorpadckor 3aBoja
(Andreis 1958-1963; Kovacevi¢ 1971-1977), xao u Ha Leksikon
jugoslavenske muzike uctor m3naBada (Kovacevi¢c 1984). V tum
MEpPOAABHUM MPHUPYUYHUIIUMA T1O0j€AMHU CPIICKH MY3WYKU YaCOMHUCH
(maxne He cBU), 0OpaheHu cy y OKBHpUMA 3aCCOHMX jeAMHUIIA, alln
TaKO CE HHUj€ MOCTYIIMIIO C YaCOMMUCOM KOjH je IpeAMET Haller paza.’
VY cBa Tpu HaBeIeHA W3Jama MOCTOje M OIPEAHMIIE Koje o0palyjy
My3UYKe Jacomnuce kao uenuny (Mysuuku uacoiiucu y JyZocrasuju,
Cpbuja); y cBa Tpu Ta unaHka Pesuja my3uke je CIIOMEHYyTa, y3 Ha-
MMOMEHY Ja je Taj yaconuc 6uo nmocsehen 3a6aBHO] My3unu (Puri¢-
Klajn 1963: 255; DPuri¢-Klajn 1974: 650; Anonim 1984: 169). Kako
hemMo moka3aTu y oOBOj CTy[I1jH, Ta HAIIOMEHA HUj€ Ta4Ha jep je pemy-
KTHBHA; OHA, CBaKaKo, HUje 0O0yXBaTWia LEJINHY, 1a HU JOMHUHAHT-
Hy cTpany Pesuje mysuxe. [loHaBIbaE jeTHOM U3PEUCHHUX CY/IOBA,

2'Y 06a usnama sarpedauke Muzicke enciklopedije 3ace6ue jequnmue 1o6umu cy cieaehu
qacorucu: Mysuuku enacnux (1922), I'nacnux MysuuxoZ opywiusa ,, Ciianxoguh”™
(1928-1934, 1938-1941; ron. 1931. npenmeHoBaH y My3suuku Znacrux), Mysuxa (1928—
1929) u Zvuk (1932—-1936). 3acebHo Hucy obpahenu Vesnik Juznoslovenskog pevackog
saveza (1935-1936, 1938), Caasencka mysuka (1939—1941) u Revija muzike (1940).
Hcro je n y ropeHaBezicHoM Leksikonu jugoslavenske muzike. Cpricka akajieMuja Hayka
U YMETHOCTH, MaTHia cpricka u 0eorpajacku 3aBoj 3a yIOCHHUKE YIpaBO 00jaBIbyjy
Cpiicky enyuknoiieoujy. Kako je Taj mpojekar y cB0joj npBoj ($azu, To ce HHje MOIJIO
MPUCTIETH A0 00paje JIMYHOCTH U II0jMOBa 4YHWje je TOYEeTHO CIIOBO P; 3aTo y Besw ¢
Pesujom my3uxe HICMO CIIOMEHYIU Ty €HIUKJIOIEIH]Y.
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HETaYHUX, YIPYXKHUIO C€ C OHJAIIBUM y3ycuMa CTpyke — 3abaBHa
My3uKa HUje Ouia Bul)eHa Kao JISTMTUMaH 3aJaTak MY3HKOJIOMIKUX
UCTPa’KMBaka U MPOyyvaBama.

lIpernocinentsa npruikka Ouia je npe MeCHAaeCT ToArHa Kaja
je ap Pokcanna IlejoBuh, jenan o Haj3HAYajHUjUX UCTPa’KKMBayva UC-
TOpHje MUcaHe peur 0 My3uu kox Cpba, HeTynuiia ¢ ApyruM TOMOM
CBOj€ HCTOPH]j€ CPIICKE My3HYKE KDHTHKE U €CEJUCTHKE, C TOMOM KOJH
obpahyje mehyparau nepuon (IlejoBuh 1999). V Toj kmusu Pesuja
My3uKe HH]E CIIOMEHYTa, HEMA je HU y Tabenu y Kojoj cy mopeha-
HU HacjoBU MehyparHux mys3unukux vaconuca (Ilejosuh 1999: 22).
Haj3an, ucra ayropka Pesujy my3uke HUje TIOMEHYJIa HA Y WIAHKY O
CPIICKMM MY3HUYKHM 4Yaconucuma y Enyuknoiteouju cpiickoé Hapooa
(ITejouh 2008: 705-706).

Koju cy pasnosu ornpeneiansiv 0Bo BUJHO OJICYCTBO Peguje my-
3uKe y TlociepatHoM nepuoay? Jegan ox onaroBopa Morao 6u 6uTH y
TOME IITO OBO IJIACHJIO, KAKO C€ UCIIOCTaBMIIO, HE TIOCTOJU HU Y jelI-
HOj Oubmmotenu y Penyomumu Cp6uju. Haume, nctpakuBame nucia
OBHUX peJI0Ba MOKa3aJjo je J1a YacoIuc rnocenyje jeauHo Hamuonanna
W CBEYUWJIMIIIHA KibMKHHUIA Yy 3arpely. Jlakne, mocne [pyror cBer-
CKOT paTa CpIICKH HayYHHIIH Cy JIaKo MO JIohu Aa yacomuca, yKo-
JIUKO Cy 3HAJIM JIa Ta TMOCeayje LeHTpajaHa XpBarcka OUOIMoTeKka u
YKOJIMKO Cy T'a YOIIITE UMAJIH Y BUJLY.

[IpBu nyT cy ogabpanu acniektu Pesuje my3uxe aHaIU3upaHU
Y CKIOIy MHTCIPaJHOT MCTpaKHBama Kopilyca MehyparHe cpricke
MySH4Ke NEPHOIMKE, Koje je mpexyseo mucai oBux penosa (Bacuh
2012).> Ha OCHOBY KOIHja Koje je Taj ayTop npubasno u3 3arpeba,
HacTauna je u ctynuja mp busbane MunianoBuh o nomynapHuM xKaHpo-
BHMa Ha cTpaHuniama Pesuje mysuxe (Mwutanosuh 2015).

O KoM M KaKBOM YacoOITUCy je ped?

Pesuja mysuxe je nodena na usnasu y janyapy 1940. y beo-
rpany. tben Bek Huje 6uo nyr — yracuia ce Beh y jyHy HCTE TOAH-
He. Yacomuc je u3i1a3no jeqHoM y Mecely. YKYIHO je H3allo WecT
OpojeBa. YKynaH oOMM MecedHEe CBECKe OMO je TpUACCET JBE CTpa-
HUIIE; OJ] TOTa je MOJIOBHUHA OJIa3WiIa Ha HOTHU JIOJaTaK — MOMmyJap-
HE KOMIIO3MIIMje OHOra BPEeMEHa, 3a Iiac U KiaBup. Pesuja mysuke
je oOjaBuia 222 4yjmaHka U HOTHa mpuiiora. Yacomuc je u3iia3uo Ha
naTuHUYHOM TucMmy. [lojenune jesnuke hopmynanuje npuraaajy xp-
BaTCKOM j€3HKY: ,,0Tall C€ je HHTepeCHpao...”; ,,Kako CH 3aMHUIIJbaIl;
,,CTPACHO CaM BOJIMO MY3HUKY’; ,,MCTOM” (y 3HauY€HYy: MCTOTa 4aca,

3 Opzme *xenuMo Ja M3Pa3UMO HAjCPAAYHHjy 3axBanHocT mpod. Jlagu Tajuenuh,

KJIaCUYHOM (DUIIONOTY, BHIIIEM JICKTOPY 3a JIATWMHCKHU je3uk Ha Kareapw 3a JaTHHCKU
JE3MK M PUMCKY KibMkeBHOCT Puinoszodcekor ¢pakynrera CBeyuwnuiura y 3arpeody, y
MeH3MjH, KOja HaM je Komupasa u rociania cse opojese Pesuje mysuxe.
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0IIMax), a HHTEPIIYHKIHM]ja je TAeKaj rpamMariika. Camo je jenan wia-
HaK MOTIIMCaH, U TO MHUIMjanuMa. Yaconuc je 6oraro UiaycTpoBaH
(bOTorpa(bHJaMa yMETHUKA (My3udapH, TIIyMIIH, OAJIETCKU UTpadd 1
JIp) U TpaZioBa, PENpoAyKIHjaMa YMETHHUKHUX CJIMKA, IPU30pUMa C
KOHIIepaTa 1 U3 MO30pUIIHUX MpecTaBa U (GUIMoBa U Ap.

VYpenuuna yaconuca 6una je Mapuja llImonka, ox npyror 6poja
nornucana kao Mapwuja 1. 3omu. Haxkanmoct, Hema pacnoioKuBUX
aApPXUBCKUX, T]. Onorpad)cKux rmojgaraka 0 0BOj JUYHOCTH.

VYpennuia ynuTanadkoj myOnuIy HUje YCKpaTuia mporpamM HOBe
peBuje. OHa ce yMTaonMMa OOpaTHja Ha CaMOM ITOYETKY U jaCHO
yKazalia Ha IMJbeBE U acnupaliyje yaconuca. Haume, Ha npyroj crpa-
HULIA TIpBOT Opoja 00jaBJbeH je uinaHak ,,Pohvala muzike” (Anonim
januar 1940a: 2). Y meMy je y HEeKOJIMKO Ta4aka U3HET mporpam Pe-
suje mysuke. [locie onmTUx HarIOMEHa O 3HaYajy My3HKe 3a YOBEKa
1 BETOB KUBOT, JOII OJ1 HA]CTAPUJUX BPEMEHA, YPEIHHIIA j& TIpelnia
Ha pasjiore ¢ KOjuX je 4acoIluc MOKPEHYT U 3aJlaTke Koje Tpeba na
ucnyHnu. Pesuja MysuKe je umaia Ja Ciyu MYy3ULH, Ja ,,Iponaru-
pa 1apcTBO 3ByKOBa” W Ja 00aBjba 00aBEIITajHY (DYHKIIH]Y, HAUME
Ja orpomMaH Opoj JpyOuTes/ha My3UKe HH(POPMHUIIIE O CBEMY IITO C€
KOJl HaC M y cBeTy noraha y Mmy3nukoj cdepu. 3HauajHa je HAIoMe-
Ha ypeIHHuLe o0 MpHUCTyny Koju he 3aroBapatu Pesuja my3uxe: o0a-
BellITaBamke he OUTH CUTYHPAHO Yy MPUCTyHadyHoj (popmu jep je 1usb
nomynapusaiuja My3udke yMETHOCTH.

VY nporpaMcKoM CJIOBY HaIJIallIEHO je OHO ILITO je YUTaJlall Mo-
rao Jia mpoyuTa y oJHacIoBy Pesuje my3uke: MECEYHH JIUCT 32 My3H-
KY, IO30pHUIITe U GUIM. YpEaHHIla je Y CBOjOj PEUH JI0/1alIa jOIIl HEKe
obmnacTu Koje he yacomnuc npaTuTu: CIMKapCTBO, BajapCTBO, KEHIKEB-
HOCT, Mofia uTA. Ped je, nakie, 0 TEeMAaTCKU MIUPOKO MOCTABIHEHOM
MarasuHy 3a YMETHOCT U KYJITYypy, y kKojeM he My3HuKa UMaTu IN1aBHY,
anu He U jenuHy yaory. Pesuja my3uke he nucaty 4ak U o CIIOPTY.

VY unanky ,,Pohvala muzike” pedeHo je U TO 1a HOBU 4aco-
MKC J0Ja3| Ja TMOIyHU MPa3HUHY ,,jer mi nemamo danas nijedan
list ove vrste”. U 3amcta, romune 1940. y beorpany cy m3nasuia
JIBa My3Huuka yaconuca — My3zuuxu enacnuxk u Cragencka My3uKa.
du3roHOMH]ja TUX IVIaCKJIa CACBUM j€ Ipyradyuja y ogHocy Ha Pesujy
My3uke. Bunm cy To 4aconucu MOTNHCAaHUX capaHUKa, C Ay TOPCKUM
MITUBUMA, U KOJUMa TIOITyJIapr3aliija My3uKe HUje Onjia mpeBacxoi-
HU WK jeIUHU [THJb.*

W3 yBogHE peun ce He BUM J1a j€ HOBO INIACHJIO MPUTPIIHIIO HE
caMoO YMETHHUKY, Beh u nomymnapHy my3uky. M mo tome ce Pesuja
My3uKe pa3iuKyje y OQHOCY Ha CBe Apyre Oeorpajicke My3HUKe 4aco-
nice mehyparHor no6a. CBOjeBpCHY, HHAMPEKTHY JOMYHY MPOrpaMm-
CKOM YJIaHKY U3 IIPBOT Opoja, MpeAcTaBsba jeiHa peueHulia caapxa-

4 Tlonpo6Hy pacrpaBy 0 OBUM IIacHIuMa BuaeTH y Bacuh 2012.
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Ha y 4JaHKy o bedy kao rpany my3uke, y nmerom 0pojy (Anonim maj
1940: 5). Tamo ce kaxxe na ce y beuy ,,nije mogla ispreciti ona kobna
podvojenost izmedu ozbiljne 1 vesele muzike...”. YnpaBo je npeBasu-
JIKEHE TAKBE WK CIIMYHE TOZICTIC Y HAIIO] My3UYKO]j KyITypH Mehy-
partHor niepuoaa Ha cebde y3ena Pesuja mysuxe, nuuiyhu u o yie3y u
buIMcKoj My3unu.®

Koja Ou O6wita nucTHHKTUBHA oOenexja Pesuja my3uke, Kaaa je
ped 0 XKaHPOBCKUM U TEMATCKUM aclEeKTUMa, Kao M O IOCTYIKY KOj!
CTOJU Y OCHOBH HaIuca MyOJIMKOBaHUX Y OBOME Iitacuiy?

CacBuM je jacHO J1a je KaHPOBCKa CTPYKTypa Ouia yCcaoB/beHa
pacnonoxuBuM npocropom. lllecHaecT cTpanuua npeasuheHux 3a
TEKCTOBE OTPAaHHYCHE j€ KOj€ j& YPETHHUIITBO CTAaBWJIO Ipea cede.
Crora Huje 6uso MoryhHO HEroBaTu pa3BHjEHE CacTaBe MOMYT CTY-
nvja uiam pasyheHujux eceja. Yocrtaiom, To He Ou OWjIo y carniacjy
C MPOKJIaMOBaHHUM, MOIYJIapU3aTOPCKUM IJbeBUMa peBuje. Wmnak,
y 4acomucy MMa JIy>KuX 4ilaHaka, Ha 1O JeJHOj WIM JIBE€ CTpaHULIE,
TOIy/IapPHO KOHLMITMPAHUX U TAKO HHTOHUPAHHUX UCTOPHOrPadCKuX
eceja, ajy y LeIMHI JOMUHHUPajy Maiie Gopme. AKO je ped 0 KiIacud-
HOj My3uly, Pesuja mysuxe je nucana 0 UCTaKHYTUM CBPONICKUM H
JYTOCIIOBEHCKUM KOMITIO3UTOPUMA, JOHOCHIIA € BECTU U3 HHOCTPAHOT
MY3UYKOT KUBOTa, OeJexuia IMojaB/bUBamba HOBHX Jena Jomahux
CTBapaJjalla, yka3upaja Ha HACTyIamka U yCleXe HallluX YMETHHUKA Y
uHOCTpaHCTBY. Kapakrepy Pesuje mysuke HAPOIUTO Cy MOTOJOBAIIH
MHTCPBjyH, @ OHJla X KyPHO3UTETH OJIMCKH JIUCTY OKPEHYTOM LIHPEM
Kpyry untanana. Ho nohumo penom. Hamepa Ham je na ce 3ayctaBu-
MO KOJI Haj3Ha4ajHUjUX aclieKaTa OBOT YacOIIHUCa.

VY obumHHM]je usaHKe J10j1a3e Npuiio3u Peguje my3uke U3 UCTO-
pHje CpIICKE U XPBaTCKe MYy3HKe.

W3 cpricke My3udke MPOLUIOCTU ofadpaHe Cy jeAHa KpyIHa
JUYHOCT | jeJIHA OJ1 Haj3HAYaJHUJHUX MY3UUKHX YCTAaHOBA.

Pesuja my3uxe je y cBom apyrom 6pojy objaBmia Tekct o Kop-
Henyjy CraHkoBuhy, POJOHAYEITHHKY CPIICKS YMETHHYKE My3HKE.
IloBoz TOM HAIHUCy jecTe HPEHOC OCMPTHUX OCTATaKa TOI yMETHH-
ka y beorpan. To je 3Hanayku U caBecHO HAINlMCaHA, U UCUPIIHA U
caxera buorpaduja Tora komnosuropa. llocne yBoxHHX HaroMeHa
y KOjuMa ce yKa3yje Ha TeUIKe OKOJIHOCTHU CPIICKe KYIType OJ maja
MoJ TYpCKy BiacT 0 noyetka XIX Beka, ayTop MOMHUIbE NMTHOHUPE
Hame My3uuke Kyatype — Jocuda lllnesunrepa u Hukomy Bypko-
Buha. U3narame KopHenujeBor KuUBOTONKCA T€YE XUTPO U KOHIIEH-

5 Kaxko je Bumana Mumarosuli y TOpENOMEHYTO] CTYAMjH TIHCANa O MOMyTapHUM
’KaHPOBKMMa Ha CTPaHHI[aMa OBOT YacOMKCa U O l-erOBOM IIOBE3MBamwy ¢ HapacTajyhum
TPKUIITEM KoMepLujanHe 3abaBe, To heMo ce opie 6aBUTU ofHOCOM Peguje my3uke
mpeMa KJIACHYHO] MY3HIIH.
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TPUCAHO; HUILITA 3HAYAjHO U3 KUBOTHOT IyTa U paja TOr My3udapa
HUj€ U30CTaBJHEHO: MOPOAUYHO OKpYKemwe, yiora [lana Puhuukor,
crynuje y beuy koq Cumona Cexrepa (Simon Sechter); nma onga: yTu-
naj uneja Byka Kapaymha, menorpadgcku pag Ha IPKBEHO] MY3HUIH Y
CpemckuMm KapnoBuuma, aupureHTcku paj y beorpajnckom mnesad-
KoM JpywmTBy u Ap. [lucai oBora ujaHka yauBa MOBEPEHE HE CaMo
CKPYITYJIO3HHM H3JIarambeM noaaraka o KopHenujeBoM KHUBOTHOM
nyTy, Beh U OJMEpEHOM OIICHOM HETOBOI KOMIIO3UTOPCKOT JIeJa:
,Kornelije Stankovi¢ kao kompozitor, posmatran merilom evropske
muzike njegova doba, nema Veéega znacaja. No kao kompozitor
Jedne pokrajine, kao pronalazac 1 Cuvar narodnog muzickog blaga,
on ¢e uvek ostati dragocen srpskoj muzici. Najuspelije su njegove
crkvene horske kompozicije...” (Anonim februar 1940: 2). Heno3na-
TO je Of] KOTa je W OJaKjie WiIaHaK y3eT, aJlid Cy CAOIIITeHH MOJaI’
crabwian. Yuranail je o010 noy3maany uHdopmarujy u 00jeKTUBHO
BpEIHOBAIbE.

W npyru unaHak ¢ TEMOM U3 CPIICKE MYy3WYKE MMOBECTH HMa
KOHKpeTaH noBojl. Haume, rogune 1940. nHaBpuuie cy ce aBe aete-
HUje on ocHUBama Onepe Hapoxnor nozopumita y beorpany. Pesuja
My3uKe je Taj JyOuiej obenexuia 1yKuM WIAHKOM. Y ieMy Cy u3-
HETE peaije y BE3H € NMPEIUCTOPUJOM Te HAILIC My3HYKE yCTaHOBE:
u3Bohema MpBHUX omepera U omepa jomr npe IlpBor cBerckor para
U TocToBama omnepckux kyha u3 3arpeba (1911) u Uramuje (1912),
KOja Cy MMaJla BEJIMKOT 3Ha4aja 3a Hallly IIyOIMKy OHOra BpeMeHa
3a IO/CTHULIAHE NHTEPECOBAbA 3a OlEPy y HAIIO] CPEAMHU. AyTOp
YJlaHKa J1aje ToJaTke O cTBapamy beorpajacke omepe u 3aciayrama
ynpaBHuka Munana ['pona u ap. [uss nmucma oBor TekcTa HHje 010
UCLPITHO U3JIarame perneproapceke nonutuke Onepe TOKOM THX JBa-
JIeceT rofiiHa; OH Ce, IMOCJe MPEeIUCTOPH]je, 3ayCTaBUO KOJI IPBUX CO-
JIUCTAa U Ha MPBOj CE30HU, CAOMIITUBIIY ITOIaTKE O U3BEACHUM JIEIH-
Ma TOKOM Te IpBe ce30He. Jlakie, mpea uuTaonuma je caMmo Ha3HaueH
uctopujar Onepe HapogHor mo3zopuiira, camo CiIHMKa Mparovyeraxa
1 opMaHOTr MoveTKa. Y WIaHKY Ce€ MOMHUIE U YBoheme OaneTa Ha
OeorpaicKy MO30pHHUILY, UCIIPBa Kao 0aJeTCKUX Tayaka y OMEepCKUM
npezacraBama (V. V. 1940).

YpenuumtBo Pesuje mysuxe je jyrocioBeHcKy KpabeBuny 1o-
cMaTpajo Kao jeIMHCTBEHY LEIMHY U HUKAKBE Pa3JIUKe CE HE MOTY
YOUHUTH KaJla j€ ped O IUIacupamy caapxkaja 0 pa3IuduTHM KpajeBH-
Ma Te apxase. Yacomuc je, Tako, OOUMHH]UM, TTOMYIapU3aTOPCKUM,
YCJIOBHO PEYE€HO: HCTOPHOTpad)CKUM ecejuma IpeIcTaBuo Kopudeje
XpBarcke My3uke — Barpocnasa JIucuackor u MBana 3ajma (Anonim
mart 1940: 2; Anonim april 1940: 2). CiinuHO ropeHaBECHOM TEKCTY

6 O HaBezEHNM TOCTOBaRBMMA TPpyMa u3 Xparcke n Utammje unern y Typmakos 2005,
npBu ToM: 36—41.
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o Kopuenujy CrankoBuhy, TO Cy pa3BHjeHH cacTaBH, C U3JAITHOM
(dakrorpadujom 0 JKUBOTHOM U MPOPECUOHATHOM MYTy KOMITO3UTO-
pa, BEUXOBOM IIIKOJIOBakYy, yCIiecuMa M HeBOJbaMa | C YKa3UBamheM Ha
IJIaBHE KapaKTEPUCTUKE BUXOBOT pajaa. CTPyYHH CII0j] TUX TEKCTOBA
HUj€ HaIJallleH, My3udKa TEPMHUHOJIOTH]a jeé TOTOBO OjCyTHa. Mnak,
ayTOpH TUX HAIKCa U3HEIH Cy 3allaKama Koja IMoJipa3yMeBajy CTpyd-
He yBuge. Tako je Jlucuncku (BpenHocHo) ynopehen ca CreBaHoM
MokpamliieM (jaunHa HAIIMOHAIHOT U3pasa, UICOJONIKH aCIeKT, O1a-
oup dbopmu), a MiBan 3aji1 ¢ JIucuuckum (Biagame TEXHUKOM, HHBEH-
TUBHOCT, AyOWHa U3pa3a, uaeosoruja). [lucum oBuX 4iaHaka HUCY
MPECKOYIIIN J]a YKa)Ky Ha OHO IITO Cy CMaTpasid BeoMa 3Ha4ajHuM. Y
yiaHKy o JINCHHCKOM MOMUEE ce BheroBa Beza ca Cpouma u momoh
k0jy je moouo ox Cpba y HoBom Cany u beorpany. V unanky o Upa-
Hy 3ajiy Kaxe ce Ja je 0uo ,,prvi organizator i propagator muzike u
zapadnom delu nase domovine” (nmoas. A. B.). Anu Huje camo jy-
TOCJIOBEHCKA MJICOJIOTHja OWiia y CBECTH ayTopa HaBEICHUX YiiaHa-
Ka. tbux cy 3aHMMaNM U KapakTepy BEIUKHUX JINYHOCTH HAIMOHATHE
Mmy3uke. Tako y Hamucy o 3ajily CTOju HaloMeHa O HErOBOM OJTHO-
cy npema JlucuHckoM: ,,Imao je srec¢an zivot, jer je bio prvi u svom
krugu, priznat i voljen. Izvodio je u operi, ¢iji je bio direktor, svoja
dela, pa nekad u jednoj sezoni i po pet svojih opera i opereta. Ipak
delo svog velikog prethodnika Lisinskoga, operu Porin, nije izveo”.
Yogek, a He caMO BEroBo JIeJI0, 3aHIUMAo je TIOKpeTade Peguje my3u-
ke. To mpaTuMoO | y 4iaHIIMMa IocBeheHnM HEejyrocI0BEHCKO] TeMa-
tunn. O @panny Jlexapy (Franz Lehar) untamo u oBo: ,,U privatnom
zivotu Lehar je veoma ljubazan ¢ovek, neobi¢no pristupacan onda
kada ne radi. A radi mnogo” (Anonim januar 1940b: 6).

On crapujux XpBaTCKHX KOMITO3UTOpa Pesuja mysuke je oc-
BeTmwia u @oprynara [Muarapuha (Op. 3). To je kparak unaHak, ¢
OCBPTOM Ha H3/Ialhe¢ HErOBE KIIABUPCKE MY3HMKE y pElaKluju THja-
HUCTe W KiaBupckor nemarora CeerucnaBa Cranumha (u3maBau:
XpBarcku razoenu 3aBox). [locTymnak je cimyan Kao y OOMMHHUJUM
yiaHImuMa: ouorpaduja ce He mpeckade, a CTPYYHH acleKT Moapasy-
MeBa MPWINYHY TUCTAHILYy MPEeMa IIOjJMOBHOM jE€3MKY MY3HYKE TEO-
puje. lllTaBumie, My3uka ce OINHUCYyje TOTOBO JIMTEPAPHUM [E3UKOM,
TaKBHUM JIa Ta JIAKO MOYKE TIPUXBATHTU HECTPYYHHU YHTajAIl: ,,[Z njih
[tj. kompozicija za orgulje 1 klavir, A. V.] izbija njegov vedri i naivni
talenat. Kretao se u oblasti sitnijih klavirskih formi a u nastojanju
da jednostavnim sretstvima da uvjerljiv izrazaj svoje svjeze i sretne
inspiracije” (Anonim mart 1940a: 7).

JIngHOCTH U3 CIIOBEHAYKe MYy3WYKE MCTOPHjE HHUCY TOOHIIC
nmpocTopa Ha cTpaHunama Pesuje mysuxe. He Mmoxxemo 3HaTH 3a-
IITO j€ TO TAaKO; jeJIaH O pa3jiora Morao Ou OMTH M paHH IpecTa-
HaK u3llaxemwa yaconuca. [a je Pesuja mysuxe uznasuna gayxe,
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MOX/1a OM ¥ HajBa)KHHU]JHU CJIOBEHAYKH KOMITO3UTOPH JOOUIIN CBOjE
noprpere.

[Tonynapu3anuyja My3u4Kke YMETHOCTH yBEK je cripoBoheHa u
CIPOBOJU C€, Ha IIPBOM MECTY, IIPEKO BEIUKUX JINYHOCTU CBETCKE U
eBporicke My3uke. Tako je Omino u 'y 6eorpaackoj Pesuju mysuxe.

UnaHuma-ecejuMa y 4acolucy Cy IpelcTaBibeHu: Puxapa
[lIrpayc (Richard Strauss; y nBa HaBpara, y Op. 1. u 6p. 5), Kapa Ma-
puja don Bebep (Carl Maria von Weber, 6p. 3), @penepuk Lllonen
(Frédéric-Francgois Chopin, Op. 4), Joxan Cebactujan bax (Johann
Sebastian Bach, 6p. 6) u Xanc Ildbunnep (Hans Pfitzner, 6p. 6).
KakaB moctynak cpehemo y Tum wiaHnmuma? Jep OCHOBHO ITUTAaHE
jecrTe: KaKko y 4acoIlUCy MOMYIapu3aTOpcKe TeHICHIU]jE YCKIaIuTH
CTPYYHHU MPUCTYH U MOJMOBHUK C XOPU30HTOM OUYEKHBambha YnTaIad-
Ke myomuke?

