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PEY YPEJTHUKA

IloBoOM HEKOJMKO 3HAYAJHUX jyOuieja

IIectu mo pexy Opoj gacormica Mysuxonoeuja HacTajao je TOKOM TOJIHE
KOja je y CBeTY My3HKe NPOTHIIaa y 3HaKy HEKOJIMKO 3Ha4ajHUX jyOuseja.

Hajryuihe je, HeCyMBHBO, HCIPEILICTCHA MPEKa CBEYaHOCTU KOjH-
Ma ce IIMpOM IuTaHeTe oOenekaBa 250.roqummuia pohema Bondranra
Awmazeyca Momapra. 3axBasbyjyhu moCTOjaHUM TEKOBHHAMa ,,IHTy CTPH-
je* rpahene Ha BETOBOM MMEHY, MoOIIapT ce OJp>Kao y cCaMOM BpXY Iax-
€ CBETCKE MY3UUKE jaBHOCTH.

Y ceHIy npociiaBa Koje Cy Ha MoYeTKy Tpeher MUlIeH!jyMa TIOTBPANIIE
BUTATHOCT pelelyje KIACUIUCTUIKE TpaJuLije olrnyeHe y MouapToBoM
IieTy, ofiBHjatie ¢y ce u Manudecranuje nmoceehene bemn baproky u JImur-
pujy lllocrakoBudy, MBOJHIIM KOMIIO3UTOPA YHjU CY OIYCH HacTajalil y
Pa3IMYUTHAM, HO TIO/IjeTHAKO CIIOKEHUM HCTOPH]CKUM, TIOTUTHYKAM U He-
oJomKKM KoHTekctuMa. Ako bemmn Baproky, pohenom mpe 125 romuna,
TIPUITIAIA jeTHa O]l HAJUCTAKHYTHjUX TO3UIHja Y CTHJICKA TIOJUBAIICHTHIM,
,,MOJICPHUCTHYKHM  TOKOBHMA My3HUKe UCTOpPH]E MpBe MONoBUHE XX BeKa,
JlaHaC My CBaKako TpHIaja M MECTO ,,KIacHKa“ KOHLEPTHOT M CLEHCKOT
perieproapa. 3akJpydlii HaydHe KoH(epeHmuje ,,baprokoBa opbura* (By-
mumremTa, mapt 2006), roBope, MehyTiM, 1a Bpeme IMyHOT WCIHMTHBAMA
IIMPHHE U IoMeTa bapTOKOBOTr yTHIIaja TEK PENICTO]HU.

CnvuHo ce Moxxe pehu u o yBuay y aeno JImurpuja [llocrakoBuua,
jemHor ox HajBehux MajcTopa ,,KIacHuYHuX' 00nauKa y XX BeKy, KOMIIO-
3UTOpa YMjU CTBApajayKu W KMBOTHU IIyT YHHE CBOJEBPCHY Mapagurmy
0 UCKYIIaBamwy, IOKOPaBamby U CTPaJalkby YMETHHUKE CII000/IE Y TOTaIH-
TapHUM JApymTBuMa. CBeyaHu MoBoA — cToroaummuia pohema Llocra-
KOBHYA — JONPUHEO je MHOTOOPOjHMM HOBHM MHTEpIpeTanyjaMa U ca-
IJIelaBalbMa HErOBe MY3HKE Y CBETY, i jé UCTOBPEMEHO H3OLITPHO
MaXiby HOBUX IICH30pa J1a Ol jeJaHITyT MOTBPJe KOHTUHYUTET KOMIIO-
3UTOPOBE ,,APYIUTBEHE HEMOAOOHOCTH : Ka0 CYpOBH LIMHM3aM OJIjeKHYJIa je
BecT n1a je emuckon Kowme, jeqHe o OMBIIMX COBJETCKUX, a JaHAC jeIHe
oIl pyckux (emepanHux pernyoauka, 3adpaHuo npukasuBame [llocTako-
BUYEBE OTepe KOMIIOHOBAHE TIpeMa CBOjeBPEMEHO Takol)e OIITpo KPUTHKOBA-
Hoj IlymknHOBOj KpaTkoj mpuyi ,,O MOy ¥ BEeroBOM pagHUKy bammn.

Bynyhu monepan eBporncku rpan, beorpan ce kao npecronuna Cpbuje
y 2006. TonMHN HamIa0 Ha CBETCKO] MAalM MY3WYKHX IIEHTapa KOju Cy



cBoj hommage napusanu Monapry, lllocrakoBrudy u bapToxy, anu un kao
LEHTap MHOTOOPOjHMX KYJITypHHX MaHUdecTanuja npupeheHux y yact
HEKOJIMIIMHE 3HAMEHUTHUX JINYHOCTH HAIIMOHATHE UCTOPH]E.

Mehy muma, mocedHO HcTakHyTO MecTo npunaio je CreBany Ctoja-
HoBuhy Mokpamiry (1856—-1914), koMno3uTOpYy ¥ AUPUTEHTY, OCHUBAYY
My3W4KOT TIKoyIicTBa y CpOuju, Menorpady U MUCITy MPBUX aHATHTHY-
KHX CTyJija O CPICKOM (POJKJIOPY U LPKBeHO] My3uiu. O0elnekaBame
150. rogummuie o MokpamueBor pohema, Kao H CTOCeaMIeCeTIIeTe
o1 pohema meroBor npociaBbeHoOT MpeTxoaarnka Kopaennja CTaHKOBH-
ha (1831-1865), moacrakio je y somMahuM My3WKOJOUIKUM KPyTrOBHMa
notpedy 3a HOBUM UCTPaXHBAHHMA, IIPSUCIIUTHBAKLIMA U BPETHOBAmbAMA
CpIICKe My3HKe poMaHTH4Yapckor noda. [Ipsu npaswu ,,ambacagopu‘ cprcke
My3suke y monieproj EBporm, Kopuenuje 1 Mokpamall ¢y y KoopJuHaTama
CONCTBEHE KYJIType IMOCTaBUIM TeMmeJbe 3a Oyayhe KpeaTuBHe aujanore
CpIICKe yMeTHUYKe My3uke ca EBporom u cBetom. VcnuTnBame 30Ha U
pamujyca Mokpam4eBOT yTUIaja Ha TTOTOKY TEHEPaInjy CPIICKUX KOM-
MO3UTOpa Yhja My3uKa, Oenexxehn cHMITOME €BPOIICKOT JTyxa BpeMeHa
pBe NoJIoBHHE XX BeKa MOKPHBA IIUPOKO CTHIICKO T0Jhe OMel)eHO ¢ jerHe
CTpaHe BapHjeTeTHMa ,,TpaJulHoHaIn3aMa’™, a ¢ Jpyre CTpaHe — ,,MO-
nepHu3aMa“ (ca ,,aBaHrapJoM" Kao CBOjOM HAjUCTYPECHUJOM JIUHH]OM),
aKTYeJIM30BaJiO je HE caMO YBEK MPOBOKATHBHO MUTAmkE OIHOCA U3Mehy
YMETHHYKE TPaJINIFje U HOBHHE, Beh U HEe Mame KOMILIEKCHO THTamhe O
MPUPOJIN JKUBE, BUOpAHTHE MHTEPaKIMje yMETHHIKHX 1I0jaBa YHyTap JIHA-
MHYHOT T0Jba IPYLITBEHE, TOJMTHYKE U HICOJIOIIKE PEaTHOCTH.

VY CpOuju, anu u y ceety, roguna 2006. mpotude U y 3HaKy obOele-
xaBama 150. romnmmune pohewa Hukone Tecrne, HaydyHHKa CBETCKOT
rjaca 4uja cy peBONYLMOHapHAa OTKpuha O3Ha4YMia MPEKPETHULY Y
pa3Bojy caBpeMeHe IMBIJIM3AllMje M KOjU Kao Jia He MpecTaje Ja ycCIio-
CTaBJba HEBHJJbHMBE CIOHE M3Mely yAaJbeHHX KOHTHHETaTa, JbYAH M
kyntypa. Ha nan Tecnunor polennana, 9. jyna, Ha Hujarapuaum Bono-
[azuMa CBEYaHO je OTKPHMBEH CIIOMEHMK H3BajaH meMy y dacT. Mcror
nana, y Hapognom mozopumrty y Beorpany mpupelena je cBercka mpe-
MHjepa MyJATUMEAWjalHe orepe HHenpane Teciuaum aeiom, Jhyouuacma
eéampa, ca My3UKOM II03HATOT aMepu4Kor MuHuUManucre [lona I'ubcona
(o ubpery Mupjam 3ajuen, y pexuju Tepuja O’Pajinuja). Onepcka Ky-
ha ,,Xayapn I'mnman® (My3uuka akagemuja y bpyknuny) HajaBuia je
aMepudKy npemujepy Jhyouuacme eampe 3a okTobap Mecer. C 003upoM
Ha TO /1a j€ CPEAMHOM CellaMJIeCceTuX IoJMHAa Kao My3H4Yap HacTymnao y
rpynu @unumna ['naca, Bpio je BepoBaTHO aa ['MOCOH jomn yBeK mamTH
JelieHje y KOjUMa je YMETHHYKA aBaHrapa caMoIoy3/1aHo padyHasa Ha
TO Aa he 6utH ,,Harpahena* eexrom moka u oxbanuBameM. TOKOM Tpa-
jama OBOTOIUINIET peHOMHpaHOT beorpajackor teatapckor ¢ectuBaia
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(BUTE®), y umjoj je ucropuju ['macoBa xynTHa omepa Ajuwmaju na
niaxcy Harpal)eHa kao JIeNno Koje je 3a HEeKOJIMKO Kopaka yHaIpe.l oMe-
PUJIO TPAHUIIE CAaBPEMEHOT MO30PHIITHOT U3pa3a, MOTBP)EHO je 1a y aTMo-
chepu Ham rIO0ATHOM YMETHUYIKOM CIICHOM IOCTMOJIEPHE eIoXe JIeOIu
IyX HOCTAJITH]€ 32 ,,000p0M, CIMapoM aBaHTapaoOM .

[a je, MmehyTum, ,,KOHKYypc** 3a HHBEHTUBHE JIHjaJIoTe U CyCpeTe CTa-
por u HOBOI', KJJACUYHOT' © MOJACPHOT, CJIMTHEC U MAaCOBHE MY3UYKE KYJI-
Type TPajHO OTBOPEH, YBEPHJIH CMO C€ HEJaBHO, IPIHIMKOM OTBapama
OBOTOMIMEBNX beorpaackux mys3mukux cBedanoctn (BEMYC), kama cy
4ynaHoBU Tpyne Mopuca bexxapa nzBenu y30ynbHB OalleTCKH CHEKTAKI
Hepa 3a scusom ca mysuxom Bondranra Amageyca Mouapra u eHriec-
ke rpyne Queen. Xenehu na Ganery moneny eHUrMaTH4YaH MOIHACIIOB,
Bexap je Tparao 3a ,,peueHHIIOM Koja HeMa HUKAKBO 3HAYErbe, Al MMa
jen putaMm H Koja he, mpe cBera, 7oOpo mociyxuTtu cBpcu™. Tako je
TIOCETao0 32 TOTOBHM IIPOM3BOIOM ,,cTape" aBaHTap/e, peUYeHUIIOM Koja je
IBaZIECEeTUX TOAWHA IPOLUIOT BEKAa BAKWJIA 3a JIO3WHKY y KPyrOBHMa
HajpeanucTa: ,,lIpe30uTepujyMm HUKaga HUje U3TyOUO CBOj IIapM, HUTH
Oamra cBoj cjaj!“ (I'acton Jlepy, Tajua acyme cobe). Hacympor bexapo-
BOj ’KeJbH, JIaHAC je M3 MOpyKe HaJpeanncTa Moryhe WIIuuTaTH MHOTO-
CTpYKa 3HAYCHA.

k ok ok

N360p neHtpanne TeMe OBOT Opoja dacomnuca Mysukonozuja modu-
Ba, Takohe, Ha yBepewy O MOCTOjaHOj NPUBJIIAYHOCTH M MPOBOKATUBHO-
CTH TEOPHjCKOT, €CTETHYKOT W HMCTOPHjCKOT TUCKypca O (heHOMECHHMA
Tpajuiyje, MoJepHU3Ma, aBaHrape u noctmozaepue. Llupok nujanazon
neununmja u onpehema OBUX MOjMOBA, KaTKaa AyOOKe pasiuke Yy HbH-
XOBOM KOpuhemy y aHTII0CAaKCOHCKO], TEPMAHCKO] U JIUTEPATypH Ha CIIO-
BEHCKHUM jE3WIFIMa, KA0 W TECHJIEHIINja KopuIthema IMojeqNHNX 10jMOBa
Kao CTWJICKHMX KaTeropuja (IITO JAaje 3a Mocienully mpobieMe ca mepuo-
Iu3anyjom!), MOTUBHCAIN Cy HAC J1a CTyAWj€ OKyIUbeHe y pyOopuun Tema
Opoja moAcTaKkHy OTBapame CBOjeBpcHE MehyHapoaHe nedare mo qaTum
MUTakUMa. Y TOM IOTJie Ty, Hallla Cy OUYeKHBamba y TIOTITYHOCTH UCITYHh-eHa.

Kako Beh u camMu HacnoBU HEKOJMIIMHE CTYHja CyrepuIry, Ha MHO-
ra ,,crapa‘ muTama JaTy Cy OATOBOPH, alli Cy OTBOPEHE U HOBE JHIIEME.
Mapna ce najpehu Opoj mpuiora OIHOCH Ha HOBUjy MY3WKY, V HaJaxXHY-
TOM OIJIeAy O TPALMOHAIHOM M MOJEPHOM Y LIPKBEHO] MY3HUIM MOCTaB-
JbEHO je MUTamke NMPOMEHE KaHOHA y T0jadkoj mpakcu McrouHe npkse y
XIII u XIV Beky. OcuM CTyAHO3HUX TEKCTOBAa Y KOjUMa Cy (PCHOMEHH
Tpanuiyje(a), TpanuoHanu3(a)Ma, MmoaepHor, MojiepHe, MoiepHHA3(a)Ma,
aBaHrapje, NOoCT-aBaHrapjie, TpaHc-aBaHrapje, rmocr-mojaepue u Iloct-
MoJiepHE MOCeOHO palIwIalkeHd M NpoOieMaTH30BaHH OWIIO Yy TEOpH)-
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CKOj OMJIO y aHAIMTHYKO] paBHHU, Behu Opoj cTymwja MOHECH cHcTeMa-
THUYHE TIperJie/ie TIIaBHUX pa3BOjHUX TOKOBAa My3uke XX BeKa Y I0jequ-
HUM MY3WYKHM KynTypama. Ouekyjemo aa he TekcroBu nmocsehenu cpr-
CKOj, CIIOBEHAYKO] M PYMYHCKO] My3umu XX BeKa, Ka0 M CTyAHje O
WCTaKHYTUM MpeJCTaBHUINMA HOBHje Maljapcke U Tpuke My3HKe 0Xpad-
putu Oynyha komnaparuBHa poy4yaBama y 3eMJbaMa PEruoHa.

Haxo oBaj Opoj yaconuca Hema ouurienHe pedepeHie ca jyonneju-
Ma KOjH TEeKy TapajieHO ca TOIMHOM HEeTrOBOT HACTaHKa M 00jaBJbHBamba,
HeMa CyMibe J1a Hajpehn Opoj TekcToBa TOCPETHO MOTPUHOCH carjieaaBa-
By YHHBEP3JIHUX MMUTakha O MOUMAarby U PEeleNju TPaIuluje Y OKpY-
XKewy MOJEepHU3(a)Ma, aBaHrap/e U MOCTMOAEPHE, O OTHOCY YMETHOCTH,
MOJIMTHKE U HICOJIOTHjE, O IPYIITBEHOM CTaTyCy W 3acTapeBamy aBaH-
rapjie, 0 HOCTAITHjH Kao (DeHOMEHY KapaKTEPUCTHYHOM 32 HAIY EIoXY...
Jla cy mojeanHa O CIOMEHYTHX IMUTamba IOJAjeJHAKO aKTyelHa WU Y
pacnpaBaMa HCTOpUYapa YMETHOCTH, TMOTBplyje cyrecTMBaH TEKCT O
HaJPEATMCTHYKIM KOJIKUMa U (OoTOKoIaxuMa u3 mepa Mmmanke To-
nuh, K0joj OBOM MPHIIMKOM TOIUIO 3aXBajbyjEMO 3a 3HAJIAYKY, JParoleHy
moMoh y BU3yeITHOM orpeMamy 0poja.

CarnacHo ¢u3noHOMHUjU pyOpHuKe Varia, yeTHpu TeKcTa roBOpeE O
MOCBE PA3TMYUTUM TpodieMiMa. 32 U3BAHPEIHO 3aHUMJEUBUM TPUIIOTOM
0 acmekTuMa perennuje Puxapna Baraepa y crBapamamTBy AHTOBHHA
JlBoprkaka, clieZi UCIPITHA U JJOKYMEHTOBaHA CTy/uja MmocBehieHa Tyma-
YemhHMa CPIICKE My3WYKe KPUTUKE U €CEjUCTHKE Y JoMahoj My3HKOIOTH-
ju. O yKyITHO IBa €THOMY3HUKOJIOIIKA pajaa 3acTyIlJbeHa y OBOM Opojy,
MPBH TPEJCTaBIba OTIIE] O BPEMEHCKO] TUMEH3UJU MEJIOTOETCKE CTPYK-
Type eNCcKHX IecaMa Koje ce U3BOJE y3 Tyclie, IOK APYTH AeTajbHO eBU-
JIeHTHpa KOMEHTape Koje je Ha MapruHaMa 3HameHuTe bapTokoBe cTy-
mje Mopghonoeuja cpncko-xpeamckux HAPOOHUX BOKAIHUX MeNoouja
3abenexxno Muoapar BacuibeBul, ocHUBau CpIICKE ETHOMY3UKOJIOTHjE U
BPCHH 3HaJIAI] CPIICKOT (hOIKIOpA.

OcuM Tora mTo AoHOCE (HEMUHOBHO MapLHjaIHY) CIMKY O HOBUjUM
MOHOrpa)CKUM myONuKanyjaMa M Hay4HUM CKYIIOBHMA, TEKCTOBH Y
pyOpuru IIpuka3u mocpemHo WM, YaK, CAaCBHUM JTUPEKTHO, 3aJUpy Y
MHOTOOpOjHa aKTyellHa CTPY4YHa, METOJOJOIIKa U TeMaTcKa MoApydja.
rTaBume, npukasu Kwura o Mysuan M. Munojesuha, B. Mokpam1a,
A. Hlnutkea, I1. bymesa, K. Illtokxay3ena u II. Kejima, ocBpT Ha MOHO-
rpadujy moceeheHy My3HLM Y TEXHOKYJITYPH, KPUTUYKH TIOTIIE], HA TEKC-
ToBe oO0yxBahene 300pHHKOM Coypeanuszam y my3uyu, Ka0 1 KOMEHTApH
MMOBOJIOM HAYYHUX CKymoBa ,,bephe Enecky™ m ,,baproxoBa opOura‘,
¢dopmHpajy o cedn TeMaTCKy MHUKPOIECTHHY KOja KOHTPAIYHKTCKH JI0-
nymyje npobneme W uaejHe Kpyrose oOyxBaheHe IeHTpamHOM pyOpu-
KoM Opoja.
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EDITOR’S WORD

On the Occasion of Several Anniversaries

The sixth issue of Musicology journal has been produced in a year
marked by several important anniversaries in the world of music.

The richest and most intricate is doubtless the universal host of
celebrations marking the 250" anniversary of Wolfgang Amadeus Mozart’s
birth. Thanks to the enduring heritage of “industry” built on his name,
Mozart has remained at the epicenter of the world’s music scene.

In the shadow of these celebrations which, at the beginning of the
third millennium, acknowledged the vitality of reception the classicist
tradition embodied in Mozart’s oeure, there have also been events
dedicated to Béla Bartok and Dmytriy Schostakovich, whose works
appeared in very different, but equally complex historical, political and
ideological contexts. If Béla Bartok, born 125 years ago, holds one of the
most prominent positions in the stylistically polyvalent “modernistic”
trend in the history of music during the first half of the 20™ century,
today his music definitely deserves a place as classics of concert and
stage repertoires. The conclusion of the “Bartok’s Orbit” conference
(Budapest, March 2006), however, emphasized the fact that a compre-
hensive examination of the true breadth and range of Bartok’s influence
is yet to come.

A similar observation can be made about the insight into the work of
Dmytriy Schostakovich, one of the greatest masters of “classical” forms
in the 20" century, a composer whose creative and life path present a
special paradigm of the temptation, repentance and suffering of those
seeking artistic liberty in totalitarian societies. The centenary of
Schostakovich’s birth — a festive occasion — has contributed to numerous
new interpretations and “rethinkings” of his music in the world, while at
the same time focusing the attention of new censors to confirm the
continuity of composer’s “social unsuitability”. Ironically, during the
centenary celebrations cruel news broke that bishop of Komy (one of the
former Soviet, and presently one of the Russian federal republics) had
forbidden the performance of Schostakovich’s opera based on Pushkin’s
short story “About the Priest and his labourer Balda”, equally criticized
officially at its time.
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As a modern European capital city, Belgrade made a mark on the
world map as a music centre this year, not only by paying hommage to
Mozart, Schostakovich and Bartok, but also by organizing many cultural
events in the honour of several renowned figures from Serbian national
history.

An outstanding place among these belongs to Stevan Stojanovic
Mokranjac (1856-1914), composer and conductor, the founder of musical
education in Serbia, melographer and author of the first analytic studies
of Serbian folklore and church music. The 150" anniversary of Mokranjac’s
birth, as well as the 175" anniversary of the birth of his predecessor,
Kornelije Stankovi¢ (1831-1865), highlighted within Serbian musicological
circles the need for a new examination, review and evaluation of Serbian
music from the Romantic period. As the first real ambassadors of Serbian
music in modern Europe, Kornelije Stankovi¢ and Stevan Stojanovi¢ Mo-
kranjac laid, within the coordinates of their own culture, the foundations
for future creative dialogues between Serbian artistic music, Europe and
the world. The examination of the zones and range of Mokranjac’s influence
on later generation of Serbian composers, whose music, in early 20"
century European spirit, covers a wide stylistic field (varieties of “tradi-
tionalism”, “modernism(s)” and “avant—garde” — being its most prominent
trend!), raised not only the ever-provoking question of relations between
artistic traditions and novelties, but also an equally complex question of
how lively, vibrant art phenomena can interact within a dynamic field of
social, political and ideological reality.

In Serbia and abroad the year of 2006 marked the 150" anniversary
of Nikola Tesla’s birth. A scientist of world renown, his revolutionary
breakthroughs marked a turning point in the development of modern
applied science, and he continues to establish invisible ties between
continents, peoples and cultures. On Tesla’s birthday, 9" July, there was
the festive unveiling of a monument sculpted in his honour at the
Niagara Falls. On the same date the National Theatre in Belgrade staged
the world premiere of Violet Fire, a multimedia opera inspired by
Tesla’s work. The music was composed by the famous American
minimalist John Gibson (libretto by Miriam Seidel) and the performace
was directed by Terry O’Reilly. The “Howard Gilman Opera House”
(Brooklyn Academy of Music) announced the American premiere of Violet
Fire for October. Taking into consideration the fact that Gibson
performed in the mid-1970s as a musician in Philip Glass’s group, he
may well remember the decades during which the artistic avant-garde
self-confidently expected to be “awarded” with effects of shock and
rejection. This year’s BITEF (Belgrade Theatre Festival), in whose history
Glass’s cult opera Einstein on the Beach received a prize as a play which
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moved the boundaries of contemporary theatrical expression several
steps forward, confirmed that the atmosphere dominating the global art
scene of the postmodern era was permeated by a spirit of nostalgia for
“g00d, old Avant-garde”.

However, competition for inventive dialogues and encounters of “new”
and “old”, classic and modern, elite and mass-music culture is always open.
We realized this recently, at the opening of Belgrade Music Celebrations
(BEMUS), when members of Maurice Béjart’s troupe performed an
exciting ballet spectacle Ballet for Life, to the music of Wolfgang
Amadeus Mozart and the English band Queen. Wishing to give an
enigmatic subtitle to the ballet, Béjart searched for “a sentence which has
no meaning whatsoever, but possesses a nice rhythm and will eventually
serve its purpose”. Thus he grabbed hold of a ready—made product of the
“old Avant-garde“, a line which was a surrealist code during the 1920s:
“The Presbyter has never lost his charm, nor the garden its shine!” [“Le
Presbyter n’a rien perdu de son charme, ni le jardin de son éclat”; Gaston
Lereux, La mistére de la chambre jeune). Despite Béjart’s great wish, it is
nevertheless possible to find multiple meanings in the surrealist message.

* ok sk

The choice of the central theme for this issue of Musicology was
also based on a belief in the permanent attraction and provocative nature
of theoretical, aesthetic and historical discourses on the phenomena of
tradition, modernism, avant-garde and post-modernism. A wide range of
definitions and classifications of these notions, occasional deep difference in
their use in Anglo-Saxon, German and Slav literatures, as well as the
tendency to use certain notions as style categories (causing problems
with periodization!), motivated us to include studies within the The
Main Theme of this issue which could open international debate on
given questions. In that sense our expectations have been fully met.

The titles of several studies themselves suggest that many “old” questions
have already been answered, while some new dilemmas have been
opened. Although most articles concern more recent music, an inspired
study on the traditional and modern in church music raises the question
of changes in the canon of Eastern Orthodox liturgical singing practice in
the 13™ and 14™ centuries. Apart from scholarly texts in which the phe-
nomena of tradition(s), traditionalism(s), modern, die Moderne (Ger.),
modernism(s), a(A)vant-garde, post-avant-garde, trans-avant-garde, post-
modern and Postmodern are specially distinguished and discussed at
theoretical or analytical level, a number of articles present systematic
reviews of major developmental trends in 20" century music in particular
music cultures. We expect that texts dedicated to Serbian, Slovenian and
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Romanian music of the 20" century, as well as articles on outstanding
representatives of more recent Hungarian and Greek music will encourage
future comparative studies in the countries of this region.

Although this issue of the journal Musicology makes no direct
reference to the anniversaries taking place in the year of its establishment
and publication, there is no doubt that the greatest number of texts
indirectly contribute to insight into universal questions of understanding
and receiving tradition in the context of modernism(s), Avant-garde and
postmodern; of relations among art, politics and ideology; of the social
status and obsolescence of avant-garde; and of nostalgia as a
phenomenon characteristic of our epoch... The fact that some of these
questions are equally current in the debates of art historians is confirmed
by a stimulating text on surrealist collages and photo-collages written by
Milanka Todi¢, who we thank warmly for her valuable expert help in the
visual design of the publication.

In accordance with the character of the rubric Varia, four texts
concern completely different questions. An excellent contribution on the
aspects of Richard Wagner’s reception in the works of Antonin Dvorak
is followed by a detailed and documented study dedicated to the inter-
pretation of Serbian music reviews and essays in our musicology. Of two
ethnomusicological texts in this issue, the first represents an experiment
on the time dimension of melopoetic structures of epic songs
accompanied by the gusle, whereas the second lists detailed comments
made on the margins of Bartdék’s famous study Morphology of Serbo-
Croatian Vocal Folk Melodies by Miodrag Vasiljevi¢, the founder of Ser-
bian ethnomusicology and a consummate connoisseur of Serbian folklore.

While introducing an (inevitably partial) overview of recent mono-
graphic publications and expert gatherings, the contributions within
Reviews, both directly and indirectly, enter into several current and relevant
expert, methodological and topical fields. Moreover, texts reviewing books
on the music of M. Milojevi¢, V. Mokranjac, A. Schnittke, P. Boulez,
K. Stockhausen, the review of a monograph dedicated to music in
techno-culture, a critical view of the texts within the collection “Social
Realism in Music”, as well as comments on the “George Enescu” and
“Bartok’s Orbit” scientific conferences, form a topical micro-rubric,
which in counter-point manner gives additional information on problems
and ideas elaborated within the frame of central topic of the issue.

(Translated by Olivera Nic¢iforovi¢-Babac)
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Tema Opoja

TPAIULIAJA - MOJAEPHU3AM —
ABAHTAPJA - TIOCTMOJEPHA

The Main Theme

TRADITION — MODERNISM -
AVANT-GARDE - POSTMODERNISM
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Jonathan Cross Modernism and Tradition, and the Traditions of Modernism

Jonathan Cross

MODERNISM AND TRADITION,
AND THE TRADITIONS OF MODERNISM

Abstract: Conventionally, the story of musical modernism has been told in
terms of a catastrophic break with the (tonal) past and the search for entirely
new techniques and modes of expression suitable to a new age. The resulting
notion of a single, linear, modernist mainstream (predicated on the basis of a
Schoenbergian model of musical progress) has served to conceal a more
subtle relationship between past and present. Increasingly, it is being
recognised that there exist many modernisms and their various identities are
forged from a continual renegotiation between past and present, between
tradition(s) and the avant-garde. This is especially relevant when attempting to
discuss the reception of modernism outside central Europe, where the adoption of
(Germanic) avant-garde attitudes was often interpreted as being ‘unpatriotic’.
The case of Great Britain is examined in detail: Harrison Birtwistle’s opera
The Mask of Orpheus (1973-83) forms the focus for a wider discussion of
modernism within the context of late/post-modern thought.