VY 0BUM Hamucuma IMpPHUMapHO CPEACTBO JECTE Hapayuja Koja
moJipa3yMeBa JIMTepapHu MaHup. Y diaHky y Bebepy o uutamo: ,,Do
poslednjeg daha brinuo se za ljubljenu Zenu i decu. Njoj zahvaljujemo
za muziku Oberona, koju je pisao za London, da bi njenim prihodima
obezbedio porodicu, dok je njegovo telo ve¢ pomalo nestajalo sa
ovoga sveta” (Anonim mart 1940v: 7). Konsennuje XIX Beka, Beka
poMaHTH3Ma 00€JIeKEHOT USjOM IeHH]ja, HAaCTaBHIIC Cy Ja )KUBE U Y
pBOj nosioBUHM HapenHor, XX croneha. Tako u ayropu Pesuje my-
3uUKe TIOCEXKY 3a PEKBHU3UTOM HAIIMX CTapUX MY3MUKHUX MHcala — 3a
onucoM (pU3NUKOT u3riena ymeTHuka. ¥ wianky o P. llltpaycy uunta-
Mmo: ,,Kad pogledamo visoki, elegantni stas sa impozantnom glavom,
vidimo duhovni elasticitet koji izbija iz svakog gesta, govora i iz
interesovanja za sva pitanja zivota...” (Anonim maj 1940a: 7).

YKOINKO 0BC WIAHKE O CBPOICKHM KOMIIO3HUTOpHMA yIOpe-
AMMO C HaBEJCHHUM MOPTPETHMA JYTOCIOBEHCKHX My3u4apa, IpH-
metnhieMo J1a je OBIe CTPYYHH CIIOj JOHEKIC CHaXHHJEr cacTasa.
MehyTum, To IPUCYCTBO OCTBAPEHO j€ C YCIIEXOM — U3 aCIeKTa, Mpe
cBera, HecTpy4He myonrke. My3udky TepMUHU YIIOTPEOIJLEHH Cy He-
HAaMETJbUBO, TAKO Ja Mpol)y HEOCETHO KPO3 MPUMapHO, HAPATUBHO
TKame. Y jeqHoM o JiBa wiaHka o Puxapay llTpaycy Hanna3zumo Ha
IIpUMEp eJIeMEHTapHOT CTPYUHOT JUCKYypca, Jakje BeoMa 00y31aHor
3a BOJbY acHHpallfje PeBHje, JUCKypca KOJH MPOU3JIa3u U3 JIuTepap-
HE JIOMUHAHTE YIAaHKa:

,Muzika R. Strausa je istinska i time ona svojom snaznom i bujnom
lepotom, svojom vibrirajuéom vitalnos¢u, prijatnoséu zvukova, i svojom
veselom duhovito$¢u nosi sobom ushicenje, uzviSenost i zanos. Kako
samo blesti kod njega orkestar! Zahvaljujuéi rafiniranoj tehnici raspodele,
mijenjanja... on postiZze podjednako i najneznije i najsnaznije efekte. I pored
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sve njene smelosti i svesne opreke prema atonalitetu njegova muzika odise
melodi¢noséu i harmonijom” (Anonim maj 1940b: 8).

Hajnasse ce y mpaBily CTpy4YHOI NUCamka OTHILIO Yy Hamu-
cy o lloneny (Anonim april 1940a: 6). Ilpe csera, Ouorpadcku
ClI0j je oBIe Mame 3acTylubeH. [lomume ce, makaxo, llloneHoBo
M0JbCKO-(PAHILyCKO OPEKIIO, BeroB aosazak y Ilapus, ycnecu y na-
PHCKHM CaJOHMMa U, HapaBHO, *HBOTHA Be3a ca JKopx CaHmoBoM
(George Sand). Mehyrum, Behu npocrop u Harmacak JoOuio je us-
narase o lloreHy ka0 U3BaHPEAHOM MHJaHUCTU U UMIIPOBH3ATOPY,
0 HETOBUM IIPBUM JIeJIUMa, a OHJIa ce o0pajajy U HheroBa Haj3Hauaj-
HUja ocTBapema. He cmarpajyhu na he TuMe y3HeMUpPUTH YMTaAOLa,
nucar peha ronanurete cBux LllonenoBux 6anana u ckepua, Jpyre u
Tpehe knaBupcke coHare. AyTop OBOT WIaHKa cMaTpa Ja UMa IpaBa
Ja 1y0Jbe 3aXBaTH y mpodecuoHaIHN Bokadyap, na tako o [lloneny
nuie u cienehe, 3Hanauke peose:

,»Elegicki ton njegovih kompozicija rezultira iz hromaticki vodene
melodijske linije i njenih ornamenata, tako karakteristicnih za klavirski
stil ovog majstora. Puno¢a zvuka njegovog klavirskog stava posledica
je originalne figuracije u pratnji, koja iskori$¢uje sav opseg klavijature
u rastavljenim akordima, novim harmonijama sa bolnim i zadrzanim
disonancama, koje ukazuju na Wagnera” (Anonim april 1940a: 6).

Wnak, Hu ayTOp OBOT cacTaBa He M3HEBEPaBa IpUMapHY OpHjeH-
Taiujy Peguje my3uke ipemMa IpeBacX0oJHOM JINTEPAPHOM Haueny: ,,1z
elegi¢nih tonova njegove umetnosti razvijaju se Cesto divlji i strasni
uzvici 1 dramske gradacije, u kojima pulsira ritam neispunjene silne
¢eznje, a iz malih oblika razvijaju se Siroke epske slike u tonovima”
(Anonim april 1940a: 6).

Pesuja mysuke HUje 0 My3HLM MTHCAIA AMATEPCKHU, U3a HBHEHUX
TEKCTOBA j€ CTajajio CTPYUHO 3Hame. AM nucana je muciehu Ha Jby-
OuTesbe My3UKE UM HA OHE KOjU OM TO MOIJIU MOCTATH.

Ha xoje je jour Haunne Pesuja my3uke paanuia Ha TOMyIapu3a-
uju My3uke? UnHnia je To oopahambeM HajnorogHujuM Gopmama u
MOCTYIIMMA KOJU CY MOPAJIX MPUBJIAYATH KAKO MY3UUKY, TAKO 1 OHY
nyOJUKy KOja 0 My3HIIM HUje MHOTO 3HaJA.

ITopen HaBeZeHUX MOPTpPETa KOMIIO3UTOPA, Pesuja je 00jaBuia
pomancupana mrusa o I'myky (Christoph Willibald von Gluck, 6p. 2),
Mouapty (Wolfgang Amadeus Mozart, 6p. 3), [laranunujy (Niccolo
Paganini, 6p. 4). ¥ THM TEKCTOBMMA YUTAOLLY Cy NIPEI0YCHE JbyOaBHE
ucropuje (Iyk u merosa HeocTBapeHa Jbybas koja he Hahu onjexa
y BEroBOj MY3HIIN); NpUOIMKemhe MoIapToBOM JIMKY JaTo je Kpo3
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OCBPT Ha YETHUPH KEHE Y HErOBOM KUBOTY (Majka, cecTtpa, Cympy-
ra v jeJiHa Hemo3HaTa, MUCTEPHO3Ha keHa). A nmuuHocT [laranuHuja
JloyapaHa je MpeKo HEroBOr KapakTepa, MCUXOJIOTHje U IMOjeAUHUX
ckJIoHOCTH. Tako ca3HajeMo Jia cy KeHe Mpe/ICTaB/balie BEIHUKY cia-
0ocT cnaBHOT BUpTYy03a. Jlo3HajeMo U Ja je nienno Hosarl. CyrecTuB-
Ha Cy TIICUXOJIOIIKA 3anakama: [larannau ce kosiebao uzmel)y kpajme
IJIEMEHUTOCTH U ciabuhcTBa (Taj M3pas je ynorpedJbeH), a BOJIEO je
u 1a Oyne TajaHcTBeH. Hu y 0BOM Halmcy HHUCY HCIYLITCHE IIPEA-
HOCTH KOj€ HOHOCH OCBPT Ha (PU3UUKY I10jaBy CIIABHHUX JIMYHOCTH:
,Legendi mnogo je doprinela njegova neobi¢no visoka pojava: bio
je dug, suv, markantnih crta, duge kose, prodornog pogleda i svetlih
oCiju. Zasebno poglavlje bile sunjegove ruke... To su bile neverovatno
sugestivne, duge i mrSave ruke...” (Anonim april 1940g: 8). Pesuja
My3uKe je 3Haja a onadepe MiacTU4He, YIe4aT/buBe M0jeMHOCTH O
JUYHOCTUMA BEJIMKUX My3H4apa, a ja IpUuToM He culje y 6aHasaH pe-
ructap. Jep 6uorpaduja ymMeTHHUKA YBEK je Ouiia mpuBIavyHa IIHPUM,
Y HE CaMO IIMPUM KPYrOBHMa YuTajama. YIpKOC NPOTUBIbEHY KIbU-
KEBHUX TeOpeTHYapa aHAIMTUYKE OpHjeHTalll]je, OHA je MMOoBpaTuia
CBOje MECTO U Y HayIlM O YMETHOCTH HOBHjeTr BpeMeHa.’

3a momynapu3aTopcKy CBpXy Owiie Cy IOTOAHE U ayTodnorpa-
buje. Pesuja my3uke je 00jaBuiia Ka3uBama MPOCIABILEHUX YMET-
HUKa, kao mTo cy: Mapuja Yeborapu (Maria Cebotari), yyBeHa
PYMyHCKa Omepcka meBayuiia (CompaH) ¥ IIIyMHUIA U3 TPUIECETUX
W 4YeTpJeceTux romuHa XX Beka, TupureHt Bwiem Menrenbepr
(Willem Mengelberg), Bencan n1’Ennu (Vincent d’Indy), onepcku
O6aputon Mapuano Crabuie (Mariano Stabile), Buonunucra I'eopr
Kynenkamnd (Georg Kulenkampft). Koja ¢opmyna ctoju uza oBux
ayroOuorpadckux kaszuBama? OHa Cy ca3fgaHa Ha YKPIITAj)y TPUJY
Hauena: MIACTUYHOCTH, JyXOBUTOCTH U MOYKE.

[InacTuke M yneyarJbUBOCTH, BUJIEIH CMO, IMa HA MHOTHUM Me-
cTiMa y 0BoM Georpazckom dacomucy. Ty ce ayrobuorpaduje camo
IPUAPYXKY]Y, alli BeoMa eheKTHO. Y YMTA04EeBY MEMOPH]Y MOX/ia he
ce TpajHO HacenuTH JI"EHIMjeBO Ka3uBambe 0 4aCOBUMA KOJ| yIHTEIba
Cesapa ®panxa (César Franck) yropkoM y mect 4acosa yjyTpo, jep
YYUTEJb HUjE€ UMAo Apyrux ciaobdomuux tepmuna! JI’Ennuja Bugumo
u kako nemaun o IIBajuapcke no bajpojra na Ou TokoM gyra my-
TOBama 00Jbe Hayuro HeMauku (Anonim mart 1940g: 8).% [TnacTuxy
u3pasa rpajy U AyXOBUTOCT. XyMOp, YUTUB, HE MPEjaK, CUTYPHO je
rpejao yuTaoie ,,PeBuje mysuke”. Y kasuBamy Mapujana Crabu-

7 Kputuky Ouorpadckor MeToja BWJETM Y jEAHO] OJ  HAjyTUIAjHUjUX
KB WKEeBHOTEOpH]jCKUX Kibra XX Beka: Velek i Voren 1985; Bunetn u: Herman-Sekuli¢
1992: 43-55.

OBaj unaHak 00jaBJbeH je, y npesopy Crane PuOHnukap, y Mysuukom enachuky,
Beorpan, janyap — dpedpyap 1932, 6p. 1-2, 13—15. MoryhHo je aa ra je onane npeysena
Pesuja my3uxe.
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Jiea O COTICTBEHOM >KMBOTY HaWJIa3MMO M Ha OBaKBY peueHuly: ,,Moj
ucitelj klavira, cuveni dirigent Molinari, nije imao sre¢u da me Cesto
vidi na ¢asovima” (Anonim april 1940b: 3). A nmomenytu /[’Enam,
roBopehu 0 MarepujaHO CKPOMHHUM CTYACHTCKHM JaHUMa, Kaxe U
0BO: ,,Sluzavke su me [u kafani] sluzile bez biranja jela. Bez sumnje
da su nazrele moj ukus, posto nikad nisam morao da se zalim”.

Pesuja mysuxe je mocenoBana joun jeaHy LPTY: OHA j€ CBOJUM
YUTa0MMa JKeJella Ja MpYXKHU MpUMepe JbyIdu, BEITUKUX YMETHHKA,
KOjU Cy MOpaJIH Jia MPETPIIe BeJIMKe O0pOe U HEBOJBE HA MTYTY JIO CBO-
ra nuba. [loHekan je To 6Mo OTHOp MOPOIHUIIE KOja j€ JETETY Keea
CUTYpHO Ipal)aHCKO 3aHHMame HaCylnpOT HEM3BECHOCTUMA MY3HUKe
npodecuje. Apyru nyt je nocpeau 6una 6opoda 3a apupmariujy, cyo-
yaBame ¢ 0I0MjakbuMa y Kpyry Kosiera v Imyojauke. Aji y CBUM CIIy-
yajeBUMa noOehuBau cy TajneHar, paJ 1 ynopHoct. Ta mruBa Pesuje
My3uKe TcaHa cy 0e3 claJymaBOCTH; TO Cy yBepJbHBa CBEJOYaH-
CTBa KOja Cy Ha MyOJIMKY MOIJIa IeJI0OBATH MOACTHUIIAJHO.

burno je y Pesuju mysuxe v 3axBata y 10CTa arapTHe cajipkaje,
OHE KOjU Cy IOTOTOBO MOPAJIM MPHUBJIAYUTH ITyOIHKY CBOjJOM €I30-
tuuHoIrhy. Yacomnuc je y mpBoj CBECIH MHUCA0 O jallaHCKO] MY3HIIH,
a'y Apyrom O0pojy 0 KHHECKOM Io3opuiTy. M BecTu cy bupane mpe-
Ma Hadenly aTpaKTUBHOCTU: Pesuja my3uxe ce y IPBOM U YETBPTOM
Opojy HWHTEepecoBaJia 3a 3JPaBCTBEHO CTamE IMO3HATOT OajeTCKOT
urpada BamnaBa Hmwxkunckor (Bargia @omua HwkuHCKU) U 1a Jn
he on moHoBoO HacTynaru. Yacomnuc je ogadpao 1 BECT /1a Cy 00jaBJbe-
He xomnosunuje Opuapuxa Huuea (Friedrich Nietzsche), y okBupy
ECTOBHX LEIOKYIHUX Jena (Anonim april 1940v: 3). V petke my3u-
KOJIOIIIKE KypHO3UTETE 3a Koje ce ompenenuia Peguja 1ona3u BECT
Ja je mpecrao aa usnazu Mysuuku nexcuxon Xyra Pumana (Hugo
Riemann) (Anonim februar 1940a: 13).

3a ocBpT Cy Ham ocTaja JiBa crenuduvHa acnekra Pesuje my-
3uUKe — jelaH My3W4KH H jelaH HEMY3UYKH.

JenHo on uenTpanHux mutama MehyparHe jgomahe Mysuuke
KyAType OMIIO je IMTambe MOJICPHE My3HKE, HhECHE €CTETHKE, HEHUX
M3PAXKAJHUX CPECTABA U HCHE — IPUXBATILUBOCTH. To nuTame 61io
je moceOHO 3a0IITPEHO MojaBoM T3B. [Iparnike rpyrne HamIux KOMIIO-
3UTOpa, TPyIe Koja ce onpodaia y aBaHrapJHUM EKCIEPUMEHTHMA
MOITYT areMaTu3Ma U KOMIIOHOBaa Y YETBPTCTEIICHOM U IIECTUHO-
CTENICHOM CHCTeMy. Beorpaicku 4acomue ce AMCKPETHO YKIbYYHO
y TeMy Koja je C TOJIMKO CTPAaCTH TPETUPAaHa y HAIIOj OHOBPEMEHO]
Kputhuy u ecejuctuum. Hanme, Pesuja mysuke je nana ped 3acTyi-
HUIIMMa Pa3jIMYUTHX CTAaBOBA M TakKO 3a cebe 3ajprkalia MO3UIH]Y
HEYTPAJHOT MocMarpada. ¥ MmpBoM Opojy 00jaBJbeH je 4WiIaHaK IOJ
KapaKTepUCTUYHUM HAcJIOBOM ,,Muzika nasSeg veka je muzika u duhu
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folklora”. ¥ ToM TEeKCTy NMpHUCYCTBYjeMO IJIopU(DHKAIMjA HApPOIHE
My3UKE Ka0 OCHOBE MOJIEpHE MY3HKE, Ka0 U yBepeHOCTH Ja he my-
3HYKH Iperopos My3su4ke Espone gohu ¢ ieHor ucroka. Anu Peguja
My3uKe Je YKPCTHIIA pa3iM4uuTa cxparama. Y Tpehem Opojy je uu-
tupana Uropa Crpasunckor (Urop ®énopoBuu CTpaBUHCKHIA) KOjU
3acTyla aHTHPOMAaHTHYapcko craHoBuiTe (Anonim mart 1940d:
15), HO 3aTo0 je y 4eTBpTOj cBecum peu aana bemu baproky (Béla
Bartdk) xoju KpUTHYKH TOBOPH O HOBH]jUM (HEOKJIACUYHKM) JIeJTMMa
CTpaBHHCKOT, U jOII U3pUYHTO Kaxe: ,,[Muzika] se ne da odvojiti od
osecanja... Jer to je sasvim prirodan razvoj. Inac¢e bi muzika postala
masinska” (Anonim april 1940d: 15). Hajmocne, gymna ce u My3uuka
JeBuIa. Y 4eTBPTOM Opojy umTanan noouja Ha yBua muciu Cepreja
[Tpoxodjea (Cepreii Cepreeuu IIpokodnes). [Ipokodjer cmarpa
Jla je IpOILIO BpeMe TMCOHAHIIE, aTOHAJTHOCTH U 11e€3a U 3aJaxe ce
3a IIMJbEBE KOj€ je MpOoKIamMoBaia COBjeTCKa UICOJIOTH]a — 3a YIIPO-
mheHOCT y MeNOAUjH, KOHCTPYKIMJU U 3ByYHOM JiejcTBY (Anonim
april 19404d: 15). Mako nanugapHe u ManoOpojHe, oBe peduiekcuje
MapKupale cy 3alpaBo HajBaKHU]j€ MUTAmE Y BE3U Ca CaBPEMEHOM
MY3HMKOM, a TO je OWJIO MHUTame OIHOCA Ipema Tpaauluju. Pesuja
My3uKe HH]jE ,,cTaja” HU y3 JeJHO CTAHOBHILTE; 33J0BOJbUIIA CE JIa
Oyze MPEHOCHUK, U TO IPEHOCHUK Pa3IMUUTUX MOTIIEA.

OBaj yacomnuc je MOKpeHyT YeTUPH Mecella Mocjie HeMayKe HH-
Basuje Ha [losbcky. PaTHa u Hamera MelyHaponHa cuTyaryja Hije Ha-
1u1a MoceOHOr O/I3ByKa Ha cTpaHulaMa Pesuje. Yaconuc je HEroBao
KyATYpHE U YMETHHUYKE caJipikaje 0e3 OCBpTa Ha MOJMTUYKE norahaje.
Jla HeMaMo XpOHOJIOIIKE MojaTke, U3 Peguje He OMCMO MOIIU 3Ha-
TH aa je To Bpeme (ammsma u arpecuje. nak, y nsema npuirkama
MOJIUTHKA je moomia npocropa. Haume, y Tpehem Opojy je 00jaBibeH
U3BEIITa] O U3y3€THO YCIEUIHOM TocToBamby PpankpypTcke omnepe y
beorpany. Yacomnuc je ucrakao ga cy HEeMaukKUM IpeJcTaBaMa pucy-
ctBoBayn kHe3 [1aBie u kneruma Onra Kapahophesuh, mpemujep Jpa-
ruma [[BeTkoBuh ¥ TOTOBO CBM MHUHHCTPH: ,,Na taj naCin postala je ova
par excellence umetnicka priredba i drustveni dogadaj za prestonicu”
(Anonim mart 1940b: 1). [IpucycTBo HajBUIIMX AP>KABHUX W ITOJIH-
TUYKHUX JTMYHOCTU Ha OBUM MaHH(ecTaljama Mokaszyje KOJIUKO Ce Y
TO BPeMe BOAMIIO padyHa O ACIMKaTHUM OfiHocnMa ¢ Hemadukom.

Kao mTo je mno3Haro, BenMKe TEH3Uje CYy OOeNexKuie
CPIICKO-XPBATCKE OIHOCE Yy Kpa.]'beBI/IHI/I JyrocnaBuju, on BpemeHa
areHrara Ha Ctjenana Pannha, na o yOucTsa kpasba Ajekcanzpa, 1
CBE JI0 IPECTAaHKa [I0CTOjarba Te AP)KaBHE 3aje/iHULe. Pesuja mysuke
Ha YEJIHOM MECTY Yy NMPBOM Opojy M3BEIlITaBa O CBEYAHO] MPEACTaBU
XpBaTCKOT HAPOJIHOT Ka3ajuiluTa y 3arpedy, y 4acT KHEeKEBCKOT 1apa
[TaBna u Onre Kapahopheruh, mox nacmoBom ,,Grandiozan docek
Njihovih Kralj Viso€anstava u Zagrebu” (Anonim januar 1940: 1).
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W To je 6uito ce. Hacomuc je 0cTao BepaH Nporpamy o03Harbe-
HOM Y IIPBOM Opojy. A Taj IpOrpam 3Ha4mo je o0pahambe yMETHHYKO]
U KYJITypHOj CTBApPHOCTH, O€3 HOJIC 3HATHH]ET 3aHHMakba 3a APYIITBE-
HU U TIOJIUTUYKU KOHTEKCT.

Pesuja mysuxe je roBopuna ,,Heno3Harum’ racoM. OHa je je-
IHU OeoTpajcCKu My3WdKH yaconuc mehyparue, u He camo mehypar-
HE eroxe, KOJU j€ CHCTeMAaTCKH 00jaBJbUBAO HETIOTIIMCAHE YJIAHKE.
AKO je U30CTaHaK ayTOPCKOT (aju HE M YPEAHUYKOI') Hadyelia Heus3-
0CKHO CMamHO aMOWIIMje Yacomuca, To He 3HaYu 1a Pesuja my3uke
HHUje OCTBapwia JUCTHHKTHUBaH npodui. OHa je o0jaBmiia caapikaje
KaKBHX HHje OWJIO y APYTUM MY3HUYKUM TIIACHIIMMa OHOTa BPEMEHA.
Ca cBoje cBeykymnHe (PM3MOHOMH]E OHA CE OLITPO Pa3IMKYje Ol CBUX
Ipyrux nqoMahux My3WYKHX 4acolKca, U Kao TakBa MPEICTaBJba U
BPEIHOCT M KYPHO3ZUTET Y OKBHPY KOPITyCa OBJAIIEHE MY3HUKE ITEPH-
onuke. [lokperame yacomnyca oBakBe KOHLCILMjE CBEI0UYH O yOp3a-
HOM Pa3Bojy Hallle My3W4Ke KyIType u3Mehy /iBa para, Kyiarype Koja
Ce pa3sBuJIa U Paciojuiia M y KOjoj Ce jaBuia NoTpeda 3a 4aconucom
KOju OM Ha TOTyJIapaH ajli MOTKPEIJbeH HAauWH IMHUCA0 O MY3HUIIH.
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Aleksandar Vasi¢

REVIEW OF MUSIC: FORGOTTEN MUSICAL MAGAZINE
OF INTER-WAR BELGRADE

Summary

The monthly magazine Review of Music was published six times in Belgrade
from January to June 1940. Each edition comprised thirty-two pages, half of which
were devoted to a sheet-music supplement, popular compositions of the time for
voice and piano. Review of Music published 222 articles and scores in total. The
aim of the magazine was to popularise classical music, but it also encompassed
jazz, films and film music, theatre, literature, fashion, and even sport. Review of
Music was different from all other Serbian inter-war music magazines, not only
because of its wide range of topics, but also because it published anonymous
articles, probably taken from other sources, but it is not known from where.

This study analyses the articles about classical music in Review of Music. In
several short chapters the author presents the concept of the magazine, its genre
structure, themes addressed, and the style of its music writers. Selected examples
show that article authors tended to exploit elements of narrative (with an emphasis
on impressive details), humour, and moral teaching. The authors also especially
emphasized the neutral attitude of Review of Music towards contemporary music,
although the magazine published different views of contemporary composers
concerning the aesthetics of modern music.

Review of Music started four months after Germany invaded Poland. However,
in the journal references to social and political events are non-existant. The journal
seems to have been interested only in culture and the arts. However, the author of
this study presents examples in which the political circumstances of the time can
be perceived. One of these examples is the visit of the Frankfurt Opera House to
Belgrade in 1940. That extraordinary cultural event was attended by Prince Paul
Karadordevi¢ and Princess Olga, the Yugoslav Prime Minister, and almost all other
government ministers. In this news, any authority on the political situation of the
time could see that the Yugoslav government and the political elite took care of
delicate relations with Germany at that time.

This is the first study to analyse the concept and content of classical music in
Review of Music. This magazine is certainly an interesting source, not only for the
history of Serbian music periodicals, but also for cultural history.

ITpumsbeno 1. oktobpa 2015.

[TpuxBaheHo 3a mramiry 27. okrobpa 2015.
OpHruHaIHA HAayYHU Pal.
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“We are not a female band, we are a BAND!”: female
performance as a model of gender transgression in
Serbian popular music*

Iva Neni¢t
Faculty of Music, Department for Ethnomusicology, Belgrade

Abstract

Instrumental performance, leadership, and authorship by women in music has
historically been subjected to various repressive regimes, while many of the
prejudices and restrictions regarding female musicking can still be discerned in
contemporary popular music practices in Serbia. These mechanisms have been
transferred into contemporary music with different ideological and stylistic
inclination, such as indie music cohorts and folk- or tradition-based genres and
scenes. The structural preconditions that articulate the subject position of female
instrumentalists, regardless of genre or the scene they belong to are the lack of
history of female playing and the requirement that they reach the supposedly
higher standards of male musicians. This article starts with a brief genealogy
of female instrumental music performance from late socialism to the diversity
of contemporary popular music in its present neo-liberal context. Against that
background it interprets the disciplining mechanisms restricting female musical
creativity and performance, addressing the issues of identity and power through
female agency in music.

Keywords
Serbian popular music, indie scene, agency in music, gender, female players

‘Wrongdoing’: The Historical Background of Female Instrumental
Performance

During the course of the ideologically turbulent twentieth
century, the most popular position for Serbian female musicians
remained steady: in terms of holding social power, gaining visibility
in the public sphere, and having success in breaking social bonds and
gender stereotypes, the most favored role was that of a singer. Women
band leaders, and especially female instrumentalists belonging to
diverse popular and amateur folk music scenes, were rarely seen
or were treated as exceptions (cf. Henuh/Neni¢ 2015). If a female

* This paper was written as part of the project Gender Equality and Cultural Citizenship:
Historical and Theoretical Foundations in Serbia (47021) financed by the Ministry of
Education, Science and Technological Development of the Republic of Serbia within
the framework of integrated and interdisciplinary research for the period 2011-14.

! genije@gmail.com
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singer was constructed in popular cultural imagination as the epitome
of hyper-femininity, with more-or-less highlighted desirable sexual
traits (which led to her being simultaneously praised and despised as
a shameless public woman, puella publica), a female instrumentalist
was seen as a transgressor adopting more ‘male’ traits, and therefore
served as a less appreciated model of identification.> As in many
world cultures, female mastership of certain, highly valued musical
instruments, often connected with the public display of manliness, was
regarded as unacceptable behavior (Koskoft 1995; Doubleday 2008),
and the Balkans were no exception to that, since historically many
female instrumental musicians who played traditional folk music
instruments were deliberately neglected in cultural and professional
discourses on music during the nineteenth and mid-twentieth centuries
(Ceribasi¢ 2004; Neni¢ 2013). For, example, women playing the gusle,
a bowed lute associated with Serbian national culture, heroism and
masculinity, were frequently labeled as ‘only’ or “first’ of their gender
by ethnographers (cf. Autonnjeuh/Antonijevi¢ 1960; Cranuh/Stanié
1977), although, in fact, they were not so rare (Henuh 2015).

The historical attitude that women were not supposed to
master musical instruments associated with men continued to serve
as an unspoken, yet material discursive rule in modern popular and
alternative (‘underground’) musical practices, starting from Yugoslav
communism?® and continuing until the present. Female instrumentalists
belonging to pop and rock bands who “dared” to play so-called male
instruments (electric guitar, bass guitar, drums), were often confronted
with the stance that the most desirable role for a woman was that of
singer, whereas instrumental performers, especially in alternative,
rock-based genres, were neglected, or as Hellen Reddington put it
regarding the role of female players in British popular music scene,
“written out of rock history” (Reddington 2004: 143, 146 et passim).*
This was partly due to the long-standing cultural dispositif that
linked the ideal of womanhood to intimacy, the privacy of the home,

2 Musical genre, particular historical context and prevailing ideological setting defined
different, more and less desirable roles of female instrumentalists.