Key words: Modern, modernism, Schoenberg, Stravinski, Birtwistle, The Mask of
Orpheus.

[W]hat an abortive neologism the word
modernism is! Just what does it mean?'

Taking Sides

Daniel Albright’s recent study of modernist artistic collaborations,
Untwisting the Serpent, raises pertinent questions as to how one might
attempt to define modernism. For the purposes of his book, he proposes
modernism, tentatively, as ‘the testing of the limits of aesthetic con-
struction’.” As Albright acknowledges, such a definition is not, in itself,
sufficient. It could apply equally well to a broad range of ‘modern’ ideas
and musics — whether they be the mensural innovations of the ars nova
of the early-fourteenth century, the new expressive force of the operas
and madrigals of Monteverdi in the early seventeenth century, or the
theories of the Gesamtkunstwerk of Wagner — as it could to the specific

' Igor Stravinsky, Poetics of Music in the Form of Six Lessons, tr. Arthur Knodel and

Ingolf Dahl (Cambridge, MA: Harvard University Press, 1942), 81. I am very
grateful to Julian Johnson for his comments on a draft version of this article.

Daniel Albright, Untwisting the Serpent: Modernism in Music, Literature, and Other
Arts (Chicago: University of Chicago Press, 2000), 29. He reiterates this position in
Modernism and Music: An Anthology of Sources (Chicago: University of Chicago
Press, 2004), 11-12.
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modernism of Schoenberg’s twelve-note music or Boulez’s integral
serialism. The problem lies, of course, with the word modern itself, which
has accrued many (and contradictory) meanings.

A dazzling new study of modernity in the context of what the author
calls ‘late musicology’ explores definitions and uses of modernism in a
much more nuanced way. Indebted to the Marxist work of Fredric Jameson,
Andrew Timms’s theoretically rich discussion is framed with a clear
(and familiar) distinction between ‘modernity’ and ‘modernism’, where
modernity designates a period of social history that stretches back at
least as far as the eighteenth-century Enlightenment, if not further, and
modernism is an aesthetic category, ‘a cultural period — beginning in the
second half of the nineteenth century — that responds to a crisis of many
degrees. Fundamentally, this crisis is one of modernity itself [...]". ‘Post-
modernism’ and its associated adjective ‘postmodernist’ then clearly
denote a cultural period that emerges after modernism in the late 1960s
and early 1970s. Timms declines to use the words ‘postmodernity’ or
‘postmodern’ because one of his key assumptions is that ‘modernity
continues’.> Central to modernity as a post-Enlightenment project is an
engagement with human subjectivity.

The question thus arises: if modernism is just a particular mani-
festation of modernity, then what is so distinctive about it? How is it
possible — and, indeed, why would one wish — to distinguish modernist
art from modern art more generally? Or — to put the question round the
other way — can we not learn much from an examination of modernism
as part of and contiguous with modernity, rather than as a separate
category? Is it not instructive to regard modernism as merely a symptom
of late modernity? Musicologists are really only just beginning to con-
sider these issues. This, indeed, is the focus of a collection of new
studies that attempts to explore ‘the modernism of the twentieth century
as a chapter in a much longer story, the story of musical modernity’.*

Of course, a number of early modernists saw their work as catego-
rically different from what had gone before. Extreme examples of avant-
garde modernist art appeared to challenge or abandon entirely the prin-
ciples of the art that preceded it, and placed itself within a discourse of
fracture, crisis and opposition. Just as many of the social and political
structures of Western liberal-bourgeois society were collapsing in the

Andrew Timms, ‘Late Musicology: Recent Intersections Between Theory, Modemnity, and
Marxism’, PhD diss. (University of Bristol, 2005), ix. Timms’s sophisticated critical ana-
lysis of modernism and postmodernism has inflected a number of my ideas in this article.
‘Preface’, in Karol Berger and Anthony Newcomb (eds), Music and the Aesthetics of
Modernity: Essays (Cambridge, MA: Harvard University Press, 2005), x.
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early years of the twentieth century, culminating in the slaughter of the
First World War, so the art of the time was also in a state of collapse. In
music, the tonal centricity that had acted for so long as a metaphor for
the unity of the human subject now came under fundamental attack
climaxing in the total collapse of the system (and, by analogy, of the
subject) in the hands of Schoenberg, Webern, Stravinsky and others.
German Expressionist art, concerned as it was with atonality, formlessness,
with the unconscious, with feelings pushed to extremes, with the
aesthetics of the scream, came to stand as a model for all modernist art.
Schoenberg’s Erwartung (1909) is the exemplar. It clearly conforms to
Albright’s definition quoted at the start of this article.

Modernist artists were often quick to assert their avant-garde cre-
dentials. The futurist rhetoric of Edgard Varése emphasises the radical
nature of his enterprises (even if his actual compositions may not have
done so as categorically):

‘When new instruments will allow me to write music as I conceive it,
the movement of sound masses, of shifting planes, will be clearly perce-
ived, taking the place of linear counterpoint. When these sound masses
collide the phenomena of penetration or repulsion will seem to occur.
Certain transmutation taking place on certain planes will seem to be pro-
jected on to other planes, moving at different speeds and different angles.5

The desire for a complete break with the past — a familiar thread in
modernist thought — echoes the more extreme and violent utterances of
the founding father of futurism, Marinetti:

Do you, then, wish to waste all your best powers in this eternal and
futile worship of the past, from which you emerge fatally exhausted,
shrunken, beaten down? [...] But we want no part of it, the past, we the
young and strong Futurists! [...] Come on! Set fire to the library shelves!
Turn aside the canals to flood the museums! [...] Take up your pickaxes,
your axes and hammers and wreck, wreck the venerable cities, pi‘[ilessly!6

Later modernists were equally strident in their denial of the value of
tradition.

History as it is made by great composers is not a history of conserva-
tion but of destruction — even while cherishing what has been destroyed.7

Edgard Varése, ‘The Liberation of Sound’, in Elliott Schwarz and Barney Childs
(eds), Contemporary Composers on Contemporary Music (New York: Holt, Rinehart
and Winston, 1967), 197.

® F.T. Marinetti, ‘The Founding and Manifesto of Futurism’ (1909), reproduced in
Umbro Apollonio (ed.), Futurist Manifestos (London: Thames and Hudson, 1973), 23.

Pierre Boulez, in Conversations with Célestin Deliege (London: Eulenberg, 1976), 21.
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[...] a refusal of repetition, of variation, of development, of contrast.
Of all, in fact, that requires ‘shapes’ — themes, motives, objects [...] .
All this I renounced when I first began to work with ‘pointillism’. Our
own world — our own language — our own grammar: nothing neo- [...]! 8

And in America, for a rather different set of reasons, John Cage was
arguing for:

[...] a musical composition the continuity of which is free of
individual taste and memory (psychology) and also of the literature
and ‘traditions’ of the art.

Cage is an especially interesting figure in the history of modernism.
If we accept for the moment that subjectivity has been the defining
central aspect of all modern art since the Renaissance, then his embracing
of chance procedures and the rejection of the omniscient, omnipotent
role of the composer in the act of composition would appear to be a
radical step in a new direction. Many have argued that this marks the
beginning of a postmodern aesthetic in music (notwithstanding the fact
that a number of Cage’s ideas are anticipated in the work of two of his
early modernist heroes, Erik Satie and Marcel Duchamp). 4’33 (1951),
in which not a single ‘conventional’ musical sound is heard, would appear
to stand in total opposition to the modern Western tradition of art music.
By giving his player(s) nothing to play (indicated by the conventional
term tacet), Cage would appear to be freeing the ‘work’ from ‘individual
taste and memory’. And yet, even here, it is hard to escape the fact that
4°33” operates both within as well as against the traditions of modernity.
The presence of a published score with the composer’s name emblazoned in
large letters across the front and a list of his back catalogue on the
reserve gives a strong indication of Cage’s imprimatur.'® Aside from its
‘lack of notes’, in every other respect 4’33 engages directly with the
Western concert tradition in that it throws into relief the conventions of
performance. David Tudor, its first exponent, presented it at the piano, in
a dedicated performance space, in full concert dress and in front of an
attentive audience. While the first audience may have been bemused and
had their expectations thwarted, latter-day audiences have witnessed the
adoption of 4’33” into a canon of contemporary classics and know

‘Concerning my Music’, for a broadcast of Kontra-Punkte (1956), reproduced in Karl
Worner, Stockhausen: Life and Work, tr. Bill Hopkins (Berkley, CA: University of
California Press, 1973), 30.

®  John Cage, Silence (London: Marion Boyars, 1978), 59.

Lydia Goehr has also argued that in 4’33 ‘Cage has not obviously succeeded [...] in
undermining the force of the work-concept’ (The Imaginary Museum of Musical
Works (Oxford: Oxford University Press, 1992), 264).
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precisely how to behave. At the recent self-styled world premiére
performance of the full orchestral version,'' given by the BBC Symphony
Orchestra in the Barbican Hall, London, as part of the 2004 Cage
Festival, the capacity audience applauded the entry of the conductor, sat
in reverential silence for each of the three movements, coughed in a
knowing way between movements, and again applauded enthusiastically at
the end. Of course, the audience’s behaviour here may well be interpreted as
‘ironic’, just as Cage’s sanctioning of his name on score covers and the
receipt of publisher’s royalties might be said to have been intended as an
ironic comment. The work’s reception, however, demonstrates that, in
distinct opposition to Cage’s statement quoted above, it demands to be
understood within the ‘literature and “traditions” of the art’. In the case
of Cage’s Europeras, that (European) literature and tradition, and its
preservation in the twentieth century by means of commercial recording,
is literally present.

Returning to the statements of the radical modernist artists I quoted
above, what is striking is, in fact, how rare such statements are. Experimen-
tal artists from Dada to Fluxus continued to assert their independence
from tradition, but for the most part modernist art and music were fully
cognisant of their (difficult) relationship with tradition. The most widely
discussed technical musical contribution to modernism remains the
twelve-note method, especially Schoenberg’s formulation and its influence,
via Webern, on much of the remainder of the twentieth century. In its
abandonment of tonality and its rationalisation of the ‘emancipation of
the dissonance’ begun with Schoenberg’s turn to atonality around 1907,
the method took on iconic status and even as late as the 1950s Boulez
was writing that ‘all non-serial composers are useless’.'> With Adorno as
their cheerleader,” the post-Second World War Darmstadt generation
turned their back on Stravinsky’s neoclassicism and promoted serialism
as the modernist way.

Yet Schoenberg’s own writings tell a quite different story. Whatever
the (allegedly humorous) context of the remark, Schoenberg’s observation

""" Cage’s preface to the score makes clear that ‘the work may be performed by any

instrumentalist(s)’. His use of the very word ‘work’ here is revealing.

Pierre Boulez, ‘Schoenberg is Dead’, in Stocktakings from an Apprenticeship, tr.
Stephen Walsh (Oxford: Clarendon Press, 1991), 214.

Adorno’s lectures at the Darmstadt Ferienkurse fiir neue Musik were highly
influential. His setting of Schoenberg and Stravinsky in opposition, as in Philosophie
der neuen Musik, played an important role in perpetuating the importance of serialism
for the avant-garde. In Adorno’s view, Stravinsky’s music negates subjectivity and
identifies with the object whereas in Schoenberg’s twelve-note music a free subject
still persists.
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on the new method to his pupil Rufer that he had discovered ‘something
that would ensure the supremacy of German music for the next hundred
years’'* reveals an acute sense of the importance and relevance of the
continuity of tradition. In his a posteriori linear history of the inevitability of
the emergence of the method out of post-Wagnerian chromaticism and
the ‘chaos’ of atonality,"> what comes across most clearly is the persistence
of traditional values such as formal cohesion, thematic connectedness
and motivic unity. The role of the prime form of the row is presented as
being akin to that of the tonic in tonal music. In practice, the process of
developing variation that Schoenberg identifies as being fundamental to
the music of Brahms'® is also at the heart of his own music such that, aside
from the absence of tonality, there would appear to be little difference
between the aesthetic intentions and effects of, say, Brahms’s C minor
String Quartet, Op. 51 No. 1 and Schoenberg’s Fourth String Quartet,
Op. 37. As is well known, in later life Schoenberg returned to writing a
kind of highly chromatic tonal music (such as the Variations on a
Recitative for Organ, Op. 40, and Theme and Variations for Wind Band,
Op. 43). Even the late twelve-note Piano Concerto, Op. 42 (1942) displays
strong links with its later-nineteenth century predecessors, though only
four years later he also wrote the much more progressive String Trio,
Op. 45. Schoenberg’s pedagogical texts written for his students at the
University of Southern California and UCLA betray a deep-felt allegiance
to traditional values. The models presented in Fundamentals of Musical
Composition are almost exclusively drawn from the music of Beethoven
in order to impress upon the student reader the significance of organic
coherence in music: ‘The chief requirements for the creation of a
comprehensible form are logic and coherence.”'’ As Arnold Whittall has
written, what is most noteworthy is ‘Schoenberg’s deeply serious sense

of the need to advance without losing touch with the past’.'®

The radical modernism of Stravinsky’s The Rite of Spring and
Svadebka (Les Noces) — embodied, inter alia, in their primitivism, their
rhythmic complexity and their harmonic daring — was much commented

Schoenberg to Rufer, quoted in Malcolm MacDonald, Schoenberg (London: Dent,
1987), 29.

See Arnold Schoenberg, ‘Composition with Twelve Tones (1)’, in Style and Idea, tr.
Leo Black (London: Faber and Faber, 1975), 216-18.

See, for example, ‘Brahms the Progressive’, in Style and Idea, 398—-41.

Armold Schoenberg, Fundamentals of Musical Composition (London: Faber and
Faber, rev. 1970), 2.

18 Arnold Whittall, Music Since the First World War (London: Dent, 1977), 142. A
reworked and updated version of this book appeared as Musical Composition in the
Twentieth Century (Oxford: Oxford University Press, 1999).
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on at the time of their premieres. Yet very shortly afterwards Stravinsky
appeared to have made an extraordinary break with his younger self by
casting his eye backwards. Pulcinella was his ‘discovery of the past’.
And while that particular work is as much arrangement as it is
recomposition of eighteenth-century musical material, it heralded a
thirty-year period of direct engagement with and reinvention of tradition.
Pulcinella was the ‘epiphany through which the whole of my later work
became possible’.'” It was in his six lectures delivered at Harvard in
193940 in which, in many senses, he presented his (or, to be strict, his
ghost-writers”) neoclassical credo. Far from rejecting tradition, the past
was now at the centre of his thinking:

A real tradition is not the relic of a past that is irretrievably gone;
it is a living force that animates and informs the present. [...] Far from
implying the repetition of what has been, tradition presupposes the
reality of what endures. It appears as an heirloom, a heritage that one
receives on condition of making it bear fruit before passing it on to
one’s descendants.”

But did this apparent volte-face make Stravinsky any less of a
modernist? His younger contemporaries thought so. As Boulez wrote
many years later, the ‘very survival of the language demanded choosing
between what Adorno called “progress” and “restoration”, and nothing
seemed more urgent than to make this choice’.”' And for a while it might
even have seemed as if Stravinsky himself believed this. One possible
motivation for his turn to serialism in the 1950s was ‘a desire to seem
stylistically au courant, to do what the young people were doing and, if
possible, to impress them in the process’.”> But a more dispassionate
reflection on Stravinsky’s neoclassicism reveals as strong a modernist
impulse as in the Rife. In many key respects, Stravinsky’s engagement
with tradition is far more radical than Schoenberg’s. Schoenberg had never
really broken with the past. For Stravinsky, the Rite represents an
irrevocable severance with tradition, and his subsequent neoclassical
statements are concerned precisely with exploring the gap between the
present and the past, or even between different aspects of the present
(such as between so-called ‘high’ and ‘low’ music). Though the material

Igor Stravinsky and Robert Craft, Expositions and Developments (London: Faber and
Faber, 1962), 113.

Stravinsky, Poetics of Music, 57.

Pierre Boulez, ‘Stravinsky: Style or Idea?’, in Orientations, tr. Martin Cooper (London:
Faber and Faber, 1986), 349.

Joseph Straus, ‘Stravinsky the Serialist’, in Jonathan Cross (ed.), The Cambridge
Companion to Stravinsky (Cambridge: Cambridge University Press, 2003), 151.
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(which might include thematic material, formal stereotypes and entire
genres) may be of earlier provenance, Stravinsky’s treatment of it is
entirely modernist. By contrast, one might argue that, in many of his
twelve-note compositions, Schoenberg’s material is modernist, but its
treatment is conventional.

This is most readily apparent in works where the contrast between
tradition and modernism is at its starkest. The first movement of
Stravinsky’s Symphony in C makes an apt case-study.”” Here the
adoption of the external dimensions of sonata form, with its associated
intense motivic saturation and exploration of key, is an acknowledgement of
tradition but from which the work’s direct links are severed as a
consequence of the contradictory underlying musical processes. In short,
it is the unresolved opposition (a negative dialectic) between the implied
continuities/directedness of the borrowed form and the discontinuities/stasis
of the composer’s attitude to the materials that gives the movement its
distinctive character. It is all too easy to latch only on to the obvious and
familiar elements of tradition, partly because they can be readily evaluated
within the context of a conservative analytical practice (see below), and
so participate in the dismissal of such ‘reactionary’ music from the
singular, linear history of the twentieth-century legitimated by the dominant
Schoenbergian (Adornian) reading. For Albright, the “purity of form’ of
Stravinsky’s neoclassicism — the binary opposite of the ‘formless energy’
of ‘Neobarbarism’ — is entirely in line with his definition of modernism
as an attempt ‘to find the ultimate bounds of certain artistic possibilities’.**
Richard Taruskin goes one step further in arguing that the ‘antimodernism’
of Stravinsky and the post-First World War generation ‘now seems [...]
so much more modern than the “modernism”, directly descended from
Romanticism, with which it then contended’.”® This is a thought-provoking
inversion of the more established view, such as that expressed by David
Lodge, who sees antimodernism as that which ‘continues the tradition

. . 2
modernism reacted against’.*®

This leads inevitably to the conclusion that we are no longer able to
talk of a singular modernism. It has been possible for some time in the

2 T have discussed this example at length in The Stravinsky Legacy (Cambridge:

Cambridge University Press, 1998), Chap. 6.
2 Albright, Modernism and Music, 11.
2 Richard Taruskin, Stravinsky and the Russian Traditions: A Biography of the Works
Through Mavra (Oxford: Oxford University Press, 1996), 1599.
David Lodge, ‘Modernism, Antimodernism and Postmodernism’, in Working with

Structuralism: Essays and Reviews on Nineteenth- and Twentieth-Century Literature
(London: Ark, 1986), 6.
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realm of literary studies to discuss early twentieth-century culture in the
plural: the very title of Peter Nicholls’s book Modernisms makes this
clear.”’ Daniel Albright is patently writing ‘only a version of
Modernism. There exist many Modernisms’.”® Modernism (singular)
implies a grand narrative that would now no longer seem sustainable.
Nicholls calls for a recognition of the diversity of modernism as a
reaction to the tendency of postmodern thinking to caricature modernism
as a ‘monolithic ideological formation’.* Different modernisms coexist
and intersect in highly complex ways. Schoenberg’s modemism is not
Stravinsky’s; Cage’s modernism is not Shostakovich’s. And one might
argue that what differentiates these various modernisms is the internal
balancing of or tensions between avant-garde and traditional tendencies.
This is at least a more nuanced position than that of which Stravinsky
complained: ‘Sometimes artists are reproached for being too modern or
not modern enough.””’ As we have already seen, Stravinsky himself fell
victim to such reproaches: where The Rite of Spring was too modern
(even though, in the Poetics, he attempts to deny its revolutionary status),
his neoclassical works were not modern enough. But how much is too
much, or too little? This, of course, is an idiotic question, but it serves once
again to draw our attention to the problematical nature of a unitary definition
of modernism.

Questions also arise in relation to the reception of avant-garde
modernist art over time. Despite Louis Andriessen’s claim that the Rite is
still a revolutionary work for the twenty-first century,’" what is interesting is
how the avant-garde of its day later became part of a tradition. Terry
Eagleton addresses this issue head on, by acknowledging the inevitable
failure of the (bourgeois) avant-garde to bring about its own downfall:

The avant garde failed, rolled back by Stalinism and fascism. Some
time later, Ulysses entered the university syllabuses and Schoenberg
sidled regularly into the concert halls. The institutionalization of
modernism had set in.*”

2T Peter Nicholls, Modernisms: A Literary Guide (Basingstoke: Macmillan, 1995).

2 Daniel Albright, Untwisting the Serpent, 31 (author’s emphasis).

2 Nicholls, Modernisms, Vii.

30 Stravinsky, Poetics of Music, 81.

31 Louis Andriessen in conversation with Michael Oliver, in ‘Stravinsky and Influence’,

BBC Radio 3 interval talk, first broadcast 9 February 1995. Andriessen reiterated this
view in ‘Composing with Stravinsky’, in Cross (ed.), Cambridge Companion to
Stravinsky, 254

32 Terry Eagleton, The Ideology of the Aesthetic (Oxford: Blackwell, 1990), 372.
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Thanks in no small part to Stravinsky’s own efforts in turning The
Rite of Spring from revolutionary ballet into canonical concert piece, its
avant-garde credentials and their allied formalism have come to constitute a
central strand of a particular modernist tradition. The modernism of the
Rite echoes through — to pick just some obvious examples — Varése’s
Amériques, Messiaen’s Turangalila, Carter’s A Symphony of Three
Orchestras and Birtwistle’s Earth Dances, but is it necessarily right to
describe these as avant-garde (in the sense of progressive) works? Each
of the works listed here reinterprets its modernist forebear to a greater or
lesser extent, each composer makes Stravinsky’s modernism his own.
For example, even at its premicre, Farth Dances was recognised as a
‘rite of spring for this decade [1980s]’.> What is happening here is that
the progressive aspects of the Rite (inter alia, its primitivism, its
layering, its visceral rhythmic organisation, its ritual) are being valorised
over its more traditional aspects (its connections with the Russian
nineteenth century, as teased out by Taruskin®*). Thus, the modernism of
composers such as Birtwistle, Boulez, Carter, Ferneyhough, Lachenmann
and Stockhausen is now more likely to be regarded as ‘aged’, to
appropriate Adorno, or ‘untimely’, to appropriate Dahlhaus. These compo-
sers now represent a particular modernist tradition that persists as just
one tendency among many within a postmodern cultural climate. They
remain avant-garde figures only in so far as their work conforms to Peter
Biirger’s theory of the avant-garde, that is, that in general their brand of
modernism tends to value the structures of the autonomous artwork over
matters of expression or social relevance.®

In this context, mention also needs to be made of the way in which
this modernist tradition has been maintained within the (Anglo-American)
academy via an essentially conservative theoretical tradition. The dominan-
ce of the Americanised Schenkerian view, which promotes connectedness at
all costs, is echoed in pitch-class set theory.”® The explosive avant-garde
nature of, say, Schoenberg’s expressionist works is defused by analytical
readings whose ideological stance is essentially backward-looking. For
example, at the beginning of his article on Schoenberg’s Piano Piece Op.
11 No. 1, Allen Forte dismisses earlier interpretations that place the work

3 Review by Nicholas Kenyon, Observer (16 March 1986).

3* Taruskin, Stravinsky and the Russian Traditions.

Peter Biirger, Theory of the Avant-Garde, tr. M. Shaw (Manchester: Manchester
University Press, 1984).

Taruskin alludes to this in ‘Revising Revision’, Journal of the American Musicological
Society, 46/1 (1993), 114-38.
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in a tonal context.’’ For Forte it is the ‘first atonal masterwork’, abandoning
its links with the tonal past. And yet the sub-surface connections revealed by
the set-theoretic method are not so far removed from the sub-surface
thematic/motivic connections one might find in Brahms. The very title of
Forte’s article invokes a (contradictory) Schenkerian authority. While in
its own terms I find Forte’s analysis persuasive because it tells me
interesting things about the piece, what fascinates me is the author’s
hard-line insistence on the total absence of tonal vestiges. Yet what is
intriguing about Op. 11 is not its complete rejection of a ‘bygone
aesthetic’, as Schoenberg’s polemic would have it, but the accommodation
it makes between progressive aims and traditional materials. Is Op. 11
too modern or not modern enough? How does one set about analysing
the work without taking sides?

British Modernism(s)

The contributions of key figures in Britain and Ireland to early
twentieth-century literature and the visual arts have been widely acknow-
ledged. Even though, according to one commentator, London was, at the
turn of the century, ‘a city without much avant-garde tradition and
inhibited by a conservative opposition with a proven reputation for
outrage’,” certain kinds of modernism flourished. In literature, Joseph
Conrad, W. B. Yeats, T. S. Eliot, James Joyce, D. H. Lawrence and
Virginia Woolf were all leading figures of European modernism. In the
visual arts, a uniquely English interpretation of Futurism emerged in
Vorticism (promoted by the painters Wyndham Lewis and David Bomberg,
as well as by Ezra Pound), while the ‘abstract’ sculptures of Barbara
Hepworth and Henry Moore were at the forefront of their art. Even in
criticism, figures such as Clive Bell, Roger Fry and T. E. Hulme played
an important role in shaping the British reception of continental modernism

The same cannot be said for the most radical composers at work in
the British Isles. There were isolated triumphs of home-grown modernism
in the first years of the century, — most notable among them Gustav
Holst’s The Planets (1914—-16), a work whose radicalism nevertheless
remains somewhat concealed behind its obvious lyrical programmaticism.
But for all sorts of reasons, not least an anti-Germanism generated by the
First World War, British composers were suspicious of continental
(Schoenbergian) modernism, even though such music had been and

37" Allen Forte, ‘The Magical Kaleidoscope: Schoenberg’s First Atonal Masterwork, Op.

11, No. 1, Journal of the Arnold Schoenberg Institute, 5 (1981), 127—68.

Christopher Butler, Early Modernism: Literature, Music and Painting in Europe
1900-1916 (Oxford: Clarendon Press, 1994), 209.
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continued to be heard regularly in London. Schoenberg’s Five Orchestral
Pieces, Op. 16, were premiéred on 3 September 1912 at the Queen’s
Hall, London, under the direction of Sir Henry Wood, founder of the
Promenade Concerts, and leading continental figures (Schoenberg, Strauss,
Stravinsky and Webern among them) were active in London as conductors
of their own music. As revealed in Jennifer Doctor’s extensive study of
the BBC in the 1920s and ’30s, the music of the Second Viennese circle
was frequently broadcast in the inter-war years, alongside occasional
programmes of music by living British composers. Doctor also gives an
account of how, in 1931, Britain hosted for the first time the ISCM
festival, showcase for the vanguard, but at which the host nation was
represented only by the less-than-progressive music of Vaughan
Williams, Constant Lambert and Eugene Goossens.”

Despite this activity, it is striking that it had such limited direct impact
on the development of the most prominent British composers. The inter-war
years were still dominated by Vaughan Williams’s ‘nationalist conser-
vatism’,* evident in the folk-derived modality and nineteenth-century
developmental techniques of, respectively, the ‘Pastoral” Symphony (1922)
and the Fourth Symphony (1934). This latter is a fascinating work as, ever
since its premiére, its modernism has been the battleground for opposed
camps: at the time it was rejected for espousing hard-line modernism (a
violent chromaticism) and turning its back on ‘English’ values,*' whereas in
recent years it has become the focus of attempts to reclaim the modernist
Vaughan Williams from the grip of a ‘pastoral and parochial image’.* Such
debates highlight all too clearly the ongoing problems with the word
modernism and its monochromic application. Recalling Stravinsky’s words,
the Fourth Symphony has been accused of being both too modern and not
modern enough. Surely what we should really be searching for is a more

3 Jennifer Doctor, The BBC and Ultra-Modern Music, 1922—1936: Shaping a Nation’s
Taste (Cambridge: Cambridge University Press, 1999), 212-17.

40" Arnold Whittall, ‘British Music in the Modern World’, in Stephen Banfield (ed.),
Music in Britain: The Twentieth Century [The Blackwell History of Music in Britain,
Vol. 6] (Oxford: Blackwell, 1995), 17.

It is instructive — even amusing — to note the verdict of the English composer and
commentator, Constant Lambert, who in the same year as the Fourth Symphony
received its premiére predicted that ‘Of all contemporary music that of Sibelius [and
not Schoenberg] seems to point forward most surely to the future.” (Music Ho! A
Study of Music in Decline (London: Faber and Faber, 1934), 277.) With hindsight it
is easy to dismiss this judgement, yet it reveals, in an interesting way, a persistent
conservatism at the heart of British musical culture.
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nuanced reading of the relationship between this four-movement symphony
in F minor (‘tradition’) and the ferocious rethinking of its romantic
harmonic and melodic materials (‘modernism’), in order to come to a richer
understanding of the reception of modernist thought in Britain.

Certainly the music of the generation that followed Vaughan Williams
— most notably that of Tippett and Britten — has been evaluated more
fully and critically. Despite various obstacles placed in their way by
conservative institutions (in Britten’s case being denied by the Royal
College of Music the opportunity to study with Berg™), they were able to
absorb a wide range of influences from continental modernists, Stravinsky
pre-eminent among them. But this did not fully manifest itself until well
after the Second World War, when British culture and society had changed
almost beyond recognition. In Tippett’s case, Stravinsky’s influence is
explicitly responsible for a new, stridently modernist style that emerged
in works from the 1960s onwards, such as the opera King Priam, the
Second Piano Sonata and the Third Symphony. In Britten’s case, the
impact of Stravinsky’s neoclassicism is felt more subtly in his harmonic
practices. In both cases, the relationship between a lyrical English tradition
and the desire to be ‘modern’ is a fascinating one.

In general, the work of the most progressive figures from the earlier
years of the century, such as Frank Bridge (1879—1941) and the younger
serialist Elisabeth Lutyens (1906-83), has been shamefully marginalised.**
In their own time, without an institutional voice, they virtually disappeared
from view. Bridge had studied at the Royal College of Music but spent
most of his life on the margins of the main musical institutions. Though
his early symphonic suite 7he Sea (1910—-11) was reasonably frequently
performed and made a deep impression on the young Benjamin Britten
when he first heard it, Bridge’s accomplished mature works such as
Enter Spring (1927) and Oration (1930) remained hidden behind the
work of more prominent contemporaries such as Vaughan Williams. His
String Quartet No. 3 (1926) speaks in a lyrical, motivically intense
modernist language as advanced as that of Berg’s Lyric Suite or Bartok’s
Fourth String Quartet, with which it is virtually contemporaneous. Its

43 “There was at that time an almost moral prejudice against serial music — which makes

one laugh today!” (Benjamin Britten, ‘Britten Looking Back’, Sunday Telegraph, 17
November 1963, quoted in Humphrey Carpenter, Benjamin Britten: A Biography
(London: Faber and Faber, 1992), 52.)

These issues are discussed more extensively in Jonathan Cross, ‘Compositori e
istituzioni in Inghilterra’, in Jean-Jacques Nattiez (ed.), Enciclopedia della musica,
Vol. 1: ‘Il Novecento’ (Turin: Giulio Einaudi, 2001), 471-91. Translated into French
as ‘Compositeurs et institutions en Grande-Bretagne’, in Nattiez (ed.), Musiques. une
encylopédie pour le XXle siécle (Actes Suds/Cité de la Musique, 2003), 575-96.
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dedicatee was the wealthy American patron, Mrs Elizabeth Sprague
Coolidge, who was also the commissioner of such significant chamber
works as Schoenberg’s Third and Fourth Quartets (1927, 1936), Bartok’s
Fifth Quartet (1934), Webern’s serial Quartet Op. 28 (1938), and Britten’s
First Quartet (1941). ‘It was the generosity of this ... influential patron
of chamber music that enabled Bridge in the later part of his career to
withdraw from professional performance and to compose without too
constricting a deference to the taste of British audiences.”* For Bridge,
institutional validation only came posthumously with the publication of a
number of his works by Faber Music, founded in 1964 to publish the
music of Britten. Even still, he is better remembered as Britten’s early
teacher, and the source of that composer’s Variations on a Theme of
Frank Bridge, than he is as a significant composer in his own right.

Lutyens has suffered an even worse fate. As both a hard-line modernist
and a woman, acceptance by the main musical institutions was doubly
difficult. Only in 2006, the centenary of her birth, are efforts being made
(by the young University of York Music Press) to catalogue and promote
her music in a professional way. As the Press proclaims, ‘Lutyens occupies
a unique place in British music history. Throughout her career and almost
single-handedly, her prolific yet uncompromising work reconnected the
parochial British musical establishment with the aesthetic and theoretical
developments of the European avant-garde.’*® This was in part achieved
via an early fascination with Purcell, the counterpoint of whose string
fantasias, combined with her discovery of Webern, inspired her unique
version of serialism in the innovative Chamber Concerto No.1 (1939).
Her twelve-note technique came to full maturity after the Second World
War in works such as O saisons, o chdteaux! (1946) and the Sixth String
Quartet (1952). But it was not until the cultural ‘thaw’ that took place in
the 1960s (see below) that her music began to be taken at all seriously.

1934 was a symbolically pivotal year for British music. It was the year
in which two important representatives of the old tradition passed away
(Elgar and Holst) and in which two key representatives of a new, tougher
modernism were born (Maxwell Davies and Birtwistle). This new genera-
tion was a different breed. Neither Maxwell Davies nor Birtwistle was from
the patrician classes that controlled the conservative institutions; both had
attended state grammar schools rather than private establishments; both
chose to continue their musical studies, first in their native north of England,
away from the stifling London air, and later abroad. They had no need or
desire to conform to tradition, and every reason to embrace a radical moder-

45 Peter Evans, ‘Instrumental Music I’, in Banfield (ed.), Music in Britain, 240.

4 See http://www.uymp.co.uk/lutyens100/index.htm (site consulted 12 January 2006).
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nism. Alexander Goehr, fellow student and intellectual leader of this group of
composers, wrote of ‘a certain Central European feeling” about Manchester”,*’
and it was via Goehr that they discovered the Second Viennese School as
well as the latest developments from Paris and Darmstadt. Their path
was cleared by a man named William Glock, who was appointed
Controller of Music at the BBC in 1959, an appointment that ‘came as a
shock to the musical world both inside and outside the BBC”.** Glock
was a key reformer in British musical institutional life. As a newspaper
critic, through his position at the BBC, and via the Bryanston Summer
School of Music (later the Dartington International Summer School) and
the journal The Score, both of which he founded, he was able to promote
a very different kind of modernism across the United Kingdom and bring
young composers into direct contact with continental avant-garde ideas.
It was Glock who brought Stravinsky and Cocteau to London to perform
Oedipus Rex; it was Glock who commissioned works for the Proms from
many of the leading avant-garde composers; it was Glock who invited
Boulez to become Chief Conductor of the BBC Symphony Orchestra.
For a while at least, the conservatives had had their day.

Much has changed since then. In the era of the internet, of the iPod,
of multiple digital radio and TV channels, of devolved funding and
privatised state organisations, the likelihood of another Glock emerging
with such influence over national taste is slim (however much one might
be tempted to argue that Rupert Murdoch plays an inversionally equivalent
role for us today). Nonetheless, this brief history of modernism in Britain
is important because, to some extent, we still live with the legacy of
these swings between a conservative traditionalism and a radical avant-
garde. Our responses to modernism remain polarised. Though a genera-
lisation and, as such, easily susceptible to contradiction, I sense that it is
still generally true that ‘traditional musical values’ (represented in melody
and tonality), characterised by expressiveness, are the preserve of the
intellectual Right, relying on popular appeal and the market to sustain
them, while the ‘progressive avant-garde’ (including an on-going high
modernism), characterised by formalism, is the domain of the intellectual
Left, who rely, to a great extent, on the subsidies of the state via such
institutions as the Arts Councils, the BBC and the universities.*’ Of

47 Alexander Goehr, Finding the Key: Selected Writings of Alexander Goehr, ed.

Derrick Puffett (London: Faber and Faber, 1998), 30.
8 Nicholas Kenyon, The BBC Symphony Orchestra: The First Fifty Years: 1930—1980
(London: BBC, 1981), 289.
I have elsewhere discussed a fascinating illustration of this situation. In brief,
reception of Birtwistle’s 1995 BBC commission Panic — premiéred at the ‘traditional’
Last Night of the Proms — was crudely polarised between a right-wing tabloid press
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course, there is an inherent contradiction in the Left supporting an elitist
avant-garde from the public purse: what this polarisation (embodied in
my generalisation) blinds us to is the fact that historical political divisions
are today breaking down, that the old Left and Right are now fighting for
the same common middle ground, and that a crude opposition between
‘old’ and ‘new’, between ‘reactionary’ and ‘progressive’ is unsustainable. It
is ultimately a deception to try to relate all twentieth-century (and later)
music to a single, central modernist mainstream, predicated on a (self-
evidently false) Schoenbergian model, to laud or chastise music merely
for being too modern or not modern enough. Modern music is more
sophisticated than that and deserves better. There exist many
modernisms, and their various identities are forged from a continual
renegotiation between tradition(s) and the avant-garde.

A Case Study

As a graduate student in London in 1986, I was fortunate to be
present at the premiére of Harrison Birtwistle’s monumental opera The
Mask of Orpheus (composed 1973-83). It was overwhelming. With the
exception of Wagner, | had never experienced anything quite like it in
the theatre: huge orchestra (even in the absence of any strings) directed
by two conductors, a vast array of percussion, singers, puppets and
mimes, a giant set, block lighting, electronic sounds filling the entire
auditorium, simultaneous actions in multiple time frames, often inscrutable
lyrics or speech that only existed in fragments. It was a veritable
Gesamtkunstwerk, a piece of ‘total theatre’ in the post-war modernist
tradition of Henze’s We Come to the River, Nono’s Intolleranza 1960,
Stockhausen’s Licht cycle, Xenakis’s ‘polytopes’ and Zimmermann’s
Die Soldaten.

The music, too, had an extraordinary power. From the electronic ‘auras’
that began and ended the work, via all manner of new formulations, it
was the music’s avant-garde credentials (new sounds, fragmented and
multi-layered utterances, and rhythmic energy) that were the first things
to strike me. Despite the many lyrical moments in the work, it was its

who hated its modernism and dismissed it as a ‘cacophony’, and a left-wing
broadsheet press who loved its modernism and praised its beauty. See Cross,
‘Writing about Living Composers: Questions, Problems, Methods’, in Peter Dejans
(ed.), Identity and Difference: Essays on Music, Language and Time (Leuven:
Leuven University Press, 2004), 9-40. Whether or not you believe it to be accurate,
the analysis by Roger Scruton (intellectual spokesman of the Right) of the current
position is pertinent: ‘The avant-garde persists only as a state-funded priesthood,
ministering to a dying congregation’ (The Aesthetics of Music (Oxford: Oxford
University Press, 1997), 506).
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strident and confident modernism that made the immediate first impressions
and that lived with me after the performances. The music for the Oracle
of the Dead in Act II exemplifies this most clearly: wordless, loud,
rhythmic, it asserts directly the aesthetics of Dionysus.

So when I was invited to contribute a book to a series of monographs
dedicated to discussion of landmarks in music since 1950,%° it was
perhaps inevitable that I should choose to write about The Mask of
Orpheus as both a landmark in music-theatre in the second half of the
twentieth century (‘““opera”, after The Mask of Orpheus, will never be
the same’”') and, I thought, as a landmark in an uncompromising
manifestation of high modernism. I discuss its modernist traits below,
which are clearly an important defining feature of the work. But in 2006,
twenty years after the premiere, recollecting Orpheus ‘in tranquillity’,
what strikes me is just how much tradition is also represented in the
work. What gives it — and much of Birtwistle’s music — its distinctive
melancholy is the apparently irresolvable tension between the centripetal
tendencies of traditional genres (recitative, aria and so on) and the
centrifugal forces of modernism. In Adornian terms, one might argue
here for a modernist ‘negative dialectic’ in which tradition and progress
are held in opposition but never resolve.

Underlying the work is the well-known story of Orpheus as told,
principally, by Ovid in the Metamorphoses. But it is clear right from the
start that this is no traditional telling of the tale.

ORPHEUS is an Opera or, rather, a Lyric Tragedy, in which the
myth of the life and death of Orpheus is used as a carrier to otherwise
express the transitions from chaos to order and back again of music,
words and thought. At the highest level, it is with the evolution and
degradation of civilised man that ‘Orpheus’ is concerned.’

In practice, the narrative is disrupted in many ways, thereby
alienating the listener/spectator. Various versions of the story of Orpheus
and Euridice, as well as of the subsequent emergence of the Orphic
religion, are presented, but complexly. For example, there is not one

5% Jonathan Cross, Harrison Birtwistle: The Mask of Orpheus (Aldershot: Ashgate,

forthcoming [2007]).

Wilfred Mellers, The Masks of Orpheus: Seven Stages in the Story of European
Music (Manchester: Manchester University Press, 1987), 170.

Peter Zinovieft, ‘Introduction’ to the ‘Explanatory Document’, a four-volume typescript
‘libretto’ housed in the ‘Harrison Birtwistle Collection’ at the Paul Sacher Stiftung,
Basel. It was from this document that the much-condensed published libretto to The
Mask of Orpheus was produced (London: Universal Edition, 1986). A slightly
revised and expanded version accompanies the later recording of the work (London:
NMC, 1997), NMC DO050.
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Orpheus but three: Orpheus Man (who dominates Act I), Orpheus Hero
(Act II) and Orpheus Myth (Act III), represented respectively by Orpheus
Singer, Orpheus Puppet and Orpheus Mime, all masked. There are
similarly three forms of Euridice and three of Aristeus. More than one
Orpheus can — and indeed does — appear simultaneously to represent
different versions or interpretations of the myth. In periodic ‘Time
Shifts’, events already seen are re-presented but from different perspectives.
In the first such Shift, for instance, at the start of Act I, scene 3, the death
of Euridice from a snake-bite is re-enacted in three slightly different
ways simultaneously on three different areas of the stage. Orpheus, too,
dies many times during the later stages of the drama, and in different
ways according to a variety of sources: he hangs himself, he is torn apart
by the Maenads and he is killed by a thunderbolt from Zeus. This is not,
then, a simple, linear narrative.

The modernism of The Mask of Orpheus manifests itself in many
ways.

1) It is interested in the primitive (the pre-modern pastoral tradition,
for instance, of Virgil) and articulated via a visceral Stravinskian
rhythmic virtuosity and prominence of percussion. The words of Wilfred
Mellers in relation to Stravinsky would seem to be equally applicable to
Birtwistle: ‘in the Waste Land of the twentieth century and in the wake
of two world wars to destroy, not save, Civilisation, [he] restated the
pristine savagery of the original myth, allowing the Terrible Mothers to

rend Orpheus to pieces in revenge on his patriarchal pride’.”

2) Its disruption of narrative (textual, dramatic, musical) and the
consequent alienation of the listener/spectator.

3) An anti-Romantic attitude is symbolised by the absence of
conventional strings from the orchestra.

4) It has a self-reflexivity and interest in its own materials. It is a
work that to an extent is about song (especially, but not exclusively, in
Act II — what we might call, after Monteverdi, the ‘Possente spirito’
dimension of the work).

5) It has a fascination with a technology that becomes foregrounded:
not just the obvious and virtuosic electronic components, but also the
technology of theatre and performance. Technology stands symbolically
at the heart of the opera in the form of the imaginary structure of the
‘Arches’ that dominates Act II — a representation of antique technological
prowess, perhaps, such as those glorious ancient Roman aqueducts, or
maybe as a symbol of the declining industrial era in a late-capitalist world,

3 Mellers, The Masks of Orpheus, 166-7.
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like the viaduct that stood near Birtwistle’s birthplace of Accrington in
the industrial North of England. (Birtwistle began writing the work in
1973, the year of the oil crisis that triggered the end of a ‘Golden Age’ in
the West and marked the beginning of the collapse of an era of industrial
and economic success, and social democracy.” The 1980s, saw the —
often violent — dismantling of Britain’s manufacturing base under successive
Conservative governments, prompting a very rare public political
utterance from Birtwistle when he described the Prime Minister, Margaret
Thatcher, as ‘that evil woman’.)

6) It betrays a Proustian concern with memory and remembering. ‘I
remember’ is a phrase repeated often by Orpheus throughout the work.

7) The apparent absence of a single narrative vantage-point through
the fracturing of voices (multiple Orpheuses) reflects a post-Freudian
thinking about dreams, identity and madness. Compare this, for example,
with Daniel Albright’s discussion of Stravinsky’s own Orpheus of 1947

in terms of ‘desperation, ecstasy, [and] madness’.”

8) The consequent fracture of the ‘Enlightenment subject’ raises
fascinating questions about identity and its representation in the late-
modern era.

9) The work’s fascination with myth brings with it matters ‘of memory
and its functioning, of (cyclical) history, of symbol’,”® which, Christopher
Butler argues, were defining characteristics of early modernist thinking.

‘There is something absolutely fundamental about Orpheus — the
subject matter is music, it’s about the birth of music.”’ Orpheus is the
ideal vehicle for Birtwistle because he can carry so many of the composer’s
ongoing obsessions — with myth and memory, with melancholy and
lament, with time, with the nature of music itself. Orpheus reappears in
different guises throughout Birtwistle’s works, and an Orphic lyrical
conviction underlies all his art. Despite the modernist urge to fragmentation
so clearly evident in The Mask of Orpheus, there is a deep resistance to
this powerful centrifugal force, a yearning for the opposite, for a line, a
narrative, for Ariadne’s thread of melody that attempts to hold things
together even in the certain knowledge that — like Orpheus’s quest for

% The term ‘Golden Age’, marking the period 194573, is Eric Hobsbawm’s — see Age

of Extremes: The Short Twentieth Century 19141991 (London: Abacus, 1995).

> Daniel Albright, Stravinsky: The Music Box and the Nightingale (New York: Gordon
and Breach, 1989), 41.

Christopher Butler ‘Innovation and the Avant-Garde, 1900-20°, in Nicholas Cook
and Anthony Pople (eds), The Cambridge History of Twentieth-Century Music
(Cambridge: Cambridge University Press, 2004), 77.

Quoted in publicity material from his publisher, Universal Edition.
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Euridice — the attempt will always fail. Though Orpheus’s head was
severed from his body, it still continued to sing.

The extremes of the aesthetic experience tend to converge: in the
Modernist movement, the most primitive art tends to be the most up-
to-date and sophisticated. [... ] In the Modernist movement, things tend
to coexist uncomfortably with their exact opposites.58

The opera presents a remembering or reconfiguration of past traditions
with which it appears to have severed continuity. Narrative emerges
through the work’s many disruptions; traditional forms and generic types
(pre-eminently from opera) ‘coexist uncomfortably’ with the more
progressive elements. This is a source of the work’s fragile melancholy
and a symptom of its late modernity (as well as its high modernism).

By way of illustration, let us look briefly at the ‘First Duet of Love’
(designated ‘aria’) which occurs early on in The Mask of Orpheus but which
echoes throughout much of Act I. As in the prototypical Baroque aria, it is
primarily concerned with music. Here we have an act of reflection on a
moment, when the two lovers, Orpheus and Euridice, stop to sing each
other’s names. The emotional depth of this moment is explored by means of
extending it musically in time. At the heart of this Duet is a simple melody
(in fact, a related pair of melodies). The sketches reveal that this melody was
the first element of this ‘number’ to have been written.

The entire duet for Orpheus and Euridice — across the many inter-
ruptions and extensions as they appear in the final score — is written out
in full in the sketches. Orpheus’s melody is generated from sets of 4, 5 or
6 notes (Euridice’s is slightly more complex) and each set corresponds
with one statement of the names ‘Orpheus’ and ‘Euridice’. There appears
to be a logic about how Birtwistle proceeds from one set to the next, that
is, there is a degree of linear continuity or narrative consistency in the
way in which the melody unfolds according to a ‘chromatic wedge’
scheme. But it is only the semblance of forward motion because the line
in fact keeps turning back in on itself, being pulled back to its opening
pitches of G and B flat. It moves forward yet stands still. Such a notion
of ‘stasis in progress’ was central to Birtwistle’s thinking at this time. It
emerged explicitly in a work of 1976 called Melencolia I, and the phrase
‘stasis in progress’ is itself taken from an essay by Giinther Grass™
which, like Birtwistle’s piece, uses the Diirer etching of the same name

8 Albright, Untwisting the Serpent, 30.

Giinther Grass, ‘On Stasis in Progress: Variations on Albrecht Diirer’s Melencolia I’,
in From the Diary of a Snail, tr. Ralph Manheim (London: Minerva, 1997; first
published in German in 1972), 286-310.
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as its starting point. It is an apt metaphor here, because Orpheus is
forever lamenting the loss of Euridice, their love only being a memory
which he is constantly replaying; because Orpheus makes journeys that,
in fact, only take place in his imagination; and because Orpheus’s quest
to retrieve Euridice from the underworld results only in losing her again
— he moves forward but ends up where he started.

Though the melodies were conceived as one large span, in the final
version two important metamorphoses take place. Firstly, the melodies
are divided into discrete chunks and then pasted across the Act where
they are labelled ‘extensions’ of the Love Duet (an example of what,
after Edward T. Cone, one might call Stravinskian stratification and
interlock®). In the course of the Act, we keep re-encountering the singing
lovers, but their context is always changing as the plot has moved on.
Secondly, each of the two initial melodies bifurcates and is presented by
two Orpheuses and fwo Euridices (Man/Woman and Hero/Heroine).
Thus, two related but different perspectives on their love are also presented
simultaneously. Time and memory become central concerns.

It should be noted that, aside from the duet, other events take place
simultaneously, other layers that were composed separately and then ‘tiled’ (to
use Boulez’s verb) on top. These include spoken text about ‘remembering’; a
background electronic aura; a series of percussion mobiles; a network of wind
lines that proliferate outwards, heterophonically, from the central melodies to
suggest an ineffable realm beyond words;*'and a number of independent
layers that present a commentary on the central musical material.

Thus, despite its overt espousal of a high-modernist and avant-garde
aesthetic, the modernism of The Mask of Orpheus is nonetheless clearly
articulated in relation to tradition. The ‘remembering’ that is at the heart of
the work is embodied in the musical and dramatic structure: trying to piece
together a fractured past, yearning to speak of a centred, unified subject. It
inevitably fails in its attempt but, in so doing, expresses powerfully
something of what it means to be modern in the late-twentieth century.

Shifting Sands

Subjectivity is one of the central concerns of modernity, and it
remains so for modernism. In the twentieth century — the most violent

80 <Stravinsky: The Progress of a Method’, Perspectives of New Music, 1/1 (1962), 18-26.

81 Vladimir Jankélévitch writes — in relation to Fauré, but which also seems remarkably

apt here — of music ‘charged with the ineffable nostalgia of a past that has [...] flown
away’. Music and the Ineffable, tr. Carolyn Abbate (Princeton: Princeton University
Press, 2003), 75.
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and ‘terrible century in Western history’®® — the status of the subject
came under serious challenge. This was made manifest in the music of
the early years of the century. In Schoenberg, by Adorno’s interpretation,
the subject was alienated but nonetheless survived in serial technique;
Stravinsky, on the other hand — most famously in The Rite of Spring —
legitimised through repetition the liquidation of the subject and so
prefigured the terrors of Stalin’s gulags and Hitler’s concentration
camps. For both composers, modernism was understood as a crisis, the
crisis of the representation of the subject where an irreconcilable tension
was seen to exist between a fragmented present and a unified past. And,
in various ways, modernist music continued to play out these issues
throughout the twentieth century. Some have argued that it is only in the
context of postmodernism — where we are able, in theory, to let go of
such notions as the unified subject, of the autonomous work and even of
modernity itself — that the crisis has passed. Perhaps, for the iPod
generation, any notion of a fixed identity is an irrelevance. For one recent
commentator, this attitude has to do with a new relationship between
present and past:

Postmodernism shares with modernism a kind of presentism.
Other literary-cultural periods in the past have come about when
cultures have looked elsewhere, with a renewing attention to other
periods, other cultures: the Renaissance and antiquity, Romanticism
with its naive archaisms and exoticisms, even modernism with its
strange mix of primitivism and zippy contemporaneity. Postmodernism,
by contrast, is concerned almost exclusively with the nature of its own
presentness. Indeed, one definition of postmodernism might be: that
condition in which for the first time, and as a result of technologies
that allow large-scale storage, access, and reproduction of records of
the past, the past appears to be included in the present, or at the
present’s disposal, and in which the ratio between present and past has
therefore changed.63

The crisis of modernism speaks via a nostalgia for the constitutive
subject that has been lost. For modernism as for Orpheus, the impossibility
of a longed-for return to the past colours and offers a critique of the
present; the relationship between present and past is continually being
renegotiated. Postmodernism therefore represents a radical change
because the past has now been absorbed into the present resulting in the
mere play of surfaces.

2 Isajah Berlin, quoted in Hobsbawm, Age of Extremes, 1.

% Steven Connor, ‘Introduction’, in The Cambridge Companion to Postmodernism

(Cambridge: Cambridge University Press, 2004), 10.
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The conclusion of a short essay on modernism is not really the place
to initiate a discussion about postmodernism. It might well be argued
that the position I have adopted here in relation to modernism is itself
symptomatic of a postmodern condition(ing), in that it offers a self-
consciously personal, geographically specific view that attempts to
challenge a ‘totalising’ narrative of modernism and substitute a more
plural, contextually nuanced approach (even while — I readily admit —
notions of form and work persist). Of one thing I am certain: a singular,
linear reading of musical modernism has not served twentieth-century
history well. Future discussions of the relationship between the ‘avant-
garde’ and ‘tradition’ will need to be infinitely more sensitive to the
varied reception and interpretation of modernism. Like the very meaning
of the word postmodernism, a postmodern understanding of modernism
will continually be shifting according to the contexts and discourses
within which readers/writers find themselves.

Lonaman Kpoc

MOJIEPHU3AM U TPAJIUITUIJA
U TPAJUITINIE MOJEPHU3MA
(Pesume)

Kako nepunanmemo monepuusam? Peu ‘momepHO’ je mpobiemaTthdHa jep
oOyBaTra MHOTOOpOjHa (M KOHTpaAWKTOpHA) 3Hauewma. OHa ozapehyje Kako meprox
COLIMjaJIHe MCTOPHje Y BpEMEHY II0CJIe eroXe MPOCBETUTECTBA, TAKO M €CTEeT-
CKy KaTeropujy Koja IpHIaa HOBHjeM KYJITYPHOM pa3no0Jby. YOIIITE Y3EBIIH,
Moxe ce pehir 1a MoJIepHHI3aM TIPeJICTaB/ba KPU3Y M03HE MOAEPHOCTH.

MHoOrH paHu MOIEPHHUCTH OpaHWIIHM Cy CBOjy YMETHOCT Ipel H3a30BHMa
OHOTA IITO j€ MPETXOIIIIO, TIOKYyIIaBajyhu 1a ONOBPTHY CBaKM KOHTUHYHUTET ca
Tpaaunujom. bro je To auckypc packupa, kpuse U onoHupama. Mcro ce noHo-
BHIIO ¥ Tociie J[pyror cBeTCKor para. J{pyru, maK KJbYYHH IPOTATOHUCTH OTHIII-
JIM CY BPJIO IAJICKO, AEMOHCTprpajyhin cBojy moBe3aHocT ca nporuiorihy: [llenbepr
(Schoenberg) je roBopro 0 IBaHACCT-TOHCKO] METOJIH Kao O ,,HEUEMY IITO OU
OCHUTYpaJio MPUMaT HEMAvK0j MYy3HIH y cieaehinx cro roguna“. ApHona Buton
(Arnold Whittall) je nucao o ,,lllenGeproBom Beoma 030MJBHOM CXBaTamy HyX-
HOCTH HampeTtka 0e3 ry0sberba HUTH ca npouutoinhy®. HacynpoT Tome, Heokna-
cunu3aM CTpaBHHCKOT je cxBaheH kao cysume o0y3er npouuromhy. Ho, y MHO-
UM KJBYYHHAM aCTeKTHMA, 0aBJbehe TpaauiijoM koa CTpaBHHCKOT OMIO je na-
nexo paaukanHuje Hero kox lllenGepra. [llenbepr 3ampaBo HUKaAa HUje PACKU-
Hyo ca npormmiomnthy, 1ok ce CTpaBHHCKH 0aBHO HCTPa)XMBameM MehympocTopa
caJalImer U nponuIior. AHTUMoAepHn3aM CTpaBHHCKOT OHO je MOICPHHjH OX
MOJIEPHH3MA KOjJH HHje MIPEKHHYO CBOj€ Be3e ca POMAHTHYAPCKOM TPaJUIIH]OM.
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Moske ce cTora 3aKJby4uTH Ja UMa MHOTO MoJepHH3ama. Paznu4uta Mo-
JICPHU3MH MOTY KOETr3UCTHPATH M YKPIITATH Ce Ha BEOMa CIOXKEHE HauuHe.
[enGepros MonepHu3aM Huje MojaepHu3am CtpaBuHCKor; KejiioB MonepHH3aM
nuje uctu kao lllocrakoBuueB. OHO MITO Pa3iMKyje OBE pa3HOBPCHE MOJIEPHH3-
Me, jecTe yHyTapiha paBHOTEXa WM TeH3Wja u3Mel)y aBaHrapJHUX U TPaJUIHO-
HAJIHUX TCHJICHIIN]A.