3 During Yugoslav communism there were notable female instrumentalists who did
gain popularity, such as Radojka Zivkovi¢, a harmonica virtuoso and a distinguished
performer of a prevalent modernized form of folk music (Serbian “narodna muzika”).
However, those musicians were usually framed as isolated ‘cases’ of women who were
strong or talented enough to escape the supposed burden of their gender, and often close
male figures (father, a relative, or in Zivkovi¢’s case, a husband) served as patrons or
close partners who would mentor and/or justify female presence in otherwise male
domain.

4 Reddington specifically refers to the female position in punk and rock scene of the
1970s England; however, her findings and conclusions are very much correspondent
with the situation in fragmented and commercially guided musical scene of transitional
neoliberal Serbian society at the moment.
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and to behaviors that were not perceived as provocative, overtly
individualistic or gender-bending. For example, Yugoslav new wave®
and alternative rock of the 1970s and 1980s produced several female
instrumental performers and strong authorial figures. Yet, despite
their acknowledged talents and skills and relatively large fan bases,
these artists did not always gain the same popularity and attention in
everyday, historical and expert discourses on music as male musicians
did. Even famous performers such as Margita Stefanovi¢, a keyboard
player and back vocalist for the cult Yugoslav band EKV (Ekatarina
Velika) were treated differently from their male counterparts, as their
musical output was often described as first and foremost feminine.
For example, in the introductory part of the interview with Stefanovi¢
(1989) the renowned rock critic Petar Popovi¢ portrays her as an
excellent musician, stressing that “her fragile appearance disguises
the most interesting person of female gender that this scene has. (...)
The way she sacrifices herself to music, the education that separates
her from the prejudices regarding the erudition of the rock players,
the knowledge that gives her confidence and a dose of fatal mystique
(author’s cursive) that she emits as a woman, together form a sum
of reliable forces that are at work inside Ekaterina” (Popovi¢ 1989).

The dominance of masculinity in Yugoslav rock culture and
the discursive regimes of power that favored male playing required
that the supposedly gendered nature of female musical performance
must be marked as such (in this case, by acknowledging gender and
underlining the feminine qualities of her visual appearance and of
a supposed cohesive role in music-making, instead of praising the
actual attributes of her musical and stage performance). This was
especially evident in official discourses, such as rock journalism,
that often swayed between the attempt to evaluate female musicians
regardless of their gender and gender-related depictions of their
appearance and sound. For example, DZuboks, one of the most
influential magazines devoted to pop and rock culture, gave positive
remarks to Opatija-based all-girl newcomer band Cacadou Look
by describing them as five ‘lovely’ (Serb. “ljupke”) girls who “also
play good”, but whose playing lacks “some strength and vigor”,
concluding that it is possible that “the future of rock’n’roll belongs to
women” (Stefanovi¢ 1985: 12). Another moderately successful ex-
Yugoslav all-women band, Boye (a pun, meaning “colours”, Serb.
boje) from Novi Sad, put a suggestive phrase “The first true female
sound” (Serb. “prvi pravi Zenski zvuk™) on the cover of their first
single, thus indicating that the gendered approach to music from a
female position could mean something powerful, instead of evoking
common tropes of female sensibility.

5 New wave (Serbian “novi talas”).
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Although male band mates supported fellow female musicians,
and the groups with more female members organized communication
on different terms then in all-male settings, the competitive model of
culturally praised boyishness still prevailed. Female instrumentalists
would often encounter disbelief as to whether they ‘really’ played
their recorded parts, or if they were beginners, and their lack of skill
would be attributed to the ills of their gender. Just before they entered
their studio recording session, members of Cacadou Look were
asked by the producers of their first album (two well-known male
rock musicians), whether they had indeed performed on the demo
tapes (Janjatovi¢ 1987). Srdan Gojkovi¢-Gile, frontman of the cult
Yugoslav band Elektricni orgazam, was surprised that the playing of
their first bassist, Marina Vuli¢, on their first album, sounded better
after almost three decades: “I thought that Marina was barely able to
do the bass. In hindsight, I think that she played superbly. (...) Now,
when you listen, there is some feeling behind that bass. You see that
she was up to the task, in the initial phase when we were a punk and
new wave band” (Arezina 2010).

Either way, the discursive constructs regarding femininity
pervaded public presentation of female instrumental performance
and its evaluation by both audience and experts. Apart from
hyperfemininity as a ‘proof” that a woman was still conforming
to her gender role, and despite the transgressive act of ‘male’
instrument-playing, there was another possibility: to resolutely
occupy the ‘male’ role as a gender-bending woman, or simply as
a woman who does not care whether her appearance and behavior
falls within the socially accepted limits of ‘correct’ gender. In their
music videos, members of the all-female punk group Boye appear
without makeup, dressed in typical rock manner, with their hair
either messy or short, and their sound is harsh and strong, with
quick guitar riffs and flat, unemotive vocals.® Other musicians,
like Sladana MiloSevi¢, a Yugoslav/Serbian performer from the
1980s who is still active today, have shown how gender is actually
a construct, a disguise: in MiloSevi¢’s particular case, by broadly
fluctuating from overly feminine looks and sound (e.g. her famous
duet with Dado Topi¢ Negde izvan planeta / Somewhere Beyond
the Planets) to androgynous, camp aesthetics characteristic of the
eighties.

6 Of course, another model of identification in this case is to completely ignore the
norm. e.g. not to fall in the trap of ‘feminine’ versus ‘virile’ woman, by behaving
and doing (music) as if the gender binaries are imagined, mere constructs that haunt
the collective imagination. But although a single performer might confront gender
obstacles in her personal behavior and narratives, the final product — sound, image,
iconic status — is always-already grasped by the cultural mechanisms that guarantee the
‘correct’ reproduction of gender binaries.
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The opposed poles of hyperfemininity and transgression form
a position in discourse that could be traced back to pre-industrial
rural musical practices, where the treatment of women who played
folk instruments (frula, gusle) in the public culture often employed
that very same figure as an excess, hyperbole of an idealized gender:
a good player daring to touch a ‘male’ instrument was either a
mannish woman transgressing the ‘natural’ limits of her gender, or
a woman of the highest female virtue who was not merely a player,
but a literal embodiment of the collective spirit, the Nation. In both
instances, however, female musicians were bracketed as exceptions
and cut from the processes of music’s transmission and building of
representative historical legacy (Neni¢ 2013: 90-91). Although during
communism the fading rural folk music traditions and their offspring
in the shape of state-sponsored folklore performances did not exert
a considerable influence on popular musical practices (especially
on the genres belonging to youth subcultures that were perceived as
‘imported’ from the West), the firmly rooted discursive rule that the
male supremacy over certain musical instruments must be guarded
was easily transferred to the sphere of Yugoslav popular culture. For
example, in a 1990 interview Margita Stefanovi¢ insisted that her
responsibility was to be ‘behind’ as a support during the musical
performance,” and quickly brought up the issue of the player’s gender
as a focal point that obscures other qualities of the acts on the stage:

“I am a female. I am still a female that always stands first. When you see me
on the stage, you always see me as a female that plays in some band, and
then later you listen to what I play, or listen to what happens next” (Glavan
1990).

Female and male performance, leadership and authorship were
not assessed using the same criteria and that mechanism continued to
work even in the most emancipated socio-musical milieus of the late
capitalist societies. The main obstacles for female performers seeking
to pursue long-term musical projects were different values and
expectations attached to the performance, accompanied, as Robertson
points out, with less access to public space and especially to domains
of power (the best positions in bands/orchestras, the roles of decision

7 She and the interviewer differently describe (or disagree over) her role: while he tries
to compliment her by naming her as the “cohesive force” of the group and pointing out
her strong background in classical music (e.g. by using the description “basso continuo”,
referring to her performance), shortly afterwards she claims that her role is to provide
the background to other performers who could then freely express themselves. It is
interesting to compare the very terms they use: while Stefanovi¢ says that she is “the
ground” (Serbian podloga), the interviewer corrects her by using a more flattering word
“foundation” (Serb. osnova), to what she reluctantly agrees.
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makers, material sources linked to music performances, etc; Robertson
1989: 242-43). Some performers, like Sladana MiloSevi¢, have been
well aware of that fact. For example, MiloSevi¢’s long and extensive
experience of being an author in a male-dominated alternative music
scene has led her to propose a concept of a “male woman” as a new
‘female archetype’ (MiloSevi¢ 2012), meaning: an active woman, or a
female artist who refutes compulsory gender regimes.?

Serbian popular music scenes changed considerably after the
breakup of the former Yugoslavia in the early 1990s, being ripped
out of the fabric of Yugoslav culture and significantly impoverished
during the transition towards post-communist nationalistic society.
Its gradual recuperation since the end of the nineties saw the renewal
of some old and introduction of many new genres and global trends.
After losing ground in the nineties to vastly popular mainstream
phenomena such as turbo and pop-folk, many socio-musical
formations have been reestablished in the wake of the new millennium,
mirroring similar global processes, while at the same time reworking
(and reshaping) local heritage of folk and popular music.® While the
number of female instrumentalists and band leaders is increasing,
the role of a singer again appears to be more prominent, due to its
historical ubiquity, and also to the retraditionalization of gender
roles in Serbian society that took part during the nineties. Women
occupying other roles in music-making (e.g. musician, band leader,
DJ, composer, sound producer, multi-instrumentalist) still appear
to be only partly visible and less favored in popular discourses. For
example, the Serbian world music scene that arose in the mid-1990s
was initially built around the worship of unconstrained, past-related
female voice, and only during the last decade female instrumentalists
(mainly frula and kaval players) started to populate its niches, albeit
rather shyly. Various events and institutions supporting the practices
of folklore and neo-traditional music also started to include female
players, and sometimes the considerable interest of girls and young
women to play certain instruments stands in stark contrast with their
invisibility in the official mechanisms of representation.

8 In Milosevié’s words, “we live in a space where a woman is not given an opportunity

to lead. She is always ‘behind the stage’, so I saw many times in my life and career that

men take over my works, my credits, obstruct me when I would initiate new tendencies

— from music, to all kinds of art that I was involved with, to politics, or, social activism

that I dedicated a large part of my life to. Men always thought that they are the ones to

be the leaders, and that the women cannot be the visionaries, creators of new theories,
eniuses” (Joki¢ 2013).

For example, the world and ethno music extensively borrowed from residual rural
folk music practices of Serbia and Balkans, rejuvenated pop music spilled over national
borders gaining pan-Balkan stardom in many cases, and musical subcultures inclined
towards social criticism (rock, punk and hip-hop/rap), also regained popularity in old
and newly formed alternative cultural spaces.
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At the same time and as a part of opposite trend, new musical
subcultures sprang up, many connected to political and social
activism, highlighting numerous issues such as multiculturalism and
trans-regionalism in the Balkans (world music and its derivatives) or
representation politics such as LGBTQ rights, gender bending and
female power (post-rock and new punk, electro-synth pop, folktronica
etc). Some female performers who sing and play gradually gained
popularity that reaches beyond subcultural indie spaces towards more
mainstream media and public, thus defying the stereotypical image
of'a woman solely as a singer, such as the Belgrade-based electrorock
band E-play or the ones that successfully pursued international
careers, such as the blues guitarist Ana Popovi¢. However, even in the
highly successful instances of female performers, their gender is at
least subtly marked, as if there is a need to constantly be reminded of
the musician’s biological sex, of the invisible remains of physiology
and ‘nature’ that allegedly protrude into the very materiality of
music. In a recent interview with Ana Curcin, a singer-songwriter
and guitarist oriented towards Americana, the interviewer stated that
it is not usual to encounter a woman playing guitar: “A girl and a
guitar, that is an uncommon sight here — does it take more courage to
perform as a singer-songwriter (Serb. kantautor) than to perform in
a band?” (Jakobi 2013).* On the other hand, the growing number of
female instrumentalists, singer-songwriters and band leaders, despite
their underrepresentation in mainstream media, prompted several
new initiatives, projects and cultural hubs to create programs with
a gender balance, or specifically to draw attention to female creative
work in music and gather and empower female musicians.

While the mainstream institutions and media have been slow
to recognize female performers that not fit into the desired frame of
gender-appropriate behavior, grassroots cultural movements and non-
governmental sector grasped the opportunity not only to be the first
to focus public attention on female musicianship in various popular,

10 Several interviews with Ana Curéin actually included the statements on her gender
or the questions highlighting the role of femininity in her oeuvre. Although the tone of
those interviews was overtly positive, the lingering idea that the female performance on
soloist music instruments is exceptional and/or rare relies on the material-discursive rule
that women are not fully capable of taking part in certain social and artistic practices.
The regulative measures (disregard, punishment) from previous social formations are,
thus, replaced with more ‘positive’ reactions, such as a constant surprise over female
engagement in supposedly unusual cultural domains; yet the highlighting of difference
is still a foundation of the discourse on female musicianship. For example, in one
interview it is stated that “Ana is a competent guitarist [my italics] who used some
strange instrument in the shape of the ball, some kind of vibraphone with metal keys
and resonating box” (Vlaketi¢ 2013). The very necessity to stress that the performer
is indeed “competent” disguises well-known ideological presupposition that female
musician must ‘prove’ to the male standard.
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indie and folk-based genres, but to do so by crafting ideologically
careful tactics, opening up an arena where different approaches and
self-definitions of femaleness in art were allowed to interact, both in
terms of self-representation of performers, and of discursive means.
One of the most successful initiatives of this kind, Femix — the mix
of female creativity, was launched in 2010 and continues to promote
female artistic practices by means of festival events, concerts and
live performances, internet radio, Femix Info web portal that
gathers information on contemporary female musicians from Serbia,
and by publishing their music on a series of compilations labeled
Femixeta.** Other institutions and programs like rock, new and world
music festivals (Vracar rocks, Ring Ring, Todo Mundo) or Radio
Belgrade’s Studio 6 also provided an open ground for performance
and cooperation of different female artists that cuts across genre and
cultural cohort’s borders. Some of the recent events in 2015 that
proved how quickly the status of female playing is gaining more
popularity and space include Studio 6’s opening of a new, annual
season of prestigious live broadcasts that featured Ana Curéin, the
fifth compilation of female authors and bends, Femixeta 5.0, that was
successfully promoted at Belgrade’s Mikser festival, or the workshop
led by young female drum players for girls, held in July 2015, in
Belgrade’s Dom omladine (Youth Centre), as well as in towns of
Smederevo and Pancevo.

So, after a long history of exclusion from both public spaces
and representational discourses in the cases when women engage in
cultural work traditionally associated to male domain, female authors
and musicians started to get more support as artists and, in certain
cases, also as female artists. However, the gender regimes reproduced
through the social organization of artistic practices as well as through
the images and values intended for the act of consumers’ enjoyment
were not simply replaced by better solutions or wiped out. The limits
concerning female playing of allegedly male instruments in Western
popular music had been established since the very beginnings of rock
subculture, by women being primarily situated behind the scenes,
and appearing as singers-songwriters or players more prommently
only since the 1960s, with their success being related to their looks,
or the ‘fact’ of protection by male partners-musicians or patrons
(Stilwell 2004: 448—449). The new ideological formations in popular
culture enter the arena of social antagonisms where the mechanisms
of dominant culture® still solidify more or less strict gender borders,

11 For the description of their work see http:/www.femix.info/files/portfolio/femix-
portfolio2010-13.pdf

12 The dominant image of female music performer as highly sexualized, feminine singer
seductively performing folk-pop is massively promoted by powerful media industries
such as Grand Production, and the women belonging to alternative, subcultural musical
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forcing female artists in ‘atypical’ roles to constantly defy repressive
measures and prove themselves facing the sometimes unspoken and
invisible, but very material wall of supposed gender limits inherited
from the recent past.

‘Display’and Obstacles of Gender vs. Female Agency Through Music
in Contemporary Serbian Folk and Alternative Music Scenes

For female musicians I collaborated with on various occasions
while researching female instrumental musicianship there are two
structural preconditions that shape them as subjects under the practice:
being deprived of history (not knowing their ancestresses) and
belonging to musical subcultures outside mainstream. While the first
mechanism continues to produce ideological illusion that successful
female performers are the ‘first’ or ‘only’ of their kind (Neni¢ 2013:
90) and puts them repeatedly in a position of ‘gender pioneers’ in
their chosen musical domain, the other — belonging to contemporary
subculture with a supposedly more diverse ideological background
and flexible attitudes toward gender display — feeds the impression
that the women’s struggles to become recognized as musicians
and to be treated as equal would surpass previous discursive and
material burdens imposed on female creativity in music with more
ease. However, the situation is usually more nuanced as the power
struggles and positioning within the music scenes still rely on the
unspoken notion that there is indeed such a thing as gender-related
proper behavior in music. [ want to further explore the interplay
between social constraints inherited from the (recent) past,”* and
the power to do/change things, or holding of agency by women,
specifically through the contemporary material-discursive practice
of music in Serbia. I specifically focus on female instrumentalists
who play various Western contemporary and Serbian folk music
instruments (guitar, bass guitar, drum set, kaval, frula, tambura)
that are usually associated with masculinity, and who sometimes
also hold the position of a bandleader, thus additionally challenging
gender prejudices against female musicianship. Although my present
analysis relies on personal and media narratives and performances
of female musicians belonging to folk-based and indie scenes that

movements get considerably less attention by mainstream media.

13 Aside from already mentioned ideas that a woman who plays ‘male’ folk instrument
is an exception (either unusual or a mannish, virile woman) inherited from preindustrial
rural musical practices in the Balkans, such constraints include, for example, a long-
time favoring of kafana singer as the model of female public music performance in
Yugoslav socialism (Hofman 2010), or the despise of female instrumentalists who took
part in interwar kafana music performance in Serbia, as musical know-nothings who
got public attention due to their looks (cf. Dumnié¢ 2013: 84-85).
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rarely get in touch,” the mechanisms of female suppression and
of ‘correct’ gender reproduction are still strikingly the same.® The
major structural precondition that prevents women from taking
part in supposedly male domains of musicking could be located in
discursive practices of everyday life, where patriarchal production
of gender binaries labels some behavior as appropriate, and some
as questionable for women. This produces both repressive (“women
should” or “should not”) and compensatory measures (the acts of
underlining femininity in order to nullify the possibly dangerous
effects of transgressive acts of playing).

While the repression in today’s discursive practices of music-
making and consumption rarely takes the form of a direct ban, it
usually consists of underestimation, and sometimes mockery and
insults in the popular press, video-sharing websites, social networks
and, most importantly, on the ‘zero level’ of everyday life, in the
communities of musicians and fans. The players and band leaders
I talked to cite facts such as being paid less, having to constantly
demonstrate that they are able to play ‘like men’, being pushed to the
margin of important events, not receiving support when pregnant,
amongst other difficulties. Official cultural politics is rarely gender-
sensitive, and major music festivals such as EXIT include a relatively
small number of female performers in the lineup, while smaller, local
festivals like Sabac’s summer festival or Subotica’s Trenchtown
appear to be somewhat more open towards female musicianship
(Gubas and Nikoli¢ 2013: 5-7). Snezana Popovi¢ from the punk band
Vibrator u rikverc (“Vibrator in reverse gear”) explained the lack
of all-female bands by emphasizing the role of the male scorn that
female musicians usually encounter: “the girls start, but then they get
Youtube comments like ‘go ahead, return to the kitchen’ and similar,
they break up and give up” (cited according to Guba$ and Nikoli¢
2013: 12). A woman with an instrument is frequently referred to as
a false pretense, someone who just ‘poses’ with it in order to look
interesting and different, while lacking any real player’s skills. This is

14" As the discursive measures that contribute to public image of female instrumental
musicianship materialize through different social apparatuses and situations — main-
stream and alternative media, Internet social hubs, everyday communication between
musicians, fans and cultural workers, and so on, I wanted to include those different
means of organizing female experience in my analysis, instead of methodologically fo-
cusing solely on one mode of inquiry (etnography, discourse and media content analy-
sis). The research I conducted thus included personal recorded interviews with a dozen
female instrumentalists belonging to different genres of contemporary Serbian popular
music, distribution of questionnaires to several female performers, participant etnogra-
?hy of female musical performance, analysis of media content.

This, of course, points to a larger (and older) social system of patriarchy that, as
a deeply rooted ideology, still impregnates political, social and economic changes of
contemporary society.
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inextricably linked with an attitude that women must prove themselves
to a supposedly male standard of music-making and production.'e
More specifically the female player is reminded that she should sound
like a man, either by being advised to ‘alter’ her playing to be more
energetic and ‘male’-like, or by being commended for “sounding like
a male player” by other male players, audience members, and power
holders such as music producers and critics. Sometimes even women
who play instruments that don’t hold a status of being equated with
symbolic representations of masculinity, like kaval in Serbian neo-
traditional, world and ethno music, get direct negative comments by
fellow male players, by being reminded that they wouldn’t be able
to reach the supposedly highest ‘male’ rank of playing (Neni¢ and
Tomi¢ 2013; Neni¢ and Pavlovi¢ 2015).

In their research of young female Serbian players belonging to
various alternative and indie music genres, Gubas and Nikoli¢ (2013)
classify this sort of comparison among the most frequent stereotypes
connected to female playing, in various forms like “she has a good
groove, yet a woman!” or “she plays like a man”, these phrases being
reported by women musicians themselves.” The announcement of
the concert event Women Play Everything! organized in May 2015
in the cult rock venue of Dom Omladine (Youth Center, Belgrade)
asserts the following: “Guys, step back, the scene has been taken
over by girls armed with instruments and dangerous voices. The
stage is reserved for all-girl bands that would prove to the audience
that they can play all!”® The cult show Jelen Top 10 that aired on
national television RTS featured a number of female performers
coming from various alternative, rock-oriented genres. Yet, when
introducing Vibrator u rikverc, the show producers stated that “the
local rock scene rarely sees an all-girl band (...) Members of this
ultimately female punk band will convince us that their looks should
not fool the audience, because ‘they can challenge any band’”. This
type of discourse surrounding female creative acts actually feeds
and naturalizes the viewpoint that women are not quite compatible

16 There are indeed examples when women are employed as sexy looking “posers” on
stage: however, these cases are not a norm, and the disbelief that women can play as
good as male musicians has a different motive — namely, to defend male supremacy in
{)opular music-making and performing.

7 Research by Femix festival highlights several factors that female musicians cite as
the culprits of their current unsatisfactory status, such as a lack of visibility and the
image of a woman as “an ornament on the stage”, but also the lack of solidarity between
female musicians themselves, and the pressure of being marked by one’s gender that
redoubles the efforts to prove the opposite, that a woman can be equal or even better
than a male player (Gubas and Nikoli¢ 2013: 18).

18 In other words, the discursive strategy is to convince the readers that the writer of
the introductory note and the audience actually share tacit opinion that women usually
can’t play as well as men, which featured bends would (hopefully) disproof.
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with good playing and, moreover, that female musicians are rare, and
always in the situation to prove their ability to perform.*

The same standard was also reported during my research with
young female musicians of world music and ethno music scene:
whether they played kaval, frula, gusle or some other traditional
instrument, they would be compared to the best male players as
a gesture of praise, complimented by other players, their teachers
and seniors that they play “like a man”, or they would instead be
reminded that they could not reach the rank of male musicians no
matter how much they tried. Sometimes, though, by being aware that
their gender situates them differently, female musicians choose to
‘wear it’, sometimes even purposefully acting out and magnifying
desirable female gender traits during the stage performance. This act
might be seen as being in compliance with dominant cultural vision
of femininity, but also as quiet subversion, a refusal to ‘become like
a man’ in order to prove oneself as a musician.

Stasa Koprivica, a theatre director, musician (voice, guitar,
ukulele) and the front woman of the alt rock band Fandango reasoned
that female instrumental playing is a sort of attraction, because the
audience still judges female musicians by their looks: “the all-girl
factor is still very much manipulated on the music scene, which
directs much attention to the bands that are not too interesting or
worthy”, adding that this creates a positive discrimination that
is “equally bad as classic discrimination” (Neni¢ and Koprivica
2015).* Answering the same question, Julijana Jovanovi¢, a
successful tambura player and the leader of La Banda band based
in Novi Sad, pointed out that her opinion on whether female playing
is still something new or strange differs from the viewpoints of
audience and general public: “People see us as something new,
unusual, specific, sensual, sophisticated, cultural, nice... we use
that as an image, and I am well aware that due to that image we
get a chance to play at corporate gatherings and similar paid gigs.
It happened that we-were booked for a gig only because we were
women, although they did not know what we played or how we
sounded” (Neni¢ and Jovanovi¢ 2015).

19 So the allegedly flattering tone of the event’s introduction actually disguises the old
stereotypes.

20 The first part of this article’s title is taken from a Facebook description of Fandango
band, “We are not female band, we are a band”, which is, according to Koprivica,
a statement expressing her refusal to be treated as something specific, in her words,
“a circus attraction”, simply due to being a woman. She accurately describes the
elusiveness of the ideological invitation to restate the femininity as something unusual
in musical practice: “When we were establishing the band, we were relying very much
on the fact that we all are women, and that it would be a plus in attracting the audience.
We grew tired of that later” (Neni¢ and Koprivica 2015).
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The norm that women are not meant to play instruments
culturally strongly associated with masculinity leads to the question
as to what kind of power women do possess in terms of self-definition
and what sort of change they make, or contribute to. Is there indeed
a freedom of choice, or are female musicians, female artists, always-
already caught into the representational web that secures the meaning
of their acts by endlessly entwining the string of common signifieds
supposedly reflecting one’s gender? In examining this issue, I have
chosen to employ the concept of agency, often defined as a capacity
of a person to make her own choices and to act upon them within the
constraints of a given social structure, and of gender as an act on the
(social) stage in the Butlerian sense of a series of performative acts
that create an illusion of the gender “essence” (Butler 1988). More
specifically I will refer to the notion of a resistant agency as a sum of
doings that carries the seeds of transformation beyond a personal level,
in the form of individual acts that do not necessarily seek to change
social and political apparatuses but instead, as Kathryn Abrams points
out, target “social interactions, cultural representations, or uses of
language as well” (Abrams 1998: 832).

This type of possessing the power to build one’s own identity
and make changes in the world was analyzed in relation to music in
various societies and contexts, regarding different identity positions:
Sonja Lynn Downing’s research on girls’ and women’s gamelans, for
example, showed that children do posses agency despite different
expectations by their teachers and other figures of authority, leading
her to conclude that “girls and young women are asserting agency by
challenging previously accepted gender divisions, stereotypes, and
associated musical and physical styles of playing” (Downing 2010:
56). By moving beyond personal identity and personal fulfillment,
and entering the realm of sonic, visual and overall discursive
representation, female performers, then, reach beyond themselves
and (supposedly) stir some changes, being intended or not. One of the
most obvious effects of being a successful female instrumentalist or
strong author in the leading position could be labeled as offering a spot
for identification-interpellation: as a figure rising from the mixture
of discursive layers, material acts and flow of sounds and images
endowed with different, frequently mutually contested meanings, a
public female performer allows other women to positively identify
with her.”! Thanks to the possibility to ideologically evoke, interpellate

21 One particular female blogger who recently attempted to start a band, wrote about
how Ana Stani¢, famous pop singer and guitarist, inspired her to take the instrument:
“There was nothing special in [that] video, a blonde who carries the guitar around the
town... 4 guitar. The guitar was what I noticed the first. I can now say that as a less
than four-year-old kiddo, I found the girl with the guitar very likable. I realized that
the girl with a guitar is a rarity only when I grew up, even that she is an opposite of
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other people, and especially those sharing at least one important
structural identity position (e.g. gender), female music-making and
performing can be said to have a specific agency, endowed with the
potential to transform the ideological status quo of male supremacy.
Simon Frith, for example, observes that the silencing of women in rock
in Western culture is rarely a product of a direct ban on performing
and experiencing music: by being subtly put aside, left out when
the musicians on stage address the audience, female fans and future
musicians are situated differently than their male counterparts (Frith
1988: 468). The material presence and signifiance of music acts by
women, opens a gap in the weaving of the identificatory matrix, as
a place of utterance for sonically-mediated female subjectivities to
emerge.