* % %

JlonpuHOoC KJBYYHHX (Urypa €HIJIECKE M HMPCKE KEHKEBHOCTH, Kao H
BU3YeITHE YMETHOCTH MOZEPHE C T0YeTKa ABaJCCETOr BeKa, OIIITE je MPH3HAT.
To ce He MOoxe pehn U 3a HajpaTUKaITHHje KOMIIO3UTOPE YHje j& CTBAPATIAIITBO
ocrajio HerozHato. Cpeam0eBpOIICKa aBaHTapaa HHje TUPEKTHO YTUIIaNa Ha pas-
BOj Haj3HAYAjHUjUX OpUTAHCKHX KoMmo3uTopa. Y MmelypaTHHM ToanHama jorm
YBEK je TOMHHHpao  HalMOHAIHN KOoH3epBartuBm3aM Bona Bmmjamca (Vaughan
Williams). Mako cBojeBpemMeHO HerpuxBahieHa 300T MOApKaBamka TBPAOT MOZEP-
HusMa, Yemepma cumgponuja Boua Bumumjemca (1934) manac, ywmHH Ce,
MpeCTaB/ba (haCIMHAHTHY PABHOTEXKY u3Mel)y Tpamuiuje (4eTBOpOCTaBayHa
cumponuja y f-mollu) u MoxepHu3ma (omTpa NperHaYCHa 0A3MYHO POMAHTH-
YapcKOT XapMOHCKOT M MEJIOJIUjCKOT je3uka). Kao pesynrar KpynmHHX couujai-
HUX NPOMEHA CBUX BpCTa, MOCIEpaTHa OpHTAaHCKA aBaHTap/a je HalpeaoBaia,
any je 6ojumre u3Mely "KoH3epBaTHBaIa’ ¥ TporpecuBana’ u Jajbe OICTajalo.
Ja 6u ce O6ospe pasymena pereriyja MojaepHu3Ma y Errieckoj, Tpeda mohu ox
NpU3HABaKka Cr3UCTCHLHU]e BHINE MOJCPHU3AMa YHjH Pa3IHYUTH WACHTUTETH
W3BHPY U3 HEMIPEKUIHUX IperoBopa m3Mely Tpaauiyje/a u apanrapie.

* % %

Opdgpejesa macka (1973-83) Xapucona bepraucna (Harrison Birtwistle) npen-
CTaBJba CjajaH orieaHu npuMep. O3Hake BHCOKOT MOJIEPHH3MA TOT Jiefia Cy jacHe:
OrpoMaH OpKecTap ca [Ba IUPUICHTA, BeJIMKa I'pyla yAapasbKH, IeBada, Ty Cy
JyTKE ¥ TAHTOMHMa, OTPOMHA OMHA, OCBETIbEHE, CIEKTPOHCKHU 3BYKOBHU KOJH HCITY-
HaBajy LIENOKYITHN ayIUTOPHjyM, CUMYJITAHE Pajiibe Y BHILECTPYKHM BPEMEHCKUM
OKBHpHMa, HEMYIITH TEKCT WJIM TOBOp KOjU Ce€ jaBjba camo y (pparmentmMa. Ho,
NKJBUBHjUM YBHUIOM OTKpHUBa ce JyOOKa IOBe3aHocT ca TpaauuujoM. OHO mITo
JIeJTy J1aje CBOjCTBEHY MEJIAHXOJIH]y jeCTE OUMIIICIHO Hepa3pelirBa TeH3uja u3meh)y
LICHTPUIICTATHUX CUJIa MEJIOJIN]e, PEUUTaTHBA, apyja UTI., U LEHTPU(YTaIHUX CHIa
MoOziepHU3Ma. Y aJJODHOBCKOM CMHCILY, OBJIE CE MOXKE JUCKYTOBAaTH O MOJEp-
HUCTHYKO] 'HETATHBHOj AUjaJICKTHIN , TJIC CY TPAIUIHja ¥ HATIPEIAK Y OMO3HIIU]H,
6e3 mommpema. Jlakie, mozxepausam Opgejese macke je, W TIOPEA OTBOPEHOT
TIO/IpaKaBarba aBaHrap/HEe SCTETHKE, jJACHO apTHKYJMCAH Y OJHOCY Ha TPaIWIH]y.
"TTamheme’ Koje je y Cp)KH Aela, OJIMIEHO je ¥ My3WYKOM U JPAMCKOM CTPYKTYPOM:
OHO TEXHU [Iia HOBEXKE JIeJIOBe IMPOIUIOCTH, )XYW Ja TOBOPH O ycpencpeherom,
JeIMHCTBEHOM CyO0jeKTy. Y TOM IOKYIIajy OYMIIIeHO He ycmeBa (0arr Kao mTo HU
Opdej ve ycmeBa na cnace Eypumnky), amu unaeh# TO, OBO J€NI0 CHaKHO HCIIO-
JbaBa HEIITO OJ OHOT IITO 3Ha4X “OUTH MOZEPHO  y TIO3HOM JIBAJICCETOM BEKY.

(npeBena Jenena MuxajnoBuh-Mapkosuh)
UDC 781.22:78.037/.038
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Lawrence Kramer

‘AU-DELA D’UNE MUSIQUE INFORMELLE’:
NOSTALGIA, OBSOLESCENCE, AND THE
AVANT-GARDE'

Abstract: This essay draws on the concepts of profane illumination and the
informe to develop a model of the avant-garde in relation to obsolescence and
nostalgia. The model is illustrated musically by accounts of two American
works, the finale of Charles Ives’s Second Orchestral Set (1915) and John
Cage’s Imaginary Landscape No. 4 for twelve radios (1951).

Key words: Avant-garde, Brian Ferneyhough, Walter Benjamin, Charles Ives,
John Cage, informe, nostalgia, obsolescence.

The musical avant-garde has long since become the routine it wants
to overthrow. A half-century ago, in his essay “Vers une musique
informelle”, Theodor Adorno already found its output formulaic, and
therefore in default of music’s aesthetic mission (as he saw it) to register
and resist the administered world of instrumental reason. At the time,
this charge might plausibly have been called regressive, symptomatic of
Adorno’s nostalgia for the high modernism that the avant-garde thought
of itself as discarding. (Schoenberg was dead, or so Pierre Boulez had
infamously declared.) Today, with the world arguably more administered
than ever, and fitted out with a soundtrack on which any and every style
becomes a parody of itself, the charge seems not only pointed but also
prescient. The very concept enshrined by the phrase “avant-garde”, a
quasi-military advance along a single line of progress or conquest, has
the feel of a cultural relic. New works of avant-garde music fail to shock;
we know their tricks too well. Worse yet, many older avant-garde works
have become endearing — even, in the digital age, quaint.

This historical irony overshadowed the 2005 New York premiere of
Shadowtime, a “thought opera” by the composer Brian Ferneyhough and
the poet Charles Bernstein. First performed at the Munich Biennale in
2004, Shadowtime is based on the life of Walter Benjamin. The choice of
protagonist is emblematic: who better than Benjamin could embody the
avant-garde’s rejection of the false normality of modern life or better
embody the concept of the artist-hero self-exiled amid the detritus of
history? The opera begins with Benjamin’s suicide in 1940 (when he
decided — mistakenly — that his attempt to flee Nazi Europe had failed)

" © Copyright Lawrence Kramer 2005; all rights reserved.
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and proceeds through a non-linear, non-narrative sequence of six further
scenes exploring different facets of Benjamin’s thought. Benjamin
himself appears less as an agent than as a personification of the critical
consciousness “presiding,” in Ferneyhough’s words, “over the sublimely
catastrophic demolition of Enlightenment values taking place around
him as he wrote.”'

The music is characteristic of its composer, unremittingly dense and
difficult. The text is obscure in its own right and further obscured by its
setting, with phrases both sung and spoken simultaneously throughout.
At one point, a figure with two heads, one of Karl Marx, the other of
Groucho, questions Benjamin about the future of memory. At another, in
an underworld modeled on a Las Vegas nightclub (had someone been
watching the popular television series CSI: Crime Scene Investigation?),
“a Liberace-type entertainer plays a violently difficult and mesmerizing
piano work of nearly 20 minutes while reciting a text that mixes droll
philosophical questions with gibberish.”

The idea that this work would upset its audience seemed to please
both the composer and librettist, who also seemed to take it for granted.
Good avant-gardists both, they cast themselves as the enemies of a
complacency based on a thoughtless clinging to those demolished
Enlightenment values. “Listeners,” Ferneyhough informs them in a
program note, “must let go of a fixed notion of what constitutes musical
form” if they are to grasp Shadowtime. “Many,” says Bernstein, “will no
doubt be befuddled,” but although “there have been a lot of very clear
books written on the subject of this catastrophe [‘the blank space of what
happened to Europe between 1940 and 1945°] ... can anyone say that
they truly understand what happened?””

Maybe not. But the befuddlement never materialized. Neither did
the antagonism. Judging from the reviews, those who didn’t like
Shadowtime — apparently the majority — were respectful but lukewarm.
Boring the opera may have been; shocking it was not. It would have been
far more shocking as a number opera. As an avant-garde production, it was
merely predictable. Ferneyhough and Bernstein seemed to harbor nostalgic
hopes of re-enacting the 1913 premiere of Le Sacre du printemps; what
they got was the equivalent of a dud at the movie box office.

Ferneyhough, quoted by Jeremy Eichler, “A Secular Messiah Gets His Own Opera”,
The New York Times, Sunday, 17 July 2005, section 2, column 2.

Anthony Tommasini, “For a New Operatic Type, Complexity Rules”, The New York
Times, Saturday, 23 July 2005, section B, column 1.

Ferneyhough, quoted by Tommasini, “Secular Messiah”; Bernstein, quoted by Eichler,
“New Operatic Type”.
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What went wrong?

I’ve permitted myself what amounts to a long prologue for two
reasons. The first is to suggest that the avant-garde has become a second-
order phenomenon. Where it once sought radical immediacy, its principal
effect is now to signify its own operation from a reflective distance.
Where it once sought to break through the traditional norms of artistic,
rational, and social order, it has become a normative practice for the
depiction of such breakthrough. The avant-garde has become as stylized
as classical ballet. It is a fiction of transgression, often directed against
norms that have already become depleted not only in art but also in
everyday life. In a sense much stronger than the “classic” one proposed
by Peter Biirger, the avant-garde has become historical.* Its historical
character has become the medium of its perception.

What went wrong in Shadowtime is that the opera did not figure this
out, and therefore failed to figure it in. The avant-garde, historically
regarded, had a certain cultural mission. Amid considerable ideological
diversity, most avant-garde programs could take as a motto Rimbaud’s
famous imperative of 1873, “Il faut étre absolument moderne” — one
must be absolutely modern.” The hallmark of this mandatory modernity
was a relentless negation of the authority of the past. As Malcolm
Turvey has argued, however, actual avant-garde practice was less
monolithic than this program.® Especially as the avant-garde aged, it
showed elements of nostalgia for inherited forms, even reversion to
them. Apparently, the real necessity was to be relatively modern. The
use of Karl and Groucho Marx as twin icons in Shadowtime is a good
latter-day example. It is a fairly tired joke that the opera’s creators
seemed not to recognize as such.

But there is more at stake here than the invocation of a familiar narra-
tive in which radical beginnings wind down ignominiously to conservative
ends. The heteronomy of form, the ambivalent dialectic of absolute
modernity and renascent tradition, is immanent in the very idea of the
avant-garde, built into its underlying logic. The problem is that this logic
is not infinitely extendible. After a century or so of repetitions, it has
become obsolescent, dulled by familiarity and overtaken by events, both
stylistic and technological, in the popular media. The question today is

Peter Biirger, Theory of the Avant-Garde, trans. Michael Shaw (Manchester: Manchester
University Press, 1984).

From “Une saison en enfer”’, in Wallace Fowlie, ed. and trans., Rimbaud: Complete
Works, Selected Letters (Chicago: University of Chicago Press, 1966), 208.

Malcolm Turvey, “The Avant-Garde and the ‘New Spirit’: The Case of Ballet mécha-
nique”, October 102 (2002): 35-58.
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not how to continue the avant-garde as an open tradition but how to
continue appreciating it as a closed one.

That brings me to the second reason for my prologue: to smuggle
Walter Benjamin into the picture. Of course in doing so I risk the same
self-mystified avant-gardism I have been criticizing in Shadowtime. Benja-
min has become one of those pop-idol equivalents that the intellectual
world insists on manufacturing, replacing one with another at regular
intervals like a product line: Foucault out, Adorno in, Derrida out, Benjamin
in, and so on. Calling on Benjamin now is almost a cliché. But clichés,
as the cliché goes, are clichés for a reason, and Benjamin can offer real
help toward a fresh appreciation of the avant-garde by offering a basis —
only seventy-five years old! — for a fresh articulation of its logic.

That logic is my true subject here. I will primarily be looking at its
operations in the two cornerstone figures of avant-garde experimentation
in American music, Charles Ives and John Cage. Benjamin could not
have known of the one and died too soon to know of the other. Besides,
he had little interest in music. Yet his observations, which were prompted by
surrealism in literature, can be adapted to fit Ives and Cage and many
others — a broad range of instances outside the art and the era that
grounded them.

Writing in 1929, Benjamin thought of surrealism in the spirit of
another Rimbaudian principle, the disordering of all the senses. He was
looking for an antidote to bourgeois subjectivity and found it in artistic
practices that simulated the purported ecstasies of drug-induced delirium:
“In the world’s structure dream loosens individuality like a bad tooth.
This loosening of the self by intoxication is, at the same time, precisely
the fruitful, living experience that allowed [the surrealists] to step outside
the domain of intoxication.”’ Intoxication here is a means, not an end,
and even as a means it is only a metaphor. By writing as if intoxicated,
the surrealists left the domain of intoxication for a higher, non-corporeal
mode of ecstasy. Benjamin thinks of this new state of being as a
replacement for religious fervor, and more particularly for mystical
illumination. Aesthetic intoxication is ecstasy without the sacred and
ecstasy against the sacred. It is half mimicry and half parody (but the
halves do not make a whole). Surrealism arose from a “bitter, passionate
revolt against Catholicism [by] Rimbaud, Lautréamont, and Apolli-
naire. ... But the true, creative overcoming of religious illumination certainly
does not lie in narcotics. It resides in a profane illumination, a materialistic,

7 “Surrealism: The Last Snapshot of the European Intelligentsia” (1929), in Walter

Benjamin, Reflections: Essays, Aphorisms. Autobiographical Writings, ed. Peter Demetz,
trans. Edmund Jephcott (New York: Schocken, 1986), 179.
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anthropological inspiration, to which hashish, opium, or whatever else
can give an introductory lesson.”

The concept of profane illumination already both contains the logic
of the avant-garde and describes what is at stake in it. On the one hand,
the experience induced by avant-garde practice is a quasi-sacred illumi-
nation forged by profane means. Its effect is the penetration of a mystery:
not a sudden solution of the mystery but the experience of suddenly
finding one’s way into and around the space of the insoluble, a
breakthrough to a realm of mystery that is comprehended only in being
experienced thus. Reflection will do no good there. Yet on the other
hand, the avant-garde experience is an illumination of the profane, both a
transcendent clarification of worldly matters and an infusion of them
with an ecstatic light. “We penetrate the mystery,” Benjamin writes,
“only to the degree that we recognize it in the everyday world. ... [T]he
most passionate investigation of the hashish trance will not teach us half
as much about thinking (which is eminently narcotic), as the profane
illumination of thinking about the hashish trance. The reader, the thinker,
the loiterer, the flaneur are types of illuminati just as much as the opium
eater, the dreamer, the ecstatic. And more profane.”9

On this model, the avant-garde artwork is always contradictory. It is
always anamorphic, free of the traditional burdens of form, intelligibility,
and social compliance; and it is always retrospective, looking back on
those burdens with a gaze that sheds new light on them and perhaps
endows them with new life. For the most part, the anamorphic aspect
strikes the perceiver first, only to be encroached on, at least a little, and
often more, by the structuring force of perception.

This encroachment holds the key both to the logic of the avant-garde
and to its history. One might surmise that the delirium sought by avant-
garde works is an antidote to the violence that lurks beneath the veneer
of civilized (read: bourgeois) life: for Rimbaud, perhaps, the violence of
the Paris Commune; for Apollinaire and others of his generation, the far
worse catastrophe of the Western front. (Of course this antidote could
itself take the form of violence, as the example of the Italian Futurists
famously illustrates, as does Benjamin’s linking of fascism to the
aestheticization of politics.) The musical avant-garde after the Second
World War, especially perhaps in the Darmstadt of Boulez and Karlheinz
Stockhausen, was in part motivated by a similar impulse in the face of a
still larger catastrophe. So the stakes in the avant-garde enterprise are

¥ Ibid.
% “Surrealism”, 190.

47



My3ukonoruja 6 —2006 Musicology

high, even when its surface manifestations are frivolous, witty, or clownish,
more Cage’s 4’ 33’ than Stockhausen’s Klavierstiicke.

The mark of the avant-garde is thus a release of the specific negation
that haunts the standard forms of thought and representation, of selthood
and sociality: the giddy or delirious or ecstatic manifestation of the
unformed substance that underlies or underwrites all form but that can
appear only as a kind of deformity. And the question raised by the avant-
garde is how far, for how long, it can sustain this appearance, this
negative epiphany, before investing it with symbolic value and therefore
“re/forming” it in a double sense: re-forming it, forming it anew; and
reforming it, correcting its excesses or defects.

For an example, consider Apollinaire’s calligrammes, picture poems
composed by deforming standard typography so that the text forms the
picture that illustrates it. One of the best known of these is entitled
“Coeur” (Heart, 1918) for reasons immediately obvious; it consists of the
letters that spell out the phrase — pointedly not a sentence — “Mon coeur
pareil a une flame renversée” [my heart like a flame upside-down] arranged
in the familiar shape of a heart:
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From the visual perspective, nothing could be more conventional,
even banal; the image illustrates the sentiment with the literal-mindedness of
a greeting card. (Or an epitaph; it is inscribed on Apollinaire’s grave in
the Pére-Lachaise cemetery in Paris.) From the linguistic perspective, the
phrase has been deformed in fundamental ways. It lacks spacing between
words and it lacks the neutrality of ordinary typography. What is more, it
cannot be read from left to right. The phrase begins and ends with left-
to-right movement along the wavering line that forms the top portion of
the image, although the lack of punctuation between “versée’ (poured;

48



Lawrence Kramer ‘Au-dela d’une musique informelle’...

not a word in the text) and “Mon” suggests that “beginning” and “ending”
have been suspended here; the eye is invited to rotate in perpetuity
around the heart, as if to feed its flame. After “Mon”, the shape of the
image draws the eye continuously from right to left until the top line is
regained with the completion of “renversée”.

To traverse the text is thus to enact the inversion of the natural-
seeming order of reading, at least to Western eyes, just as the heart
inverts the flame. The image is immediately legible but the text, though
it can be deciphered, can never be read. The words have regressed
toward the garbled and the random, the void of which peers through the
empty center of the image even as the image denies it. And the same
may hold good for the words’ meaning. It remains unclear whether the
likeness postulated by the phrase is to be taken as a metaphor or as a
literal description of the inversional effects of the image and the typography.

The text of “Coeur” is an ideal example of the negativity typically
sought by the avant-garde. This quality is perhaps best described by the
term informe, borrowed from Salvador Dali by the art historian Rosalind
Krauss to characterize what she calls the “optical unconscious” of
modernity.'’ As Krauss observes, the informe is not a negativity or a lack
that stands as the opposite of form, but a positive consistency without
identity, a “splitting of every ‘identity’ from itself into that which it is not”
(166). The informe is the substance of what categories and boundaries
cannot delimit, yet it cannot appear without them; it is a thing without a
self “that form itself creates, as logic acting logically to act against itself
within itself, form producing a heterologic” (167).

As the term “heterologic” suggests, it is tempting to assimilate the
informe to the category of the Other that plays a key role in several
influential schools of late modern thought — Derridean deconstruction,
Lacanian psychoanalysis, Levinasian ethics. But to do so would be
misleading. The informe is not a vehicle of difference. It subtends both
difference and identity, difference and likeness; it is too nonspecific to
form the concrete opposite or antagonist by and against which a style or
genre or identity defines itself. Moreover, unlike the Other, which is
postulated as forever irreducible, the informe is vulnerable to a historical
undertow. It is not supposed to be, but it is. That which is informe in one
generation becomes a mere difference in the next. A grinding noise
eventually acquires an alias and becomes an expressive construction: the
Tristan chord, the Petrushka chord. This reducibility of the informe may
help motivate the demand for continual disruption in avant-garde art, the

10" Rosalind Krauss, The Optical Unconscious (Cambridge., MA: MIT Press, 1993),
149-68.
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call for a normative iconoclasm: not for a break with tradition but for a
break with history, or rather the circumvention of history, the continuation
of non-tradition and non-identity.

But as the story of Shadowtime indicates, this process cannot go on
forever. What happens to each instance of the informe also happens to its
concept. Eventually history will overtake — will have overtaken — the
production of the informe as such and bring it to closure. At that point
we may be able to recover the sense in which avant-garde works once
encountered (that is, produced) the informe, but we can no longer recover
the perceptual impact of the encounter. The informe becomes a trope.

The historical process mirrors the internal logic of the avant-garde
work, but it does so with a telling difference. If the era in which it could
shock has not wholly expired, the work can sustain and even enhance its
presentation of the informe in dialectic with the structuring traditions it
cannot escape, however much it may travesty them. But the historical
process progressively alienates and finally brackets the perceptual shock.
What begins as an offense ends as an icon. As it ages, the urinal that
Marcel Duchamp signs “R. Mutt” and christens “Fountain” in 1917
becomes easygoing, comfortable, almost comforting; by 1964, eight
authorized replicas of the lost original find their way into museums and
private collections; in 2004, five hundred British art experts vote “Fountain”
the twentieth century’s most influential work of art, just ahead of another
once-shocking work, Picasso’s “Les Demoiselles d’Avignon” (1907).
Against this effect of domestication, we are left to rely on critical
interpretation to recover the sense of the informe in historically avant-
garde works. At best their manifestation of the informe will replenish its
diminished power with the force of the imagined past.

This process, however, is not only historical. It is also immediate, a
property of the present of the avant-garde work as well as a prophecy of
its future. Avant-garde works present themselves from the outset in a
condition of implicit ruin. They contain the narrative of their own decline
and subsist by resisting it. It is this synchronic logic of the avant-garde
that the historical revival of once-unformed phenomena seeks to recover.

To facilitate the recovery, we need to describe this logic, presented
earlier as a simple conflict between the manifestation of the informe and
the encroachment of structuring perception, with greater precision and at
a further theoretical remove. The informe initially appears as a pure lack
in positive form, a consistency of negation. It induces a kind of vertigo,
the first moment of the delirium in which Benjamin finds — or seeks —
profane illumination. This impression, however, fades with time, and
sooner rather than later. For the informe can appear at all only within a
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gap, an aperture, in a formal framework. At first the consistency in the
gap threatens to envelop its former container; the white space in
Apollinaire’s heart dwarfs the little letters that enclose it. But eventually
the situation is reversed. The image limits the white space within it and
organizes the white space around it. The informe becomes manifestly
what it always (already) was, a perspectival effect, the burned-out illusion of
which is meant to be re-ignited by the next avant-garde “breakthrough”.
What remains thereafter is the mutual relationship of form and the informe,
which, without necessarily signifying anything, may nonetheless be or
become significant. Thus some avant-garde works incorporate and in
part escape their own future nullification. The avant-garde work survives
its inevitable obsolescence, if it does survive, to the extent that it can be
understood to decline any nostalgia for the purity of the original informe.

Charles Ives raises the question of this nostalgia explicitly in the
final movement of his Orchestral Set No. 2 (1909-1915), a work that
carries the informe as far as it can go within Ives’s musical discourse —
and that is quite far, indeed — only, apparently, to subsume it in the end
under the most familiar of melodic forms. John Cage carries the informe
even further in his Imaginary Landscape No. 4 (1951), “composed” for
an ensemble of radios. The sounds produced, as no one will be surprised
to learn, are entirely random and not subject to perceptual regulation. Yet
as its title half admits, Cage’s composition is open to the same nostalgia
that it gently and playfully rejects.

Like many of Ives’s major works, the Orchestral Set No. 2 broods
over the question of American national destiny by associating it with the
question of advanced versus traditional musical technique. The first
movement, “An Elegy for Our Forefathers”, sustains a static background
texture throughout. The elegy materializes on solo trumpet out of the
brooding atmospheric mass and disappears back into it. Both the melody
and its sonority are traditional — nostalgic and hymn-like; the trumpet
solo carries overtones of solemn Civil War memorials. The background
divides against itself in a way that both enhances and undermines these
values. On the one hand it serves the function of a formal ostinato; on the
other, it appears as the formless presence of something unknown, dim,
and primordial, not music at all by traditional definitions. Memory writes
itself on this texture as medium, questions the shape of the future, and
then dissolves as the shapeless background persists.

The middle movement is a high-spirited collage of hymnody and
ragtime, but for all its vitality (sometimes touched by nostalgia) it is
essentially an interlude, an interval of distraction between one elegy and
another. The real heft of the piece comes in the last movement, “From
Hanover Square North, at the End of a Tragic Day, The Voice of the
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People Again Arose”. This finale commemorates an incident following
the sinking of the passenger liner Lusitania by a German U-boat in 1915.
With the news still fresh, commuters on an elevated train platform in
lower Manhattan, Ives among them, spontaneously began to sing the old
Protestant hymn “In the Sweet Bye-and-Bye” after the sound of it on a
hurdy-gurdy drifted up to them from the street. The random crowd thus
momentarily transformed itself into a tight-knit community with a specific
national identity.

Ives represents the transformative hymn-singing with a fortissimo
brass chorus recalling the solo trumpet of the first movement. The rest of
the orchestra moves in swirls of dense, multi-layered dissonance that
have been building up throughout the movement. This vast polyphony,
the component parts of which can be heard only in random flashes, the
lines of which cannot be followed at such, has up to this point been the
whole of the music; we have been listening to a progressive unfurling of
orchestral sound into the informe. Then, at a stroke, this informe becomes a
mere background, a foil against which the spiritual authority of the
traditional rural hymn can present itself as a bulwark against chaos. The
music, because there is need for it, revives a world that Ives thought he had
lost forever to urban modernity, the homogenous world of the New England
countryside, rugged and spiritual and quintessentially American. The voices
of the crowd, unheard in themselves, have taken up the sound of the hurdy-
gurdy, the sound of the city street par excellence, and raised it to the level of
the sublime by simulating the sound of a small-town brass band."

“In the Sweet Bye-and-Bye” momentarily translates the ruthlessness of
total war, fought without borders and without quarter, into the communal,
well-governed sphere of American pastoral. Yet the sternness of the sound
also suggests a resolute face turned toward the war, which Ives’s patriotism
would endorse when America joined the Western alliance in 1917. In this
context the music looks forward to a triumph of American virtue as the only
means of preventing a Europe gone mad from unchecked destruction. (It is
one of history’s little ironies that the situation seems to have reversed itself
today.) But this is not yet the music of empire, in which Ives had no interest;
however triumphalist, it is profoundly and deliberately parochial.

The conclusion comes immediately afterward: a long, slow fade-out
based on a static texture recalling the first movement's underlying sound-

The displacement of voice into instrumental sound is essential to the process of
sublimation, which corresponds to the passage of the event from the phenomenal
world to the symbolic order. Ives underscores this necessity by placing an actual
choir singing a Te Deum at the beginning of the piece; after a few moments, the
voices fade into the orchestral texture, not to be heard from again.
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mass but changing its character. The texture is no longer dark and heavy
with the burden of the past but soft and shimmering, a musical mist that
slowly drifts away toward the horizon of an unknown future. Elegy becomes
prophecy in the medium of memory; the image of national community
dissolves into an intimation of spiritual communion. For a moment, and just
for a moment, the hymn has torn away the veil of the material world. It has
let the aura of spiritual reality take over the scene at Hanover Square, though
perhaps this happens only in memory — only, indeed, in the music. Or
perhaps two scenes have been involved, blended together so that they cannot
be told apart: one from the urban present, the other from the rural past. The
combination allows a glimpse of ideal community both in time (the unison
hymn) and beyond it (the ethereal background).

It is important that the impact of the Hanover Square incident does
not become fully present until the place and the moment have been re-
created musically. By adding memory and also serving as its expressive
vehicle, the music makes permanent and transcendental the incident's
fleeting moment of solidarity. Ives’s musical technique serves not just to
record or represent a moment of transcendence, but to perpetuate it
acoustically. Each performance rises to the point of the music’s self-
abolition, the point at which the informe breaks through in the guise of a
shout, and then a whisper, of eternity.

But the breakthrough is unstable, and not only because it, too, is
fleeting. In an earlier study of this movement I suggested, along the lines
just traced, that “In the Sweet Bye and Bye” is repressive as well as
triumphant when it subordinates the dense swirl of music from which it
emerges. It reverses the rising tide of that music and forces it back
toward the horizon; it makes the pungent, multi-layered texture into a
musical melting pot in which the diversity of the urban crowd disintegrates
and reforms itself in obeisance to the old-time hymn. The hymn works
ideologically more than it does formally or aesthetically.'>

I would still say so. Ives himself described the music in these terms,
and to ears brought up on the contours of tonal melody — still most
Western ears today, and all the more so in 1915 — the melodic Gestalt
stands out like a rock against a stormy sea. The storm is the storm of the
informe, immensely powerful but set on the verge of its disappearance.
Form prevails in the guise of spontaneous spirit; the collage technique
that defines the avant-gardism of the movement collapses into a texture
that is both musically and ideologically regressive, a broken-down version
of old-fashioned melody-with-accompaniment.

12 Lawrence Kramer, Classical Music and Postmodern Knowledge (Berkeley: University of

California Press, 1995), 190-192.
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But I would also suggest something else. The musical whirl and
swirl brought to heel by this last trump becomes audible as informe
precisely through the ear-trumpet of the hymn. Bits and pieces of the
hymn have been heard amid the orchestral mass all along. Once the
hymn breaks forth, the ear is split between hearing these fragments
teleologically, as anticipations of a predestined outcome, or hearing them
contingently, as sonic material that the brass choir appropriates as the
same time as it wrestles the acoustic mass into a semblance of form.
Only with the presentation of this choice — a choice that cannot be
made — does the informe manifest itself fully.

In saying this, I am not making the banal suggestion that order and
chaos can only be heard relative to each other. On the contrary: the point
is that what one hears at this moment becomes radically indeterminate,
caught specifically in a contradiction between accident and event. The
result is that the informe persists and permeates the musical texture more
fully than does the acoustically more powerful hymn tune, and that it
does so precisely because the hymn tune is more powerful. Instead of a
convenient acoustic image for the local chaos of the urban crowd, the
orchestral music becomes, or wants to become, a tangible manifestation
of pure spirit. It presents itself as something like the voice of the all-
embracing Over-Soul conjectured by Ives’s beloved Transcendentalist
philosopher, Ralph Waldo Emerson. The brassy hymn tells a familiar
tale, but it sounds out over a long thunderclap from the unfathomable
world beyond. The hymn is helpless to paraphrase this sound, before
which it is nothing but ideology. All the hymn can do is to make the
sound audible as the sound of the informe as such.

Like Apollinaire’s calligrammatical heart, the sound of this climax is
from one perspective perfectly legible, even sentimental and conventional,
and from another perspective permanently inscrutable. The release of the
informe that negates the idea of purity and disrupts all finite systems of
thought assumes its own terrible version of purity that demands total
adherence even though there is no known way to hear it. The sound can
no longer be contained even by the trope of transcendence. In its rustling,
whirring, buzzing, and the like it approaches the negative transcendence
that Gilles Deleuze and Félix Guattari associate with the “plane of
consistency” of the insect world, the becoming-insect of music in which
the music’s free-form “molecular flows” are set loose.”’ This limit-
condition threatens to captivate the listener even as it tempts the listener

13 Gilles Deleuze and Félix Guattari, 4 Thousand Plateaus: Capitalism and Schizophrenia

(1980), trans. Brian Massumi (Minneapolis: University of Minnesota Press, 1987),
308-309.
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to flee: to grasp the ideological anchor — here that old-time hymn — in
sheer self defense.

From this perspective the ethereal fadeout that ends the piece is not
a consummation that the hymn makes possible. On the contrary, it is an
almost involuntary confession that the hymn is no more than a prop, in
the double sense of a means of support and a device used to sustain a
theatrical illusion. The vanishing trace of the informe does not inherit the
place of memory, but marks the place to which memory cannot pass.

The kind of critical interpretation I have just performed on Ives’s
“Hanover Square” is not possible with Cage’s Imaginary Landscape No.
4 because there is nothing to perform it on; in traditional terms, Cage’s
music lacks content. Where Ives understands the informe as the horizon
of memory, Cage understands it as the erasure of memory. His
work — and it is a work — is scored for twelve radios, operated by twenty-
four players under the direction of a conductor. At each radio, one player
controls the volume, another the frequency; a form of traditional staff
notation strictly prescribes the changes in both parameters. This carefully
constructed order will, however, remain inaudible, while the sound that it
produces will form a random assemblage entirely contingent on the place
and time of performance.

No doubt there is an element of lighthearted mockery here, a gentle
satire on the traditional symphonic ensemble. But as always with Cage
the playful lack of solemnity serves a serious purpose. To regard the turning
of the radio knobs as a form of musical performance is to defamiliarize
the natural-seeming mechanical actions, the fiddling on strings, the
blowing into tubes, which customarily produce musical sound. To see
and hear an ensemble “playing” the radios fosters the recognition that, in
the long historical view, it is just by chance that the sounds produced by
actions such as fiddling and blowing count for us as music and not as
something else. The fact that other forms of sound count as noise becomes
equally arbitrary. The result is to smudge the difference between officially
musical sounds and sounds produced at random, as by twiddling the
knobs of a radio to see what’s on the air.

But more is at stake here than the apparent freedom we may find in
chance. The point is not simply to immerse oneself in random sound events,
but to grasp the production of the informe by the precise following of a
score, thus creating a perspective in which the familiar forms of musical
sound assume a quality of accidental formation, the way a rock formation
might resemble a face. Like Apollinaire’s heart, Imaginary Landscape
No. 4 constructs a traditional image of authentic, indeed “heartfelt”,
expression by means that render what is expressed ultimately inscrutable
though not indiscernible. Like the letters that spell out, but do not articulate,
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“Mon coeur pareil a une flame renversée”, the acoustic detritus produced
and assembled by the radio ensemble is decipherable — one can make out
the static, the voices, the snatches of music — but it is not readable or, as
one might say, not listenable.

What do these pieces by Ives and Cage have in common?

The initial answer would seem to be: nothing. Nothing, that is,
except their avant-garde status, the mark of which is their willingness or
eagerness to admit noise into the sphere of music, or, more precisely, to
redraw the boundary between music and noise. It is probably fair to say
that the privileging of this mark came only with, and only became articulate
with, the music of Cage around mid-century. No matter what audiences
may have thought, it is clear that Schoenberg, for example, never thought of
his music as resembling noise, much less incorporating it, even though
the First Viennese School has a claim to be considered the first self-
identified musical avant-garde. The noise idea is already present in
certain works of early modernist music, such as Henry Cowell’s “Banshee”
(1925), played directly on the strings inside a piano, and Edgard
Varese’s “lonisation” (1931), scored for percussion and sirens, but there
is no category or context for it until later. Pieces like these and like the
Ives become avant-garde in retrospect; no such category was available
when they were composed.

This absence is itself as much a historical contingency as any
random event in an aleatory piece. It is worth noting that by the time Ives
composed the Orchestral Set No. 2 and Cowell (still a teenager) had
started experimenting with the piano, Luigi Russolo, in association with
the Futurist movement of Filippo Marinetti, had already tried to create a
noise aesthetic. Russolo wrote a manifesto on “The Art of Noise” (1913)
and actually gave two concerts with a “noise orchestra” composed of
sixteen newly invented instruments. The sounds are lost, but the manifesto
gives the flavor of his enterprise: “Let us cross a huge modern capital
with our ears. ... We will delight in distinguishing the eddying of water,
of air or gas in metal pipes, the muttering of motors that breathe and
pulse with an indisputable animality, the throbbing of valves, the bustle
of pistons, the shrieks of mechanical saws.”'* The imagery of machines
that mutter and throb locates the informe qua noise at the point of the
pleasurable collapse between the boundaries of the animate and the
inanimate. But the First World War, the war the Futurists had foolishly
longed for as the consummate expression of modernity, interrupted

4" Quoted by Emily Thompson, The Soundscape of Modernity: Architectural Acoustics

and the Culture of Listening in America, 1900—1933 (Cambridge., MA: MIT Press,
2002), 136.
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Russolo’s efforts, and when he tried to resume them after the war was
over, the moment of noise as art had, for the time being, passed.

In a sense, then, it is Cage and his associates who make Ives avant-
garde and realize the latent significance in his noise as well as theirs.
Noise is all that links our Ives and Cage exemplars, and all that is needed
to link them. But this sense is too limited.

On closer inspection, the Ives and Cage pieces turn out to be closely
parallel in both their immediate character and their underlying logic of
the informe. On the first point: both are deeply invested in the sense of
place, conceiving music as they embody it as acoustic landscape. And
this landscape is not general; it is national — ideologically so in Ives, by
perhaps unconscious allegiance in Cage’s. As the musicalization of radio
noise, Cage’s piece intersects what was still the primary broadcast medium
of its time (television being still young); the radio airwaves — the hum of
news, weather, talk, music, static — was the primal stuff knitting together
the national landscape both at home and in the car, the same sort of
jellylike medium that Hart Crane had imagined a few decades earlier
when radio itself was still new:

And from above, thin squeaks of radio static,
The captured fume of space foams in our ears.
(“Cape Hatteras,” 23-24)".

On the second point: the scoring and conducting of the radio
manipulations serves the same function as Ives’s hymn tune; it makes the
informe audible as such. It does so as much visually as acoustically, by
reversing the locus of order and disorder. The normally casual, even ran-
dom, act of turning a radio dial becomes the basis of a precise choreography
while the music normally produced by such choreography never rises
above the level of noise, or rather, raises noise to the level of music.

The result is an avant-garde version of the music of the spheres. The
actual sound of the radio collage in any given performance is absolutely
particular, purely and simply itself in the present moment. Yet at the
same time it has no distinguishing features, nothing to differentiate it
from any other realization at any other moment. It is both full and empty,
an acoustic tapestry and a blank page. To a sympathetic ear, this union of
opposites endows the sound with a mystical value. It produces a fusion
of immanence and transcendence, the ascetic and the ecstatic, that
justifies the scoring and conducting without ceasing to reduce them to a
travesty. In so doing, it perhaps brings aesthetic intoxication to a limit, a

5 From The Bridge, in Marc Simon, ed., The Complete Poems of Hart Crane: The

Centennial Edition (New York: Liveright, 2000), 77.
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point of aporia, which is also one of the principles of its logic. Just as the
informe 1is released, it threatens to assume a fetish-like character incompa-
tible with the very idea of the informe. The avant-garde does not consist
of a resolution of this dilemma, but in a persistent reproduction of it —
under the illusion that each new instance is precisely the resolution that it
undercuts.

A further way to think about the interrelationships of form and the
informe is in terms of Deleuze and Guatari’s distinction between smooth
and striated space. The latter is the milieu of the “metrical,” “arborescent”
music of tradition, the former of the rhizomatic movement of the avant-
garde. (Traditional music organizes itself like a tree — the paradigmatic
metaphor of organic form; the avant-garde runs every which way, like
weeds.) For Deleuze and Guattari, the pivotal avant-garde composer is
Boulez who, they say, was the first to situate music systematically in a
movement between these spaces (477). But the two also think of music
in general as essentially rhizomatic, and take Olivier Messiaen along with
Boulez as an exemplar. As they hear it, music as such is avant-garde
regardless of its formal consistency, for which their model is the refrain:
“Music is a creative, active operation that consists in deterritorializing the
refrain. ... Music dispatches molecular flows. Of course, as Messiaen says,
music is not the privilege of human beings: the universe, the cosmos, is
made of refrains; the question in music is that of a power of
deterritorialization permeating nature, animals, the elements, and deserts as
much as human beings” (300, 309). Beyond the formal grid of the refrain
the infinitely smooth space of the informe stretches away on all sides.

Nonetheless, as Deleuze and Guattari never tire of repeating, the
distinction between smooth and striated space is a transient one. There is
perennially a becoming-smooth of the striated and a becoming-striated of
the smooth. The authors’ own tendency, however, disclaimers aside, is to
re-solidify the distinction after its every dispersal: “[TThe simple opposition
‘smooth-striated’ [always] gives rise to far more difficult complications,
alternations, and superpositions. But these complications basically confirm
the distinction” (481). Deleuze and Guattari are in the last instance
partisans of the smooth against the striated. Although they deny that
smooth spaces “are in themselves liberatory”, they affirm that it is in
these spaces alone that “life reconstitutes its stakes” (500). A prominent
sign of this orientation is the privilege that the authors grant to music, or
rather the trope they institute of a music that, in its essence, insofar as it
is music, always moves along lines of flight from the striated to the
smooth. They think of this phenomenon in the spirit of Baudelaire:
“Music sometimes takes me like the sea!” — for, as they observe, “the sea
is a smooth space par excellence” (479).
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In this context, re-solidifying the distinction, it would seem fair to
define traditional music as that which, at any given moment, minimizes
the becoming-striated of the smooth, and to define the avant-garde as
that which maximizes the becoming-smooth of the striated. Traditional
music arrests the flows of sound through smooth space and draws them
as much as possible back to the striated. The avant-garde loosens and
scatters the sound lodged in the striated and sluices it as much as possible
into the space that, as rendered available in a particular historical moment,
counts as smooth. But the boundaries of these spaces constantly change,
in most cases irreversibly. The space that seems smooth today tends to
seem striated tomorrow.

And here a problem arises. This way of thinking works well enough
up to a point, then stalls. The model of spaces in mutual becoming is
descriptively strong, but conceptually it is too strong for its own good. It
blocks the full-throttle, epiphanic manifestation of the informe; it limits
delirium by dialectic and thus takes the informe as such out of the
equation. The noise of smooth space is merely the negation of traditional
music, which excludes it altogether or includes it by imitation; as soon as
actual noise is heard, traditional music is silenced. The order of striated
space is the parallel negation of avant-garde music, which excludes it by
design but includes it by accident, or rather by the propensity of
performers, listeners, or even of random occurrences to fall into striated
patterns. When the patterns appear, the avant-garde collapses back into
tradition. There is a kind of drab homeopathy at work, a closed system
that works on a kind of toggle.

To think the avant-garde more radically it is necessary to think the
informe without reference to the accidents of form. To do that, it is
necessary to conceive of a condition in which the distinction between
smooth and striated makes no sense, or doesn’t matter, or simply fails to
apply. (This leaves open the question of how to think the presence of the
informe in traditional music, but that question lies outside the scope of
this essay.)

The key point here is that order may occur at random, in which case
it cannot be said to be order at all. As Stéphane Mallarmé famously put
this principle in the title of an avant-garde poem meant to illustrate it,
“A Throw of the Dice Will Never Abolish Chance”. Consider an imaginary
musical example: an imaginary landscape number — fill in a six-digit prime.
One is listening to Cage’s silent three-movement composition 4’ 33"’
and hears someone on the street outside whistling the Habanera from
Carmen. Or, since the stake here is pure chance, for some reason all the
radios in Imaginary Landscape No. 4 simultaneously begin to broadcast
The Ride of the Valkyries. Neither outcome is foreign to Cage’s design,
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even though both are, to say the least, unlikely. But that is what chance is
like. If we were to describe either of these situations as a becoming-
striated of the smooth, we would be right in a phenomenological sense;
the soundscape would indeed fall into the striated pattern. But we would
also entirely miss the point.

The point is to hear the tunes as noise: to hear them, not as patterns,
but as random assemblages; to hear them, so to speak, as if they were not
there. And to hear them thus is also to hear the sound of random presence in
all apparent design. The tunes would not be the negation of the
prevailing noise, but a part of it. The informe of the imaginary landscape
would be the enveloping negativity that is the landscape’s condition of
possibility. This condition would become audible as such through the
random fluctuations of sound that realize the landscape as a soundscape.

The problem posed by this outcome, the outcome paradoxically
determined by the informelle logic of the avant-garde, is the temptation
to treat this negativity as the substance of a negative aesthetic theology,
as a secret wisdom before which the listener becomes an initiate. Delirium is
addictive, as Benjamin’s drug-tinged language indicates. One might just
as well worship a canonical masterpiece in quest of aesthetic illumination: it
amounts to the same thing. In this context the presence of an audible
scrap or tune or a hint of pattern might actually be helpful, precisely in
deferring the moment of an always false initiation.

Conversely, with the Ives finale: the hymn tune demands allegiance;
it denies the informe character of the sound mass by giving its own latent
presence in that mass a platform on which to come together. It literally
trumpets itself as a theological and a national solution. But it speaks too
loudly not to strain credulity. And its subsequent disappearance uncovers
the trace of an informe that neither the hymn nor the sound of the crowd
can encompass: a positive presence this time, but one so opaque that it
resists all attempts to name or rationalize it.

This ending suggests, in whispers, that the reframing of the informe
by the hymn tune is no more than virtual, an illusion wrought by ideological
desire. The problem is that the reframing is so overwhelming, both
acoustically and dramatically, that the lesson of the ending may go
unheeded. Perhaps the music even wants it to go unheeded, and allows it
to sound only the better to silence it. We may be supposed to hear the
ending as a dissolution, a disappearance, the ebbing away of the informe
as an echo of resurgent form. Whether the music succeeds in giving this
impression — a success that would be its failure — depends on just how
much delirium the ear, like a vessel, can retain after the brass choir has
scoured it out. Just a little may be just enough. Although the ending is no
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more than a residue, it may be sufficient to pose a question in the spirit
of Walter Benjamin, who deserves the last word (182): “What form do
you suppose life would take that was determined at a decisive moment
precisely by the street song last on everyone’s lips?”

Jlopenc Kpejmep

,»,C OHE CTPAHE EH®OPMEJICKE MY3UKE":
HOCTAJITUJA, 3BACTAPEBAGE U ABAHT'APIA
(Pesume)

[TpakTHYHO NPBU NPHHLMI ECTETUKE aBaHrapje je mocBeheHOCT arcoyT-
HO HOBOM. AJIM OBaj IPUHIIAIT HUKA/a HHj€ TaKO jeJHOCTaBaH WM AUPEKTaH Kao
IITO M3IJIE/A; TO j& YHIECHHIA HPOHUYHO HM3BE/ICHA U3 ,KiacuyHe  (opmyma-
uuje Aprtypa PemOoa, crape mpeko jemHor Beka: ,,MopaMo OWTH amcoiyTHO
momepuu (“Il faut étre absolument moderne”). ABaHrapaHa yMETHOCT, OHJIO 1a
je aKyCTHYKa, BU3yellHa WK BepOaiiHa, OJIMCKO je moBe3aHa ca (peHoMeHOM 3a-
crapeBama. [lonpaszymeBajyhu camy cebe ka0 KPUTHKY €CTETHYKE U APYLITBEHE
HOCTaJITHje, OHa pa3BHja COICTBEHY, HE Marbe NpPOOJIEMATHYHY HOCTAITH]Y.
ABaHrapsa TeXH Jja I0CTaHEe YIPaBO OHA IpaKca ca KOjOM KEJIH Jia pacKuHe.
Jla 6u ce mperno3Hana oBa BeHa TeHAEHIM]ja, Mel)yTHM, HUje HEONXOJHO aBaH-
rapy oMaJloBaXXHTH. Panuje Tpeba omucaTi MCTOPHjCKU KapaKTep aBaHTap/HEe
YMETHOCTH M YCTAaHOBHUTH OKBHP 33 bEHO TyMadeHhe.

HcTopuyHOCT aBaHrap/e mocTaje npodiieMaTHyHa caMo OHJIa Kaja je cama
YMETHOCT 3a00paBH WM HE yCIIe Ja je mpeno3Ha. Moj ecej MOYHbe AHjarHO30M
CKOpallker puMepa OBOTr Heyclexa, ,,Mucaone onepe” Bpeme cenxu (Shadow-
time, 2004) bpajana ®epuuxaya (Brian Ferneyhough), mo nmu6pery Yapiica bepa-
mrajaa (Charles Bernstein) 6asupanor Ha >xuBOTY M pany Banrepa benjamuna
(Walter Benjamin). Ayropu cy IaHupalu Aa CKaHIAIN3Yjy IyOJHMKy CloXe-
Howlly ¥ MHOBaTUBHOWINY CBOT paja, aj Cy YCIIeNU caMo Jla M3a30BY MIIAKO
onmobpaBame WM HEomo0paBame, OHOCHO, joIl rope, nHaAn(epeHTHOCT. Hbrxos
MOJIeJI HHOBAaTHBHOCTH jeé TocTao 3actapeo. OapxaBao ce caMo Ha HETPH3HATO]
HOCTAJITH]H 33 WHTEJIEKTYaIHOM CMeJolnlly OTeJIOTBOPEHOj y MUKy beHjamuHa
KOjH je — a IITO Cy ayTOpH Takole mariena 3a00paBuian — OHO TOJIHMKO MIMPOKO
CIIaBJbCH W IIMTHPaH MOCIEAmUX roanHa (OOpHYTO O] pellaTWBHOT 3a0opaBa
KOjH je Tpajao MHOTO TO/IMHa HAKOH H-EroBe CMPTH), Aa je Beh n3dop benjamuna
Ka0 MPOTaroHUCTE MPECTABba0 KIIHIIE MO CEOH.

BeHjamMuH umak, ¥ OmeT NPHIMYHO HPOHUYHO, MPYKa OMIHUYHY IIOJa3HY
Ta4yKy 3a HCTOPHjCKO pasyMmeBame aBaHrapie. Iberos ecej ,,Hanmpeamusam: mo-
CleIlbU CHUMaK eBporicke uHrenureHuuje” (,,Surrealism: The Last Snapshot of
the European Intelligentsia“) u3 1929. rogune nouupa ecTeTUKy aBaHTapJie Ha
npeceKy TPUjy TeHACHIHja: oxdalrBama OypKOACKOT HHANBHUAYAIN3Ma, MOKY-
Iaja 3aCHHUBAaa MOJIENIA MIUCamkha KAo CTakba OMUjEHOCTH U ,,0ropueHor, ocTpaiihe-
HOr OyHTa MpOTUB Katonouusma“. Pesynrar je ecreruka ,,ipodh)aHor mpocBeT-
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Jbema‘’, Kako je beHjaMuH Ha3uMBa, KOHIIENT KOjU C€ MOKE MPOIIHPHUTH TaKo 1a
00yXBaTH aBaHTapAHy MpPaKCy YONIITe y3 MOMON JOJAaTHOT KOHIENTa Oe3-
gopmnocmu (informe), npennoxenor oxn Cananopa Januja (Salvador Dali), a
mo3ajmibeHor 1990-tux on crpaHe ucTopuyapa ymerHoctd Posammum Kpayc
(Rosalind Krauss) ma 03HauuM OHO INTO OHA Ha3WMBAa ,,ONTHYKA HECBECHO™ Y
monepuusmMy. Kao mro Kpaycosa youasa, be3¢popmrocm HUje HETATUBUTET WIIH
HelocTaTak Koju CTOjU HacynpoT ¢opmH, Bell MO3WTHBHA KOH3HCTEHIMja 0e3
UJCHTHTETA, ,,pasiIaKehe CBAKOT ‘MICHTHTETa 0]l cede caMor Ha OHO IITO
HUje“. besghopmrocm je CylnCTaHIA YHje ce KaTeropHje U OrpaHHYCHa HE MOTY
OJpEeINTH, HO 0e3 BHUX Ce OHAa HEe MOXKE HHU IOjaBHTH; TO je CTBap 0Oe3 CONCTBa
,,KOjy cTBapa ¢opma cama; Kao IITO JIOTHKa — OHJAA Kaga Aenyjyhu JIIoTHdHO
yHyTap cebe meryje mpoTuB cebe — MPOu3BOAH (GOPMY XETEPOIOTHKE .

Moj ecej moa3u 011 KOHIIENaTa npohaHoT MPOCBETIhCHA U Oe3¢)opMHOCIIU
Jia OW pa3BUO MOJIET aBaHTapAE Y BE3H ca 3aCTapeBambeM U HOCTAIrHjoM. Moen
je My3WYKM WIYCTpPOBaH Ha IpHMepHMa JBa amepuuka jaena: dunana pyeoe
opkecmapckoe komaoa (Second Orchestral Set, 1915) Yapnca Ajsza (Charles
Ives) u 3amuwivenoe nejzaxca Op. 4 3a 12 pangnoanapara (Imaginary Landscape
No. 4, 1951) Ilona Kejia (John Cage). [Iprka3zaHo oBUM MOZAETIOM, aBaHTapIHO
YMETHHYKO JIETIO je yBeK KOHTpagukTopHO. OHO je yBek anaMmop¢Ho, ociaobolhe-
HO TPaJAWIHMOHANHUX onTepehema Gopmom, jacHONOM M IPYIITBEHOM IIPUXBAT-
JbuBolIhy; OHO je YBEK U PETPOCIIEKTHBHO, jep ce ocBphie Ha oBa onrtepehema Ha
HauUH KOjU MM Jaje HOBO CBETJIO, apyjyhu uM Moxa u HOB xuBOT. HajBehum
JenoM, aHaMop(HHU acrekT moraha y mpBu Max ciymiaoiia, 1a Ou IOTOM CaCBHM
MaJo, a YeCTO U BHUllle, OMO HAPYIICH CTPYKTYPHOM CHIIOM IepIEIIHje.

OzHaka aBaHrapjae je, makie, ocioboljeme 0o CBOjeBPCHE HeETalyje Koja
MIPOTOHU CTaHAapIHe (JOpMe MHUIIBbEHA U PEIIPE3EHTOBAA, CONICTBA M COLIUjall-
HOCTH: BPTOIJIaBO, MaXHHUTO, EKCTATHYHO HUCIIOJbaBame Oe3dopMmHe cyricTaHIe
KOja YMHU OCHOBY CBHX (hOpMH, ajii KOja ce MOJKE [0jaBUTH CaMo Kao BpCTa Jie-
¢dopmurera. U nurame koje aBanrapna nmokpehe riacu: ,,Konuko nanexo u xo-
JIMKO jOIII TyrO Ce MOJKE OJIp’KaTH OBa I0jaBa, OBa HeraTiBHa enudanuja, mpe Hero
LITO jOj ce JoJen cMMOOJIMYHA BPEJHOCT U THME ce ‘pe/dopMupa’, y IBOCTpY-
KOM 3HaueHy Koje Ta ped Ha SHITIECKOM MO)ke MMaTh: pedopmupatu = GpopMupatu
W3HOBA M peOPMHCATH = KOPUTOBATH MpETepUBama WM HeJocTaTke?

(npeBena Jenena MuxajnoBuhi-Mapxkosuh)
UDC 78.037/.038.6].01/.02
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Richard Taruskin

THE BIRTH OF CONTEMPORARY RUSSIA
OUT OF THE SPIRIT OF RUSSIAN MUSIC®

Abstract: In this article, the author observes and discusses the effects of
Russian history on Russian music in the second half of the XXth century.
Forming part of author’s long-range persistent polemics against Russian
exceptionalism and against the kind of romantic overvaluation of art, the
article expresses sharp and provocative views of the main stylistic tendencies
in Soviet and Russian music during and after the epoch of the Cold War, as
well as after the Second Russian Revolution in 1991. Special attention is paid
to the activity and works of the most prominent Russian composers of their
time: Andrey Volkonsky, Edison Denisov, Nikolai Keretnikov, Arvo Pért,
Elena Frisova, Sofia Gubaidulina and Alfred Schnittke.

Key words: Soviet music, Russian music, Cold War, Second Russian Revolution,
stereotypes, totalitarianism, democracy, neonationalism.

The title, you of course realize, is a Wagnerian (or Nietzschean)
joke. Not only do I not believe in music as prophecy, or even (so to
speak) as cultural seismography, but I seem to be devoting my life of late
to combating the kind of romantic overvaluation of art that leads to its
decline. I have published a book recently — Defining Russia Musically
(Princeton University Press, 1997) — that could be read, perhaps,
although I would not insist on it, as a sustained polemic against Russian
exceptionalism. So it may be that I am starting out with two strikes
against me with respect to what you may be expecting from a musicologist.

In considering the best way to focus my remarks on what could
seem an unmanageably broad and shapeless topic — the effect of recent
Russian history on Russian music — I finally decided that the best way to
go might be to cast the talk as a response to an unusually stimulating
article that appeared in The Musical Quarterly, the oldest academic
music journal in the United States, in the late fall of 1992: that is, Year
One of the post-Soviet era. A survey of recent Russian concert music
against the background of contemporary Russian music life, it was called
“The Paradox of Russian Non-Liberty” (probably someone’s translation
of Zagadka russkoi mnevoli), and it was by Alexander Ivashkin, a

This text was delivered as a lecture at Stanford University on 5 November 1998 as
part of a conference, “Russia at the End of the Twentieth Century.” I reprint it here at
the request of Katarina Tomasevi¢, and have somewhat revised and lightly annotated
it for the occasion.
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remarkable musician and writer with whom I was slightly acquainted,
having once spent an afternoon chatting with him in a Berkeley café.'