In contemporary folk-based music, the tendency is also that girls
and young women, who might as well have had male role models,
sometimes specifically seek a female model as a confirmation that
the successful and continuous female playing is actually possible.
I interviewed several young frula players during Serbian Prislonica
festival in 2013: when asked to pick other performers whom they
admire, the girls referred to the “celebrities” or to their male teacher,
but also named the older girls they know, as close role models
(the ones who have already won prizes at frula competitions, and
thus hold a star status in their generational cohort); some would
also name Radojka Zivkovié as important folk music performer,
although her instrument was the accordion. In the case of rock-based
genres, female performers acknowledge the powerful influence of
female role models with more ease, as several moderately visible
instrumentalists and bands with female members achieved moderate
to high popularity in the eighties and nineties. Multi-instrumentalist
Ivana Medi¢, who played alternative rock music during the 1990s and
in the first decade of the new millennium stated: “I have always found
interesting the bands who had female members — Boye, Katarina II
(Ekatarina Velika), Oruzjem protivu otmicara, Veliki prezir, Jarboli,
E-play, etc. I thought that the girls were supposed to be on stage,
and I identified with them in some way” (Neni¢ and Medi¢ 2015).
Her co-player Jelena Jankovi¢-Begus acknowledged the importance
of female figures like Margita Stefanovi¢, although she pointed out
that her own style of interpretation was more influenced by male
keyboardists of ex-Yu progressive rock (Neni¢ and Jankovi¢-Begus,
2015). Other rock performers also evoke local bands with female
members as important examples they could relate to, frequently

the stereotype of a boy with a guitar, who is a true heart throb. Due to that video, to
Ana Stani¢, and to the fact that my brother owned a guitar, my wish to play was born”
(https://ultimateblueland.wordpress.com/).
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citing Boye as the first reference. Rock and ethno music performer
Tatjana Radi¢ Milutinovi¢ (Amon Din, Razvigore, Poslednje more)
has explained that the reason why she enjoyed Boye’s music partly
lies in fact that she could mirror herself in their position: “It is an
impression that you are on your own when you see that there is
someone like you” (Neni¢ and Radi¢ Milutinovi¢ 2015), while Zoe
Gudovi¢ (Charming Princess), pointed out that, apart from music, her
interest in the work of local female rock bands like Boye or PMS also
included the wish to learn more about their motivation, difficulties
and whether their music indeed produced some changes on some
level (Neni¢ and Gudovi¢ 2015).

Another possibility is that the female performer envisions
herself as a possible role model. Young rock and alternative
musicians often declare that inspiring other young women to actively
take part in music making and performing, ranks highly among their
goals (Neni¢ and Replicunts 2015). In the case of world and ethno
music, female instrumentalists in Serbia find it hard to relate to older
female performers, as in rural traditional music (from which the local
world and ethno scenes have borrowed heavily until recently) female
players were either hidden, or represented as uncommon. Katarina
Pavlovi¢, the leader of the world fusion band Cudesmo who sings
and plays flute, kaval and Australian didgeridoo, spoke on how her
public figure seems from the inside and outside perspective:

“My main task is not to be a singer and a flautist in the band (...) It is
interesting, to be a leader, and for me it is important to show that the men are
not the only ones to do everything in this world, to challenge the women to
do something more. I feel nice being a woman who builds something of her
own and that is very important for me. I do not want to be a passive person
who must be told what and when to play” (Neni¢ and Pavlovi¢ 2015).

However, often a relation to a female model is more complex,
as there is a mix of disbelief in female playing instilled by dominant
culture, and the personal relation of trust and appreciation and/or
enjoyment. Julijana Jovanovi¢, for example, stated that her music
school tambura teacher (also a woman) did not abide completely by
the rules of traditional playing, as she opted to teach the students to
pluck the strings with plastic plectrum, instead of one made of horn.>

22 The cultural formula for disbelief in female agency requires that the same acts,
like the use of new or technically improved tools, are differently judged based on the
performer’s gender: when, for example, famous frula player Bora Dugi¢ technically
alters traditional frula, that is perceived as an improvement, and not as an aberration
of long-standing tradition. Yet Jovanovi¢, according to her personal narrative, sees the
female-to-female transfer of playing skills as something positive, despite the temptation
to conform to the dominant discourse that places female musicianship lower than male
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Jovanovi¢ pointed out that she felt ‘guilty’ for not following the style
of Vojvodina’s tambura tradition. Having learnt to use the horn pick
by the time she enrolled at university, however, she realized that her
teacher had “really taught [her] the skills” (Neni¢ and Jovanovi¢
2015). This young player actually tried to establish all-female groups
on more than a few occasions (either based on tambura playing
or rock), before finally succeeding with La Banda, a band with a
traditional assembly of musical instruments (tambura prim, kontra,
basprim; cello, double bass, drums and a vocal) and a repertoire
based on popular jazz and swing tunes, evergreen, pop hits and film
soundtracks (Neni¢ and Jovanovi¢ 2015). Since their music does
not always fit into official and implicit standards of neo-traditional
playing of Vojvodina and the surrounding regions, where tradition
still lives on, together with the “wrong” genders of performers, La
Banda frequently plays in promotional, non-competitive parts of
festivals, competitions and other tambura-related events.?

The model when female musicians are included, but subtly
pushed to the margins of official events was evident in earlier socio-
musical formations. Several performers that I talked to did not feel
that their gender ultimately defines their creation, performance and
enjoyment of music: yet, they all agreed that the way they were seen
or situated depended on the public perception of them as gendered
persons, and acknowledged historical discourses that treated female
instrumental music performance as something extraordinary and
rare (Neni¢ and Replicunts 2015; Neni¢ and Jankovi¢-Begus 2015;
Neni¢ and Koprivica 2015). For example, members of all-girl punk
rock/queer punk band Replicunts, while having different opinions
whether their music and stage acts have been measured against the
backdrop of their gender, agreed that the female instrumental rock
performance was historically deprived due to the relative smaller
number and specific framing of female performers: “If female bands
were indeed seen as unusual, I think that it was due to their minority
status. Today, that is not unusual anymore, let alone original” (Neni¢
and Replicunts 2015). The smaller number of female musicians,
however, isn’t only a product of their supposed weak interest in
playing: they are, rather, subjected to subtle, but effective discursive
measures that place them differently in a given sociomusical field
from the very beginning. During fieldwork with several older
women who play gusle in a traditional manner, I realized that the
common place in their narratives is the situation when they were
invited to play, but after the official part of the concert evening,
behind the stage. This kind of framework situates female presence

‘standards’ and also calls for the self-devaluation of female musicians.
23 Of course, the band sometimes successfully competes and wins prizes as well.
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as something elusive, as an excess that must be placed properly
either in private or semi-public space in order not to jeopardize the
hegemonic status of male performing.* Sometimes, however, the
dynamics works the opposite way: after the official events finish,
the informal communication that comes afterwards is the real place
where the relations of dominance and of power are negotiated.
After our first talks, Jovanovi¢ found it important to mention that
sometimes in situations where members of the tambura orchestras
spontaneously perform after stage events, her band would be
challenged to perform kafana songs and thus to prove if “they really
can play”.” Again, the division between public and private space is
at work here, because kafana, old-time Balkan pub is usually a place
where men discuss politics, drink alcohol and exchange rude jokes
— in other words, for behaviors considered “impolite” for women.
So, by being challenged to perform the kafana musical repertoire,
the members of La Banda are actually invited to pass the last rite de
passage into a true musicianship judged by male standards, at least
as seen from the side of dominant cultural pattern.

In contrast to that, though, there is actually space and time for
female agency to emerge through the practice of music, a powerful
spot that might uncast a spell of compulsory gender behaviors,
despite the obstacle of being seen as ‘unfitting’: the very act of
performance on stage and the feeling of togetherness and of freedom
to temporarily ‘let go of identity’ it creates. Jovanovi¢ has stated
that, although she and her band co-performers may appear modest
and sometimes feel unsure about their choices, when joined together
in La Banda they feel and act ‘like goddesses’ (Neni¢ and Jovanovi¢

24 Male hegemony over certain instruments and musical practices does not mean that
there are no men (friends, relatives, fellow players, etc) who praise and support female
musicianship, which actually happens quite frequently. In other words, hegemony of
maleness in instrumental music performance is the structural precondition of playing
that interpellates men as successful and model musicians and ideologically cements
that subject position on a level of regulative and everyday discourses, while at the
same time working to prevent women from entering the social space ‘designed’ for
men. This ‘impossible’, yet effective division between ‘real’ people (men who support
female playing) and the ‘invisible’ norm (a mixture of disciplining rules, images,
everyday behaviors and narratives that work together to prevent female playing) could
be illustrated with an excerpt from my conversation with Stasa Koprivica. Answering
the question whether the gender of a performer influences relations with other musicians
and the audience, she stated: “It surely does. As a frontwoman of the band I had to
constantly prove that I have enough vocal and physical strength to withstand the 2—3
hour long yelling, to more or less charm the audience, and yet not to be reduced to a
likable girl who looks nice on stage. I never had a problem with the colleagues from the
other bands and the other participants of the gigs and the festival we attended because I
am a woman, on the contrary: our whole band mostly received a kind of a quiet respect,
even admiration, because we do not follow the usual paths” (Neni¢ and Koprivica 2015).
25 Email communication with Jovanovié, 27" March 2015.

151



My3ukonoruja 19 -2015 Musicology

2015). The interpersonal dynamics developed through the group
performance proved to be an empowering environment for other
female performers, too, in a wide range from folk music based groups
to alternative, political acts of female rock and neo-punk bands.

One distinguished case of the latter was Charming princess,
an all-female feminist punk band formed in 2001 and lead by
frontwoman Zoe Gudovi¢, feminist and lesbian rights activist and
artist. She described a variety of identitarian positions negotiated
between band members in following manner: “The situation in the
band was interesting. I am a lesbian atheist, and the drummer was,
for instance, a religious believer and churchgoer, more ‘sharp’-
oriented, which some might connect to the nazi story. (...) We
successfully created a melodic hard-core, punk band, with one rap
song that functioned superbly!” (Vilenica, Markovi¢ and Pordevi¢
2011). The successful crossing of borders was not solely confined
to relations inside the band, but instead poured out to external, more
public-oriented domains. In Zoe’s view, the result was that the people
of different ideological and backgrounds and identity positions were
able to communicate successfully at least for a moment that was
mediated by a musical performance:

“That feeling, when five women appear on the stage and sinisterly play
some punk with full blast, while being very meaningful and articulated in
what they speak, and then they see the audience of a bunch of nazis, gays
and lesbians who all dance together. After the gig I was approached by
people who are nazi?’ and who would ask me ‘Are you a lesbian?’ Yes, I
am. That was a breaking of silence, even in music” (ibid).

It follows that the material act of producing sound on stage
constitutes the conditions for the resistant agency to take place. The
“wrong” gender of the performers paradoxically opens a possibility
of advanced communication and transgression of boundaries as a
metonymy of social relations on a larger scale: if the women could
occupy a subject position not meant for them and thus cross the
(imaginary, yet material) gender border, then why shouldn’t other
subjects under various ideological regimes also — at least, for the
moment — ‘forget’ the dull call of interpellation, and join the contingent
collective glued by music, roaming free for a brief moment in a shared
soundscape? The cohabitation of both — i.e. the restrictive grasp of
gender regimes through music, and the liberating effect that the acts

26 SHARP is an acronym for “skinheads against racial prejudice”, a branch of punk and
skinhead subculture that opposes racism.

27 In this context, nazi is a colloquial term used to refer to various groups and individuals
who identify themselves with the radical right positions.
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of transgression bring about — actually calls for a finer understanding
of music as a social practice that simultaneously works “as a regime
of self-creation (subjectification) and as a tool of resistance to those
regimes” (Rice 2007: 28). Gender is not only reproduced and contested,
but instead used in many complex ways in music, and musical acts
delivered by “crossing” gendered positions always-already prepared
to utter in a certain way hold a special status not only for the ones who
perform the crossing, but for the wider community as well, sometimes
by publicly loosing of bounds and staging the interplay of constraints
and freedom. As E-play vocalist/bassist Maja Cvetkovi¢ stated while
explaining why the audience would greet her with initial silence:
“They are, in fact, stunned to see a woman on stage who also yells...
and then they figure it out, and then they feel terrific”.

Conclusion: Old Obstacles, New Possibilities (E)Merge

The growing presence of female instrumentalists, band leaders
and all-girl bands in Serbian non-mainstream music scenes creates the
promise of a new, more receptive climate for female art, while some of
the deeply seated cultural prejudices, stereotypes and mechanisms of
suppression based on gender work in the opposite direction. The still-
effective regulations that push out female performers on the border
of a particular musical practice or mark them because of their gender,
could be explained as an inheritance from the past, a residual element
in contemporary music serving to avoid possible threats to hegemony
of the figure of male player in popular music. Another explanation for
the endurance of genderism in popular music culture could be that
the erasure of women from official historical and cultural narratives
prevented today’s players from learning about previous experiences of
female musicians that could serve as their role models, placing them
instead in an a-historical, solitary position of an eternal exception. The
‘either — or’ character of the present-day placing of women players
into the position of ‘being like a man’ or, instead, ‘being a super-
feminine woman’ in public discourses and representations, works as a
disciplining measure aimed against transgressive behaviors that shake
gender binarism. Many female musicians that I talked to recognize the
fake character of that dilemma, hoping instead for a gender-free or at
least more relaxed gender-related setting in contemporary music. I do
not wish to end this article in an overly celebratory tone: although the
models of female agency I analyzed are very real and perhaps palpable
in their reach beyond the close circles and small musical scenes, their

28 (Cited from the interview with Cvetkovi¢ for the show Gruvanje (Radio-television
of Vojvodina), http://gruvanje.rtv.rs/gruvanje/intervjui/ene-u-muzici-rokenrol-je-stvar-
izbora 684/, accessed 14" August 2015.
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actors still have to expand their social capital in order to shake off
hegemony. In other words, the transgressiveness of musical acts by
women should become a thing of the past, if the notion of gender as an
identity “condition: is to be left behind, in a world free of binaries that
still quietly, but powerfully seize creative freedom”.
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HUesa Henuh

MM HUCMO XEHCKU BEH/I, M1 CMO AEH/: XEHCKO
N3BODHAILITBO KAO MOIEJI TPAHCT'PECUIJE POIHUX
VJIOT'A 'V CPIICKOIJ I[TOITYJIAPHOJ MY3ULIN

(Pe3ume)

Caupare HHCTPYMEHTa M 3ay3MMame UCTaKHYTe MO3UIMje onyT Bohe cacra-
Ba JIOHEJABHO Cy MPETEXXHO OWle MpUBUIIETHjE pe3epBUCaHe 3a MYIIKe H3Bohade
Ha CIIEHH MOMyJapHe ayTOpcKe M KIymncke Mysuke y CpOuju, 10K je yiora resa-
Y{Ile TPAAULNOHAIHO NPUBHIICIOBaHA Kao MPUMapHU MOJeN HACHTH(OUKALHje 3a
xeHcke n3Bohade. Ha TakBy pacrofeny yTHIao je pOIHU TUCIIO3UTHB IpeMa KojeM
je CBHpame MHCTpyMEeHaTa aKTUBHOCT MpPHMEpPeHa MYLIKapluMa, JIOK je OJroBa-
pajyhu Menuj jkeHCKOT My3HYKOT M3pakaBama — rac. Takole, yak U yKOJMKO Cy
BHCOKO BHJJBMBE, Ka0 y CIIy4ajy IeBauulie, KeHe Yy BOKAIHO-WHCTPYMEHTAITHUM
WJIM WHCTPYMEHTAIHUM CacTaBUMa PETKO 3ay3UMajy TO3HMILHjy TPEIBOJHHUKA WIN
nperopapayva, 3aXBajbyjyhu TpaauLMOHATIHOM, XeTePOHOPMATHBHOM CXBaTakby I10-
Halama cBojcTBeHNM onpeheHom poxy. [lopexiio oBe HopMe MOKe ce IIOTPAKHUTH Y
CPIICKOj TPaAUI[MOHAIHO] MY3HIIH, Y KOjO] CY JKE€HE Kao CBUpaJuIle (1 MOCeOHO Kao
CBHpaYuIie YHYTap cacTaBa) CHCTEMCKH MapriHAIM30BaHe, ajld U y YTHLAJy MOJe-
Jla M3 II00aJTHe TOMy/IapHe KYJIType NPUCTUIINX TokoM XX Beka, IJe cy jkeHe-Bohe
6eH/10Ba (M HHCTPYMEHTAIIMCTKUIbE) AAJIEKO MATOOPOjHHjE Y OHOCY Ha IeBavuIle,
KOje TII00aITHO NPEJICTaBIbajy BUCOKO MOITYJIApaH H KYJITYPAIHO MOXKeJbaH MOJEIL.

¥ mporekioj nenenuju y Cpouju ce mojaBipyje BUIIE My3HUKHX IIpOjeKaTa u
WHHIU]aTHBa Yy KOJUMa JOMUHHPA]y JKeHE, HJIH Te CY )KeHEe y JIMJEPCKUM pojiama
y TO3UIHUjH 1a ofpel)yjy HHTepHY AMHAMHUKY paja cacTapa, Kao M Jia JUPECKTHO
YUYECTBYjy y IpOLlECHMa MPEroBaparma IIOBOJOM MY3HKE YHYTap ’KaHPOBCKO-KYJI-
TypajiHe KOXOpTe | CIieHe K0joj mpunanajy. buno na ce paxm o all-girl cacraBuma
(xBaprer The Frajle, TamOypamku cacrap La Banda, pokx rpyna Fandango) nim
rpymnama Koje mpeaBoae 0eHp muaepke (eTHo/Bopia npojekar Yynecmo Karapune
[MTaBnoBuh), MHTEH3WBHKja BHUJBUBOCT XEHA Y ,,HETUIMYHUM” yJorama roBOpu
0 MpoIecuMa TpaHchopMalije y MoMyJIapHo] My3HIH, Y KojuMa ce auBepcudu-
KY]y, IPOIHTY]y W/WIN IIPpEeKopadyjy MOJIeIH oAroBapajyhux pomqHux nonamama. Y
pany hy ananu3uparty yTHIaj poAHUX HOpMaTHBa Ha CTpareruje Koje ni3pohaunie
NPUMEY]y Y MO3UIHOHUPaKky CBOT pajia Ha CaBPEMEHOj My3MYKOj CLICHH, TE I10-
TEHIIHjaJTHO ApyTadrje OOJHKe capambe U pactoene Mohn Koje pa3Brjajy yHyTap
cacraBa y Kopenaluju ca MHAWBUIYaJTHUM NOeTHKaMa, My3HUKUM )KaHPOM, U KyJI-
TypaJIHOM KOXOPTOM y OKBUPY Koje ce kpehy.
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Abstract

Every artist or the recipient of a work of art temporarily detaches himself or herself
from objective reality through a process that psychoanalysts call regression.
They unconsciously (re)construct the experiential world using verbal, visual or
auditory form depending on the type of art. The last case involves the deepest
creative regression, which involves the most archaic form of presentation: the
primary processes of mental functioning. Dream is a typical manifestation of these
processes, so the regressive aspect of music can best be demonstrated through
isomorphism between music and dream. Auditory representations constituted
according to primary processes set powerful affects in motion, thereby securing
discharge and producing aesthetic pleasure.

Keywords
Music, unconscious, creative regression, primary processes, thing-representation,
word-representation

I

It has been repeated on innumerable occasions that music serves
as a universal language; no less frequent has been the statement about
how amazing it is that we do not know of any culture, epoch or social
stratum in human history, in which music has not been recognized as
an important domain of human activity. There is no doubt that music is
connected with some important and specifically human psychological
needs; yet what these needs are and how music satisfies them remains
a mystery, today, as it was in past centuries. Charles Darwin stated that
music “must be ranked amongst the most mysterious [abilities] with
which [man] is endowed” (Darwin 1871). Still, we are not able to answer
the fundamental question: why does music have such power over us?
One is reminded of Tolstoy’s The Kreutzer Sonata and his amazement
with the unintelligible power music exerts upon the listener: “A terrible
thing is that sonata, especially the presto! And a terrible thing is music
in general. What is it? Why does it do what it does?”

1 mzatkali@eunet.rs
2 akonti@vektor.net

157



My3ukonoruja 19 -2015 Musicology

I

Connected with this is the question why music, rather than other
arts, should be able to achieve such effects. After all, it is generally
assumed that all the arts share some common elements, one of which
is the undisputed fact that they all are, at least in part, a product of
creative fantasy.

At the same time, we recognize the fact that both experience
and fantasy can be expressed and communicated by predominantly
verbal means, as in literature; by visual images, as in visual arts,
and finally by auditory images, which is characteristic of music.
This may sound as oversimplification: the verbal, the visual and the
auditory are not so neatly divided, no chasm exists between them.
For instance, literature, especially poetry, can be rendered orally,
and even by reading it silently, we can obtain auditory sensations
not unlike music. Film, drama, opera and sometimes dance, typically
involve all three media of representation. Yet, for all the syncretic
qualities, music in opera is somehow primus inter pares; likewise,
film tends to be primarily a visual form. Several arts may vie for
supremacy, but one mode of representation usually prevails. It is,
of course, possible to attach visual supplements to a literary work,
but then, it is difficult to see how, say, Tolstoy’s War and Peace
could benefit from such additions. It seems that the so-called pure
forms of particular arts are bound to follow the principal means of
representation and communication inherent to them, namely, verbal,
visual, or auditory. True, mixtures are by no means exceptional; yet,
it seems that the attribute “absolute” does bear significance when
applied to music. However, the above, inevitably simplified account
does not provide us with a clue to the understanding of the common
element of all arts. On the contrary, we are at this point closer to
Ludwig Wittgenstein’s metaphor of the arts as a family, but still, a
family in which each member wants to preserve its “purity”, not
easily allowing any amalgam with the others.

i

Where, then, do we look for this common element, or elements?
Creative fantasy by all means, as we have already stated, but there are
deeper layers of this concept that we believe psychoanalysis is best
suited to unveil. We will begin by turning our attention to the process
of artistic creation. We will note that an important element of this
process is inspiration, even as we are wary of how popular wisdom
may misconstrue that phenomenon. The process of inspiration can be
explained by the psychoanalytic concept of the regression in service
of the Ego (Kris 1952; developed further in Knafo 2002).} In brief,

3 For a useful discussion on the relationships between inspiration, dream-like states and
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this psychoanalytic construct assumes that every creative act consists
of two phases: the first one is inspiration, the second elaboration.
The former needs the process of regression, which means that the
creative artist temporarily withdraws from the logic of reality (reality
testing is the common function of the mature Ego), and regresses to
earlier stages of his mental development, at which reality was not as
important as fantasy was.

The recipient of an artistic work can also sometimes traverse a
similar regressive path. The experience of being profoundly moved
by a work of art — “aesthetic peak experience” — has been described
as the loosening of the boundaries between the self and the world,
of merging with the work somehow, as well as experiencing affects
that could not be described in any language. Such experiences are,
admittedly, rare, but significantly, music induces them more frequently
than any other art (Panzarella 1980). In psychoanalytic terms, this
can be formulated as regression towards the stage of more or less
pure thing-presentations, a concept that we will shortly explain.

According to a model proposed by psychoanalytic develop-
mental psychology, early mental development consists of three stag-
es. At the first and most archaic one, the experience was dominated
by auditory images: the world was heard, before it was seen.* On the
next developmental level, visual images will take over. Finally, with
the acquiring of language, the word will accede to the throne. Ob-
viously, the acquisition of language is of crucial importance for the
individual, as it is for the human species. Yet, as Daniel Stern noted,
after the acquisition of language, we become able to share informa-
tion, and we can simply refer to an experience, while not actually
experiencing it (Stern 1977; 1985). It is of crucial importance to un-
derline that the developmental levels overlap: there are no clear-cut
demarcation lines between them. When advancing from a previous
stage to a new one, the newly acquired structures are built upon the
older ones, much like some modern cities that are built upon ancient
archeological foundations. When theorizing on this topic, Sigmund
Freud put forward the distinction between thing-presentation and
word-presentation.

..... The two are not, as we supposed, different registrations of the same
content in different psychical localities, nor yet different functional states
of cathexis® in the same locality; but the conscious presentation comprises

regression see Zatkalik and Konti¢ 2013.

4 1t is true that there are arguments in favor of the existence of color, shape and
rudimentary space representations in the earliest perception, but the true visual images
— mother’s breast, for example — will only later be integrated in visual unity.

5 Cathexis is a construct that describes the process of investment of mental or emotional
energy in a person, object or idea, as well as in the thing-presentations and word-
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the presentation of the thing plus the presentation of the word that belongs
to it, while the unconscious presentation is the presentation of the thing
alone. [...] The system Pcs.® comes about through this thing-presentation
being hypercathected through being linked with the word-presentation
corresponding to it” (Freud 1915a: 201-202).

In other words, we can state that words acquire meaning via
linking with thing-presentations, where thing-presentations are made
up of countless variations of visual, acoustic, tactile, kinesthetic and
other presentations. However, at the aforementioned earliest stages of
development, there were no word-presentations: at the visual stage,
the thing-presentations were mostly organized by visual images,
while at the most archaic stage of development, auditory images
predominated.

In this way, the process of progression would advance towards
the unity of thing-presentations with word-presentations, while the
regressive swing would follow the opposite course, splitting the two
apart. The deepest regression will be organized at the level of auditory
thing-presentations, and away from the visual and verbal domains.
This explains why “pure” instrumental music, unadulterated with
any extramusical ingredients, does not easily allow visual and verbal
amalgams (try to add lyrics to a Bach fugue or a Mozart sonata and
observe the disastrous results!).

v

It is obvious that an auditory image per se cannot elicit a
pleasurable affective reaction; indeed, noise — that also may stand for
thing-presentation — is likely to produce displeasure. The auditory
images must therefore be organized in a certain arrangement and
according to defined rules, in order to be capable of producing
pleasure.

Before we devote closer attention to these rules and the
order of presenting auditory images, we ought to make another
important observation: the archaic psyche, the one that is devoid
of word-presentations, functions differently in comparison with
the modes of functioning acquired later, where thing-presentations
and word-presentations form a unity. These earlier processes are
in psychoanalytic terminology called primary processes. They are
almost exclusively of unconscious nature, as opposed to secondary
processes, which are a later acquisition, involve the conscious mind,
the use of language, formal logic etc. Being unconscious, primary
processes are not easily accessible. Yet every person, even on a daily

presentations. The words “binding” and “attaching” will be used as its synonyms.
6 This “system Pcs.” (preconscious) may, if we allow ourselves useful simplification,
be conceived of as equal with the common word “consciousness”.
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basis, is vouchsafed the experience and representation of their primary
processes: such an insight is provided by dreams. After having spent
the day coping with the external reality (that is, applying secondary
processes), we need some time to rest from these continuous and
energy-consuming activities. The process of dreaming will halt the
secondary processes, and the primary ones will take over. They
will untie connections between word- and thing-presentations, and
create new ones; some other connections and other meanings will
emerge. Dream is a typical product of primary processes, with their
peculiar qualities: action in dream will always be experienced in the
present time; the relations of time become irrelevant, and so do the
ones of space. Psychoanalytic experience with dream interpretation
has shown that dreams tend to repeat, although for the dreamer who
is not versed in dream analysis they may seem different. In fact, to
anticipate the ensuing discussion of parallels with music, repeating
dreams could be compared to a kind of theme with variations. The
percepts in dreams undergo certain transformations, many of them
quite unintelligible to the conscious Ego. In dreams, two or more
objects (or persons) from waking life can be condensed in one object
(person). A part of the object may be used to represent the object in
its totality. Often the so-called “dream-work™ applies the opposite
mechanism: instead of condensing several objects into one, it uses
one object or person, and fragments it into several different objects.
Stanley Friedman’s research more than half a century ago provided
the list of those possible transformations:

1. Translocations or displacements of percepts or parts of
percepts;

2. Condensations and fusions of percepts with one another;

3. Fragmentations such that only certain parts of a percept
appear in the manifest dream image;

4. Rotational displacements of various kinds, such as mirror
reversals or rotations of 90 degrees;

5. Changes in size, which are analogous to micropsias or
macropsias;

6. Reduplications and multiplications of the percepts analogous
to polyopia;

7. Ignoring of perspective relations (loss of figure-ground
properties) (Friedman 1960: 428).

A%
Owing to its origins in the earliest stages of development,
music operates in ways that bear significant resemblance to archaic
modes of mental functioning: indeed so much so, that we can assert
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specific isomorphism between the two. To substantiate this claim
we will examine a few musical examples, hoping to demonstrate
how the above-enumerated primary process transformations have
very close counterparts in musical processes. Isomorphism between
music and the unconscious mind can be studied in different musical
domains, most obviously in thematic procedures, i.e. various ways
in which thematic material is developed and transformed. However,
it is also found in harmonic progressions, and more broadly, in
various systems of pitch organization (such as common practice
tonality, Renaissance modality, dodecaphony...), as well as in large-
scale formal procedures leading to normative formal types such as
sonata, rondo etc. Elaborations of fundamental structures, whether
Schenkerian, neo-Schenkerian, set-theoretical etc. also represent an
area in which striking parallels can be drawn between music and the
unconscious mind.