Ivashkin is a cellist who used to lead the cello section of the Bolshoi
Theater orchestra in Moscow. From 1978 to 1991 he directed the
Bolshoi Soloists Ensemble, which gave very well-attended concerts of
new music. He is also a gifted writer, who has published monographs on
Alfred Schnittke, whom he knew intimately, as well as Krzysztof
Penderecki and Charles Ives. Since 1992, like many prominent Russian
or otherwise post-Soviet composers (Schnittke, Gubaidulina, Kancheli,
Pért, Dmitry Smirnov, Elena Firsova), he has lived abroad, having found
a job as a professor of cello and music history at the University of
Canterbury in New Zealand.” He is a tall man, slim, trim and blond, a
natty dresser, very cosmopolitan and sophisticated. When the two of us
stand side by side I am the one who looks like the mad Russian, I can
assure you.

So I was quite taken aback to find my elegant, globe-trotting friend
trading so heavily in the old romantic rhetoric of difference and
exceptionalism, and continuing to purvey so many familiar national
stereotypes. It’s a stale discourse, but one we still have to deal with, it
seems, because everyone seems nostalgically attached to it, although
reasons for attachment vary. In Defining Russia Musically, which I’1l
quote from briefly so that you may see where I am coming from, I put it
this way: “Tardy growth and tardier professionalization, remote
provenience, social marginalism, the means of its promotion, even an
exotic language and alphabet of its practitioners have always tinged or
tainted Russian art music with an air of alterity, sensed, exploited,
bemoaned, asserted, abjured, exaggerated, minimized, glorified, denied,
reveled ir31, traded on, and defended against both from within and from
without.”

Now here is Ivashkin, writing from within: “I have discussed the
morphological, rather than syntactic, character of Russian musical
mentality. We borrow Western syntax and destroy it, moving deeper the
roots, paying more attention to the expression of the particular moment
than to its structure” (p. 555). Or this : “A work of Russian art is a
confession. There is nothing commonplace in it, nothing decorative, well

Alexander Ivashkin, “The Paradox of Russian Non-Liberty”, Musical Quarterly,
LXXVI (1992), 543-56. Page references to this source will be given in the main text.

Since 1999, Ivashkin has been Head of Performance Studies and Director of the
Centre for Russian Music at Goldsmiths College, University of London.

Richard Taruskin, Defining Russia Musically (Princeton: Princeton University Press,
1997), p. xiv.
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balanced, or moderate. Everything is extreme, sometimes shocking,
strange” (p. 545). Or this: “An urge to interpret, to ‘endure’ is inherent in
Russian culture. You will never find just a ready-made product in art or
in music. This is true also of Russian icons: your positive relation to an
icon when you view it is very mobile, multi-angled. To understand its
symbolic meaning, you have to enter the space of the icon and more in
different directions” (p. 549).

So we still have the old picture of the Russian composer as some
kind of cross between Oblomov, Raskolnikov and the yurodiviy or Holy
Fool from Boris Godunov. And just as Oblomov must have his Stolz and
Raskolnikov his Razumikhin, this totalized or essentialized specter has
its counterpart in the totalized and essentialized West: rational, syntactic,
structural, balanced, moderate, readymade. Ivashkin’s comparison of
stereotypes has its prototype in a famous remark by Musorgsky: “When
a German thinks, he reasons his way to a conclusion. Our Russian brother,
on the other hand, starts with the conclusion and might amuse himself with
reasoning. That’s all I have to say to you about symphonic development.™
The traditional stereotype of Russian music is in fact a portrait of
Musorgsky — Repin’s portrait of Musorgsky, to be exact — with a soupcon of
Chaikovsky (that is, the program of the Fourth Symphony and the subtitle of
the Sixth) thrown in for the sake of confession.

But what about the many who don’t fit in? Where does Rachmaninoff
enter the scheme? Where is Prokofiev, the least confessional composer
who ever lived (perhaps because he had the least self to confess)? Where
is Stravinsky, who was widely accepted for so long as the main avatar of
all the “Western* values Ivashkin has implicitly constructed against his
Russian icon? Ivashkin, a performer by training, even coins a stereotype
all his own to cast Russian music in opposition to western. He calls it
“performance ephemera”, and like a true Eurasian, goes on to say that it
is “probably an Oriental feature, like the Japanese art of flower
arrangement, which is also ephemeral”. From this he generalizes: “all
ephemeral things, and only ephemeral things, are beautiful for Russians:
music, performance art, and ultimately life itself” (p. 555). But of course
this specifically excludes Scriabin from the ranks of the Russians, who,
like any number of his contemporaries in Silver-Age Russia, was obsessed
with the transcendent, the supernal, the enduring, the One. And of course
that, too, is often touted (if not by Ivashkin) as a characteristically if not
exclusively Russian trait.

Musorgsky to Nikolai Rimsky-Korsakov, 15 August 1868; A. A. Orlova and M. S.
Pekelis, ed., Modest Petrovich Musorgsky, Literaturnoye nasledie, 1 (Moscow:
Muzika, 1971), p. 107.
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And where is Anton Rubinstein, the most famous (and, many thought,
the greatest) Russian musician of the nineteenth century? Not a Russian?
Not “really” Russian? (You know what I mean!) There in a nutshell is
why we’d better think twice about defining the Russian musical essence.
As soon as you’ve defined authentic Russian music, you have also
identified, through music, a class of authentic Russians. What an abuse
of music! And that is not even the worst of it. As feminists and queer
theorists have discovered, trading in essences plays into the hands of
misogynists and the homophobes, who of course do it too, and usually
define the essences quite similarly. Compare David Brown, Chaikovsky’s
most recent British biographer: “His was a Russian mind forced to find
its expression through techniques and forms that had been evolved by
generations of alien Western creators, and, this being so, it would be
unreasonable to expect stylistic consistence or uniform quality.” And
yet, despite Chaikovsky’s having inherited a “wholly different set of
racial characteristics and attitudes,” Brown concludes that “a composer
who could show so much resourcefulness in modifying sonata structure
so as to make it more compatible with the type of music nature had
decreed he would write was no helpless bungler.”

Nature? Racial attitudes? Is Brown a racist? If so, so is Ivashkin. Is
there any way to stop thinking this way? Is it so hard to regard musical
style as an aspect of behavior, to be discussed and evaluated alongside
other forms of musical behavior such as performance and reception,
rather than as an emanation of essence? Ivashkin’s biases lead him to
interpret only those musical responses to recent Russian history that
confirm his stereotypes as being “correct” or “authentic” responses. In
particular, he is in pains to devalue responses that see the fall of Soviet
power, the crumbling of walls, and so forth, as an opportunity to erase
difference, or at least to erase the mythology of national difference. He
sees this attitude as threatening loss of the “inner tension” that sustained
Russian music and made it great. A young post-Soviet composer, Vladimir
Tarnopolsky, put it to Ivashkin this way: “Maybe I’ve lost programmatic,
extramusical ideas, but I’ve got a new quality, and a new understanding
of pure sound instead” (p. 544).

I’d certainly like to quarrel with Tarnopolsky’s dichotomy of
“extramusical ideas” vs. “pure sound”, but Ivashkin picks a different
fight. He sees Tarnopolsky’s attitude as being akin to privatization of the
economy, which implies objectivity and commercialism, both un-Russian

> David Brown, Tchaikovsky, IV: The Final Years: 1885-1893 (New York: Norton,
1991), p. 10.

8 Ibid., 1: The Early Years: 1840—1874 (New York: Norton, 1978), pp. 108-9.
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traits. “Now we can export our music and art,” he complains. “Russian
music and Russian composers are known everywhere. Sometimes it
seems to be not far away from our century’s very common stream.” The
“typical attitude” of such a moment, Ivashkin asserts, is “Everything
must be sold” (p. 555). Clearly, his idea of Russianness has been colored
by his Soviet education. But there is another way of looking at the
attitude Tarnopolsky expressed, possibly a more attractive (or at least a
less objectionable) one. In 1991, the year of the August putsch and the
dissolution of the Union, another Moscow composer, Alexander Raskatov,
composed a lovely piece for cello and piano called Dolce far niente (“A
Sweet Nothing™). On the face of it, such a response may seem reminiscent
of Robert Benchlev’s wonderful old essay, “Johnny-on-the-Spot”, which
begins:

If you want to get a good perspective on history in the making,
just skim through a collection of news photographs, which have been
snapped at those very moments when cataclysmic events were taking
place throughout the world. In almost every picture you can discover
one guy in a derby hat who is looking in exactly the opposite direction
from the excitement, totally oblivious to the fact that the world is
shaking beneath his feet. That would be me, or at any rate, my agent
in that particular part of the world in which the event is taking place.7

And that would be music, some would say — or, more to the point,
that should be music. Music is for Dolce far nientes, or for “a new
understanding of pure sound,” not for social cataclysms. It can be an
especially attractive idea when one has been brought up with the
opposite idea — that your music must register engagement with history,
and with a particular view of it at that.

This happened once before in the fairly recent history of Russian
music. The most widely publicized musical reaction to the post-Stalinist
“thaw” of the mid-50s to mid-60s was the emergence of the so-called
underground avant-garde in Moscow, Leningrad and Kiev. At a time
when artists and writers were “pushing the envelope” of permissible by
treating social problems unrecognized within the canons of socialist realism,
a group of young composers began aping the styles of the then-current
Western European avant-garde — mainly composers associated with the
summer classes at Darmstadt: Pierre Boulez, Karlheinz Stockhausen,
Lucian Berio. The figure widely regarded then as their ringleader was
Andrey Volkonsky, a scion of one of the great noble families of Russia,
who was born in Geneva in 1933, studied piano with Dinu Lipatti and

7 Robert Benchley, The Benchley Roundup: A Selection by Nathaniel Benchley of his

Favorites (Chicago: University of Chicago Press, 1982), p. 241.
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composition (he claimed) with Nadia Boulanger, and moved back to
Russia with his family in 1948, a rather inauspicious year for Soviet
musicians. His embrace of serialism was as much a rejection of the
Boulangerie as it was of the Moscow Conservatory, and it may seem a
paradox — shall we call it the “Paradox of Russian Non-Liberty?” — that
his first celebration (or assertion) of post-Stalinist creative freedom
should have been a composition called Musica Stricta for piano (1956).
His most famous piece, Zhalobi Shchazi (or Les Plaintes Chtchaza, as its
published title page puts it), was a slavish imitation of Boulez’s Le
Marteau sans maitre that it was quickly nicknamed “The Hammer without
the Sickle” in the West, where of course it was chiefly performed. It
makes tame, faintly embarrassing listening now, as do the first works of
Edison Denisov and Alfred Schnittke to have achieved performance in
the West. Solntse Inkov (The Sun of the Incas, 1964) by the former and
Pianissimo for orchestra (1968) by the latter, although they would have
marked the composers in the West as camp followers and conformists,
and though their musical content was doggedly abstract and noncommittal,
were received both at home and abroad as harbingers of “dissidence” and
a par with the writings of Dudintsev or Sinyavsky.

But there is really no paradox at all. Nothing is received out of
context, and the context in this case is obviously the Cold War, which
invested this rigorously academic, socially alienated music with an aura
of civil disobedience, simply because its methods were opposed by the
culture politicians in the one sphere and touted by the culture politicians
in the other. The composers of the early underground Soviet avant-garde
did not help their careers in the narrow sense by their affiliation with it,
but they gained an otherwise unavailable prestige, not only in the West
(where at the time Soviet music, even Shostakovich’s, otherwise
attracted very little interest) but also at home, where their names, as I can
testify, were spoken in reverent whispers by conservatory students. And
at least one western academic — Joel Spiegelman, a professor of music at
Sarah Lawrence College — made his career almost exclusively on the
basis of his Soviet avant-garde importing and brokerage business.

The abstract and academic serial model did not keep its prestige
very long within the Soviet Union, even among the dissident set, which
by the 1960s as irrevocable a presence on the musical scene as it was in
the political arena, and there is no discernible movement toward its
revival in the post-cold war environment of today, when it has lost its
prestige even in the western academy. For even Soviet dissidents and
post-Soviet free traders are Soviet composers after all, who now regard
the old western avant-garde and the work of its more recent epigones, in
Ivashkin’s well-chosen words, as “too dietetic, too vegetarian” (p. 545). 1
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will never forget a conversation I had in 1972 with Nikolai Karetnikov,
then one of the best known Soviet composers “for the drawer,” whose
works were nevertheless a frequent presence in Warsaw and (until 1968)
in Prague, and were even recorded in Leningrad expressly for foreign
broadcast (“to show we have ugliness too,” he chuckled). He earned his
living the usual way, by writing soundtrack music for animated cartoons.
He, too, wrote serial music, but one would never take it for Darmstadt
music. When I told him this he made a wry face and said, “If I thought
that music was just a zvukovaya igra (a play of sounds) I could write a
symphony every week. No k sozhaleniyu, i yest’ dramaturgiya: But
unfortunately, there is also dramaturgy.” Nor did he think of that
dramaturgy as something “extramusical,” God bless him.

And speaking of God, Kolya was also drawn to composing church
music in a modernistic style. What an instinct for success, I thought. But
yes, there was “inner tension” in his music aplenty, and great vitality.
One hears it too, albeit more naively, in the early work Arvo Pirt, in
which Darmstadt avantgardism rubs up against neomedievalism. That
equation of the archaic and the up-to-the-minute was characteristic of the
Western avant-garde, too. Anything that deviated from the “mainstream”
was fair game, whether the mainstream was defined Westernly as the
commercial mainstream, or Russianly as the political or civic mainstream.
Nowadays, having divested himself of his Cold war (that is, twelve-tone)
baggage, Part has attached his archaism to a more viable contemporary
discourse, joining the ranks of the New Age. He has become, in the witty
words of the New York Times, “the gentlest and least angry of our
Luddites,” and right now by far the most popular of the post-Soviets.

One spots the same pattern in Volkonsky’s career: unable to gain a
hearing as a composer, in the sixties he fell back on his keyboard
training, became the Soviet Union’s best known (or only) professional
harpsichordist, and founded an early music group on the model of the
New York Pro Musica, known as Madrigal, that played to sold-out
houses both at home and abroad. Even the music of Josquin des Prez or
William Byrd, in what was by then the Brezhnevite stagnation, could
give audiences a frisson of dissidence. Now, in the laissez-faire state that
Russia has become artistically, not even Heavy Metal rock can achieve
that. The prevailing musical mood is one of futility, and not only because
economic prospects are so poor.

But the mainstream or official modern style that the dissident faction
played off against in late-Soviet Russia was one that contradicted
Ivashkin’s romanticized image of Russian music in every way. The
combination of excellent training and well-rewarded conformism had
produced a music of repellent glibness: ready-made and common place
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in, completely devoid of “confession,” utterly “syntactic,” utterly lacking
in anything “extreme, shocking, or strange.” Sometime in the mid 1980s,
around the time of Gorbachev’s accession but (as I recall) just a bit
earlier, a delegation of young talents handpicked by the Union of Soviet
Composers visited several American campuses including Columbia
University, where I then taught. They were led by Alexander Chaikovsky
(no relation to P. 1.), who has since disappeared from view (at least from
my view) but who at the time was touted as Tikhon Khrennikov’s
eventual successor as Union head, and it included several composers
from the outlying “republics” — Baltic, Caucasian, Central Asian. No
matter where it came from, though, the music was in a very alarming
way the same: it seemed to revive the old Baroque Fortspinnung
technique, the manner of writing that makes Baroque music such a
dependable reservoir of sonic wallpaper to be dispensed by FM radio.
The music was anodyne, remarkably polished, and as unstoppable as a
Fidel Castro speech.

There didn’t seem to be such a thing as a short piece any more in the
USSR. Or maybe they just seemed long. But the worst of it all was the
universal reliance on hothouse folklore — an old Russian vice, to be sure,
as was its exportation to the republics. But there was a difference. Rather
than treating folklore, in the older Russian fashion, as thematic material
for academic elaboration, this newer Soviet music belonged to what had
by then been known for a decade or so as the novaya fol kloristicheskaya
volna, the “new folkloric wave.” As in the older movement retrospectively
christened “neonationalism” by art historians, which touched music but
little, the new Soviet folklorism sought not merely thematic material but
stylistic principles in folklore. To quote Yakov Tugenhold’s 1910 review
of the Firebird ballet, now famous as an encapsulation of neonationalism,
“the folk, formerly the object of the artist’s pity, is now increasingly the
source of artistic style.”® Neonationalism promised an “authentic”
modernism: that is, a modernistic style based not on the abstract
universalism of numbers (as in serialism and its antecedents), but on the
particular reality of particular national traditions.

As the reference to Firebird already suggests, the one Russian
composer to embrace neonationalism wholeheartedly in its time was
Stravinsky. But Stravinsky’s neonationalist works, such as Le Sacre du
printemps and especially Svadebka, were particularly reviled during the
Stalinist period, when modernism was anathematized and a modernistic
style based on folklore could only be interpreted as mockery of the folk.

% Yakov Tugendhold, “Russkiy sezon v Parizhe,” Apollon, 1910, no. 10, p. 21.
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The official embrace of neonationalism a half century later under the
rubric novaya folkloristicheskaya volna looked liberal enough — but only
until one recalled the connections between the older neonationalism and
Evraziystvo, “Eurasianism,” the extreme protofascist Russian nationalism
hatched in the emigration between wars, in which Stravinsky, alas, also
participated. This was the worst and most intolerant manifestation ever
of Russian exceptionalism, and its resurrection as an official Soviet
modernism in opposition to the serialism that was tainted by its
association with Schoenberg, a “rootless cosmopolitan” (to say it
po-sovetskomu) could only strike another rootless cosmopolitan like me
as sinister.

There are unwelcome echoes of Evraziystvo as well as
Oblomovshchina in lIvashkin’s diagnosis of the current situation in
Russia. “The fateful role of Russia is to join West and East in both a
social and cultural sense,” he writes. “In the past, there was no real
contact between the culture of the West and Russia. . . . Russia never had
freedom. And life in Russia was never so scheduled, so well organized,
as in the West, so the perception of Western traditions and cultural
pattern could not be direct: there was always some Russian amendment,
some modification” (p. 550). But this, of course, is another form of the
same glibness I was protesting a moment ago in its musical manifestation.

I am happy to say that there has been a change, although Ivashkin’s
essay does not register it. I encountered it in May 1991 at a conference in
Chicago organized in connection with the American premiere, by the
Chicago Symphony under Daniel Barenboim, of Edison Denisov’s
Symphonie pour grand orchestre, a piece that continued, as its very title
suggests (and as Denisov had always done), to appropriate Western
traditions and cultural patterns without any Russian amendment. But a
few hours earlier, at a chamber concert at the Chicago Art Institute
devoted to recent works by late-Soviet composers, I was powerfully
struck by the renunciation, not only of folklore, but of all easy rhetorical
effect and of the smooth spinning-out of bland ideas that had so appalled
me a few years before. The younger composers (especially Elena
Firsova, who now lives with her husband Dmitry Smirnov in England,
and Sofia Gubaidulina, now living in Germany) seemed to have lost their
voices, so determined did they seem to avoid the specious volubility of
the recent past.

The models here were two: the late quartets of Shostakovich,
particularly the Thirteenth (which made a point of voicelessness with its
unsettling substitutions of bow-tapping on music stands for conventionally
played notes), and above all the recent work of Shostakovich’s former
pupil, the mysterious, reclusive Galina Ustvolskaya, whose music also
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figured in the Chicago concert. Behind it all lay the example of
Beethoven, especially the passage in the “Cavatina” from the B-flat
Major Quartet (prefigured at the end of the Eroica Symphony’s “Funeral
March”), where Beethoven breaks his song with sobs and gasps, made
explicit with the marking beklemmt (“choked up”).

At the very end of the Soviet era, then, composers seemed to be
doing costive penance for past loquaciousness, and I found it intensely
moving. Now the mantle of Beklemmtheit, “tongue-tiedness”, has fallen
on Alexander Knaifel, another hermetic figure. His Agnus Dei is a 2 '
hour chamber quartet. Filling such a span of time with music might seem
the opposite of tongue-tied, but imagine a conference report like the one
I am now giving delivered by a morbidly bashful speaker with a severe
stammer. That is the effect for which Knaifel, who I sometimes think of
as the Russian Morton Feldman, is celebrated, and for which he is
beginning to be revered the way Schnittke and Denisov were once
revered. But Denisov, in whose honor the Chicago chamber concert was
given, remained loquacious: his clarinet quintet, played on the same
program as Ustvolskaya and Firsova, seemed very Soviet indeed in its
smooth garrulity. And although my saying so may win me few friends,
that is how I have always felt about the teemingly prolific work of Alfred
Schnittke, too, whose very public and oratorical stance and whose
easily-decoded dichotomies and antitheses have always struck me as
socialist realism minus socialism.

The difference, and it could be a saving difference, lay in the
stylistic eclecticism (or “polystylistics”) that Schnittke’s international
prestige helped make newly expectable — not just in Russia, but
everywhere. Ivashkin, who was Schnittke’s close friend and confidant, is
especially eloquent on this score. In Schnittke’s late- or post-Soviet
idiom he sees “the development of a new type of culture, a
meta-culture”. Reminding us that “meta” is the Greek for “post,” which
is Latin for “after,” he explains:

“Meta-culture takes different traditions, different idioms, and
puts them into a new context, or at a different level. These idioms,
traditions, ready-made products, of particular cultures are
amalgamated in a meta-culture, where they begin to function as
primary elements of a new parasitic culture, and they are productive at
the same time.” For example, Ivashkin continues, “the heroes of
works by James Joyce, Charles Ives, Luciano Berio are styles and
historical traditions, mixed and melted together” (p. 551).

The three names are well chosen. They show that Schnittke’s poly-
stylistic idiom was not so novel after all, that it was not preternaturally
Russian, and that in view of hardcore modernist antecedents like Joyce,
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there is no point in slapping the fashionable “postmodern” label on it.
Rather than postmodernism, it is simply post-ism, after-everythingism,
an evocation of Dostoevsky’s terrifying world without God where
everything was possible, and so nothing mattered. In the context of the
Leninist world in which Schnittke lived, where nothing was possible and
everything mattered — or in that of the equally administered, equally
deterministic western world of academic modernism — such a vision
promised not nihilism but liberation, or at least a change.

Now we’ve had the change and nihilism has begun to set in.
Nostalgia for the bad old days is returning in the music world, as it is
doing everywhere. Remember Ivashkin’s comment on the “inner
tension” that sustained Russian difference. Here are the two sentences
that preceded it: “Of course, the cultural context changed completely
after the Second Russian Revolution of August 1991: there is no longer
any pressure, control, or censorship. Russia has become a new country,
but in spite of its new freedom, something is definitely missing” (p. 543).
I would suggest that what is missing for Ivashkin and many other
nostalgic Russians, and what he is calling “inner tension,” is in fact the
heroism, the greatness, that we like to imagine that tyranny calls forth in
response. Without Stalin there cannot be a Shostakovich, this theory
runs, and it is fed by the torrent of strained sentimental revisionism now
being visited on poor Dmitry Dmitrievich, who is being shamelessly
promoted, both in Russia and (even more) in the West, not merely as an
anti-Stalinist but as the veritable anti-Stalin.

These ideas, too, are anything but new. Indeed, they are the stalest
romanticism. Consider Stendhal’s Life of Rossini, a book first published
in 1825. Throughout its length, the author argues that art, and music in
particular, can flourish only under tyranny, never in a democracy. This is
so for two reasons: first, because democracy demands so much participation
from its citizens that they will be left with no leisure for art and second,
because under tyranny the arts give silenced people a precious avenue of
expression. The day that the people rise up against the Papal government,
Stendhal wrote, will “mark the end and death of art in Italy; instead, we
shall be greeted by the cold blast of earnest political discussion, as though
Venice were no longer Venice, but rather London, or Washington!”9

When followed to the point of idiocy, as in certain writings of
George Steiner'’, the implicit overvaluation of art breeds contempt for

Stendhal, Life of Rossini, trans. Richard N. Coe (Seattle: University of Washington
Press, 1972), p. 44.

See, for example, In Bluebeard’s Castle: Some Notes Towards the Re-Definition of
Culture (New Haven: Yale University Press, 1971), pp. 65ff.
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democracy, indeed for politics fout court. God knows there’s a lot of that
about in Russia these days. But I hasten to remind you that Stendhal
himself did not follow his reasoning to the point of idiocy. Artist and
art-lover though he was, he kept things in perspective, finally
acknowledging that “the arts are only a luxury in life: the essentials are
honesty, reason, and justice.”ll

And that is why at first I resisted the invitation to participate in these
exercises. I feel no nostalgia for the totalitarian past however great the
concomitant musical glories, still less do I regret the loss of new music’s
dissident cachet in post-Soviet Russia, nor have I any presumptuous
predictions to offer. I do have some advice, perhaps. As Nietzsche wrote,
“Music reaches its high-water mark only among men who have not the
ability or the right to argue.”'> Let them now get used to honest argument
in Russia, let us lose the habit of heartless fatalism, and maybe one day
we’ll have great art and honesty, reason, and justice, too.

Puuapo Tapackun

PABAKBE CABPEMEHE PYCUIJE U3 TYXA
PYCKE MY3HUKE"
(Pesume)

HacrnoB unanka je, cBakako, BarHepujaHcKa (WM HHYEaHCKa) Imana. AyTop,
MehyTiM, He camMo Ja He Bepyje Yy My3UKYy Kao IpOpo4aHCTBO, Beh ce, Harpo-
THUB, Y CKOPHje BpeMe YIPaBO MOCBETHO OOPOH IMPOTHB POMaHTHYAPCKOT Mperie-
BHBaba YMETHOCTH. O TOME CBEIOYH M EeroBa Kibura Mysuuku deghunucamu
Pycujy (Defining Russia Musically, Princeton University Press, 1997) y kojoj je,
n3Mel)y ocTasor, HelPEeKUIHO BOIHO ITOJIEMHKY ca PYCKOM ,,u3y3eTHomhy .

Henocpenuu moncTrmaj 3a omTpO KPUTHKOBAKE CTEPEOTHNA Y MUIILIBEHY
U nucamy 0 My3unu (mocedHo pyckoj), Tapackun Hana3u y TekcTy ,,Ilapamoke
pycke Hecnmobome™ (“The Paradox of Russian Non-Liberty”, The Musical Quarterly,
1992) Anexcarnpa MBamkvHa, KOjH je TIOIyT MHOTUX HAjIUCTAKHYTHjHX ITOCTCOB-
jerckux Mysmdapa HakoH 1992. rommHe HamycTtHo Pycmjy. YmozopaBajyhu Ha
AaHaXPOHOCT M IITETHOCT CTEPEOTHITHHUX IpenacTtaBa o Pycuju, Opujenty u 3a-
maxy, TapackuH McCTHYe Ja CBaKOM IOKYIIajy My3WUYKOT aeduHHcama Pycuje
HYXXHO TPETXOAM NeQHHUCamke Kilace ayTeHTHYHHX Pyca. Ocum Tora miro ce

""" Life of Rossini, trans. Coe, p. 131.

12" Friedrich Nietzsche, “The Wanderer and His Shadow” (1880), in The Philosophy of
Nietzsche, ed. Geoffrey Clive (New York: New American Library, 1965), p. 303.

UnaHak ImpescTaB/ba JEIMMHUYHO HM3MEHEH U JIONYHEH TEKCT INpelaBama Koje je
Puuapn Tapackun oapxao 5. HoBemOpa 1998. rogune Ha CteHdopA yHUBEP3UTETY,
TOKOM KOH(pepeHuyje ,,Pycuja Ha Kpajy ABageceTor BeKa“.
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TaKBHM IIOTJIEMMA BPIIM HACHJBE HAJ MY3HKOM, y BHMa Cy, IITO jé CBAKaKo
MHOT'O TOpe, CajpKaHe U KIMIIE pacu3Ma. ,,Je JIn Tako Temko™, mura ce TapackuH,
5, [IOCMAaTpaT MY3WYKU CTUJI Ka0 HAYWH MOHallamka, JUCKYTOBATHU O HBEMY U
MPOLICEHUBATH A Y CIIPE3H Cca IpyruM (popMaMa My3HUYKOT TOHAIIAka Kao IITO Cy
u3BOheHhE U PELICIIHja, @ HE TPAXKUTH Y lbeMy TaKO3BaHy eMaHaIljy CyITuHe?

[Iparehn, moToM, pa3BOjHE TOKOBE COBJETCKE M PyCKEe MY3HUKE y JIPYTOj
mosioBUHU XX BEKa, ayTOp MOCCOHO MaXKJBHBO PETUCTPYje MOMEHTE MPOIOpa U
yCBajarba 3alaJHOEBPOICKE aBaHraple U WISHTU(HKYje TOJUTHYKE U HIEO-
JIOIIIKE aCIEKTe PeIeIiije HOBUX CTpyjama Kako y Pycuju, Tako u Ha 3amamy.
Tako cy, Ha nmpumep, y JeueHujama XJaJHOT paTa, CepHjajHe KOMIIO3HIIH]je
Annpeja Bonkouckor (Ilnau Illacu), Enucona Jlenucosa (Cynye Huxa) un
Andpena Iautkea (Pianissimo 3a opkectap) Omie Ha 00¢ cTpaHe MO3/IPaBIbaHE
Ka0 MY3WYKH BECHHUIM AUCHIEHCTBA. HO, aCTpakTHU U aKaJIeMCKH CepHjaTHU
MOJIeN HHUje ayro 3aapkao mpectmxk y CoBjeTckoM caBe3y, yak HU Mmely mu-
CHJICHTUMA KOjU CYy MOYETKOM 60-TUX My3HUKY CIEHY CXBATalM Ka0 MOMPHIITE
MONMUTHYKE OWTKE, a HU KacHHje, Kaa je M3ryono mpuMaT Jak ¥ Ha 3amany.