All Friedman’s transformations can be related to music. In this
article, we will focus on four of them: multiplication, figure-ground
ambiguity, fragmentation and condensation. The first of these,
multiplication, easily translates into music as repetition, and music
allows, even demands much more repetition than any other art. Let
alone folk music, which makes little use of any other thematic work
except repetition, let alone popular music, minimalism, or some
special pieces like Ravel’s Bolero, but think of a classical piece, of
Beethoven’s Fifth, for instance: how many bars with nothing but
the initial motive; think of how many times the motive from the
beginning of Marche funebre from Chopin’s Bb minor piano sonata
repeats throughout the piece. Polyphonic music of the strict style,
with melodic lines lacking any distinct motivic structure, fails to
contradict the repetition argument: imitative work, even if disguised,
nonetheless means the repetition of a meaningful portion of music.

Repetitions occur at all hierarchic levels. A brief motivic cell
repeats, so do phrases, themes or sections. Formal types in music
can be constructed almost exclusively by repetition (strophic form),
or repetition may be prevalent (variations). Rondo alternates theme/
refrain with episodes, and the emphasis is precisely on the assured
return of the theme after it has been temporarily abandoned. A B A
and sonata forms crucially depend on recapitulation. At the opposite
pole, a form of the AB C D E F... type is found extremely rarely,
for even potpourri forms — and they are much less frequent, anyhow
— usually repeat portions from the music previously stated. Musical
entities repeat along the vertical axis, too. This is most obvious
in octave doubling, but there are examples more sophisticated,
like symmetrically constructed chords, favorites of a number of
composers, like Béla Bartok or Edgard Varése.
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We can realize how unique music’s propensity for repetition
is if we seek similar situations in the verbal medium: the medium
that is largely governed by secondary processes. True, some words
or phrases will also inevitably repeat in a literary or any other
verbal discourse, but the difference is enormous. The immediate
repetition of a motive is almost a norm in various musical styles,
so is the repetition of the first section in a simple A B A form, or
the exposition of a classical sonata. Contrariwise, how often do we
come across a verbal sequence such as: “...he himself, he himself he
himself stands by her door by her door by her door. Asset assert insert
key. By foul magic wrong key. Not his key. Yes, his key”? (Burgess
1991, 82). In order for such a linguistic oddity to be viable, its author,
Anthony Burgess, needed a highly original artistic vision of not only
transposing into words some abstract musical patterns, but emulating
one specific piece, Mozart’s Symphony in G minor (Example 1). This
idea reflects in the title of his work: Mozart and the Wolf Gang.

The issue of repetition — however simple it may appear —
merits some further discussion. It will be noticed that although
immediate repetition is frequently applied on a small scale (a motive
stated and thereafter repeated), for larger formal sections more
productive are repetitions introduced after different or contrasting
sections: a normative Baroque or Classical binary form A:||: B is
actually rendered as AABB, yet the form does not thereby become
quaternary. However, repeat the A section after B, and you obtain a
different (and very common) type of form, the ternary ABA form.
To abandon the theme (or be abandoned by it!) and to hear it return,
to lose it and regain it: this is what holds some special appeal for
the listeners. Indeed, many aspects of music undergo some kind of
departure and return, a return of the tonic or the home key after being
away from it for a while etc.

Now we must turn our attention again to psychoanalysis for
possible explanations. The need to find the object, then to lose it only
to find it again, appears to be one of typical early infantile activities.
The famous example provided by Freud concerned a 36-month
old boy who was only beginning to master some words, and was
endlessly repeating a puzzling sequence of actions. Namely, he had
a wooden reel with a piece of string tied round it. He would hold
the reel by the string and throw it over the edge of his curtained
cot, so that it disappeared into it; as he did that, he exclaimed “fort”
(gone). Then, he pulled the reel out of the cot again by the string and
hailed its reappearance with a joyful “da” (there). This was a game
of disappearance and return, with greater pleasure attached to the
second act (Freud 1915b: 14—15). Such repetitions are a typical play
of early psychic organization, and they serve to master the tension
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produced by separation. This game was also played when mother
left the boy; apparently, the passive role of being “abandoned” by
mother is transformed into an active position where the boy produces
separation, but at the same time undoing it. The object was lost, but
was found again: that was the origin of pleasure granted through such
a game.’ This is not to say that music is a mere fort/da game, but a
great deal of its effects can be explained in terms of experiencing
the pleasure of perpetually creating and mastering the tension of
separation.

VI

Next to be discussed is the relationship between melody and
accompaniment: the musical equivalent of figure/ground relationships.
Most of the time, the distinction is clear, both in the visual domain and
in music (where applicable, i.e. in homophonic music). Occasionally,
these roles may be reversed, the picture becomes ambiguous, and our
mind is forced to toggle between the two possible views. This has
been noted as one of primary process transformations, and this has
been noted in music as well. In the first two bars of Example 2, there
may be some ambiguity about the hierarchic relationships between
the two voices, but the development that leads up to this point favors
the left hand part as the principal one: it contains the last remnants of
the fragmented (another item on our transformation list!) theme. The
figure in the right hand is, therefore, accompaniment. Then, through
the third and fourth bars, the emphasis shifts to the upper part, and by
the beginning of the second system we realize that the accompanying
figure has taken over the role of a motive. Let it be mentioned in
passing that the progressive augmentation of the motive represents
another primary process transformation, namely, the change of scale
(macro-/micropsia).

Returning to the figure/ground issue, we can invoke an even
more telling example, where the ambiguity is maintained throughout
the piece. As Fred Lerdahl points out, in Arnold Schoenberg’s Piano
Piece Op. 19 No. 2, the G-B dyad in the left hand repeats in the
manner of an accompanying figure. At the same time, this pervasive
sonority can be seen precisely as the main thing, the pr1n01pa1 event
elaborated in this piece, and his analysis is based on that assumption
(Lerdahl 1989: 79-80).

The figure/ground dichotomy can even be completely
abolished, as in compositions that work with “sound masses”, such as
Threnody by Krzysztof Penderecki, or Second Symphony by Witold

7 Interestingly, language (not only English) often uses the word play for musical and
artistic activities: “playing the role of”...., or “playing the piano”. Compare the German
“spielen”, Russian “urpars”, French “jouer” etc.
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Lutoslawski. They create sonic complexes containing many elements,
but the elements are barely distinguishable, and the importance of
particular lines, voices or individual pitches is minimized.

VII

Fragmentation is yet another type of transformation that reveals
isomorphism between music and primary processes. Fragmentation
of material is indeed an extremely common procedure of thematic
development, the destiny of any musical statement, as it were. Even
a seemingly indivisible motive can be amenable to fragmentation as
soon as it is stated (Example 3).

Furthermore, in the standard Schoenbergian model of the
musical sentence, the thematic nucleus is stated, repeated, and then
fragmented. A similar procedure is applied on higher hierarchical
levels, and indeed on the global level of an entire movement where
a thematic entity is stated and subsequently fragmented, as in the
B part of a ternary form, or in a sonata development section. This
process is sometimes carried even to the level of a multi-movement
work, as in César Franck’s Violin Sonata where the third movement
brings fragments of the materials stated in the preceding movements,
thus serving as a global development section. Very importantly, in a
typical situation, the disintegrated theme will eventually reintegrate.
However, this is not always the case. Such reintegration is denied
in pointillistic texture (Anton Webern in the first place). There, the
process of fragmentation is carried to the extreme, so that not only
thematic units, but also the very tissue of music is fragmented to the
point of disintegration.

Statement followed by fragmentation: we realize how specific
it is to music if we try to imagine a comparable situation in language.
Actually, we can provide such an example, from James Joyce’s novel
Ulysses:

— I saved the situation, Ben, I think.

— You did, averred Ben Dollard. I remember those tight trou-
sers too. That was a brilliant idea, Bob.

Father Cowley blushed to his brilliant purply lobes. He saved
the situa. Tight trou. Brilliant ide (Ulysses: 221).

Let it be remembered that Joyce is well known not only for
his interest in music, but also for his experiments with verbally re-
creating musical effects. Precisely the Sirens episode from which the
above excerpt is taken is the one most frequently discussed in terms of
musical structures. Yes, verbal medium can sustain a certain amount
of fragmentation, but by doing that, it approaches the condition of
music.

Let us now reconsider two important points discussed so far:
first, we have observed the departure-return pattern as the basis for
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the majority of formal processes. Next, we have established that this
pattern is often realized as fragmentation-reintegration. Our fort/
da game served to illustrate tension due to separation or the loss of
the object (auditory object when music examples are concerned).
There is more at stake there. The fear of disintegration is also part
of the archaic psyche, and the corresponding game would be one
of disintegration-integration. After we have lost the theme due to
disintegration, we regain it through reintegration. This is the game
we play, or music plays with us, in countless compositions, the
underlying pleasure being again the mastering of tensions.

We are not saying that in music there must always be a theme
that will be fragmented and then put together again, or that music
that does not follow this protocol is inferior. We have merely
observed the fact that such a procedure occurs very frequently and
are trying to explain its psychological significance. Anton Webern’s
vision of a world already so fragmented that it cannot sustain further
fragmentation, and which moreover denies hope for integration, or
leaves to the listeners to envisage possible integration: this is also
a legitimate artistic stance. Even so, the disintegrated pointillistic
texture stands as a proof of the level of fragmentation music can
sustain.

VIII

Fusion or condensation of percepts is often cited as a mechanism
whereby the unconscious thought transforms real-life percepts, as
evidenced by dreams, for instance. Fusion or condensation may well
be called music’s specialty, something music achieves with facility
incomparable with other forms of art. We will briefly mention a few
examples, and then offer a more lengthy discussion of one. In the
domain of thematic material, a case in point is the third movement
of Beethoven’s Ninth Symphony, formally a set of variations on two
themes. Both themes are stated, followed by a variation of the first
(Tempo I, bar 43): at least that is how it is usually analyzed. However,
certain properties of the second theme are grafted onto that variation,
producing an entity that merges characteristics of both.

Apart from thematicism, other parameters can be affected by
this procedure: harmonic language, scales or modes. As an example,
we can take Béla Bartok’s polymodality. We are not talking merely
about the use of different scales in his works (major/minor, octatonic,
Lydian, Phrygian, “acoustic”): what is interesting is the way in
which he sometimes combines them. This was best formulated in the
following statement by the Bartok scholar Janos Karpati: .. .although
the individual modes may appear as relatively self-contained,
independent systems, they do lose their independence either partly or
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completely... and, producing a new quality, merge [italic ours] into
one another” (Karpati 1994: 226).

Polyphony can also be conceived of as a kind of condensation.
Several simultaneous lines may be conceptually independent, but we
generally do not perceive them as readily distinguishable processes.
We most certainly do not hear them as such in a texture as complex
as in Gyorgy Ligeti’s micropolyphonic Lontano or Atmospheres. Yet,
those lines (sometimes more than fifty of them) somehow “naturally”
blend, producing a mass of sound, sometimes nearly uniform,
sometimes certain events within that mass receive certain emphasis.
One might say that this texture collapses upon itself, producing
something in the nature of a musical black hole. Such compositions
demonstrate the striking level condensation can reach in music.

Even broader principles of pitch organization, “musical
languages” as we often (inadequately) call them, can be conflated
in a single musical piece, or a portion thereof. We will illustrate this
with a seemingly unassuming example from Benjamin Britten’s
War Requiem (Example 4). The overall profile of the melody, and
in particular the absence of overt chromaticism suggest tonality or
modality as the basis for pitch organization; the melody does not
project clear tonal-functional relationships, so the latter interpretation
would be more plausible. As the pitches follow one another, we soon
realize that they do not repeat, and that we are dealing with a twelve-
tone row. Well, not exactly. The second and third pitches but last
are repetitions of the pitches already stated, and the phrase stops
short of completing the full row (the missing tone is G); however,
on the whole, the idea of a twelve-tone row has already been driven
home. This twelve-tone idea is reinforced in the next phrase: it is a
transposed inversion of the first and thus conforms to the standard
repertoire of dodecaphonic procedures. Furthermore, the twelve-
tone method was originally intended to be a means of abolishing any
kind of pitch hierarchy; however, in the present case, since the initial
and final pitches are the same tone C, there is at least a hint at pitch
centricity as yet another organizing principle. Next, the structure of
this example clearly follows the antecedent-consequent pattern of
the classical tonal syntax. But the stock harmonic pattern [ — V V
— I is replaced with the tritone relationship (C — F# F# — C). This is
reminiscent of Scriabin or Bartok, but especially the former tends to
use it in his pieces based on the octatonic scale, of which there is not
as much as a hint in the present example. All this we have inferred
from the melody alone. Will the accompanying chords clarify the
situation? The string chords seem to reinforce the harmonic profile
of a departure from the quasi-tonic to the polar, quasi-dominant
chord, and a return to the tonic, whereas the organ provides a touch
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of bitonality. What conclusions about the pitch organization can we
reach based on the preceding account?

A fair conclusion would be that it is extraordinary how all
these diverse principles effortlessly blend. Could we even imagine
an analogous situation in language? A text written simultaneously in
several languages? The closest approximation we can think of would
be Joyce’s Finnegans Wake (and some notable works largely inspired
by that novel, like 7erra nostra by Carlos Fuentes), with its fusion of
different words, different languages, even with characters merging
into one another. However, we have to bear in mind the following:
a) being a work of art, it involves a measure of creative regression,
to the extent possible in the verbal domain; b) as we have already
mentioned, Joyce had a lasting interest in experimenting with the
possibilities of employing musical constructions in his prose; and c)
after applying the technique of the stream of consciousness in Ulysses,
his intention in Finnegan was to produce something like “the stream
of the unconscious”. Impossible, of course, but arguably, Finnegans
Wake represents the ultimate regression available to language.

IX

“The real power of music lies in the fact that it can be ‘true’ to
the life of feeling in a way that language cannot; for its significant
forms have that ambivalence of content which words cannot have...
[it is capable of] expressing opposites simultaneously...” This
quotation from Suzanne Langer (Langer 1954, 197) will serve our
purpose well, even if Langer did not make any reference to primary
processes or for that matter any psychoanalytic concept in this context.
Condensation, as an essential primary process mechanism, means
that a single object can stand for several different objects or ideas.
These objects or ideas can even contradict one another; simultaneous
opposites are possible, since the unconscious mind has no reference
to formal logic. Likewise, in music, a single event can produce two
opposite effects, or perform two different, even conflicting functions
at the same time.

The following excerpt from Chopin’s Mazurka in A minor
(Example 5) presents the standard model of musical sentence.
The harmonic progression of the first four bars is quite simple and
smooth: I — V — VI (the double appoggiatura on the initial tonic chord
is only a minor disturbance), and so is the perfect authentic cadence
in the last two bars. Between these events occurs a disruption: the
music veers into Bb major, and this surprising event receives an
additional emphasis by a rallentando and a corona. Yet, as much as
this occurrence is singled out as the most conspicuous event in the
sentence, it also furnishes a harmonically most logical connection
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between the preceding sixth degree, and the ensuing dominant: the
flat supertonic or the Phrygian sphere was at Chopin’s time already a
stock pre-dominant harmonic device. Thus, the two bars in question
achieve a break in continuity even as they secure continuity.

In a similar example, Joseph Haydn opens the fourth movement
of his String Quartet Op. 33 No. 2 with a gesture for which there is no
more appropriate name than the authentic cadence. While recognizing
it as a beginning, we cannot simply obliterate our entire experience of
tonal music, and that experience makes us feel the closural effect of
these bars. True, these same bars will be used as the final cadence of
the quartet. We ought to be satisfied, the cadential gesture is finally in
its proper place, but by that time, we have grown accustomed to its
initiating function, to the contextually created sense of a beginning,
and again, the ambivalence, the conflation of opposite functions is
retained (Example 6).

It is very interesting to observe certain theoretical models
of music and analytic strategies in light of primary processes, and
condensation in particular. The limitations of space will not allow
us a detailed discussion, but we can make a few observations about
prolongational theories, primarily those of Heinrich Schenker and
his followers. For Schenker, all tonal music is derived from the
Urklang, the chord of nature, consisting of the fourth, fifth and
sixth harmonics — in other words, the major triad. Acoustically, it
occurs as a simultaneity, but it is projected horizontally to produce
the fundamental structure (Ursatz), consisting of the fundamental
line (Urlinie) — a descending melodic line starting from the third,
fifth or (rarely) octave above the tonic and ending on the tonic —
and bas arpeggiation (Bassbrechung) from the tonic to the dominant
and back to the tonic. This structure is prolonged, elaborated by the
process also known as composing out (Auskomponierung), yielding
successive structural layers increasingly more complex, until we
reach the musical surface, the composition as it appears in the score
and as is heard by listeners. Structurally more important elements
belonging to deeper layers are conceptualized as active even when
not actually sounding, which amounts to saying that each of them
represents a series of events that are closer to the surface.

The graph in Example 7 presents the deep structure of a typical
minor-mode sonata form. The first tonic chord condenses all events
contained in the first theme and transition. It is not only a manner
of graphic presentation: the listener (according to Schenkerians) is
expected to conceptualize somehow a single higher-level event as
comprising many lower-level ones. Likewise, the elaboration of the
mediant (third degree) chord yields, layer by layer, the entire second
theme (typically presented in the relative major) and so on. Thus, we
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may again say that everything that happens within a given area is
condensed in a single deep-level event.

X

By now, we hope to have made some contribution to the solving
of the questions posed at the beginning of this article. We have
suggested that creative regression, regression in the service of the ego,
is a crucial common element of all the arts (talking, of course, only from
the psychoanalytic perspective and leaving various soc1al cultural,
ontological etc. aspects out of our present concern). We have established
connections between musical processes and processes unfolding in the
unconscious mind, and ascertained that music owes its special place to
the fact that its structures and processes are closer to these primordial
mental states than the structures and processes pertaining to visual and
verbal domains are. This is tantamount to saylng that regression in
music goes deeper than regression in other arts.?

We still need to consider the relationships between affects
and music: to explain why music holds such power over us. When
composing or listening to music, the psyche creatively regresses
to the earliest stage of individual development, in which all word-
representations are temporally disconnected, and the experiencing
self dwells in the realm of the unspoken. This realm, as we have
insisted all along, is dominated by auditory images. These images,
however, are not the only content of the archaic psyche. The most
powerful affects exist alongside them, establishing an enormous
number of mutual associations. Daniel Stern called those “core”
affects “affects vital”, emphasizing that no words can adequately
describe them. They are completely unconscious, but nonetheless
permanently present (Stern 1977; 1985).

With the acquisition of language, this web of interconnections,
which unites the auditory, visual (tactile, kinesthetic etc.) — or thing-
presentations — with presentations of the word, dispenses large
amounts of psychical energy to maintain this unity. In regressive
states, and especially in the deepest regression — regression towards
sole audltory thing-presentations — a large quantity of psychic
energy is released, available because the associations with the word-
presentations are now missing. This released energy is directed to the
old and archaic paths that long predate language, establishing a strong
tension arc that needs to be discharged. The discharge will happen
providing that the auditory thing-presentation (a musical theme,
or, more broadly speaking, a musical event) be transformed on the
temporal axis in accordance with the primary processes functioning,

8 According to some psychoanalyts, this regression may go as far back as to the
intrauterine stage of development. See Sterba 1965; Maiello 1995; Zepf 2013.
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which again points to the above-discussed isomorphism with musical
structures and processes.

As we are approaching the end of this article, we will offer
a few additional remarks about the psychodynamics of listening to
music. At the beginning of a musical piece, a large quota of psychic
energy will be attached (cathected) to the initial auditory image
presentation (i.e. a theme, or some such entity). This binding of
energy will result in the lowering of tension that could rise to an
unpleasant level if it were to remain free, without any attachment.
An auditory image cannot, however, produce pleasure if repeated
indefinitely; in other words, an auditory image is unable to bind a
large quota of psychic energy for a prolonged period of time. The
effect would be hardly bearable tension. Therefore, the image has
to move along, and therefore, transformations are introduced. Why
transformations? Why not replace it with something entirely different,
another auditory image that has no connection whatever with the
opening one? Let us label the first auditory image with AAAA. What
happens in the psychodynamics of the listener if AAAA is followed
directly by BBBB? When AAAA is stated and repeated, it enables
psychic energy to be bound to it, and the state of low tension is
secured (the psychic energy is bound, rather than free). With AAAA
gone, the energy previously attached to it is freed. The tension rises,
and an attempt will be made to attach this energy to a new auditory
image. If an unfamiliar BBBB image follows, the binding may not
happen and the tension will be raised to a very high level (even such
that constitutes an auditory trauma). The best solution, then, is to
repeat it, introducing transformations. Let us examine what happens
if AAAA is followed by AABB. A certain quantity of psychic energy
will remain attached to AA, but some will be detached and available
for the elements BB. The remaining free energy will provide a small
level of tension, an optimal level, if we may say so. Then, the energy
can be fully attached to AABB, and again, the tension is lowered.
AABB now behaves in the same way that AAAA did, and the music
flow proceeds further. Suppose the next step is AABC. AAB now
keeps the energy bound to itself, but a small amount will be detached
for the new and unfamiliar C, and so forth. Let it be clear: we are not
trying to be prescriptive, and we are not pretending to have discovered
the definitive criteria for establishing what is good and what is not so
good in music. We have merely observed that certain musical patterns
and procedures recur with extreme frequency, and tried to account for
them using psychoanalytical tools. We are convinced that we have
found a plausible explanation why, for instance, abrupt contrasts are
seldom introduced at the beginning of a composition, or why analysts
have been so preoccupied with negotiating contrasts and discovering
underlying unity behind heterogeneous or disjoined surfaces.
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We have presented transformations schematically here, but
we have already cited a number of examples of how they function in
real life, and ascertained that they follow paths that were paved at the
most archaic stage of psychic functioning. They behave according
to the processes we know as the primary processes of mental
functioning. To our conscious mind, these processes may appear
strange and unfamiliar, for they are long repressed during mental
development. However, from the point of view of our unconscious,
they form the intimate dwelling place of our individual beginnings,
pre-logical and pre-verbal. Accordingly, music, perhaps more than
any other human activity, provides tools for the discourse about the
ineffable, for experiencing (actually re-experiencing) our truest and
most intimate self.

One final remark is in order. Our insisting on the regressive
aspect of artistic creation or consumption on no account denies the role
of knowledge, craft or convention: aspects that involve a conscious,
rational attitude towards reality (or, psychoanalytically speaking,
highly developed secondary processes). Within the framework of this
article, it would be impossible even to begin to address the intricate
and probably unfathomable interplay between the conscious and the
unconscious, the primary and the secondary processes involved in
the creation of a work of art. More modestly, we hope to have shed
some light on the fact that we cannot create art without diving into the
buried recesses of our psyche. Nor is the appreciation of art complete
without recapturing the awe and wonder of child-like experience. Art
connects us with all aspects of our being — with our madness if need
be — and owing to the primary sense of boundlessness — with the
world, re-created in a more subjective form.

Example 1 W. A. Mozart: Symphony in G minor, initial motive
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Example 2 L. v. Beethoven: Piano Sonata Op. 90
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Example 3 Robert Schumann, “Erster Verlust”, Album for the
Young, Op. 68 No. 8
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Example 4 Benjamin Britten, from “Introit”, War Requiem
(rehearsal No. 3)

Boys’ choir
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Example 5 F. Chopin: Mazurka Op. 7 No. 2

poco rall.
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Example 6 J. Haydn: String Quartet Op. 33 No. 2, Finale
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Example 7 Sonata form: deep structure
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Munow 3aiuxanux u Anexcanoap Koniiuh

TPAHCOOPMAIIUIJE I10 ITPUMAPHOM ITPOLIECY V
MVY3ULUN NI JUCKYPC O HEMU3I'OBOPNBOM

(Pe3ume)

CBaKky yMETHUK WJIM PELUITAjEHT YMETHUYKOT Jiejia IIPUBPEMEHO ce 0/IBaja 01
06jeKTI/IBHe CTBAPHOCTH — y YHHY CTBapaka M y YHHY JOKHBIbABAKA, Tj. y Tpo-
ecuma Koje TCHXO0aHATUTHIAPH Ha3MBajy perCCI/I_IOM Hececno (pe)koncrpyn-
myhu JT0XKUBJbAjHH CBET, 1 YMETHHK M PELUIM]CHT CE CIy)Xe BEepOATHOM, BH3Y-
€JIHOM WJIM ayJUTOPHOM (POPMOM, y 3aBUCHOCTH OJf BPCTE YMETHOCTH. Y CIIydajy
OBE TOCIIEbe, KpeaTHBHA perpecuja je Hajay0sba U 3aXBaTa HajapXaudHHje CUM-
6omuuke hopMme: MpUMapHE MPoIece MEHTATHOT QyHKIIMOHKUCamka. CaH je lhUXoBa
Haju3pasuTHja MaHudecTanuja, ra ce perpecUBHU acleKT My3uKe Hajoosbe MoXKe
nokasaru nzomopdumMom (cauyHomhy cactaa 1 00MKa) My3HKe 1 cHa. To 3Ha4n
Ja y CKIaJy C MPUMapHUM MpolecuMa — KOHJIeH3alrja, GparMeHTanuja, mpeT-
Bapame y CONCTBEHY CYyNPOTHOCT HUTA. — 3a TpaHCHOPMAIlije TyITHOT JOKHUBIbaja
MOCTOje BpJIo ONIMCKE aHaJjoruje y MpolecuMa M CTPYKTypaMa Koje Halla3uMo Y
mysunu. bux hemo pasmarparu y crienehum obnactumMa: 1) TeMaTCKu MPOICCH;
2) XapMOHCKO-TOHAJIHE 3aKOHUTOCTH, WJIH, IIMPE TJIEaHO, IIPHUHIUIINA CUCTEMCKE
OpraHM3alije TOHCKUX BUCHHA; 3) (hopMatHe mpoLeype Ha OCHOBY KOjUX HAacTajy
HOpPMAaTHBHH (POpPMATHU THIIOBH U 4) emaboparuja (yHIaMEHTAaIHUX CTPYKTypa
(pe cBera y MIEHKEPHjaHCKO] aHAIH3H).

VY ncuxoaHaNUTHYKOM, OJHOCHO, ICUXOAMHAMCKOM CMHUCITY, BpXYHAIl pa3Boja
Yy PaHOM JIETHI-CTBY OOEJIeKEH je MHTErpalijoM Ipe/CTaBe O MOjMy W IMpeicTa-
BJbatba (110jMa) MyTeM peyd. Y 3HATHO MOjeHOCTaB/HLEHOM OOJIMKY, OBO 3HAYH Ja
he ce aexar, 0IHOCHO IICUXUYKA EHEPTHja y Pa3BOjHO-CYKIIECHBHOM CMHUCITY, IPH-
IPYXUBAaTH HajIpe aylUTOPHO]j MPEACTaBH, OJHOCHO ayAWTOPHO] CIIHILH, ITOTOM
BH3YEIHOj, U Haj3a] CUMOOIIYKOj GYHKINjH peun. My3ndka KpeaTHBHA perpecuja
MPETIIOCTaBJba PETPOTPAIHH TIPOIIEC, Y KOjEM Ce HaIyIITajy KOXe3UBHE Be3e ade-
KaTa ca peyrMa-cuMOonuMa (TpeacTaBa), OMHOCHO BH3YCIIHUM MpeIcTaBaMa, pu
4yemy ce cio0onHa eHepruja adekara Bpaha Ha crape, apxauvHe MyTEBE — BHUXOBE
BE3e ca ayINTOPHHUM CIIMKaMa — I7ie HeMa IPOCTopa 3a BU3YEIIHO, OJHOCHO Bepoai-
HO mpencraBibambe. Kana ce, y3 TO, ayTUTOpPHE CIIMKE Y TEMIIOPATHOM CIIENy Op-
raHu3yjy IpeMa IPUHIUNINMA IPUMAPHHX [IPOLEeca MEHTAIHOT (PyHKIMOHHCAbA,
Jonasu 1o (pe)akTHBHpama HajcTapujux (GOpMHU MEHTalIU3allMje, YUCTOT TpeBep-
0aJHOT er3ucTUpaba U JOKUBIHABAHA.
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CTEBAH CTOJAHOBHH MOKPARAL] (1856—
1914): MHOCTPAHE KOHIJEPTHE TYPHEJE CA
BEOI'PA/I[CKUM IIEBAYKHUM JIPYIIITBOM.
beorpaa: Mysukomnouiku HHCTUTYT CpIicke akajieMHje HayKa U
yMeTHOCTH U My3ukosomko apymto Cpouje, 2014; ypenHux
busbana Munanosuh

STEVAN STOJANOVIC MOKRANJAC (1856-1914). THE
BELGRADE CHORAL SOCIETY: FOREIGN CONCERT
TOURS.