[TpomeHe 3BaHMYHOT COBjETCKOT Kypca, jJaCHO YOUJbHBE TOKOM Ceflamjiece-
TUX W OCaMJECEeTHX TOJMHA, JIOHENe Cy, Ha mpumep, adupmanujy Huxomajy
KapermukoBy u Apsy llepry. I1pBu o mux, Bol)eH HENOTPEIIMBAM HHCTHKTOM
3a ycnexX, KOMIOHYje LPKBEHY MY3HKY Y MOACPHHCTHYKOM CTHIY, IOK Ilept,
MIPETXOAHO OJOAIMBIIH ,,XJIATHOPATOBCKU* (TO jeCT ABAHACCTOTOHCKH) MPTJhar,
CBOj apxau3aM ycMepaBa Ka BHTAJIHHjeM CaBPEMEHOM IHCKypCy. [IpukipydmB-
mm ce penosuMa New Age-a, [lepT mocraje HajmomyTapHUjU TOCTCOBjETCKH
ayTop y CBETY.

CpenunaoM 80-THX TOAMHA, KOMIIO3UIHMje MPEACTAaBHUKA Ta/la MiIaje TeHe-
pamyje COBJETCKHX ayTopa Ouiie Cy alapMaHTHO CJIHMYHE; Y30pPHO yIjadyaHa W
HE3ayCTaBUBA Y MOKPETY CIMYHOM OapOKHO] MOTOPHYHOCTH, OBA JENa MOBE3H-
BaJIa je ¥ MPHUIAJHOCT TAKO3BAHOM HO80M (hoknoprom manacy. nenrudukyjyhn
y OBUM TEHJICHIMjaMa jaCHE CHMIITOME HEOHAl[MOHAIN3Ma, TapackuH McTHYe
na je moyeTkoM 90-THX HIaKk OHO CBEIOK U MOYETKA jJEIAHOT Ipyradymje ycMmepe-
HOT TOKa pyCKe My3HKe, ojnueHor y aenuMa Enene @upcose u Coduje I'ybaj-
nynuHe. M3pacna Ha nojuo3n no3Hux keaprera lllocTrakoBuya 1 HOBUjUX pajsio-
Ba ['annHe YcTBoOJICKE, My3HKa JIBEjy ayTOPKH T'OBOPU O H-MXOBOM Hamopy Ja
n30erHy BapJbUBY paclipu4aHOCT HENoCpeaHe My3uuke npouutocti. Ha npyra-
YMju Ha4yMH pearoBao je Anekcannap Kuandui, xoju ce mpociaBno 1o epexry
KOMOMHOBama XEPMETHYHOT, CTHIJBHMBOT, Takopehnm Mymajyher Komriosurop-
CKOT' TOBOpA M JHJIATHPAaHOI My3HYKOI BpeMeHa (HkberoB keaprteT Agnus Dei
Tpaje myHa 1Ba u 1o cata!). Kana je, mak, o lllanTtkey peu, TapackuH cmatpa na
HeMma cMuciia HTHITKEOBO] ,,TOTMUCTHIMCTHIHOCTH , TO JECT FheTOBOM CTHIICKOM
eKJICKTUIIU3MY JIO/EJFUBATH TIOMOJHY €THKETY ,,octMonepHe. ,,To je jemHo-
CTaBHO NOCT-U3aM (post-ism), mocT—cBermsam (post-everythingism), moacehame
Ha 3actpairyjyhu ceer JlocTojeBCKOr y Kome Hema bora, y koMe je cBe moryhe
U TJI¢ BHIIIEC HUIITA HUje OUTHO."

Hako je maxon Jlpyre peBomymmje 1991. rommHe y Pycuju Hactymmma
nyOoka mpoMmeHa Koja je obehaBama myx ociobahama, y My3ulH MOYHEE Ja
JieiTyje IporpaM HUXWIN3MA, TPEI03HATIEUB 110 HOCTANTH)H 34 ,,IOLINM CTAPHM
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Bpemennma“‘. Komenrapumyhn MBamkuHoBe peun aa je ,,Pycuja mocrana HOBa
JpKaBa, aj Ja y 1H0j, YIPKoc cio0oau, Hemro Heaoctaje”, Tapackun Bepyje
Jla TO IITO MHOTMM HOCTITMYHMM Pycuma Hemocraje jecy xepousam, Tparud-
HOCT, Tla M cama THpaHWja Koja mposoipa otmop. Ocyhyjyhn Mpamkunose
roryiesie Kao MykKo ,,pOMaHTHYapere’ U3pacio Ha MOJUIO3H HJeje Ja YMETHOCT
HE MOJXKE [[BETaTH y IEMOKpPATHj! U, HICTOBPEMEHO, Jenehu yBepeme 1Mo Kome je
,»YMETHOCT CaMO jellaH JyKCY3 y XHMBOTY, a OCHOBHHU Cy IOIUTEHE, PasyM U
npasaa“ (CteHaan), Kao ¥ OHO MO KOME ,,My3HKa OCTaBJba HajayOJbH Ieyar Ha
JbyZie KOjH HUCY y CTamy WM HEMajy MpaBo jaa pacupasieajy’ (Huue), Tapac-
KHH 3aKJbydyje Ia Ou y cBeTy, moa onpel)eHnM ycioBUMa, jeTHOT JaHa MOXIA 1
MoriIo OuTH Moryhe MMaTé U BETUKY YMETHOCT, alli Takohe u — momreme, pa-
3yM U IIpaB1y.

(pe3ume caunnamia Karapuaa Tomamnesnh)
UDC 78.036.01(=161.1):316.7(470)

®dororpam (4)

Mapko Pucrih
Photogram (4) Marko Risti¢

1928
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Mirjana Veselinovi¢-Hofman

TRANSCENDENCE OF AVANT-GARDE NEGATIVITY
AS A DETERMINANT OF THE SOCIAL POSITION
OF EUROPEAN MUSIC IN THE 20" CENTURY

Abstract: Starting with Adorno’s negative dialectic and his consideration of
musical material as the crucial theoretical notion that implies the negative
dialectic core, we examine in this study the deconstructive potential of
materialization of some musical antinomies of the 20" century. We follow this
materialization from the aspect of transcendence of the antinomy considered
as a certain musical ‘unit’ of negativity. This process is investigated here in
reference to the concepts of musical material and the dual determination of
music and musical-aesthetic experience, as well as to the musically concrete
levels regarding musical substance and language of the avant-garde and
postmodernity, as representatives of a further possible antinomy: respectively,
between the phenomenological and the hermeneutical. Functioning within all
these levels individually, the process of transcendence brings about consequences
which in our view can be considered as general criteria affecting the social
position of European music of the 20 century.

Key words: Avant-garde, transcendence, avant-garde negativity, Theodor Adorno,
aesthetics of music, philosophy of music, postmodernity, Postmoderne.

The social position of music up to and including the 20™ century is
the consequence of a complex interaction and ‘reversible’ hierarchy. On
the one hand, the social environment — understood here both in the sense
of global socio-economic formations and of particular cultural communities
— always establishes and demonstrates a certain relationship with its
spiritual spheres, including music. On the other hand, music itself shows
its own attitude towards the social context. It is therefore not always easy
to establish whether the position of music in society is a consequence of
a view of society represented in music, or vice versa: whether the treatment
of music in society is a reaction to how society is treated in music or
whether the treatment of society in music is a consequence of the
position that society accords music within its ideological and aesthetic
priorities. No matter which of these two directions is ‘older’ — under the
initial assumption that music, like any other art form, does not produce
its sense out of society — the position of music in society witnesses the
sovereignty of society; the position of society in music witnesses the
sovereignty of music.
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It is clear that the sovereignty of society has both positive and negative
aspects. The positive aspect refers to the distinguishing properties and
autonomy of a system of social organization, the inviolability of institutions
of the system, with the entire field of the superstructure belonging
naturally to a corresponding system of social organization. We would
say that this positive aspect actually implies a basic general congruence
between the spiritual sphere of a society and its institutions.

The negative aspect of social sovereignty refers to the interference of
ideological and political state mechanisms in the field of the superstructure
and the direct influence of these mechanisms on the field, including
compositional production. In other words, by means of these mechanisms
state institutions can issue certain demands and prescribe strictly controlled
norms. The result is an oppressive political system, through which the
state demonstrates its sheer force over music and subjects music to its
own needs and aims.'

The sovereignty of music relies on autonomy and logic in the use
and development of its specific means. But, it also implies the possibility
that by these means music can affect how society is perceived, sparking
events that acquire forms and social character and purpose. Such effects
can also be positive or negative. They are positive whenever there is a
constructive critical relationship to a certain social environment, a rela-
tionship that focuses on society’s failings and the need to rectify them.
The effects are negative, however, when music submits itself to a repressive
political system® and in this way destroys not only the ethical and moral
norms of a corresponding culture, but also its purely musical standards.

Since events in a society affect the sphere of ‘its’ music, and events
in music can incite reactions from a society, musical issues connected with
the sovereignty of society and social issues connected with the sovereignty
of music cannot be strictly separated. While accepting that these categories
always imply each other, our focus here is on the critical nature of music
as an autonomous, aesthetic sphere, particularly on that social sense of
the critical aspect of music which can be projected on a wider range as a
possible indicator of the social position of music in Europe during the
last century.

Oppression in music, particularly contemporary, is the subject of my treatise
“Aspects of Oppression and Resistance in European Music of the 20™ Century
(consequences of cultural policy)”, Pretoria, 2005 (in print).

2 Cf. ibid.
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II

One of the basic theses of Adorno’s theory is that music can and, in the
name of truth, must also permanently demonstrate a critical attitude towards
society through its particular means, which of course are not of extra-
musical nature. Within this theory a considerable critical potential is ascribed to
music. According to our interpretation of the thesis, the possibility of music
fulfilling its potential is found in a logical analogy between the relationship
of music and society. It is a thesis that holds that social relationships have
their own forms of existence and development — ‘dramaturgy’, dynamics
and ‘sharpness’ — which find analogies in the logic of musical expression and
shaping. In this way music of every historical period ‘absorbs’ characteristic
conflicts and expression, and retains them as “sediments” in the musical
means by which they are embodied.’ So, precisely through an organization
of sound material, the prevailing emotions and crucial misconceptions of a
period can be ‘materialized’, revealed and in this way ‘brought back’ to a
society and its critical evaluation.

A well-known example, which Adorno uses to explain his thesis, is the
output of Arnold Schonberg, with which the expressionism of Viennese school
enters a certain exchange of logic with society. However, this exchange is
not accomplished only in fragments: it is not accomplished through the
intentional musical coding of some negative moments of the current social
practice referring only to particular social strata and / or classes, as is, for
example, the case with the music of Kurt Weill.* It is accomplished beyond
any deliberate action: through an unconscious musical materialization of the
essence of the entire class conflict situation.

According to Adorno, Schonberg’s output points to the thesis of the
dependence of musical material on bourgeois capitalistic social fotality.” In

“Das geschichtliche Moment ist den Kunstwerken konstitutiv; die authentischen sind
die, welche dem geschichtlichen Stoffgehalt ihrer Zeit vorbehaltlos und ohne die
AnmaBung iiber ihr zu sein sich {iberantworten”. (Theodor W. Adorno, Asthetische
Theorie, /Zur Theorie des Kunstwerks, Geschichte konstitutiv; “Verstdndlichkeit”/,
Gesammelte Schriften, Band 7, Gretel Adorno — Rolf Tiedemann (eds.), Frankfurt am
Main, Suhrkamp, 1970, 272). And further: “Fortgeschrittenes Bewuftsein versichert
sich des Materialstandes, in dem Geschichte sich sedimentiert bis zu dem Augenblick,
auf den das Werk antwortet. ” (Ibid., Zur Theorie des Kunstwerks, Entfaltung der
Produktivkréfte, 287)

4 Cf. Theodor W. Adorno, “Zur gesellschaftlichen Lage der Musik”, Gesammelte
Schriften, Band 18, Musikalische Schriften V, Rolf Tiedemann — Klaus Schulz (eds.),
Frankfurt am Main, Suhrkamp, 1984, 729-777.

Cf. Peter Biirger, “Das Vermittlungsproblem in der Kunstsoziologie Adornos”, in:
Burkhardt Lindner — W. Martin Liidke (eds.), Materialien zur dsthetischen Theorie
Th. W. Adornos — Konstruktion der Moderne, Frankfurt am Main, Suhrkamp, 1979,
169-184.
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other words, the material is a form of embodiment of the social totality,
which the subjectivity of a composer makes possible, but through a process
of which he is unaware during his composing. True, he is aware of his work
on the musical material itself, its compositional-technical shaping, but not
necessarily of the fact that this material he reshapes and develops as
historically inherited in itself already ‘hides’ the ‘ingredients’ of a certain
social-historical substance.

So, a social dimension is inherent in music. Schonberg’s expressionism
reveals this dimension according to its most negative features in the way that
it actually ‘duplicates’ these features by its own means, in the medium of
sound. In its ‘by analogy suffering’ and destructive character, which are
marked by allienation, exactly like suffering and destruction in capitalist
society, Schonberg’s music is a critique of ‘its’ social system from the
aspects of its own assumptions. In this sense, his music is an immanent
criticism of the social environment in which the music is composed and in
which it acts.

According to Adorno, therefore, music is critically immanent and as
such truthful only when it identifies itself by its own means with the
shortcomings of a society. From the viewpoint of the developmental logic of
musical material, this means that music exposes the negative posture of its
own heritage. At the same time, it is in this way that music accomplishes its
progress. This negative attitude is considered in Adorno’s aesthetic theory
and philosophy of music primarily from the viewpoint of the changes in the
sphere of musical material accomplished along the stylistic path post-
romanticism — Schénbergian expressionism. More precisely, Adorno had in
mind modern West European music and its autonomous project, which
relies on the inner demands of the very musical material: the demands of the
“thing in itself” (die Sache selbst), more precisely, of the “musically real”
and “musically possible”.’ Following these demands, modern music
achieves autonomy also in the notions of “Technizitdt, Produktionslogik,
Konstruktion”.” At the same time it shows the spirit of the social totality by
which it is determined.

So, the very notion of musical material, crucial in Adorno’s theory, is
based on the antinomy between the musical in itself and the fait social of
music®: between the musically sovereign and the latently critical. Since this

Ivan Focht, “Muzika u stavu negativiteta” [Music as Negativity], preface to the book
Theodor W. Adorno, Filozofija nove muzike [Philosophy of the New Music], transl.
from German into Serbian by Ivan Focht, Beograd, Nolit, 1968, 14. Quotations and
titles transl. from Serbian into English by M.V.H.

Cf. Burkhardt Lindner, “’Il faut étre absolument moderne’ — Adornos Asthetik: Ihr
Konstruktionsprinzip und ihre Historizitdt”, in: Materialien zur dsthetischen Theorie
Th. W. Adornos..., op. cit., 298.

I wrote more extensively about this Adornian aspect in my book Pred muzickim
delom — ogledi o medusobnim projekcijama estetike, poetike i stilistike muzike 20.
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relationship is the root of the dynamic of negative dialectic, we treat the
mentioned antinomy as its basic musical ‘unit’. And since, as we have
already stressed, material is Adorno’s central musical-aesthetic notion, the
antinomy on which it relies reflects itself in many other levels of his
theoretical context, including his notion of the dual character of music and
art in general. Directly connected with this, the antinomy is reflected also in
the nature of the musical and aesthetic experience in general.

This experience can be fulfilled through recognizing the social context
that a piece of music refers to; more precisely, through approval or disapproval
of the purely musical way in which the piece affects this. But this approval
or disapproval need not be only of an aesthetic nature because, just by being
aesthetic, they can stimulate responses of listeners’ minds. Roughly speaking, it
concerns that aspect of negativity in which the aesthetic and the social
achieve a certain unity” in acquiring a negative critique of the social.

Aesthetic experience can be directed towards only the sensual, without

according any importance to social reality. This is a kind of enjoyment that
is possible, despite everything negative in this reality, which can be implied

veka: jedna muzikoloska vizura [With a Work of Music in Front — Treatises on the
Mutual Projections of Aesthetics, Poetic and Stylistic of the 20™ Century Music: one
musicological viewpoint], Pretoria, 2005 (manuscript), and also in my study “Towards a
Secondary Level Inherence in the Relationships Between Music and Society — an
Attempt to Overcome one of the Adornian Fissures”, Pretoria, 2004 (in print).

In an interpretation of Adorno’s negativity, which is the subject of his book Die
Souverdnitiit der Kunst — Asthetische Erfahrung nach Adorno und Derrida (Frankfurt
am Main, Suhrkamp Verlag, 1991) Christoph Menke considers this unity as an
equation, an identification of the aesthetic with critical negativity, which also means
the aesthetic with moral quality. Referring to this, let us mention here his observation
that being burdened by the notion that art is or should be a critique of society can
bring one who writes about the art to the point where one starts losing an important
distance either from the object of art or its specific content. (Cf. ibid., 24) To
paraphrase Menke’s view by projecting it on music, the first case implies negativity
because music functions as a critique of extra-musical reality; the second case implies
negativity because music becomes a place of intensification of aesthetic experience
contrary to extra-musical reality.

Menke emphasizes that the notion of negativity is essential for an understanding of
Adorno’s dual determination of modern art, because at least two aspects can be
recognized within this notion which are separated by certain misconceptions. According
to Menke, the notion of aesthetic negativity cannot entirely be explained with notions
and evidence of Adorno’s aesthetic itself, but only from the aspect of an opposite
aesthetic viewpoint. That is why Menke first considers the autonomy of the aesthetic
in the very notion of negativity, after which he points to the necessity of its
semiological reformulation from the perspective of Jacques Derrida’s deconstruction.
(Cf. ibid., 13—14) Menke ‘reads’ the negativity by confronting it with the fundamental
hermeneutic thesis, with which he ultimately embarks on a critique of hermeneutic
theory. His method contains some common features with the essentially deconstructive
method that we apply in this study.
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by a work of music.' Whether the work implies this or not is no ‘object’ of
this aspect of aesthetic experience, which we would say shifts the aesthetic
focus towards a separation between the sensual and the social-critical. An
‘object’ of this kind of experience relies on what occurs on the primarily
formal level of the work, more precisely, on discerning the phenomenon as
the object of the aesthetic experience."'

III

Although these determinants of the antinomy of musical material are
initially based on a strained relationship, we would claim that they do not
confront each other to the extent of mutual exclusion and do not exist as
binary terms of a purely ‘immovable’ and ‘hopeless’ opposition. We
shall try to show this by considering these terms from the perspective of
an altered hierarchy in their relationship, from a latent dynamism implied
by the very notion of negativity of musical material to forms beyond the
negativity, reaching a level of compositional methodology and aesthetic
tendency.

Thus, let us assume that the first part of this opposition, its autonomous-
musical term, is in a state of hierarchical priority. It suggests that the
very process of working on the “thing in itself” is a composer’s only
intention and task, and that the compositional-technical process and the
resulting musical content are self-sufficient categories. However, while
assuming this, we should not overlook the fact that within Adorno’s
notion of musical material this musical term naturally grew together with

1 Menke is correct when he reminds us that aesthetic experience is possible only

through the medium of aesthetic experience even when its object is ugly and tragic.
However, beyond this medium such an object could only induce a sombre mood, by
no means enjoyment. (Cf. op. cit., 20-24)

Not only is it possible to notice an inner antinomy in the notions of musical material
and dual character of art or aesthetic experience, but also in many other of Adorno’s
theoretical issues and explanations: for example, in the new status of composers’
subjectivity with its creative freedom that is realized now within the framework of
the “dictate of the thing in itself”, then, in the new status of expression and mimesis,
in the relationship between philosophy of history and aesthetics, etc. Generally speaking,
the inner antinomy can be noticed in all those occurrences in which the category of
negativity or general principle against a notion by means of the notion, are at stake.
(More about this see in: W. Martin Liidke, “Zur ‘Logik des Zerfalls’ — Ein Versuch,
mit Hilfe der ‘gezihmten Wildsau von Ernsttal’ die Lektiire der Asthetischen Theorie
zu erleichtern”, in: Materialien zur dsthetischen Theorie Th. W. Adornos..., op. cit.,
415-446) This is so because Adorno is “always in a counterposition, in opposition,
always holds steadily to the principle of negative dialectics applying it so consistently
at any place that the principle in itself sometimes seems to appear as the automatism
of'a scheme”. (Focht, “Muzika u stavu...”, op. cit., 10)
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‘its’ social totality. Because, as we have emphasized, material is a certain
objectified spirit, objectified expression, in fact, the objectified former
subjectivity of a composer. For it is actually just the composer himself —
as this former subjectivity — who processes the material in pursuit of self-
expression. At the same time, however, the subject itself has a certain social
acceptance and hence indirectly acts as a mediator between the musical
contents he creates and ‘their’ social totality. That is why the assumed
hierarchical priority of the purely musical does not guarantee an entire
independence of the musical, that is, it does not guarantee the total
liberation of the musical from its inherent social context. So, not only
considered as the hierarchically dominant but even as the hierarchically
‘sole’, the autonomous-musical cannot be deprived of its dialectical
constitutive ‘surplus’.

If we assume now the reverse hierarchical priority — that the
‘subordinate’ term of the oppositional relationship e.g. social-critical
aspect of musical material becomes primary — we cannot ignore the fact
that this aspect exists in music exclusively due to its autonomous means.
We must take into consideration that the social and critical potential of
music cannot exist in music without music, and that musical means and
shaping are prerequisites and forms of the existence and functioning of a
potential musical criticism. In other words, Adorno’s notion of the inherent
character of music overcomes the dualism of its conceptual ‘unit’ already
within itself, and by itself.

From the aspect of both assumptions, therefore, we can reach the
same inference: the Adormo’s ‘cracked’ notion of musical material denies its
own fissure.

1%

Thus, this relationship manifests itself in both of its reversible
directions with the same conclusion. Also, however, it projects itself on
the antinomy that stands beyond the very concept of musical material: on
Adorno’s dual determination of music. That is why it is possible that in
the opposition between the autonomous “aesthetic spirit” of music and
the “aesthetic spirit” as a social fact, each of the terms of the opposition
are at the same time a ‘cause’ of the other, its consequence and
prerequisite of its acting and individual reach.'? It is the case of a kind of
reciprocal relationship by which music ultimately ‘protects’ itself from

12 “Die Dialektik jener Momente gleicht darin der logischen, da nur im Einen das

Andere sich realisiert, nicht dazwischen.” (Adorno, Asthetische..., Situation,
Ausdruck und Konstruktion, 72)
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the danger of being aesthetically misunderstood if solely “strikt dsthetisch
wahrgenommen”. This is so because “keine einzelne auserwihlte Kategorie,
auch nicht die dsthetisch zentrale des Formgesetzes, nennt das Wesen der
Kunst und reicht hin zum Urteil iiber ihre Produkte”.® Hence, neither is
the category of social-critical, deprived of its existentially opposite consti-
tuent, sufficient enough and reliable as an indicator of the way towards
the essence of music.

We can claim, therefore, that Adorno’s notion of negativity in
music, on which the antinomy of musical material relies and by which it
is overcome, is actually the notion with a dual aesthetic potential. As
such, it necessarily reflects itself still further, in the poetic, stylistic and
aesthetic streams of 20™ century music.

In other words, due to its inner dialectical dynamics, the notion of
negativity considered here as the basis of the antinomy of musical material
and music in general, can transcend and initiate the neutralization of this
antinomy on a concrete level: for example, on the level of purely musical
language. This eventually means that a musical language ‘inaugurated’
by the antinomy of negativity can lead to a language ‘against’ the
antinomy.'*

13 Ibid., Kunst, Gesellschafi, Asthetik, Zum Verhiltnis von Kunst und Gesellschaft, 17, 18.

14 «“Dje Male der Zerriittung sind das Echtheitssiegel von Moderne; das, wodurch sie

die Geschlossenheit des Immergleichen verzweifelt negiert; Explosion ist eine ihrer
Invarianten. Antitraditionalistische Energie wird zum verschlingenden Wirbel. Insofern ist
Moderne Mythos, gegen sich selbst gewandt.” (Ibid., Situation, Zum Invarianzproblem;
Experiment /1/, 41).
In connection with this, it is possible to quote many examples from the history of art
in general and music in particular which show that the transcendence of antinomy
can be discussed from the Adornian standpoint — with reference to music composed
in the period before Adorno theoretically articulated the notion of negativity, which
he did on the basis of the rich achievements of philosophical practice that preceded
him, as well as contemporary to him. (Cf. Theodor W. Adorno, “Negative Dialektik”,
Gesammelte Schriften, Band 6, Rolf Tiedemann (ed.), Frankfurt am Main, Suhrkamp,
1973, 137-207) In this sense, following up Adorno’s notion that “die Einheit der
Geschichte von Kunst ist die dialektische Figur bestimmter Negation” (Adorno,
Asthetische..., Situation, Asthetische Rationalitit und Kritik, 59-60), we can mention
as one of the most influential the antinomy originating from the theory of Eduard
Hanslick. Formulated as an opposition between absolute and programmatic music,
this view of antinomy has been spreading in various musical and theoretical forms
right up to the present. But at the same time, this opposition has been overcome by
music itself, both by compositions of the primarily programmatic and absolute
character. Generally speaking, this opposition has been showing in tries for answering the
questions of relationships between music, on the one hand, and its sense and meaning, on
the other. So, the relationship between the avant-garde and postmodernity can be
considered as one of these answers regarding music of the 20" century.
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To explain this, consider the example of the musical avant-garde,
starting with the presumption that, conditionally speaking, the musical
avant-garde precisely reveals a typical ‘battle-field’ of antinomy in
musical streams of the 20™ century."

On the one hand, materializing itself in the field of musical autonomy
as its primary instance, the avant-garde rebelliously opposes everything
that has preceded it in the sphere of means, language, poetic concepts
and processes.

On the other hand, because of and in parallel with this, the avant-
garde faces a situation in which the radicalism of its means considerably
diminishes its communication capacity, even with its own social
environment. The avant-garde can turn critically to the environment in
order to focus on the social issues that should be improved, by which it
actually establishes a closer relationship with real life. In this way the
avant-garde actually tends to accept a social ‘surplus’ as an organic part
of its inviolable musical autonomy.

So, basically, the musical avant-garde implies the same dualism
inherent in the notion of negativity and musical material. The musical
avant-garde is ‘negative’: it is rebellious, musically oriented against its
own tradition and heritage. But, at the same time, it is socially and
critically meaningful.'® In other words, the avant-garde acts on its own
inner stimulus to accomplish a hierarchical equation of its initially opposite
constituents and tendencies.

That is why we would say that in conquering its territory and
infiltrating music over the 20" century, the avant-garde actually ‘reads’ its
own dual constituents from the perspective of their alternating hierarchical
priority. The consequence of this is that the avant-garde mitigates and

'S 1 wrote on the phenomenon of the musical avant-garde in my book Stvaralacka

prisutnost evropske avangarde u nas [Creative Presence of European Avant-garde in
Serbian Music], Beograd, Univerzitet umetnosti [University of Arts], 1983, and in
the study “Problems and Paradoxes of Yugoslav Avant-garde Music (Outlines for a
Reinterpretation), in: Impossible Histories — Historical Avant-gardes, Neo-avant-
gardes, and Post-avant-gardes in Yugoslavia, 1918—1991, Dubravka DPuri¢ — Misko
Suvakovi¢ (eds.), Cambridge, Massachusetts — London, England, The MIT Press,
2003, 404-441.

“Das Kunstwerk muf} seine diskursiven Bestandteile seinem Immanenzzusammenhang
einbringen in einer Gegenbewegung zu der nach aulen gerichteten, apophantischen,
die das diskursive Moment entbindet. Die Sprache avancierter Lyrik vollzieht das,
und sie enthiillt ihre eigentiimliche Dialektik daran.” (Adorno, Asthetische..., Das
Kunstschone: “apparition”, Vergeistigung, Anschaulichkeit, Anschaulichkeit und
Begrifflichkeit; Dingcharakter, 152)
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soon even abandons its own intolerance, directing itself towards the
meta-musical horizon of postmodernity'’.

In the last instance, all this points to the fact that the avant-garde
denies and justifies hermeneutic methodology at the same time, to finally
retreat from it, no longer being the avant-garde.

\Y

With this musical transcendence of its specific inner oppositional
determinants the avant-garde reaches the stage of neglecting the notion
of the progressive material, revealing that in fact it itself relies on the
‘dispersive’ energy of its own negativity. Hence, postmodernity can be
considered as a form of transcendence of this negativity, and its creative
principles and musical language of tolerance as features that oppose
those of the avant-garde.