Belgrade: Institute of Musicology of the Serbian Academy of
Sciences and Arts and Serbian Musicological Society, 2014; Editor
Biljana Milanovié¢

Mysukonor buisbana MunanoBuh, HcTpakuBay-capagHUK
My3ukonomkor uHctutyta CAHY, ocTBapuia je mpojexar Bpe-
JIaH MaXXike CPIICKE, aJli U JaBHOCTH PEruoHa, rna u yurase EBpore:
okynwia je HayuHuke u3z Cpb6uje, Pycuje, I'puke, bocue u Xepue-
roBuHe, Typcke, byrapcke, Mahapcke, Hemauke u XpBarcke, Kako
6u typuejama Cresana CrojaHosuha Mokpamia ¢ beorpaackum
neBadKUM JpymTsoM (y pasbem Tekery BILJD), 3ajeaso mocetuin
naxy. To je reHepryKa TeMa ca CTAHOBHILTA [O3ULMOHUPArba CPII-
CKe KyATypajHe UCTOpHje, Jep Cy OBE TypHEje CTOXEP MOEIOBamka
penpe3eHTaTUBHE CPIICKE MY3HUKe KYATYpe Y AaTOM HCTOPHjCKOM
pa3no6spy. Tako je xonextuBHa MoHorpaduja Ciuesar Ciuojanosuh
Moxkpamway (1856—1914): unoctupane xonyepiune wiypreje ca beo-
2paockum iegauxkum Opywiugom, xao (cy)uzname My3UKOIOUIKOT
uHctutyta CAHY u Mysukonomkor apymrsa Cpouje, a 06jaBibeHa
y okBupy IIporpama oGenexaBama CTOTOIUIIBLUIE TPBOT CBETCKOT
para, ¥ mapajesiHo ITaMIIaHa ¥ Ha EHIVIECKOM je3UKY, yTeMeJbeHa Ha
3aMHCIIH Jla Ce TPEACTaBe, 00jacHe M KOHTCKCTYalln3y]y roCToBamba
MokpamLia 1 Xopa KojuM je oH pykoBonuo. Keura je, Takohe, jenan
O] BpPEJHUX M3JaBaYKUX MOJyXBaTa KojuMa je 00esIe’KEHO CTOTHUHY
roauHa o1 Mokpamuese cMpti.! Tparaio ce 3a HOBUM W3BOpHUMA HH-
dbopmarmja, npoHaljeHu cy 10 ca/ia HeTO3HATH apXUBCKHU MaTepHja-
JIM, JIOLLJIO c€ JI0 HOBUX Ca3Hama y Be3H C TypHejaMa, a MoJIBPrHyTa
Cy IPEUCNHUTUBAkY U TOjeANHA yCTaJbeHa TyMauemwa, [IPU YeMy je
00jaBJbEHO U OKO JIB€ CTOTHHE HOBUX OMOIMOrpad)CKUX jeJUHHLIA Y

1 Buspana Musanosuh je y HCTOj TOMMHM PUPEAMIA M 00jaBIIa JBOCTPYKH KOMITAKT
JUICK C IBOjE3UYHOM IPOIPATHOM KHIXKULOM: Mmacunapuu myszej Moxparuesux
oena: Chumyu ceeiwiosne xopcke mysuxe, Emutmja [lpobyhenu apxus, beorpan:
Mysukonomku uaetutyr CAHY u Pagno beorpan, 2014, yp. Menura Munus.
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Be3u ¢ ofabpanoM TemarukoM. Kao npsu Behu ipodop y ceeiu jenxe
00HMMOM MaJie My3HIKe KyIType, TypHeje Cy HMaJle BHIICCTPYKY Ha-
MEHY — Y HCTOPH]CKO] IEPCIIEKTUBHU, OUIie Cy ycMepeHe ka moBehaHoj
BUIJBUBOCTH CPIICKe KYITypalHe OCBEMNCHOCTH M MOCBEhCHOCTH
KOja Ce HCIoJbaBa y My3HYKOM JOMEHY, a Takohe U Ka yKasuBarby
Ha CHary HallMje KOja 0CBaja CBOj KPEaTUBHH MPOCTOP Yy oapeheHnm
eBPOIICKMM pa3Mepama. JacHo je ia mpej ayTopuMa MOjeAHHaIHIX
MOTJIaBJba OBE KOJIEKTHBHE MOHOrpaduje cTora Huje cTaja0 HUMaso
JaK 3aJaTak.

Y Veoonum pazmaituparouma, MOTEKINM U3 mepa MumaHo-
BuheBe (,,JlHOCTpaHO My3HuUKO MpeacTaBbambe Mokpamwla u be-
OTpaJICKOT TEBAYKOI JAPYINTBA KAa0 BHJ KYITypHE TUIUIOMaruje”),
obyxsaheHu cy nenosawe BI1JI, mpupozna ymernu4kor Bohcrsa Mo-
Kpamlia, [yXOBHH TPAroBH Koje cy TypHeje Jlpymrsa ocTaBuie Ha
CpeIrHe y KOjuMa je TO M3BOhauKo Te0 HACTymano. YOUHMBIIH CBE
OouTHe MexaHu3Me (QYHKIIMOHUCAa OBOT HCTAKHYTOT CPIICKOT XOPC-
KOT aHcaMOia, ocHoBaHOT 1853. ronuHe, U puHECE HETrOBOT CA0HO-
ewka ¢ JMPUTESHTOM, KOjH je Ha uesio Jpymrsa gomao 1887. ronune,
a MOCTaBUBIIN UX Y COIMjAIHO-KYNTypaidHu Musbe CpOuje y Bpeme
jadyama meHe Ip)kaBHe Mohu, busbana MunanoBuh je HampaBuia o-
JUYaH YBOA Y nojez[I/IHaqu CTyaHje y MOHOTrpaduju.

Hornasise Ha jyZouciioky baikana GasupaHo je Ha Ipoy-
YyaBamy M TyMauewy TypHEja y TpukuM rpaaoBuma, Llapurpaay u
Bbyrapckoj. Aranacuoc Tpukymuc (Athanasios Trikoupis) TeMespbHO
je pasmotpuo TypHeje y ConyHy u Atunu (,,beorpaacko mneBauko
JIPYIITBO Yy OIJIeNally TPUKe INTaMmIle: KOHIEpTHE TypHeje 1894—
1914”). Tlo nama3uma aytopa, cprcko IpymTBo je, 3axBasbyjyhu
CBOM yI€uaT/bUBOM I10jaBJbUBaIbY, MOCTAKIIO OCHUBame Harronan-
HOT My3Hu4Kor apyiiTa y ConyHy, a (BEpOBaTHO) U TPUKOT IP5KaBHOT
Konzepsatopujyma y Conyny. EBpen Kytinaj (Evren Kutlay) npen-
CTaBWJIA j€ TOK TypHEje M OMJINYHY peleNniujy Oeorpaackor xopa y
Hapurpany (,,CteBan Mokpamall 1 beorpancko mneBayko APYyIITBO
y apurpany”). Benuka odekuBama Ol TOCTOBalka XOpa Ha TaKo
BKHOM MECTY HCIOJBHIIA CY CC HE CaMO KPO3 HPHUCYCTBO BHCOKHX
3BaHMLA HA [JIABHOM HACTYIly XOpa y PENPE3eHTAaTHBHO] canu Beh 1
npupehuBambeM MHTUMHI]C KOHLEPTHS BEYCPH MPEJ CaMUM CyJITa-
HoM Abnynom Xamnznom II. Xop je rocroBameM y OyrapckuM kpaje-
BHMa JIOTIPUHEO, YMHU C€, MIPE CBera CTBapamy CHo3Haje Oyrapcke
JaBHOCTH O MOCTOjaby PENpe3eHTAaTUBHOT HAI[MOHATHO 3aCHOBAHOT
Mokxkpasuesor omyca. O O3UTHBHOM pearoBary Oyrapcke jaBHOCTH
H BCHOJ HakIOHOCTH MokparueBoM omycy (,,CreBan Mokpamal 1
IErOBe KOHIIEPTHE TypHeje ca beorpajckum meBaukuM APYIITBOM
y Byrapckoj”) nucana je EnucaBera bopucosa BamunnoBa-Uenngosa
(Elisaveta Borisova Valchinova-Chendova). Yka3ano je Ha To 1a je

180



Reviews [pukazu

rocroBame Jpymtea y [1n0BauBy 0110 MPENIOMHU TPEHYTaK y MYy-
3WYKOj UCTOPHjU Tpaja jep je MOACTaKiIo0 OoCHuUBame [LmoBauBCKOT
MEBAYKOT JPYIITBA.

[TornaBwe Maiiuparwe ucwioune u yeniupanne Eepoiie Te-
MeJbU ce Ha pagoBuMa nocsehenum typuejama y bynumnemru, Py-
cuju u Hemaukoj. Bupar buku (Virdg Biiky) onpaBnano ce 6aBuia
onpehernnM akToprMa KOjU Cy YTHIIAIM HA TTIOBPEMEHO CIIa0JheHe
HanpoHaaHUX Beza Cpba m Mahapa. ITlomutnuko 3anehe je,
HECYMIbHMBO, MPATHIIO YCIIOCTaBJbalbe pesalija Ha HUBOY KYITYpeE,
ma je, Kako OM ogHOCH OWMJIM OjayaHH, Kao YOCTaJOM U MPUIUKOM
rOCTOBambAa y HEKUM JIPYTHM CpelnHama, y Be3H C 10J1JaCKOM, 00paBKOM
U HAacTynMMa CpICKUX yMETHHKAa amarepa, OWJIO OpraHHU30BaHO
MHOTO MpOIpaTHUX OaHKeTa, roBopa W 3ApaBuua (,,Hawwu cprcku
rOCTH; pelleniuja KoHiepata beorpaackor meBaykor ApyIITBa Yy
BynuMmriemty Bul)eHa y cBeT/Iy Hanuca OyIMMIICIITAHCKE IITamie’).
VY Besu ca ucrtpaxuBamweM Ase EBnokumone (Alla Evdokimova) Tpe-
6a moaByhu 3aKJbyuKe KOjU C€ OIHOCE Ha MPOLEHY YMETHUYKUX KBa-
JUTETa CPIICKOT Xopa (,,Penenmuja koHneprHe TypHeje beorpaackor
MEeBAYKOT JIPyIITBA Y pyckoj mrammnu 1896. ronune”). Konnepru cy
HajaBJbUBAaHU Ha MPBUM CTpaHHIlaMa HOBMHA, MPATHIIO UX je BEJu-
KO MHTEpECOBame jaBHOCTH, a uHTepnperanuje bII/] n Mokpamiia
BHCOKO Cy YMETHHUYKHU olleleHe. He nmubehu ce ma Buie BpenHyje
YMETHUYKE BPEJHOCTHU CPIICKOT Xopa 4yak M on xopa CliaBjaHCKOT,
EBnokumMoBa youaBa Ja ce UCIOJBHO CYpPEBH-UBU OJHOC YIIPABO TOT
UCTAaKHYTOT PYCKOT JUPHUIEHTa MpeMa BPEMEHCKU CYBHIIE OIHMCKO
MOCTaBJFEHOM HACTYITY CPIICKOT XOpa Y OJTHOCY Ha KOHIEPT HETOBOT;
TO CBaKako CBeA0YM O BHCOKO] mo3uiuju BII]l, kojy je oHo 3am00m-
JI0O HE caMO CBOJUM KBaJUTETHUM IpeicTaBibameM y IleTporpany,
Hwxmwem Hosropomay, Mocksu u KujeBy Beh u u3BecCHUM CTenieHOM
YMETHHUYKE CJIaBe, CTCYCHE 3aXBalbyjylu IPETXOAHUM rOCTOBabHMA
y ApyruM 3emibama. Mimajyhu y BuIy pelieniujy xopa Ha IIOMEHYTO]
PYCKOj TypHEjU, HAUYUH Ha KOjU je Y MOjelMHUM CEerMEHTHMMa CBOra
Hamuca (,,J octoBame beorpaackor nmeBaukor apymra y Hemaukoj
1899. ronune BuheHo u3 nepcnexruse Boxehe Mysuuke Haumje”),
Jacmuna Xy6ep (Jasmina Huber) tymaumna npujem BIIJ] u omHOC
npema BeMy HPUIMKOM rocToBama y Hemaukoj, camo Tpu roguxe
KacHUje, ocTaBsba Henoymuie. CTuye ce yTucak Jia cy y OBOj pas-
IpaHaToj CTYIMjU O TOCTOBamy xopa y Hemaukoj, Heke ox moxaasa
M3pEUCHUX Ha pauyyH CPIICKUX [1eBaya, a HUTUPAHUX U3 TAJAlIhE He-
MadKe IITaMIIe, HEOIIpaBAaHO PEIaTUBU30BaHE, YMME j& 00jallheHhe
KOHTEKCTa U MO3UIIMOHUPAE CPIICKOT XOpa 1aTo 0e3 UBPCTE BE3€ C
MaTepHjaJioM Ha KojeM je Tpebajo na Oyae 3acHoBaHO. [lomaswuiire
XybepoBe 0 TOMHHAHTHOCTH M BONCTBY HEMauke Halldje€ CTajHO
j€ UCTHIIAaHO, aJli OHO MMa OCHOBa KaJia je MokKa3aTesb YCIOHa Tep-
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MaHCKe KyJIType U IpYLITBEHOT ypehema, a ako je npeHarniaueHo u
HEKPUTHUYKO, MOXKE J1a OJie Yy ApYry KpajHocT. XyOepoBa UCTHYE Aa
,.Huje n3HeHahyjyhe na cy beorpahanu, y mopehemwy ca uctakHytum
xopoM ArpeHeB-CnajaHcku (...) HeraTuBHO orieteHn” (138). Ilpu
TOME, KPUTHYAp HEMAUYKOT JIUCTA je OMO MCTAaKao Ja ,,yTUCAK KOjU Cy
OCTaBWJIM TOCTU HUje n3HeHalyyjyhu, nnu 6ap HHje Tako HEermocpeaan
Kao OHAj KOjH je, Ha MpUMeEp, Mpe 0caM roJruHa ocTtaBuo xop Pyca
Cnagjanckor” (137). CBojuM 3akJbyukoM J1a Cy y mopehemy ¢ pyc-
KHM XOPOM, CPIICKHM I€Baud HETaTHBHO OICHECHU, XyOepoBa Mema
OHO IITO je caM KpUTU4ap 3arcra Hanucao. Kputudap naje npegHoct
xopy CraBjaHCKOT, aji HE U3pUYe HETAaTHBHY OIICHY Kaja je y Iu-
Tamwy cprcku xop. Kako 6u ce pazymeno HacTojamke HEMauyKOT KPUTH-
yapa J1a, y CKJIaJly C TUM IITO KeJIH Ja MPY>XHU 00jeKTUBAH U OTIYHH
MpHKa3, TEKU U J1a yKakKe Ha CBE BPJIMHE OEOrpaJICKOT aMaTepCcKor
aHcaMOJa, J1ajeMO IUTaT U3 HETOBE KPHUTHKE, KOJy Y CBOM TEKCTY
(u TO y menuHu) HaBoAMW M cama Jacmuua XyOep: ,,Jnak, ctporo ro-
Bopehu, beorpaacko nepaduko IpyImTBO OCTaBUIIO j€ YTUCAK KPajHe
JIOCTOjaH TomToBamba. OHO HE OCTBapyje HEKY NMOCEOHY CBEKHHY,
JIETIOTY M MyHONY 3ByKa — HETOBa jaya CTpaHa Cy COIpaHu U Oaco-
BU — aJld OHO IUIEHU W3BPCHUM CKJIAJIOM, CUTYPHOM HMHTOHAIIH]OM,
PUTMHYKOM OZICEYHOILINY U YOIIITE My3UYKOM BUTAIHOILINY CBOJUX
a cappella n3Bohema U UMIIPECHOHUPA CBOJOM (DHMHO MCTAaHYAHOM
piano nuaamukoM” (137). Hema HuM TOBOpa O HEraTWBHO] OIICHHU
kBanuteta BII/! OHo ce, nakie, He MpolEHkYje Kao BPXYHCKO, aJld
ce oapehyje kao commaHo. Xybeposa mak ucipasHo npumehyje na
Je IpeAroBopoM Opolrype ca CpICKUM HapOAHMM IecMama, Koja je
Owa o0jaBJbeHA MOBOIOM HeMauke TypHeje, bI1/] u3BecHum mpec-
KPOMHHUM CTaBOM IIpeMa COICTBEHUM MOryhHOCTHMA Aalio MOBoJa U
MaTepujajia MojeIMHUM HeMayKuM KpUTHUYapuMa Ja U CaMH, MOIJIO
ou ce pehu anpuopu, ymame n3Bohauke MoryhHocTH oBora aHcam-
Oma.

[Tocnenwe mornasibe, Ka oYpulasarey jyeocroencke uiepu-
wiopuje, caipxu pajiose koju ce O6ase typuejama BI1JI u Mokpats-
1a y tajaa oyayhum jyrocioBeHCKHM KpajeBuma. O 3aHUMIBHBUM U
n00po mocehenum u npuxBaheHuM rocroBambuMa Ha LleTumy (,,J0Ba
rocroBama beorpajackor nesaukor apymrsa Ha lletumy”) nucana je
Coma Mapuskosuh (Sonja Marinkovic). [Ipoyueru cy onrosapajyhu
HOBUHCKM W3BEIITAjH, ApXUBCKU MaTepujail U CTyAuje, U Ha
OCHOBY HUX PEKOHCTPYHMCAHH CBH JieTa/bi OBHX mocera. Beh mpu
NpBOM IIOMEHY jyOmnmapHux cBedaHoctd (149-150) tpebano je
MMaK OOJaCHWUTH INTA je TAa4HO IOAPA3yMEBAao MOjaM jyburaphe
ceeuanoctuu v mTa ce (cBe) muma oodenexanaio (1910), Oynyhu na
Cy oHe Ouie BeoMma OpMXKJBHBO OpPraHM30BaHE, a MOCIYXWIE Cy U
Kao KJbYYHU IOBOJ 32 TEMEJbHO NMPUIPEMAHO IOCTOBAHKE CPIICKOT
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neBavkor Tena. Kako Ham y cBojoj ctynuju (,,Crasa beocpahanuma!
O rocroBawy beorpagckor mneBaukor npymrBa y bocHu u
Xepuerosuxn 1910. ronune”) caomurasa Jlana [Tahyka (Lana Pacu-
ka), BITJI je moceruno bocHy n XepueroBuHy TeK 1mociie HEKOJIUKO
HCYCIIeNHX IOKYIIaja; Tyro WIIMeKHBaHa, rocera je Ouia pesyarar
yMeKIIaBamha MOJIUTUYKUX TEeH3Wja, a U cama je JONpUHOCHIIA
MO3UTUBHUM TMOJUTHYKUM MoManuMa. M rocToBame y HEKOJIHKO
rpazoBa KOjU JaHac TpHIanajy XpBaTcKOj HHje MPOTULIAO Oe3
MOJUTHUYKUX TP3aBHIlAa U HAMOHAIHUX pa3sMupuiia. Mcrpaxusame
Hane besuh (Nada Bezi¢) (,,Hactymu beorpaackor meaukor
npymtBa 1 CteBaHa MokpamIiia y XpBaTckoj’”’) Mmokasajo je 11a je u
eJIeMEHTapHa pEeKOHCTPYKIMja forahaja moHeKaJ BeoMa CliokeHa. Y
BE3M C MPOCIABOM KOja je Mparuia OTKpUBamEe crioMeHHka MBany
I'yanynuhy y JlyOpoBHuky, besnheBa HaBonu /1a, MOMITO c€ y lbEHOM
TEKCTY paJiyl O JETHOM MY3HYKOM JIPYIITRBY, ,,nije primjereno raspravl-
jati je li postavljanje spomenika bilo najvece slavlje Hrvata ili Srba,
kao ni dokazivati da je Ivan Gunduli¢ hrvatski, a ne srpski pjesnik”
(184). Beh oBoM cBOjOM KOHCTaTamujoM Koja MPHUBUAHO M30eraBa
na onpenesbyje nojenure norahaje/muunoctu H. besuh 'ynaynuha
UIaK 03HaYaBa Kao XPBAaTCKOT MECHHKA, C UAM CE€ HE CIaKy MHOTH
MCTPXKMBAYH HETOBOT XKHBOTA U paja. OBO HE yMamyje TeMEJBHOCT
OCTAlINX aCMeKaTa CHUX HCTPAXUBAKbA, KOJU PACBeT/baBajy M
TIOHEKE TPArnyHEe YHELCHULIC: HIIP. OHY J1a je y Kibu3n AHTYHa [osbe
(Antun Goglia) o ucTopuju XpBaTcKOr IjeBavyKor apymTsa ,,Komo”

TOTIYHO M30CTAaBJbEH MOJIATAK O TOCTOBAMbY BITJT y 3arpeby 1911.

rogure. C o03upom Ha To ja je ,,Komo” opraHusoBano mocery
cprickux nesada, besnhesa 3akspydyje na ,,stoga na prvi pogled cudi
da to vazno gostovanje Beogradana Antun Goglia nije spomenuo u
Spomenici Kola iz 1942. godine (...) Postavlja se pitanje je li (...)
mozda bio oprezan u izboru podataka u drugoj polovini vladavine
Nezavisne drzave Hrvatske?” (192).

[IpeBozae c enmieckor jesuka ypanuwiu cy Cannpa Bojsomuh,
NBana Menuh, buspana Munanosuh u Menmura MunuH, JTEKTypy
Becenun IlerpoBuh, a au3ajH HacloBHE CTpaHe AJeKcaHapa
Homosuh. Texnuuku ypennuk je 6uo Iopan Jamuh. M3name nma
KBaJIMTETaH MOBE3, C HACJIOBHOM CTPAHOM KOJy Kpacu OJJIOMak
MokpamueBe Ceome pykogetuu. JlekTypa U KOopekTypa hupuinuxe
nybnuKanuje mopaie ¢y aa Oyny Opwkiburje ypahere, Oynyhu na 'y
KIHM3U IMa MHOTO CJIOBHUX T'pelllaka; OMaIIKe MOCTOje U KOJ O3HaKa
ctpana y Canpikajy, 10K Cy y TeKCTOBMMa Ha J[Ba MECTa MOTPEIIHUM
OpojeBnma o3HauaBaHe HMiycuipayuje Koje ce Hanase y npuiory. Ha
MOjeIMHUM MECTMMa Ha KOjUMa Cy MapajielHO HaBoheHu Aarymu
CTapor W HOBOT KaJICHJapa HHCY aJIeKBaTHO OAPChECHM BPEMEHCKH
pasMmariy, ITo je y HeKHM Cily4ajeBuMa Ouio mociaenia HeKPUTUYKOT
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npey3uMama Jaryma u3 crape mramie. OMalikoM je HaBeleHO Aa
je typueja Coduja—ILlapurpan—Ilnosaue Ouna 1896. (tpeda 1895)
roause (15), a myroBame y Codujy je morpemrHo natupado y 1894,
ymecto 1904. ronuny (77. u 86).

Ba pana y nomaiby Ka oypiuasary jyeociogencke uiepu-
wiopuje WTaMIlaHa Cy JATHHHYHAM IIHCMOM, YMME CE PA3JIHKY]y
ol ocrarka Kmure. [lomTo KmbHUra roBopu O JAEIOBamY M 3HAYajy
TypHEja jeHOT O]l Haj3HAUYajHUJUX CPICKUX MEBAYKUX IPYIITABa, a
o6jaBuim cy je y CpOuju NMPECTOHUYKU CyH3JaBayd, cCMarpaMo Ja
je Tpebajo na y meinocTd Oyne mTaMIlaHa CPIICKUM je3WKOM M hu-
PUIMYHHM MUCMOM. 3a YMTAOIIe KOJU HUCY Y MOTYhHOCTH 1@ unTajy
CPIICKH je3uK U hupunuily, Kiura je o0jaB/beHa JJaTHHUIIOM, Ha €H-
IJICCKOM ]E€3HUKY.

Kwura Ciuesan Ciuojanosuh Moxparway (1856—1914):
uHociupane Kouyepiune iuypHeje ca beocpaockum tiesauxum
Opywuigom OOMMaH je W 3Ha4ajaH W31aBauKy OyXBaT, KOjU Cy (u-
HaHCH]CKH IOMOINM MHHHCTApCTBO KyAType M HH(pOpMHCamba H
MuHHCTapCTBO MPOCBETE, HAYKE U TEXHOJIOUIKOT pa3Boja PemyOnuke
Cpb6uje, kao u COKOJ — Opranuzanuja my3uukux aytopa Cpouje. C
003UpOM Ha KBAJIMTETE OBE KOJICKTHBHE MOHOTrpaduje 0 TypHEjaMa
BITJT n wmeroor nupurenra CreBana CrojaHoBnha Mokpamlia, 01
caga he ce IpyHmITBEHOMCTOPH]CKH KOHCTPYKT CBEOOYXBaTHOT ca3-
Hama o JiejoBawy U yuruHKy BIIJ[ kao ciioxkeHor KynTypajaHor Mexa-
HH3Ma U BETOBOT JIS]CTBOBaka Ha JAPYTe COIUjaTHE CHTUTETE, a KOJU
OM Kao CBOje OCHOBHE CTPYKTypajHe KapuKe YKJbydrBao BehuHy
typHeja BII/] peasm3oBanux 3a MokpamueBa )KWBOTa, HEMUHOBHO,
CXOIHO pa3Mepama OCTBAPEHUX M MPEJCTaBJbEHUX MOjeIUHAYHUX
MUHU-TIPOjeKaTa, ajli U BUXOBUM YIPYKHUBamEeM Mpu (GopMupamy
Kpajlber pesyiTara, y 100poj MepH TEMEJbUTH Ha HCTPAKUBabUMa U
3aKJbyUllUMa CaJIp>KaHUM y OBOj KIbU3U.

Jlpazana Cuiojanosuh-Hosuuuh
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Gordan M. Dragovi¢,

INSCENACIJA OPERE
Beograd: CICERO, ATF, 2015.

Kao muto BuIIeEIIEHU]CKOT YCIICIIHOT, IPAKTUYHOT U TEOPH]jCKOT
npenanor pana [opaana M. JIparouha y moJby ornepcke pexuje, oBe
romuHe je o0jaB/beHA HEroBa oOMMHA MOHOrpaduja Mucyenayuja
otiepe. IlpeMa TemMaTuy, caapxajy, yKyIHO] OIIPeMH U JJOMETHMa,
ped je o penpe3eHTaTHBHO] IyOJIMKalWji Ha CPIICKOM je3HKy (Ha
243 crtpaHe), KojeM je NPUAPYKEeH aleHIMKC WHTErpajHOr TeKCTa
Ha CHIVICCKOM (IITaMIIaH MamkUM cJioroM, Ha 119 cTpana). Aytop je
KIbUTY TTOCBETHO TPOJUIM UCTAKHYTHX JINYHOCTH M3 CBETa OIepe,
KOJU Cy, TOKOM Capaiie ca ayTopoM, JONPUHEIH HEroBOM IIpo-
(becHOHAIIHOM yCaBpllIaBamkby M YKYIIHOM CTBapajaukoM HCKYCTBY:
Banrepy ®enzenmrajuy (Walter Felsenstein), Xancy CBapoBckom
(Hans Swarowsky) u Anekcaunpy bapaunaunjy (Aleksander Bardini).
[Ter 0OMMHMX TOTIaBIba, MOAEJLEHUX HA BUILE MOTIIONIABIbA, MOC-
BelieHO je MojeIMHUM KJbY4YHUM KPEaTHBHUM U IPAKTUYHHUM acliek-
THMa ITpolieca MOCTaBKe OIEPCKOT Jieia Ha cleHy: O Ouiliu My3uukoZ
iozopuwitia, Peouitiesn y oilepu — mysuxannociu pesicuje, Llentupan-
HO Huinare — tesau, Peoutiesu u aymopu-capaonuyu u Oiiepa u
iyonuka. VI3name je onpeMIbeHO ca YeTHPU PErucTpa, u To: IojMo-
Ba, MIMEHA, CBUX Y KEbU3U [IOMEHYTHX OINEPCKUX Jiea U ofadpaHux
npau3Boljema onepa y nepuoay o1 XVI n1o XX Beka. Y KOHTEKCTY
nmoMahiMx W3AaBauKKX MPUJIKKA, MOHOTpaduja ce U3aBaja o CBOjoj
JIMKOBHO] OIIpeMH: 0OraTo je WiIycTpoBaHa BHIIECTPYKO WH(OpMa-
TUBHHMM (M HEPETKO YMETHHYKHM) (oTorpadujama u wiycrpauuja-
Ma, Ha KOjuMa Cy HOPTPETH, OIIEPCKU JIMKOBH, ClieHorpaduja u Ka-
PAKTCPUCTUIHU JPAMCKU MOMEHTHU U3 HOjeL[l/IHI/lX npeacrasa.

Nako YpenuumirBo Mysuxonoluje He o0jaBibyje Beh myOnukoBa-
HE HalKce, UIaK ce ONPEAeTHIo J1a Y OBOM Opojy IpeHece Jeso-
Be BHulewma JparosuhieBe MoHOrpaduje U3 mepa yrieaHoOT MOJbCKOT
Mmy3ukonora Muxana Bpucrurepa (Michat Bristiger). MuTerpanna
Bep3uja WwiaHka o0jaBJbeHa je y vaconucy Ruch muzyczny (5/2015:
47). Ilpecenan unnnmo nonasehu o tora aa je, u npema bpucrure-
POBOj OlleHH, pe4 0 MOHOrpaduju o1 MelyHapOIHOT 3Hauaja, Yrja
je mojaBa BpeaH IOMPHHOC He camo 3a qomahy Beh u 3a MHOCTpaHy
CTpy4YHY M Hay4yHY jaBHOCT, Kao U 3a mupy mehyHaponny myOsiauky
3aMHTEPECOBAHY 3a MUTama ONEPCKE YMETHOCTH (Upum. yp.).
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Kmura kojy, mpema \beHOM 3Ha4ajy, 00MMY U YKYITHO] OTIPEMH,
y IlosbCcKoj O’KMBJbABaMO Kao ,,3amajHy’’, y CTBapH j€ HalMCaHA U
u3Jara Ha ,,Jyry”, Mo HaclIoBoM Staging opera, win HUncyenayuja
otiepe — teH ayrop je [opnan Jlparosuh.

IloyacHO MeCTO y My3U4KOj KYJITYpH 3dy3elia je y CaBPEMEHO]
MY3UIU ONEepCKa BPCTa, LITO je HOBU KYATYpHH (heHOMEH. JeInHO
orepa — HE COHara, a joll Mamwe ¢Gyra, MOXKe ca MoaApy4ja KIacuuHe
MYy3HUKe JIaHac Ja KOHKYpHIIIE MOMN-KOHIepTy. Benuke eMoruje npare
W jenaH u Apyru peHoMeH, a caBpeMeHa orepa yKa3yje CBOjUM TeMa-
Ma U Ha Ba)XHY JIPYLITBEHY MPOOJIEMATHUKY, TaKO Ja OW mpeMujepu
Tpebano Ja MpUCYCTBYje HE CaMO MUHHCTAp KYJIType Beh u MUHH-
cTap mpas/e.

Kao y cBakoM HOBOM BpeMeHY, JaHac CBE My3UYKE BPCTE OJipa-
’KaBajy U BeJIMKEe KYJITypHE IPOMEHE, T1a ce U MEePCIEeKTUBA IpUMatbha
U CXBaTama orepe Memwa. Kibura o k0joj roBOpUMO BaXkHa j€ yIpaBo
300r CBOj€ TeOpHjCKe IepcrekTuBe. thena KoHIenmuja ce 3acHUBa Ha
MCTUHCKO] 3aMHTEPECOBAHOCTU ayTOpa 3a CBE €JIEMEHTE KOjU YMHE
oIepy — BbUX jé MHOTO U CBH YYECTBY]Y Y CTBapamhy YMETHHUUYKOT 3Ha-
Yema Ha KOoje orepa MpeTeHyje, a Koje je OMIo BaKHO 32 KOMITO3H-
topa. [lurame ,,1a 1w je sucoxo 1] 1oOpPo OTIEBAHO™ OMPABIAHO je& Y
peleH3jama orepcKuX MpeAcTaBa, ajlk OHO JIaHac mpecTtaje aa Oymae
u3pa3 MOo3HaBamba Marepuje — U 00aBe3HO M3a3MBa OCMEX, a OJHe-
KyJl 3HaMO J1a HajBHUIIIE 3aCMEjaBajy OHHM KOjH, HECBECHHU CHUTYyalldje,
MMajy 030MJbaH U3pa3 JuIa.

Kmura je oTkpoBeme 300T CBOje TeME — €JIIEMEHTH OIepe ce
pasMarpajy ca CTaHOBHIIITa CABPEMEHE OIEePCKe KPUTHKE, 3a KOjy je
oriepa CHHTETHYKO /N0, K My3HIKO H CLICHCKO — HHCLICHUPAHO JENI0
MHTCPAKTUBHUX YMETHOCTU. EneMeHTH KOjU y4ecTBYjy y MHCICHA-
[IMJU U OCOOCHOCTH HUXOBUX Mel)yCOOHMX penaiuja y KiH3U ce
npenusHo HaBoje. M3 e y4rMo U TO IITa orepa uMa Jia Kaxe CB0joj
nyOnmuuu. MHcnupucanu TakBUM HAYMHOM MUIILJbEHHA, HaJIa3uMo O/1-
rOBOpPE Ha CTOTHHE MUTama KOja HaM C€ Yy MHUCJIMMa jaBJbajy TOCIIE
orepcke npejacrase. llepcrnekTuBu U3 Koje ce y KIbU3M carjie/iaBa
orepa, CJIMKOBUTO roBopehu, oroBapa yHyTpalmbOCT ONEPCKOT Tea-
Tpa, y KOjeM ce MeceluMa, CBe JI0 MpeMHUjepe, OKYyIbajy peaan3aro-
pH OlepcKe MHCIEHAIM]je 3ajeTHO ca n3Bohaunma, a y KojeM He He-
nocraje HU Imyonuka. Beh u cam cangpikaj Kibure HajaBjbyje CBE OHO
ITO j€ 3a U3BOheme onepe BaKHO — KO Cy OMJIM pean3aTopH, 1ITa Cy
MOpaJIH Ja pelie, Kako Cy MOTIIH (MJIM HUCY MOTJIN) J1a OCTBape CBOje
uaeje u ap.

[IpBu neo kwure je mocBeheH OMTH MY3UYKOT TIO30PHUIITA, OJ1-
HOCHO OIIepH Ka0 MHTETPAITHOM YMETHHYKOM Jeiy. ¥ mbeMy ce 00-
pabyjy ucroprja HHCLUCHALH]e, Ayalln3aM My3UKe H II0C3Hje, OIHOC
orepe u Jpame, TeaTpaaHOCT Koja JIe)KH Y caMOj OCHOBH MAapTUTYPE,
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po0ieM TPaJUIIMOHAIHOT U CaBPEMEHOT y OINepH, MpodiieM UCTOo-
PUYHOCTH U aHAXPOHU3MA, YMETHUYKU CTUJI U KOHBEHIHjE OIepe,
Kao U NMUTamke OPUTHMHAITHOT je3UKa Ha KOME je JIeJI0 KOMIIOHOBAHO.

Hpyru neo obpahyje ,,qupekTopar orepe”, OJHOCHO YJIOTY
penuTesba U pekuje y MY3HMUKOM TeaTpy: MY3UUKY KOMIIO3ULIU]Y U
JPaMCKH pUTaM, OIIEPCKe BPCTE, HApalLU]y Y MY3HUKOM ITO30PHUIITY,
MIPOMEHE Y MapTUTYPHU KOj€ YHOCH PEINUTEJb, a KOj€ CYy OJ1 3Hadaja 3a
CIICHCKY peaslh3allnjy, Kao U TEXHOJIOTHjy paja Ha CIICHH.

Tpehu neo ce 6aBu neBadeM Kao IEHTPAIHOM JIMYHOIINY oTe-
pe u 00palyyje HauMH NPUIPEME CLICHCKE YJIOTe, IIIYMA4Ky IICHXOJI0-
rUjy MeBava, KapaKTepoJorujy CIEHCKOT jyHaka, IpoOiieMe Be3aHe
3a CTBapam€ HEraTMUBHOT M KOMUYHOT JIMKA, KA0 U 3a MHCIHpALUjy
npoOyheny Ko rmeBaya ¥ MUTame y KOjOj MEPH j& OHA MOXKEJbHA.

Cnenehu, 4eTBpTH J1€0 TOBOPU O Capalibu peAuTesba C JUPU-
TeHTOM, O Y/eldy JAUPUIeHTa y MHCLEHAIUJU OIepe, OJAHOCY pelau-
TeJba ca creHorpadom u KoctumorpadoM M YIO3HM CBETIIA, Oanera,
Kopeorpada u xopa u CII.

[lenmuHny oBeHUaBa METH JI€0, MOCBEheH onepckoj myomuiu. Y
IBEMY j€ UCTaKHYTO MOCTOjalhe HEKOJIUKO TpyIma MoceTuiana (UCcTe)
OTIEPCKE MPE/ICTaBe, KOjU IIpeMa OTIEPCKOj BEUepH MMajy BeoMa pas-
JUYUT OAHOC. Taj acrekT ce OOMYHO y KpUTHKaMa HE TIOMUIbE, ali
ra je ayTop youuo Kao acleKT KOju MHOTO TOBOPH O YJIO3U OIepe y
JPYILITBEHOM >KUBOTY.

AyTop ce y KibH3u cTajgHo Bpaha BaxHUM nuTamuma: lTa je
To Tearapcka ucrtuna? Illra je ymernnuka uctuna? HesepoBarHo —
OBa KIbUT'a OJIrOBapa Ha HHX.

Muxan Bpuciuuzep
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Jeneuna JoBanosuh

BOKAJIHA TPA/[UIINIJA JACEHUIIE YV CBETJ/IOCTH
ETHOIEHETCKHUX IIPOLIECA
beorpan: Mysukonomiku nactutyt CAHY, 2014. (737 ctpaHa,
307 My3UYKUX TIpUMEpa)

VY nocamammeM €THOMY3UKOJIOIIKOM pany Jenene JoBaHoBuh
npeoBial)yje HHTEPECOBAmkE 3a TEME KOj€ CE€, TCOPUJCKU U TIPAKTHY-
HO, Ha pa3IMYuTe HauWHe 0aBe TpaJuIMOHAIHUM IeBameM. Y cpe-
JUIITY BEHOT AYTOTOJIUIIHEeT UCTPaXKUBakha j€ BOKaIHA Tpaaulija
Jacenurie, K0jy KOHTHHYHPAHO HCTPaXKyje BHUIIE ON JBE JICLICHHU]E.
[Topen Bemukor Opoja cTyauja, IO TaKO MOCBEhEHOT HAyYHOT pajia
jecTe U JOKTOpCKa aucepTalyja, ogopamena Ha DakynTeTy My3HuKe
ymerHocT y beorpany 2010. roguue. Komruiekcan eTHOMY3HKONOLI-
KH TEKCT IPETOYCH j€ MIOTOM Yy KIBUTY KOja CHHTETHILIC CBE PEJICBAHT-
HE ToJIaTKe, Mpe CBera, 0 CTapujoj BOKAIHO] Tpaauliju JaceHule u
0TBapa HOBE MEPCIEKTUBE y cariielaBamy TPAIUIIMOHATHOT CEOCKOT
neBavyKor Hacyeha.

Crynuja ce cactoju u3 JiBe OOMMHE IICJIMHE: TEKCTa Ca PEe3H-
MEOM Ha EHIVIECKOM je3WKy M IMpUJIOra KOjU YWHE HOTHHU 3aIluCH,
KapTe u Tabese. ETHOMY3UKOJIOIIKY TEKCT j€ CETMEHTHPaH Ha celaM
MOTJIaBJba, JIOK MPUJIOT CAJIP’KU YETHPH Mambe IeJIMHE, Y KojuMa Cy
TPYIUCaHU TTOJIAIK PA3IUIHTOT caapxkaja. [lpunoz [ unaun 17 Tabena
ca OMNIITHUM TpErieOM NMOpPEeKa CTAaHOBHUILTBA, JO0K ce [lpunoz 11
CacToju U3 YETHUPH KapTe y KojuMa ce MpHUKa3yjy IMoiaoxaj o0acTu,
MOPEKJI0 CTAaHOBHHUIITBA M ToBopu JaceHwuile, Te Mesoreorpadcke
KapTe ca My3W4YKUM H30IiIocaMa y JaceHMIM U MPHUKa30M KapakTe-
PUCTHUYHUX MEJIOJN]CKUX MOJiesia Y IIHUPEM reorpaCKoM KOHTEKCTY.
Ilpunoz Ill w I1lpunoé IV yuHe MeNOAM]CKH 3armucu ca 285 mpumepa
u3 Jacenutie u 22 puMepa u3 Apyrux o0IacTH.

Y Ve0o0y (9-26) reorpadcku je ompehena o0macT UCTpaKu-
Bama — mpejeo Jacenuie kao jaeo neHrpanHe lllymamuje, us xojer
je, 3a motpebde cTynuje, mpukazana rpaha u3z 58 cema, ox ykymHo 76
Hacesba. [Topex 3amuca u3 T'opme JaceHuue Koje je HaYMHMIA cama
ayTOpKa, JIeo pumepa 4nHe TpaHckpumimje JbyOnnka MusbkoBuha
ca npoctopa Jlome Jacenunie. bynyhu na je y cBom pany JbyOuH-
K0 MusbkoBUh MpUMEHHUBAO crielupuIaH METOA TPaHCKpHOOBamba,
npeyset on Anena lanuenya (Alain Daniélou), ayTopka je mecme
Tako 3amucaHe npedaluia y 3armagHOEBPOICKY HOTAlUjy U THME
YUYMHUJIA MY3UUYKH TEKCT MPUCTYTIAUHUJUM 32 Jjajba TyMadyema.

Ocnamajyhn ce Ha WMCTOPUjCKA, €THOJIONIKA W JIMHTBHUCTHY-
Ka 3Hama, ayTopKa je My3udke KOMIIOHEHTE CBOje rpahe oOjacHmia
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KPO3 MHTEPIUCLHUIUIMHAPHY NPUCTYIL. Y OKBHUPY MOCTABJbCHUX Te-
Orpad)CKuX OKBHPA M3JIOXWIA j¢ OCHOBHE IPABLE CBOI' HCTPAXH-
Bamba — HCIHUTHBake MOTYNHOCTH MOBE3MBaba BOKAJIHE TpPaIUIM]je
LEJIOKYITHE JaceHuIle U eTHOTEHETCKUX Mpolieca y woj. CinuyHa uc-
TPakMBamba j€ Y CPIICKOj ETHOMY3UKOJIOTHjU crpoBeo Jip Jparocnas
JleBuh, 4nju ce MpUCTYII OCliaba Ha PajioBe PyCKOT €THOMY3UKOJIOTa
N3zasmpuja 3emioBckor. Mmajyhu y Buy mocanganima UCTPOKUBAKbA Y
npoyyaBamy My3Huke rpahe, Jenena Jopanosuh ce oanmyunia 3a npu-
MEHY ,,XOpH30HTAIHOT — NPOCTOPHOT M BEPTUKATHOT — BPEMEHCKOT
npuHIKIa” (22), Ka0 M yHOPEAHO-THIIONOLIKOT U YIIOPEIHO-HCTO-
PHjCKOT MPHUCTYyNA, IpeMa MPUHLIUIIMMA O KOJUMa Cy MUCAIU PYCKH
donxnopuctu bopuc Ilyrunos u Mzamuj 3emioscku. [Ipu pazma-
Tparby pe)epeHTHUX My3HYKHX IPUMepa, KOMOHHOBAHA Cy U 3Hamba
U3 JIOMCHA HCTOPH]CKE [MjaICKTOIOrHje Ha TepeHy neHTpainHe Lly-
Majauje, ykJbydyjyhu U UCKyCTBa ,,MOCKOBCKE ETHOJMHIBUCTHYKE
IIKOJIE” Y OKBUPY CaBPEMEHHUX JIMHIBUCTUYKHUX HCTpakuBama (H. 1.
Tosncroj, A. IlnotaukoBa, A. CabosbeB). DyHaaMEHTATHU PUHIIATINA
y aHAJIUTUYKOM MOCTYIIKY MPEY3eTH CY U3 €THOMY3UKOJIOUIKOT paja
Bnagumupa [omoBckor v 3aCHOBaHM Cy Ha yOdaBamby MY3UUKHUX
ejeMeHara Koju uMajy Teputopujaiina ooenexja (21-23). To je usuc-
KHBaJIO KOpUIhemke TEXHUKE KapTorpaducama, Koja ce MpuMemYyje
y erHonuHTBUCTUIM (MBUh, Pemetnh, bommakosuh, Toncroj, [Tnot-
HukoBa, CabosbeB), anu U 'y eTHomy3ukojoruju (I'omoBcku u 3em-
moBcku). Ha Taj HauuH ,,TepeHcka rpaha u apeanu pacnpocTpame-
HOCTH TI0jeIMHUX TI0jaBa MOCTAjy ACO Menozeozpaguje, Koja je Ao
reorpa()CKor acreKkTa €eTHOMY3HUKOJIOIIKUX UCTpaKuBamba’ U MaHAaH
etiHouHZBUCTUUYKO] 2eocpaguju (22).

VY mnornaBiby Jacenuya: Zeocpaghcko ioopyuje u HUopeKio
culanosHuwiuea (27-59), onucane cy reorpadcke omiIMKe 00acTH
U UCTOPH]CKE OKOJHOCTH HEHOI HACTamUBamba. AyTOpKa CBOja H3-
Jaramba 0 €eTHUYKHUM IpOlleCMMa Ha CaMOM TEpEeHY 3acHHBA Ha pa-
noBuMa JoBana llBujuha m meroBux ciendenrnka. CTaHOBHHUIITBO
[llymanuje, ka0 M3pa3uTO METaHACTAa3MUKe 00JacTH, pasMaTpa ce
KpO3 CTapHHAYKy Ipymy, Kao U Kpo3 gocesbeHuuke crpyje. [lox cra-
PUHAYKUM CTAHOBHMILITBOM C€ MOJPAa3yMeEBajy >KUTEJbU OOJIACTH 3a
KOj€ IIOCTOj€ OCHOBAHE MPETIIOCTABKE J1a Cy Ha OBOM TEPEHY MPUCYT-
HU y KOHTUHYUTETY, O]l BpEMEHa Mpe BEIUKUX MUTpalyja A0 JaHac.
JlocesbeHrKe YMHE MPUNAJHULN TUHAPCKE, KOCOBCKO-METOXH]CKE,
IIOTICKE (TOpJIaYKe), MOPABCKO-BApIapCKe M TUMOUYKO-OpaHUYEBCKE
crpyje. lllymaauja, a camum M u JaceHuna, reorpadcku je 1mo-
JleJbeHa 3aMUIIIJBEHOM JIMHUjOM o1 ABaje npeko Benuana, Omien-
na u Pynauka, Kormaonuka u nasse ka Kocony. OBy nuHHjy je JoBan
[Bujuh ncrakao kao rpannvHy usMely Bucoke (3anangue) [llymanuje
u Hucke (ucroune) lllymanuje, amu u ['opmwe u Jome Jacenwurre. Ilo-

189



My3ukonoruja 19 -2015 Musicology

MEHYTe MeTaHacTa3uyke CTpyje pacropelheHe cy Tako Ja JTUHAPCKO
CTAHOBHHUIITBO JoMuHHUpa Y [opmoj JaceHunu (kao M y 3armajiHoj
Ulymaznuju), 10K cy ocraie crpyje cMerreHe y Jlowoj Jacenuuu (1
y ucrouHoj Ulymanuju). Pasimka y CTpyKTypy CTAaHOBHUIUTBA OYH-
Ta je Uy €MCKOj TePMHHOJIOTHjH. 3aT0 je jeiaH Of LHJbeBA MOHO-
rpaduje u ,,I0KyIIa] HaJlaXKeha oipel)eHnX MPaBUITHOCTH Y Pa3Bojy
My3UYKe TpaJulinje Kpaja, ¢ 003MpOM Ha CacTaB U MOPEKIIO HETrOBOT
ctaHoBHUIITBA” (59). OTBOPEHO je CTOra MUTamke OTKPHUBakha BOKAJI-
HE TpaJulldje cTapoceesnana, 3aTuM OOJIMKa KOju Cy ,,JOHETH ca
HEKOT O]I MOJIpyyYja UcesbaBama, Te My3WYKUX TBOPEBUHA KOje Cy ce
pa3Buiie Y HOBHUjE€ BpeMe Kao pe3yiTar Cy)KUBOTa Pa3IMuUuTUX rpyna
CTaHOBHMILTBA.

OCHOBHHM NO/IallM BE€3aHU 32 TPAAUIMOHAIHY KYJATYpY U TOBOP
Jacenulie npukaszanu cy y neny Pe3ymuatiu eiiHOIOWKUX U TUHSBUC-
wuukux ucipasicuearoa y oonactuu (60—85), y xojem cy cazHama U3
CTHOJIOUIKUX U JTUHTBUCTUYKUX UCTpakKuBama JaceHuiie o0jeaume-
Ha ca HojalMMa O KapaKTepucTHKama IMpejesia U CTAaHOBHHUIITBA,
YKUBOTHOM M TOJIUIITE-EM MUKIycy oonuaja. Kopucrehu pedepeHTHY
nuteparypy, on Jepemuje Ilapnosuha u Munana 'b. Mununhesuha no
CaBpeMEHHX ayTopa, ayTopKa je KOHCTAaToBalla Ja Ha noapyyjy Jace-
HUIIE TIOCTOJH JEUHCTBO Y 00peaHO-00MYajHOM >KHBOTY, i J1a Ha
IUTaHy JIOKaJIHE TEPMHHOJIOTH]E€ KOja O3HauaBa IMOjeAHHE MpPa3HUKE
uMa U pa3nuka Mel)y cTaHOBHUIITBOM pa3nUyuTOr mopekia. bora-
THja 00penHo-o0rYajHa MpaKca Be3aHa 3a TOAMIIGH IUKIYC Hapo-
YHUTO je U3paKeHa y UCTOUHOM Jeny JaceHune. 3aMUIIJbeHa JTUHH]ja
KOja y IpaBIly CEBEPOMCTOK-]yro3ara/i reorpa)cKu 1 KyITypHO JEIH
JaceHuiy uma cBoje yropure y 00peiHoj TpaIuLnjH, Kao U Y je3H-
Ky. Mako 110 aHac HHje 3a0KPY/KCHO JIMHIBUCTHYKO HCTPAKHBAIHE
JaceHuue, Ha OCHOBY NOCAJAllIEbKX 3alaXara, CBUICHTHO je 1a ce
Ha CHOJ TCPUTOPH)U IPAHAYE [BA CPIICKA JAMjaJICKTa: Ha 3alajly LIy-
MaJI1jCKO-BOJBO)aHCKHU U Ha UCTOKY CMEJIEPEBCKO-BPILIAUKH.

VY neny Tpaouyuonanno itesarve y KOHMUEKCILY: 00peOHa Upax-
ca u ceakoonesnu dcusoii (87—122) JOTUYHO ce€ HAcTaBJba Cajp-
’aj MPETXOJHOr MOIVIaB/ba KPO3 MOCTAaBJbakE BOKAJIHE TpaIUIIM]je
y KOHCTUTyalnoHu okBup. [IpoyuaBa ce ynora necama y oopeaHom
U HEOOpEIHOM OKBHDY, TO JECT HHXOBA yJora y OKBUPY TOAMIIEET
nuKiryca oopena u obuuaja (Kojaeaapcke U TpaJauIMOHaIHe O0XKuh-
HE TiecMe, Jlazapuuke, o DypheBaany, KkpasbHuke, 10/10JICKE U KPCTO-
HOIIIKE), )KHBOTHOT ITUKIIyca (HaMEHCHE JEIH, CBaJI0OCHE, TYKEHE,
CJIAaBCKE TIECMeE), Kao M yiora HeoOpeaHuX recama (mecme y3 mocio-
BE: JKeTeJlauKe, IMyTHUYKE / y3 pabalujame, MpesicKe; Y pa3InuuTUM
MpUJIMKaMa: ercKe U MPUIOBEIHE, IaJbUBE MeCMe, IajbUBE MPUIIO-
BeqHEe, OpojeHuIle, nmecMe omnmre HameHe). [Ipumapan KpuTepujym
npu Kiacu(uKaujyu rnecama y CTYIHJH JeCTE HHUXOBa JKaHPOBCKA
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MpUNagHOCT. Y cllydajeBUMa Kaja HHje Omiio Moryhe To oIpenuTu
ayToOpKa ce MOCIy>Kujla My3UYKUM KOMIIOHEHTaMa Kao CeKyHJapHUM
KPUTEPUJYMOM, T€ TEKCTyallHO-TEeMaTCKUM OKBHUPOM Iecama Kao
TeprujaaHuM (88).

VY nentpanHom neny kmwure, Kapaxiiepucuiuke 6okanHe wpa-
ouyuje Jacenuye (123-249), npukazanu Cy pe3yaTaTH €THOMY3HUKO-
JIOIIIKE aHalin3e u3abpaHe rpahe u ycrmocraBibeHa je Kopeamnuja ca
CIIMYHUM MY3UYKHM €JIEeMEHTUMA y Tpaaulijama CyCeAHHUX U OKOJ-
HUX oOnacTu. M3 MeonoeTcke aHaIM3e UITYUTaBajy ce 00paciu My-
3MYKE CTPYKType Koje ayTopka onpehyje reorpadcku. [pyru Bakan
CErMEHT LEHTPAJHOT NOIIaB/ba YMHH U3/IBajarbe IEBETHACCT Kapak-
TEPUCTUIHUX MEJIOAM]CKUX MOJesia CTapHjuX Iecama W, Y Mamboj
MepH, HOBHjUX, a Takohe H ,XuOpuaHux’ o0mauka. CBakM MOZCI je
aHAJIM3HMPAH Cca aCcTeKTa MEJIOAM]CKUX U MOETCKUX OJTHKA.

[Tomany Be3aHU 3a PacHpOCTPAHLEHOCT jEAHOIIACHOT U JIBO-
[JIACHOT TeBama y JaceHUIM NOTBPAUIIH CYy IMOCTaBJbEHE MPEMUCE O
Pa3IMYUTUM MY3UUYKUM €JIEMEHTHUMA Y UCTOYHOM U 3alaJHOM ey
obnactu. Haume, y npeneny Jlome JaceHuiie jemHOITIaCHO TE€Bambe
j€ KJby4YHa KapaKTepUCTUKA CTapvje BOKAJIHE Tpaaulije 3acTyIbe-
He y o0penHo-o0uuajHom Haclel)y. JenHormacHo n3Boheme je 3HaTHO
pehe y [opmwoj Jacenuiiu, anu je Ty pa3BHjeHO ABOTIIACHO MEBAE Xe-
tepodoHe, bopayHcke U xeTepodoHo-6opayHcke dhakType. Xomodo-
HO TIEBabE j€ 3aCTYIJbEHO y 00a cyOperuona Kpo3 neBamwe Ha bac u
nu3Boheme , xuOpuaHuXx"’ 00JMKa ca CTApUjUM U HOBUJUM OJTMKaMa
(171-174), no xojuma ce lymaauja Ha my3uukoj marmu CpOuje u3-
JIBaja.

3anakeH! pa3IuYUTH €CTeTCKU ueaiu usBohema y [opmoj u
Jomoj Jacenuin, youaBajy ce, uamel)y octaior, u Kpo3 apTUKYJIAIHo-
HE 0COOCHOCTH M3BOhema MCTUX MEJOJUjCKHX MoJena y JIBOIIac-
HOM II€Bamy Ha 3amajay, OAHOCHO, jeIHOTJIACHOM I1€Balby Ha UCTOKY.
C tum y Besu, y MoHOTpadHju je 1aTo ¥ HOBO TyMadyeHhe MOTHBCKHU
CIIMYHUX MpUMepa pa3iuyuTe Bepcudukanuje, a UACHTUIHE eMCKe
KIacuukanmje (HIp. ceamioscku 2uac, Wiv ipenauxo iesarse). Kao
CYLUTHHCKAa KapaKTCPUCTHKA BOKanHe Tpapuuuje unenrtpanxe Ily-
Majiije MOTLPTaHa je Be3a MY3UYKHX U MOCTCKUX CHCUH(PUIHOCTH
MOjeIMHUX MEJIONUJCKUX Mojena ca oipeheHUM >KaHpOBUMA WIIH
MaKk HBUXOBOM mojudyHKIuoHadHomhy (225). Pasmarpamem Me-
JIOJMJCKUX MOJIENIa U BbUXOBUX O0COOEGHOCTH Ha 3amajy U Ha UCTOKY
obnacTu, MOTBphyje ce XeTeporeHoCT My3UdKe Tpaaulidje JaceHue
Kao MeTaHaCTa3W4Ke peruje, Kpo3 MpUCyCTBO elieMeHaTa My3UUYKUX
TpaauIldja €TamHUX MHUTPAIMOHUX 007acTH (M3 KOjUX IMOTHYE €O
CTQHOBHHIITBA JaceHHLe Koje je nouuio Ha TepeH [llymanuje), amm
M KapaKTEPUCTHKA KOje Ce MOTYy CMAaTpaTd My3HYKUM Iapajurmama
oBor TepeHa (223). Y ToM cMHCITy ayTOpKa je 3aKJbydriia Ja Cy Ka-
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paKkTepUCTUKE BOKaJIHE Tpaauuje [opmwe JaceHuie KOH3UCTEHTHH]e
y OJTHOCY Ha OjJIMKe neBadkor Hacneha Jlome Jacenune, rae je pas-
HOJIMKOCT CTAHOBHHILITBA PA3JIMYUTOT MOpekIia Beha.

VY cermeHTy pama Menooujcku modenu u Opyeu CupyKiypHu
elleMeHiy 8oKanHe wpaouyuje Jacenuye y wupem 2eozpagckom u
oujaxponujckom koutuexcidy (251-289) nmpukazaHu cy MOAEIN KOjU
CY pacpocCTpameHH Ha YUTaBOM MOAPY4]jy JaceHulle, aju U OHU KOjU
Cy cnenu(UIHOCT TOPHET WK AOKET Jea oonactu. Ha taj HauuH je
HApaTUB O MEJIOJINjCKUM MOJIEJINMa KOHTEKCTYyaIu30BaH U Ha IIUPEM
reorpa)ckoM MpoOCTOpy, YUME Cy jOIII BUIIIE HAITIAIIEHE caMe Kapak-
TepHUCTUKE MeBaukor Hacieha Jacenuie.

3axmyuax (291-309) 1oHOCH CHHTETUYKH TIOTJIE]] HA BOKAJIHY
TpaauInjy JaceHuiie 1 u3aBaja My3M4Ke eJICMEHTE KOJH CE TIOKa3yjy
Kao TUIWYHU 32 CTApPUHAYKO CTAHOBHUIITBO, alld U ,,JIOLLbAYKE
1pTe” KOje MpHUIaaajy TMHAPCKO], KOCOBCKO-METOXHU]CKO], TPAIUIIN]H
ucrouHe u jyroucroune CpOuje, BIamkoj 1 poMckoj npakcu. [Topen
MY3UYKUX KapaKTepUCTHKA IMOjeIMHUX TIpyla CTAaHOBHUKA ayTOpKa
j€ UCTakJa U BOKaJHE 0COOCHOCTH KOj€ Cy HacTajie Ha TepeHy caMe
Jacenune. Ha taj HauuH cy J0cineHO UCIIMTAaHE WHUIUjATHE XUIIO-
T€3€ O MOBE3aHOCTU MY3MUKHX KapaKTepUCTUKA U METaHACTAa3UUKUX
CTpyja, a My3udKe M0jaBe UCTPaKeHEe Y BPEMEHCKOM M IIPOCTOPHOM
OKBHUDY.

Crynuja Jenene JoBanoBuh O BOKajaHO] TpaauIvju JaceHure
Jlaje 3HadajaH TOMPHHOC CPIICKO] €THOMY3UKOJIOTHjH — aJIeKBaTaH Me-
TOJIOJIOIIKHY amapar je MoJp>KaH PeJIEeBaHTHOM JINTEPATypOM U OOUM-
HOM MY3WYKOM TpaljoM, a MHTEpIUCHHUILUIMHAPHU MPHUCTYI OTBapa
pa3iInyurTe MEepPCHeKTUBE carieaBamkba My3UYKUX M0jaBa U lUXOBOT
cajiejcTBa ca JPyTUM eJIeMEeHTUMa KyATYpPHOT Kopiyca. 3aKby4ld O
0CO0OCHOCTHMA BOKAJTHOT M3BOhema y neHTpaiaHom aeny Lllymamnuje
BEIILITO Cy 00jeIMI-EHHU ca JOCAJallllhbUM Ca3HambKhMa, a crenududan
OJTHOC ayTOpKE MpeMa Ka3uBaulMa 1 IIeBaYuMa U BUCOK CTETICH HheHE
JPYILITBEHE OJITOBOPHOCTH 32 OUyBam-€¢ HAIIMOHAIHE KYJIType youaBa
ce Kp03 MUHYLIMO3HY Hapalujy — CTpyYHH, UHGOPMATUBHU U JIETe-
papHU KapakTep KibUre OOJMKOBAIU CY CBU TH €JIEMEHTH.

Carva Panuxosuh
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12TH CONGRESS OF THE INTERNATIONAL SOCIETY
FOR ETHNOLOGY AND FOLKLORE
Zagreb, 21—25 June 2015

The International Society for Ethnology and Folklore (Société
internationale d’ethnologie et de folklore — SIEF) is a professional
organisation that assembles ethnologists, anthropologists, folklorists,
ethnomusicologists, linguists, sociologists and others. The Society
held its 12" Congress in Croatia in June 2015 with the theme
Utopias, Realities, Heritages: Ethnographies for the 215" Century,
assisted by local organizers, the Department of Ethnology and
Cultural Anthropology of the Faculty of Humanities and Social
sciences of the University of Zagreb, and the Institute of Ethnology
and Folklore Research in Zagreb. Although one of the largest
humanities conferences in the region, it attracted many scholars
from other parts of the world, who offered contributions on various
topics related to the conference theme: archives, body/embodiment,
digital/virtual, disciplinary discussions, food, gender and sexuality,
heritage, home, migration/borders, museums, narrative, politics and
social movements, religion, rural, socialist, post-socialist and urban
studies, including music. Thus, it is understandable that throughout
the conference there were continuous sessions showing ethnographic
films, since they, as a medium, potentially encompass all humanities
and social sciences.

Keynote lectures by distinguished ethnologists offered stimu-
lating responses to the topic of the Congress. O. Lofgren discussed
the synchronization of past and present in everyday life, while J.
Capo analyzed and illustrated the migration processes of Croatian
communities, i.e. return, relocation and remigration. The presenta-
tion of D. Kapchan “Slow ethnography, slow activism: listening,
witnessing and longue durée” was very interesting, analyzing sound
knowledge as a non-discursive form of affective transmission result-
ing from acts of listening. Her methodology rose from field research
of Sufi music in contemporary France, relying on the concept sema’
(“deep listening™).

The symposium was organized in thirty-eight equal parallel
sessions.! Unfortunately, the only two sessions most closely relating
to ethnomusicology were organized at the same time. The first was
dedicated to the role of academically trained ethnomusicologists
in the UNESCO intangible cultural heritage program in which

1 In this text I pay attention mainly to the segments of the Congress dedicated to subjects
related to ethnomusicology.
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they participate. I. Opetcheska Tatarchevska explained the current
state of safeguarding folk dance elements in Macedonia, D. Laji¢
Mihajlovi¢ elaborated her professional and ethical experiences in
the implementation of the Convention for the Safeguarding of ICH
with regard to Serbian gusle playing, while N. Ceribasi¢ advocated
collaborative academic ethnomusicology as a solution for the current
condition of the discipline. Other sessions presented practices
from other countries: M. Coskun talked about Kyrgyz oral poetry
improvisation; Y. Qiu about revitalized dance in China; L. Peng
about epic gesar, on behalf of A. Polymerou Kamilaki; Z. Margeri
presented the production of an inventory of ICH in Greece; and P.
Heiniger Casteret discussed problems of living heritage in France.
Participants also presented experiences that had not been quite so
successful: L. Lowthorp gave a good analysis of the process of
heritage commodification, using the example of kutiyattam, the
Kerala theatre, which was the first India entry on the ICH list.
Similarly, N. Graeff, questioned aspects of institutionalization and
inventory making regarding samba de roda, a Brazilian ICH element.
The second session related to ethnomusicology issues was
devoted to popular music in former Yugoslavia, a contribution to
socialist and post-socialist studies (A. Hofman and R. Mursic). M.
Kozorog and A. Bartulovi¢ presented views of the genre of Bosniac
(Bosnian) sevdalinka in ideological contexts after the Yugoslav break-
up. A. Petrov discussed memory, together with private and collective
feelings of love, in the public context of concerts in post-Yugoslav
spaces, using the example of the well-known band Bijelo dugme. J.
Primorac presented a documented analysis of the use of sources in the
reconstruction of klapa singing in Croatia, claiming that the theory of
its autochthonous origin is utopian and pointing to its Mediterranean
parallels, raising at the same time the methodological question of the
use of YouTube, which was the source for this particular research.
The sound workshop Utopic Dystopias: Dystopic Utopias was a
very interesting part of the program, authors of different professional
profiles presenting sound works with discussion. It was noticeable
that the presented works were compositions of recorded and edited
ethnographically collected sounds, and that the main point of interest
was soundscape. C. Cubero and M. Ermel introduced the panel
discussion, emphasizing sonic experience as something empirical
and unconditioned by society, paying special attention to sound as
part of landscape. The Sonic Melting: Sound Art and Ethnographic
Field Recording in an Andean Glacier (G. Valdivia) was dedicated to
climate change in Peru, the author explaining that he was inspired by
the beautiful sound of ice. Schizophonic Anthropology (H. Schoer)
consisted of two differently recorded pieces; the author afterwards
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emphasizing their different contexts, which could notactually be heard.
With an easily followed structure, recording the author’s day, there
was The Closing Ceremony: Field Recording as Auto-Ethnography
of Solitude (1. Findlay-Walsh). For this topic, it was interesting that
there were no sounds in his intimate world, but rather self-recorded
(and edited) sounds of the author himself in relation to his everyday
urban environment, the field itself. Political Entertainment: the
Communicative but Remove Yourself Show (P. Herrera Veitia) was
a presentation of a project focused on interactive playback devices
for sonic or visual material. This seemed a rather artificial sound
piece for a documentary, because of layering, editing, and mixing
field sounds with interviews, but its aim was to highlight the problem
of homelessness in Edinburgh. The installation Digital Church: The
Speculative Fieldwork (P. Cichokcki, K. Krol) engaged “binaural
tunes” in the digital church ritual. The composition Heterotopic
Sound at Work and Rest: Documenting Daily Soundscapes of
Precarious Market Workers in Moscow (A. Nikolotov) comprised
field recordings of a particular soundscape, containing sounds of
migrant traders, sellers and beggars in a Muscovite market. The
project Schools out (H. Ramsden, H. Summers) explores the rural
soundscape of a closed village school, also containing field sound
interventions made by the authors. The Intangible Form (J. Sova)
deals with the problem of urban design through sound, having its
realization in a synestethic soundwalk. Thematically close to this set
of topics, there was also a paper dedicated to soundscape in Belgrade
(S. Atanasovski), which problematized sound ethics in the case of
two public “parades”, although actually presented within another
session during the Congress.

With regard to the musical program, the Congress opened in
Vatroslav Lisinski concert hall with a performance by the Folklore
ensemble of the Ivan Goran Kovaci¢ student cultural-artistic society
and the ensemble Ethnotine, both from Zagreb. The first represented
Croatian “choreographed folklore”, performing two dance suites
very skillfully, while the second illustrated contemporary tendencies
in making folklore appeal to a wider audience, with modern music
arrangements and very stylized choreographed dance. As an element
of Croatia on the representative list of UNESCO Intangible cultural
heritage of humanity, they performed becarac with lyrics especially
written in English for this occasion (by G. Knezevi¢ and N. Ceribasic).

Congresses like this bring various scholars together, providing
the opportunity for very fruitful interdisciplinary discussions. It
would be interesting to see a greater impact by ethnomusicologists
on this ethnological and anthropological scene. In a time when
boundaries between humanistic disciplines are blurred, there are
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numerous approaches to every aspect of culture. Nevertheless, there
is a need for expert knowledge to enable other scholars to learn how
to approach material lying on the periphery of their primary scientific
discourse.

Marija Dumnié

196



In Memoriam






In Memoriam

Onueepa Bacuh L]oka
(18. VIII 1946, I'opwa banamwa — 28. X 2015, beorpan)

Kpajem okrobpa mecena 2015. romuHe THXO Hac je 3ayBeK
HamycTuiaa eTHokopeosnor Omuepa Bacuh Iloka, myroromumimu
npodecop Pakynrera mysuuke ymetrHoctu (PMY) y beorpany u
HEYMOPHH HCTpakMBau TpaauimoHanHux urapa Cpouje. OnmBepa
Bacuh je 11eo cB0oj *KHBOT MpeIaHO pajauia Ha CaKyIbamkby U HCTPa-
KUBakY TPATUIHMOHATHUX HUrapa, Ka0 U Ha HUXOBOM IMPEHOLICHY
Ha Miahe renepauyje. Jbybas npema TpaJuIHOHAIHO] UIPH, KOJY je
HEroBaja OJl PaHOT' JICTHECTBA, OMIIA je TONMKO CHA)KHA U [I0CTOjaHa
na je Onuepa Bacuh cBoj mpodecroHAIHN KUBOT Y MOTIYHOCTH
MOCBETUJIa b UXOBOM HCTPAXHBamy U 0UyBamy. Llena mena ouorpa-
¢duja cBeIOUN O TOM jEMHCTBEHOM KUBOTHOM ITHIBY.

Pohena je y ceny lopmwa banamwa (Janap, ananna CpOuja), y
YUUTEIBCKO] opoauid. OCHOBHY LIKOITY j€ 3aBpIIMIa y CEIly, a IIKO-
noBame HacTaBuia y beorpany, npso y lllectoj 6eorpaackoj rumHa-
3uju, a noroM Ha ExoHomckoM dakynrery. IIpBu creneH 0CHOBHUX
aKaJleMCKHX CTyauja 3aBplimna je 1967. cTeKkaBuIn 3Bame €KOHO-
MHCTe; HCTe ToAuHe ynucyje cryauje EtHonornje, Ha ®uinozodekom
q)aKyJITeTy y beorpany, koje 3aBpwasa 1972. Ha tom ¢axynrery je
1988. onOpanmIa TOKTOPCKHU pajl U3 00JACTH €THOKOPEOJIOTH]E, O/
Ha3UBOM Mepauxa wpaouyuja [loopurva y ceetny caspemenux ei-
HOKOPeOoIOWKUX Hpoyuasarsd, a mojJ, MEHTOPCTBOM Mpodecopa Ile-
Tpa Brnaxosuha.

OI[ 1964. no 1978. Onusepa Bacuh je 6una unan OKV/ ,,I'pa-
mumup” u3 beorpana. Kao aktuBan urpad, Ouna je y IIEPHOAY OJf
1964. o 1976. u pykoBoAMIAI] MAFLUX UTPAYKUX TPyIalKja Y OKO-
nuHM beorpana u Cmenepesa, a nocneame 1se rogune (1976-1978)
nposena je y ,, I pamumMupy” Kao ceKperap U yMETHHUYKU PyKOBOAM-
Jan mpBor aHcamb6na. TepeHCKHM MCTpakMBambUMa 1ouela je /1a ce
0aBu Beh 1968. rogriHe M TOKOM KMBOTA MX j€ CIIPOBENIA Y MPEKO
xmwbany cena Cpouje.

Kapujepy BesaHy 3a paj y o0nacTd CLEHCKOT IPHKa3uBarba
TpaaunuoHanHux urapa Onueepa Bacwuh je npexunymna 1978, kana je
nobuina mocao y ETHorpadckom My3ejy, Ha MecTy KycToca 3a 30HpKy
Be3 u uuiike. IlapanenHo ¢ THM aHTa)KOBambeM, IEPMAaHEHTHO ce Oa-
BUJIA HCTPAXKHMBAHEM MIPadKe TpauLyje, y capaimu ¢ Jlumurpujem
TonemoBuhem, n mucana pajgoBe U3 odmactTu eTHokopeosoruje. Ha
MO3UB Hpoq)ecopa Toemosuha, ronuxe 1990. nounse 1a papu u xo-
HopapHO y OfceKy 3a My3UKOJIOTH]y U €THOMY3uKojorujy ®MYVY y
Bbeorpany, kao npsu npodecop EtHokopeornoruje u EtHonoruje Ha
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ToM (akynteTy u npBu npodecop EtHokopeonoruje y Cpouju. ET-
Horpadcku my3ej HanymTa 1991. rogune, kaga qo0uja CTamHO 3a1o-
cineme Ha DMY, e je y oktoopy 2014. nouekasna neH3ujy.

YBOhe}BeM npeaMera ETHOKopeonornja Ha OCHOBHE CTyIuje
ETHOMYy3uKOJIOTHj€, TIpe ABaeceT net roauHa, ETHokopeosnoruja je
MocTasa akajgeMmMcka HayyHa nucuuiuinHa y Cpouju. YOp30 HakoH
tora, OnuBepa Bacuh je aHraxxoBaHa Ha HEKOJIUKO JAPYTUX YHUBEp-
surera y CpOuju u peruoHy, kao 3a4eTHUK npeamera ETHokopeosno-
ruja. Ox 1994. no 1996. 6una je 3anocinena Ha MakynTeTy My3uKe
»CB. hupuio u Meronuje” Ha yHusepsurery y Crompy (Maxeno-
HUja), kKao npBu npodecop ETHOKOpeonoruje, HakKOH Yera je OBaj
MpeMET, HaXkajaocT, YKUHYT. Ha Axamemuju ymetrHocTH y HoBoMm
Cany, rae je Hajnpe npezasaina Etnonoryjy, a ox 2000. u npeamer
Etnoxopeonoryjy, npeaasaina je ox 1996. no 2007. buna je aHrasxo-
BaHa U Ha AkaneMmuju yMjeTHOCTH Y bama Jlynu (bocHa u Xepiero-
BuHa), 01 1999. no 2014, Taxohe xao npsu npodecop Etaoxopeoo-
ruje u ETHOMNOTH]jC. Foz[HHe 2006. yuectBoBaia je y OCMHIbABAbLY
CTYIMjCKOT IporpaMa CTpPYKOBHUX CTyauja cMepa Bacnurau 3a Tpa-
TUIAOHAIHY UTPY, TpH BUCOKO] KON CTPYKOBHHUX CTYyIHja 3a 00-
pasoBame BacnuTaua ,,3opa Kpyammh 3ara” y Kukunmau, rae je 6uma
aHraxoBaHa y HactaBu ETHOkopeosoryje.

[Toceban opurunanau gqonpunoc Ommeepe Bacuh pas3Bojy et-
HOKOPEOJIOTHje Kao akagemMcke aucruruimHe y CpOuju u peruony
obOyxBara: 1. yBohemwe TepMUHA wpaduyuonaiHa ucpa, Koju je 3a-
MEHHUO KOHUENT HapooHe uzpe MPETXOAHUX UCTpakuBaya; 2. CUCTe-
MaTHU3alujy TPAIUIHOHATHUX Urapa nmpemMa T3B. €THOKOPEOJIOIIKUM
nenuHama Cpbwuje; 3. u3pany OpojHux eTHorpaduja UTpPaYKux Tpa-
JIMIIM]ja TT0jeIMHAYHUX Teorpa)CKUX U aIMUHUCTPATUBHUX O0JIaCTH;
4. ynotpe0y nabaHoTalMje y ETHOKOPEOJIOIIKOM 00pa30Bamy Ha aka-
JIEMCKOM HHBOY, i U HEHO MpeCTaB/babeé N3BOhaurMa U KOpeo-
rpaduMa; 5. TUIIOJIOTH]y OCHOBHUX oOpa3ana Kopaka TpaJIulioHa-
Hux urapay Cpowuju.

[Tonena CpOuje Ha eilinokopeonowke yenuHe TOIpa3yMeBa
rpynucame MojeUHAYHUX reorpadckux U aJMUHUCTPATUBHUX 00-
JaCTH, MpeMa HUXOBUM IU(EpEeHLMjaIHUM KapaKTepUCTUKaMa, y
MeT OJIBOjEHHX LIeJIMHA: CeBEPHA, [ICHTpaIHa, 3aa/iHa, CeBEepOUCTOY-
Ha U jyrouctouHa CpOuja. BuieneneHujckuM yCMepeHUM €THOKO-
PCOJIOIIKIM TEPEHCKUM HCTPKUBABHUMA, CIPOBE/ICHIM Ha LIMPEM
noapy4jy Cpbuje, Onmsepa Bacuh je Teopujckn yremesbuiia HaBe-
JIeHy TojieNy, Koja je mocraja OCHOBA 3a JIe(pUHUCAE T3B. TNIECHUX
nujanekara Cpowuje, a kojuma ce OnuBepa Bacuh 6aBuia TokoMm He-
KOJIMKO MOCJIEHUX TO/IMHA )KUBOTA.

Kao pesynrar cpoBeieHHX TEPEHCKUX UCTPaKUBambha HACTaJIe
Cy MHOTOOpOjHE eTHorpaduje Mrpadykux Tpagauidja TOojeIUHAYHUX
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reorpa)CKuX U aIMUHUCTPATUBHUX 007aCTH, 00jaBJbeHE K0 KHbH-
re W nojeAuHayHu pagoBu. bubnumorpaduja Onusepe Bacuh 6poju
11 xmura (mectT caMoCTaTHUX M TMET KoayTopckux, ca [l. Tonemo-
BuheM) u 167 HayuyHux paaoBa. Mehy nenoButuM MoHOrpadcKkum
nyOauKanyjama cy eTHorpaduje TpaaunuoHaaHuX urapa byjanosia
u oxonmue (1980), Basescke Komybape (1984), ITemrepa (1984),
AsOykosuue (1989), yxuakor kpaja (1990), Ionpuma (1992), Ta-
koBa (1994) u npyre. V cojum Hay4HuM pagosuma, Onmsepa Bacuh
ce JOMUHAHTHO 0aBWJIa UTPAYKUM Tpaaulyjama MojeJuHaYHUX re-
orpad)CKuX ¥ aJIMUHHCTPAaTUBHHUX 00JaCTH, a Hajuemhe jyroucTod-
He u ceBepouctouHe Cpouje (bena Ilamanka, CBpsbur, Hepaancko
[TonynaBibe, Tumok u 3armaBak utx). [loceOHa cdepa meHor Hayd-
HOT MHTEpPECOBamba OWJIM Cy PUTYaIHH IUICCOBH, Tj. OOpeIHE UTpe,
KaKo UX OHa Ha3MBa, KOjuMa je Takohe nmocehen Benuku 6poj paso-
Ba. Haj3HavajHUju o1 BUX caOpaHM Cy Y TpUMa KIbUTaMa KOje YhHe
CBOJEBPCHY €IUIIM]y IOJ HacjaoBOM Eunoxopeonozuja: Tpazosu
(2004), Oiiciuajare (2005) u Ceharve (2005).

CBe HaBefieHe eTHoOrpaduje caapke KHUHETOrpame U MeJo-
AujcKe 3anuce urapa. Yiorpebom nabanorauuje, Onmsepa Bacuh je
HanpasuiIa QyHIaMEHTaIHU 3a0KpeT y eTHokopeonornju y Cpouju,
KOJH je U laHaC OCHOBA 32 Pa3BOj T€ aKaJeMCKe HayYHE JUCLHUILIMHE.
Kao npBu eTHOKOpEOJIOT KOjH j& IOKYyMEHTOBAO TEPEHCKU MaTepHjal
nabaHOTAIM]OM, a Yj€IHO W MPBHU YHUBEP3UTETCKH nipodecop ETHo-
kopeosoruje y Cpouju, OnuBepa Bacuh je nckopucTiiia mprimKy
Jia yreMespu ynotpeOy JlabaHoBor nrucMa Ha akaJeMckoM HUBOY. Of
caMor Io4YeTKa, y OKBUpPY npeaMera ETHOKopeosorija Ha CBUM HH-
BOMMa CTy/IH]ja, JabaHOTAaIH]a j€ HHTETPHUCaHa Ka0 HEM30CTaBHU JICO
M3y4daBama TPAJUIMOHAIHUX Urapa.

[TapanenHo ¢ Hay4YHOMCTPa)KMBAYKUM PaJOM U aKaJIEMCKUM
anraxxoBameM, OnmBepa Bacuh ce 0aBuna u emykanujoM wrpada
amarepa. Y6p30 110 3anociemy Ha @MY y beorpany, Ha beHy HHU-
uujarusy je 1990. ocHosaH npu oBoj MHCTHTYLHjU LleHTap 3a npo-
yuaBame HapogHux urapa CpOuje. Bberoo cemuiure je y KpaTkom
nepuoay Ouno y HanmonamHom ancamb6iy mecama u urapa CpoOuje
,,K0J10”, a TaHac paju caMOCTaIHO, Ka0 €THOKOPEOJIOIIKO CTPYKOBHO
yapyxemwe — LleHTap 3a ucTpaxuBame U 04yBabe TPAJAULIUMOHATHUX
urapa Cp6uje (IMUOTHUC). C Onuepom Bacuh na yeny LlenTap je
JI0 cajla OpraHu30Ba0 U3Y3E€THO BEJIHMKH OpOj TEPEHCKUX UCTPAXKU-
Bama mupoM CpOuje u aHTa)KoBao OpPOjHE UCTPAKUBAYEC — ETHOMY-
3MKOJIOTe ¥ €THOKOPEOJIOre, a [Pe CBera NCTPaXuBade amarepe, of-
HOCHO CHTY3HJacTe, KOju ¢y ce y3 npo¢. Bacuh oOyunim 3a repencka
UCTPAKMBaa, a KaCHUje U apupMuUCaI Kao JEMOHCTPATOpy HapOI-
HUX UTapa Win npeaaBayu Ha cemuHapuma Llentpa. Y nocnenme nse
JierieHrje pa3Boj kopeorpaducanor domikiaopa y CpOuju u CpricKoj
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nyjacriopu 6asupa ce, y Hajsehoj Mepu, Ha aKTUBHOCTHMA THX Ka-
nposa. Jlenarnoct Llentpa 3a npoy4yaBame HapoaHux urapa CpOuje
oJlBMjajia ce J0 JaHac Ha JIBa KOJOCEKAa: TePEHCKO-UCTPAKUBAUKU
paj, 9Mju je IuJb MPUKYTUbamke U 00jaB/bUBabE TEPEHCKOT MaTepHja-
Ja, U OpraHu3aiyja ceMUHapa 3a yuemwe TpaJIullMOHAIHUX Urapa, Ha
KOJUMa C€ OKYILJba]y PYKOBOAMOIM KyATYPHO-yMETHUYKUX APYIITA-
Ba CpOuje, pernoHa u cprcke aujacrnope. CeMuHape npaTu eauiyja
noz HasuBoM Hapooue uzpe Cpbuje, kojy cy ypehusamu Onusepa
Bacuh u Ilumutpuje I'onemouh, a y k0joj cy o6jaBibeHe 34 Kibure, ¢
npeko 60 ucTpakeHux 00IaCTH Cp6I/Ije U peruoHa u npexo 1350 3a-
nucanux urapa Cpba, Xpsara, bommaka, Cioaka, Pycuna, Mahapa
u Pymyna. Ox 1990. no manac oxpskano je 38 cemuHapa, a moxaha-
70 uXx je npeko 3500 nmonazHuKa, KOjuMa je MPUKYIJbEHH MaTepH]jall
MPE3EHTOBAaH MPAKTHUYHO U TEOPUJCKHU. TakBU CEMUHApU OCTBapYjy
TOKOM TOCIEAmUX [BaZieceT roauHa (yHIaMEHTalaH YTHUIa] Ha
CIICHCKO MpHUKa3UBame TpaAuIMOHAIHUX urapa y Cpouju.

VY3umajyhu y 003up mupuny nenoama Onusepe Bacuh wnm,
JIPYTUM pedrMa, carsienaBajyhu meHy Kapujepy LeJ0BUTO, MOXKE Ce
3aKJbYYHUTH J1a j€ OHA CBOJUM aHTaKOBAaHkEM HAaCTAaBWJIA MHCH]Y Ce-
crapa Jankosuh. [Togjeqnakom nmoceehenomhy Ha HayYHOMCTpPAXKH-
BauKOM, aKaJIEeMCKOM M €yKaTUBHO-IpUMEmeHOM Iiany, OnuBepa
Bacuh je HemepsbHBO foNprHENa yBamby TPajAHUMOHATIHUX Hrapa
oJ1 3a0opasa U aupmaluju 1 pa3Bojy €THOKOPEOJIOTHjE Kao Hay4yHe
nucuurinae y Cp6uju u peruony. JJonpunoc OnuBepe Bacuh pas-
BOJy €THOKOPEOJIOTH]j€, aJli U MHOTO BHIIIE, TPOPECHOHATHOM pa3-
BOJy BeHHMX Milahux Kosera W mupemy JbyOaBU M CTPAcTH MpemMa
HApOJHUM UTpaMa 3aucTa je HEeMEPJbUB.

Cenena Paxouesuh u 30pasko Panucaswesuh
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