This means that the relationship between the autonomous-musical
and the social-critical which is implied by the notion of avant-garde
negativity is now transferred to the ‘next level’, to the relationship
between the avant-garde and postmodernity as bearers of, respectively,
the primarily phenomenal and hermeneutical in European 20" century
music. Although the main thesis of avant-garde negative aesthetics differs
from the main thesis of the postmodern hermeneutic, negative aesthetics
apparently includes the issue of meaning, to some extent, which, as we
saw, is mostly a result of the transcendence of the negativity of the
material of the avant-garde.

However, towards the end of the 20™ century recollections of the
inviolability of avant-garde musical gradually appeared and became
more and more noticeable and intense within the dominantly hermeneutic,
postmodern context. In fact, these recollections reveal a postmodern
appreciation of avant-garde achievements, without which postmodernity
would never have become what it is. Hence, the avant-garde is for
postmodernity its necessary, organic ‘subordinate’ part.

If a possible ‘fissure’ of postmodernity can be observed in this — if
postmodernity can bear any ‘fissure’ at all in its hierarchical indifference

7" 1 make an important orthographic distinction between the term post-modernity (written

with the hyphen) and postmodernity (written without it). With this I differentiate
post-modermity as a ‘sum’ of stylistic tendencies occurring in the time after modernity,
and postmodernity as a specific creative tendency within this ‘sum’. For an extensive
explanation of this see in my book Fragmente zur musikalischen Postmoderne,
(Ubersetzung aus dem Serbischen von Vlastimir Peri¢i¢), Frankfurt am Main, Peter
Lang Verlag, 2003.
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towards components of musical shaping in the range from ‘raw’ material
to technological procedures — then it cannot be discounted that this
“fissure’ will spread, establishing new groupings on the basis of antinomy
relationships. It might be possible to confront them on a binary basis and
trace their transcendence not only regarding the relationship between
their individual inner constituents but also among the groupings. Then,
however, these would not refer to hierarchical levels but to multiplication
and relationships that occur on one and the same level.

VI

One of the most significant consequences of the ability of this
negativity to go beyond its ‘normal’ avant-garde boundaries, more precisely
its transcendence towards postmodernity, has been an incomparably
better communication between music and society in postmodernity than
was the case with avant-garde. The reason is that the Adornian form of
confrontation of avant-garde negativity with social crises was not, generally
speaking, socially and artistically recognized as such. In principle, the
avant-garde artist submitted to the “dictate of the developmental logic of
the material”, and composing primarily in order to achieve progress, was
in a relatively independent position considering the aesthetic needs of
listeners. So, the radically anti-traditional musical means of the avant-
garde and its aesthetics of ugliness — let us retain Adorno’s example of
the Viennese expressionism — did not entirely reach ‘their’ society through
their critical aspect. They remained mostly because of the external
reaction to this aesthetics, that is, they had ‘their’ society rejecting the
ugliness, without any deep insight into its critical sense. The circle of
those who necessitated the disclosure of this sense was small enough and
socially with a limited reach. Thus it would seem that Adorno somehow
overestimated the practical social effects and results of the immanent
musical criticism.

The streams of European music that arose from Viennese musical
expressionism in the sense of compositional technique and media — such
as total serialism and early electronic music — can be cited as examples
of this. Paradoxically enough, those streams which tended to widen the
road between contemporary music and its audience can also be mentioned
here. The output of Kurt Weill belongs to such tendencies.

In reference to total serialism and early electronic music we would
say that their Adornian critical dimension and social ‘hope’, meaning,
the ‘subordinate’ constituent of its latent antinomy, were almost lost.
This resulted from a situation in which music based on dodecaphony
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became obsessed by material to the extent that its antinomy appeared to
act as an antinomy with the social term ‘erased’. This music is focused
on the deepening and technological development of dodecaphony as a
“sediment” of the expression of the period in which dodecaphony was
invented. Since this “sediment” was mostly ascribed the status of ‘dead’
material, music that relied on its “dictate” became even more alienated
than music of the Viennese avant-garde,'® which means that it had less
chance of being recognized as inherently critical than the expressionistic
avant-garde had. Since neither the music of total serialism nor electronic
music renounced its structural and technological radicalism right up to
the end of the nineteen-sixties, being occupied by its own challenges and
mazes, avant-garde music at this serial stage was not very welcome, even
within broader professional circles.

So, being highly esoteric, focused on itself and its own means, the
avant-garde of total serial and electronic music restrains the existential
‘subordinate’ element of its antinomy. By this it actually puts a brake on
the transcendence of its negativity, determining itself as a socially
‘superfluous’ phenomenon.

The avant-garde experiences very different social acceptance in
cases where the antinomy terms are established more profoundly. It is
noticeable even when it concerns same forms of avant-garde manifestations:
total serialism and electronic music. Let us only consider the example of
Luigi Nono. The bold musical means and social-critical sense which
characterize his music reveal how each of these can act for its own sake,
within their oppositional relationship. To paraphrase Adorno, it refers to
the treatment of “sediment” by which its — we would say ‘inorganic’ —
status quo is overcome.” The result of this is the much wider commu-
nication radius of music and its generally better social position.

However, these aspects need not always be in direct proportion.
Sometimes, as in the case of Weill’s music, this radius concomitant with
an essentially favourable although socially unofficial status of music, can
be at serious variance with its socially official status. For example, the
epic Brecht-Weill musical theatre experienced good communication with
its audience. Accordingly, we can claim that Weill’s music was highly
respected in European society. At the same time, we cannot ignore this
respect originating more from reactions of the audience to the musical
materials and contents themselves than to their critical barbs. Actually, it

More about expressionism as a musical avant-garde in relation to other avant-garde
movements and the phenomenon of the neo-avant-garde see in my study ‘“Problems
and Paradoxes of Yugoslav Avant-garde Music...”, op. cit.

Cf. Adomno, Asthetische..., Zur Theorie..., Entfaltung..., op. cit., 287.
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was more the audiences’ approval of the contents as likeable and
subculturally closer to them, despite compositional-technical novelties
applied in their articulation, than any discernment of Weill’s criticism
against the conditions in German society between the two world wars.
Contrary to Adornian presumptions, it is as if the huge Weill-Brechtian
audience was not quite ready to ‘admit’ and accept its own vices,
musically disclosed on the stage.

However, the critical dimension of Weill-Brecht musical theatre was
discerned immediately and with tragic efficiency by the government
itself. Political consequences followed: Weill and his music were excom-
municated from current German society and culture.

This example of ‘Weill’s case’ shows how avant-garde negativity
can transcend its borders by means of a concomitant hierarchical
equation of both antinomy terms. But while the superiority of the
musical causes an essentially positive social response precisely during
this ‘exchange’, the superiority of the critical — maybe paradoxically
from an Adornian perspective — brings about the loss of the socially
positive status of music. True, the period between the wars in Europe
was a time when political repression was used to slow down and control
musical processes. In fact, it modified, more precisely distorted their real
social position for the benefit of its own political power. This is what will
always happen in the conditions of any oppressive political domination.

In concordance with the contemporary democratization of life,
which has revealed since the social emergence of the generation of
‘flower children’, being a part of the process, music has become more
open towards variety of attitudes both purely musical and theoretically
critical. As we have already emphasized, meta-musical, generally speaking
hermeneutical flexibility of postmodern music, has enabled a considerable
communication mobility of music and thereby determined its democratic
social stance.

So, considered as a form of transcendence of the material negativity
of the avant-garde, postmodern music points to the fact that the
reversible inner dynamic that leads to the transcendence is not only an
autonomously musical category but also a specific axiological category.

VI

Following this thought, and on the basis of the given examples, we
conclude by differentiating five modes of transcendence of avant-garde
negativity, which can also act as indicators and determinants of different
social position of European music of the 20" century: 1) An immanent
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critical dimension of music within the aesthetics of ugliness, remains in
its alienated social status. 2) A ‘retarded’ transcendence, meaning, a
transcendence ‘interrupted’, halted by the overemphasized avant-garde
musical self-sufficiency socially marginalizes music. 3) A reciprocal
hierarchical exchange between antinomy terms provides social relevance
for music. 4) The transcendence of negativity under political repression
results in the aggressive replacement of a socially positive position of
music, with a socially negative one. 5) A bridged antinomy and the demise
of the hierarchy of musical material results in an appropriate position in
the process of the contemporary musical and social democratization.

In other words, transcendence of the antinomy that underpins the
notion of Adorno’s concept of musical material can be overcome within
itself, as we have seen. As a result, the transcendence acts within various
levels of 20" century music, being a relatively reliable determinant of the
social acceptance of music, actually as an indicator of its social position.

Ia

Thus, musical issues related to the sovereignty of society, and social
issues related to the sovereignty of the musical intersect during the
process of transcendence leaving behind important criteria traces,
transcending to another, axiological field.

Mupjana Becenunosuh-Xogpman

TPAHCIHEHJIEHTHOCT ABAHT'APJITHOI' HETATUBUTETA
KAO JETEPMHUHAHTA JIPYUITBEHE INO3UILINJE
EBPOIICKE MY3UKE VY XX BEKY
(Pesume)

[Tonazehn on kpurnuke teopuje Teomopa B. AnopHa, xojoj je y ¢dokycy
caBpeMeHa My3WKa 3aIlaJIHOEBPOIICKOr KalMTAIUCTUYKOT JIPYIITBA, yCpelcpe-
JWJIA CMO C€ Y OBOM pajy Ha JIEKOHCTPYKTHBUCTHYKO YUTAHE aHTHHOMHM]CKOT
onHOca u3Mel)y ayTOHOMHO MY3MYKOT' U JPYIITBEHO-KPUTHYKOI' acleKTa My3H-
ke XX Beka. Taj oJHOC ce HcnosbaBa Ha Pa3IMYUTHM HUBOMMA M Y PA3INYUTHM
¢opmama. Temesbn ce Ha caMOM IOjMy HETaTHBHUTETa, W TPOjEKTyje Ha CBE
KJbYYHE TI0jMOBE AJIOPHOBE ECTETHKE, Ka0 M caBpeMeHe My3uke. Ha memy mo-
YHBajy Kako caM My3WUYKH MaTepHjall Kao AJJOPHOB LIEHTPAIHU MY3HYKO-eCTe-
THYKY I10jaM, TaKO ¥ CBE HETOBE MY3NYKO-ECTETHYKE KOHCEKBEHILIE, KA0 ILTO Cy
HIIP. OHE KOjUMa CMO C€ y OBOM paly U OaBHJIM: IBOCTPYKO Ofpeherme My3HKe,
JBOCTPYKH KapaKTep €CTETCKOT MCKYCTBa, paBaH KOHKPETHO MY3HYKOT KOjy CMO
oBJie 00YXBaTHIIM IIpe CBEra ¢ 003UPOM Ha MYy3MUYKY CYICTaHIly U MY3WYKH je-
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3MK aBaHrap/ie ¥ MOCTMOJIEPHE Ka0 CBOJEBPCHUX HOCHJIAIA TEOPHjCKE CYMPOT-
HOCTH H3Mel)y OHOr (PeHOMECHATHOT U XEPMEHEYTHUKOT y CABPEMEHO] MY3HIIH.

Koncratyjyhn y cBuM 0oBHUM TOjaBaMa aHTHHOMHJCKH OJHOC W TpaTehm
BUJIOBE HCTOBOT IMPEBa3MIaXerha, JONUIM CMO 10 3aKJbydKa Ja Taj HpoIec
TpaHCIEHIEHIIH]je, Y CABPEMEHO] MY3HUIH ‘CYMHpPaH Y JHHAMH3MY aBaHTapIHOT
HeraTHBHTETa, OCTaBJba 3HAYajHE KpUTEpHjcke mocienune. Hawmme, BumoBu
TPAHCIICHACHIIM]€ O KOjMa CMO OBJIC TOBOPWJIM YKa3yjy Ha TO Ja IpeBa3uiia-
KEHe aHTHHOMHU]E KO0ja JIeXKH Y AJIOPHOBOM IIOjMYy MY3WYKOI Marepujaja u Koja
ce mpeBasuiia3u Beh yHyTap mera caMmor a, 3axBajbyjyhu ToMe, Ha pa3HUM HU-
BOMMA M MyTEM Hbera, AejCTBYje y My3uIn XX BeKa Kao pelaTUBHO TOY3JaHa
OJIpEZIHUIIA HAUYMHA W CTENeHa APYIITBEHOT MpPUXBaTamka My3UKe, Kao IOoKa3a-
TeJb HEHOT JAPYIITBEHOT cTaTyca y cMuciy cieaehux Hanmasza: 1) MMaHEHTHa
KPHUTHYKA AUMEH3Hja MY3HKE Y OKBHPY €CTETHKE PYXKHOT, OCTaje y CBOM OTY-
heHOM ApyIITBEHOM CTaTycy; 2) ‘3aKoueHa’ TpaHCLEHICHILHWja, Tj. TPAHCLCH-
JIeHIIMja ‘3aKo4yeHa’ IMpeHAarJallcHOM aBaHTapIHOM ayTOHOMHO-MY3HYKOM ca-
MOJIOBOJBHOITNY IPYIITBEHO MaprHHANN3Yje MY3UKY; 3) M3jeqHaYeHa XHjepap-
XHjcKa pa3MeHa m3Mel)y aHTMHOMHjCKHUX YIaHOBA JOIPUHOCH JAPYIITBEHO] pe-
JICBAaHTHOCTH My3UKe; 4) TpaHCIEHIEHIMja HETaTUBUTETA IO/ IIONUTHYIKOM
perpecujoM pe3yiTUpa HACHJIHOM 3aMEHOM JPYLITBEHO ITO3UTHUBHE MO3HUIIH]je
MY3HKe JPYIITBEHO HETATUBHOM; 5) CTame MpeBazuljeHe aHTHHOMHUje U 00e3Ba-
JKCHE XHjepapXuje My3UIKOTr Marepujana 00e30el)yje My3Hilu MOBOJbaH CTATyC y
IIPOLIECY CaBpEMEHE JIPYILTBEHE JIEMOKpaTH3ALIH]e.

UDC 78.01:78.03](4)°19:316.7
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bes nasusa 1929 Hukona Bydo
Sans titre Nikola Vuco
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Menuma Munun

ETAIIE MOJAEPHU3MA Y CPIICKOJ MY3ULIHN

Ancmpaxm: My3uxonosu ce 4ecto cycpehy ca mpobieMiMa TepMHUHOJIOTHje
U Tepuoan3aIyje, moceOHo y 00JlacTH HOBHje My3UKe.Y OBOM pajy ce pac-
HpaBJba O MOJICPHU3MY y CPIICKO] MY3HIIH, y3uMajyhu Kao KOHTEKCT My3W4KU
MOZEPHH3aM Y CBETY M Pa3IN4nTe NPHCTYIE HeroBoM Tymadewy. C 003upom
Ha TO J]a je OBa TeMa M3y3€THO IIMPOKA, CEICKTUBHO M KOHIIM3HO Cy Mpea-
cTaBJbeHA Biadajyha cxBaramba O My3UYKOM MOJCPHU3MY, 3aTHM je yKa3aHO
HA W3BECHE MPOTUBPEYHOCTH W HEAOyMHIle y KOopHihelny TePMHUHOIOTH]E U
W3JI0’KEH j€ MPeAIoT 3a MEePHOIU3AIN]y MOJEPHU3MA Y CPIICKO] MY3HUIIH.

Kwyune peuu: my3uuku MoJiepHH3aM, My3WdKa MOJIEpHA, My3WUKa aBaHTap-
J1a, cprcka My3uka XX Beka.

Hako ce My3MKOJIO3MMa YeCTO MPUIroBapa Aa HEryjy HemoTpeOHy
CTpacT MpeMa CTHWICKHM Kiacu(uKanujamMa ¥ IeproAu3alijaMa, YHHA
ce Jla TAKBY HANlOPH UIaK UMajy CMHUCIA, YeMY y TPHIIOT TOBOPH TO IITO
W TIO3HATH TeopeTnuap KmikeBHOcTH Pene Benmex (Wellek) cmatpa na
TEPMUHHM Ka0 IITO CY ,,peHecaHca, 0apoK W peann3aM KpUCTAIH3Y]Y
uzaeje u popmynuiry npobieme epruoIu3allije U MpoKuMarmba CTHIIOBA,
0e3 003upa Ha TO KOJUKO CY HIMPEH-E, BPEAHOBAKLE U MPEIU3HU CaJIPIKa]
CBaKOT O] THX TePMHHA HEOBOJBHO oapehenn u auckyrabuman®.' Y cu-
Tyaluju KaJia U3y4aBarbe HABEJICHUX CTAPUjUX CTHIICKUX €M0Xa YaK U JIAHAC
HyId UCTpaXXKMBAYMMa KIBLMIKEBHOCTH MHOLITBO TE€MaA 3a pasMHUILbALE U
n3a3uBa HeJOyMHILE, He Tpeba Ja Yyau TO IITO M BPEMEHCKH OJHMCKO
paznodIse MOJIEPHHU3MA MTOCTABIhA MPE My3HKOJIOTe jOIII MHOTA MTUTakbA.

W mopen Tora mro cy ce MOCIECOmBHUX JELUEHH]ja Y CBETY I0jaBHIIH
MHOTOOPOjHH TEKCTOBH O MY3UYKOM MOJIEPHU3MY, jOII YBEK HUjE yjeqHade-
Ha TEPMHUHOJIOTH]ja, KaKO HAIIMOHAIHA, TAKO HU WHTepHaIoHanHa. Crora je
notpebHo, Ja Ou ce M30eriaM Hecrnopa3yMmu, Jla c€ Ha CaMOM IOYETKY
OBOT pazia 00pa3noxke U JeUHHITY HAYWHU KOpHUIIhema MojMoBa O KO-
juMma he ce pacmpaBspaTtd. Y TOM IHJbY he ce CKUIMpPATH TJIaBHU TOKOBU
MY3UUKOT pa3Boja y n3abpaHoM pa3no0iby, Kao M lbUX0Ba MEPUOIU3AII]a.

Mysuky Beher jiena mpomuior Beka caBpeMeHHIIN Cy OOMYHO O3Ha-
yaBaju Kao ,,MOAEpPHY", ,,MOJECPHUCTUUKY", ,,HOBY WIH ,,aBaHTapAHY"",
Pa3IMYUTO y PA3IMYUTHM eTanaMa M cpelruHama. 300T XUIEepCI0KeHO-

René Wellek, Discriminations: Further Concepts of Criticism, New Haven, Yale Uni-
versity Press, 1970, 56. HaBeneno npema: Scott Messing, Neoclassicism in Music.
From the Genesis of the Concept through the Schoenberg/Stravinsky Polemic, Uni-
versity of Rochester Press, Rochester, 1988, XIII.
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CTH MY3WYKHX TI0jaBa Yy TOM pa3fo0Jpy, HacTao je mpoOjeM TEepMUHO-
jomkor neduHucama W AudepeHIupama IeJor Mepuoja U HEroBUX
MojeTMHAYHUX TpaBala u mojaBa. Hu y CBETCKOj HU y CPIICKOj MY3HKO-
JIOTHjH yTIOTpeda TepMHUHA MOOepHU3aMm HUjE CE CACBUM yCTaJIWJIa, TaKo
Jla OH HeMa CTaOWIIHO 3HaueHe HUTH je jeHO3HAYHO NMpUMemuBaH, Beh
ce 3a pa3NMYMTe BHJIOBE HCIOJbaBarka HOBUX HIEja W CEH3MOMIUTETA
KapaKTEepUCTUYHUX 3a TO BpeMe Hajuerihe ymoTpeOshaBajy O3HAKe MO-
0EpPHA, eKCNPeCUOHU3AM Y aéanaapod, WM ce Mpo0JieM UMECHOBamba jej-
HOCTABHO 3a00mTa3u kopumrhemem n3pasa ,,My3uka XX Beka“.” V HOBH-
je BpeMe ce TEPMHH MOoJepHU3aM CBE BHIIE MpodieMaTusyje, mTo 0e3
CyMIbE TIPOUCTHYE U3 MTUPOKE yIOTpede 03HAKE nocmmooepHuzam, Koja
jé M3a30BHO CKOBaHa 3a €CTETUYKO-CTHUIICKO TO3UIUOHHUPAmE JIOMH-
HAaHTHHUX YMETHUYUX TOKOBA Y CBETY O]l CEAaM/ICCETHX TOMHA IIPOILIOT
Beka HaoBamo. lIpoBokamnmja Kojy mpezacTaBiba Kopuiiheme npedurkca
nocm-, YMju ce CMHCA0 MOXKE TYMAauuTH Kao o0jaBa Kpaja jelHe ermoxe u
HacTaHKa HOBE, MMaja je 3a MOCIEIHIy MPEUCTIMTUBAE 3HAuemha U
BpPEMEHCKOT oMel)era mepro/ia Koju je MpeTX0oAu0 MPOMEHH apaJnurMe.

Ha ocHOBY CBOjUX yBHIa y pa3BOjHE TOKOBE MY3HKE y MPOILLIOM
BEKy, IpeUIa)keMO Ja ce MOJCpHH3aM carjieiaBa Kao ernoxa y My3uln
KOja ce Besyje 3a mepuoj oj mocieqmux romuHa XIX Beka g0 kpaja
me3zeceTux roguHa XX Beka. Moxke ce MOCTaBUTH NMUTAKE /1A JIU je Taj
TEPMHH JOBOJHHO €NaCTHYaH J1a 00yXBaTH TaKO BEIHKH OpOj CTHUIIOBA H
HOKpeTa KOjH Cy YIIOpeno Tpajalii, U CMEHHUBAIIN Ce JI0 TaJa HeBUh)eHOM
Op3WHOM TOKOM HaBejeHOT pa3noOspa. [lokymahemo na aprymeHtyjemo
Hall CTaB Jia jeé TEPMUH MOOepHu3am TOBOJGHO eNlacTHYaH 1a y cede
NPUMH CBE HaBeZeHe pas3nuke. Mako je 300r HeXOMOT€HOCTH JINKa MY3H-
K€ OBOI' IEpHOJia Yy HOBHje BpeMe IM0YeO0 Ja ce ynoTpedpaBa IUTypaTHU
OGJIMK MOOepHU3 MU YMECTO YCTA/beHOT CHHIyIapa’, y OBOM paiy hemo
ce JIp’kaTH yoOW4ajeHoT Ha3WBa OBE EIOXe.

IMonasuMo of1 aHATOTHjE C SMOXOM KOja je MPETXOANIa MOJACPHHU3MY,
ca pa3go0speM poMaHTH3Ma Koje je obenmexwmio Hajsehu geo XIX Beka.
[lo3HaTo je KOMUKO je POMaHTH3aM CIIOKEH M MPOTHUBPEYaH TEPHOJ,
KOJIMKO M HCTOBE pa3HOJIMKe MaHM(ecTaluje KapaKTepHIle y OCHOBU

2
O motpebm nma ce ycmocTaBu IOTOBOp O Kopumhemy TepMHHA ,,MOAEpHA™ HIN

,Monepumzam“ mumie busbana Munanosuh y pany Ilpoyuasare cpncke mysuke
usmehy 0ea ceemcka pama: 00 MEOPUjCKO-MeMOOONIOWKO2 HAYPAIUIMA OO0 UHME-
epanne mysuuxe ucmopuje, Mysukonoruja, beorpag 2001, 6p.1, 44-91, napounto
89-90. O npobnemuma nepuoau3aimje cprcke mysuke nuire 1 Cowa MapuukoBuh y
pany Iumarea nepuoousayuje cpncke mysuxe, 300pHUK MatuIiie cpIcke 3a CLEHCKE
yMeTHOCTH U My3uKy, HoBu Cax 1998, 6p. 22-23, 27-50.

B. mmpe o Tome y: Jonathan Cross, Modernism and Tradition, and the Traditions od
Modernism, y oBom 06pojy Mysuxonoeuje.
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WCTa €CTeTHKa IINpermha ayTOHOMHje CTBapalallTBa U MHTeH3U(UKanuje
npuHOuNna cyOjeKTUBHOCTH. Ha ciuuaH HauuH ce MOXKe TiefaTH W Ha
MY3WYKH MOJIEPHH3aM — Ka0 Ha MIMPOKH OKBHP 32 MHOTOOPOjHE IOKpeTe
(usme), gecto Mel)ycoOHO ynaspeHe, ajli UITaK y JOBOJAHOM CTEITICHY I10-
Be3aHe: CBH IPAaBLIU MY3WYKOT MOJCPHU3MA (MM, MOXA, Pa3IHYUTH
MOJEPHU3MH) OACTYMAjy 0J eTabiupaHe pOMaHTHYAPCKE ECTETHKE, jeI-
HHU PaJUKaIHHUje OJ IPYTHX. 3a pa3iuKy ol (hpaHIyCKO-pYCKOT cMepa
(ca rnmaBauM nporaroructrMa Kinonom [lebucujem /Debussy/ u Uropom
CrpaBuHckuM /CTpaBUHCKHI/, YMje Cy MHOBALMje MPOU3aIIe U3 Tpara-
Ba 32 alTepHaTHBaMa JOMHUHAHTHO] T€PMAHCKO] POMAHTHUYAPCKO]j Tpa-
WA, KOMITO3UTOPH ca aycTpo-Hemaukor mnoapydja (I'ycraB Maiep
/Mahler/, Apuonn IllenGepr /Schonberg/, Puxapn Lltpayc /Strauss/)
OCTBApWIN CYy KOHTHHYUTET Ca IIEHTPATHIM TOKOM JIOTa/IAIlEber pa3Boja
My3uke. HoBuHe cy Ko BUX HacTajaje y TpaKewy H3jia3a u3 KpH3e To-
HAJIHOCTH KOja je BpEMEHCKH KOMHIUIUpaa ca 3aMaxoM eKCIPECHOHU3-
Ma, TUIMYHO OEYKOT, OJJHOCHO T€PMAaHCKOI' IIOKpEeTa, MOHUKIIOT Y HUCTO
BpEME U Y UCTOM aMOHWjEHTY y KOjeM U IICHXOoaHaTUTHIKa Teopuja Cur-
mynna ®pojna (Freud), ¢ kojoM ce uecTo A0BOAU Y BE3Yy.

KibyuHU TEpMHHHU KOjH CE BE3yjy y3 MOJEPHH3AM CY npozpec, mex-
HUKA, pAYUOHATTHOCT, KOHMPOA — TITO yKa3yje Ha TO JIa je MOJIepPHU3aM
jeaHa y OCHOBU ONTHMHUCTHYKA, YaK YTONHjCKa BU3HMja cBeTa. OTICecCMBHO
Tparame 3a HOBHM HM3pa3uMa U TeXHUKama y MOJCPHH3MY UMILTUIIUTHO
rOBOpH O BepH y mporpec u y OymyhHocT y kojoj he cBU KOH(IIMKTH
OWUTH pa3pellieHd U YCIOCTaB/beHa XapMOHH]ja U3Mel)y 4YoBeka u cBera y
KOjeM JKMBU. Y MOJICpPHU3aM je YTHCHYTO M HE33JJ0BOJHCTBO YMETHHKA
TIOJIOXKAjeM TI0jeIMHIIa, THME M cebe caMor y pa3BHjeHOM KalUTallnC-
THYKOM JIPYIITBY, Yy KOjeM ce mojenuHar oceha yrposkeHuM 300T cBe
Behe jmoMuHaLMje MaTepujalTUCTUYKUX, TPXKUIIHUX MEPUJa BPEAHOCTH.
Ymerauk XX Beka OMO je M CBEJOK pa3IMUMUTHX KaracTpoda Koje Cy
oOenexuiie 0Bo q00a, Ha MPBOM MECTY HAjCTPAIHUJUX PATOBa KOje je
ucropuja 3abenexuna. OTyaa jayame TEKHBH Ka ayTOHOMHjH JAeia, Koje
ce MOT'Y JIOBECTH y Be3y C M0jaBOM KPHUTHUYKOT, 4eCTO KOHMIMKTHOT W
MIPOBOKATHUBHOT OJHOCA YMETHHKA IIpeMa JPYIITBY Koje je ca cBe Behum
Tenkohama MpaTWIO W pa3yMmMeBalio 30MBalkba HAa YMETHUYKO] CIICHH,
J0KHBJbaBajyNy MX Y4eCTO Kao rPOTECKHE W JiekaaeHTHe. He Moxe ce,
Mel)yTuM, 3aHeMapuTH YMCHUNA JIa Cy Y HEKUM aBaHTapIHUM MTOKPETH-
Ma y OKBUpPY MOJEPHH3MA, TIOpe]] TCHICHIM]a Ka ayTOHOMHOCTH, MOCTO-
jaje u OHe CYNpOTHE — Ka IITO Y>KEM IOBE3UBakby KHBOTA U YMETHOCTH,
IITO je jeHa O MHOTOOPOjHUX MPOTUBPEYHOCTH OBOT pa3fo0dspa.

VY3 MonepHHM3aM je Hepas3[BOjHO OuWiia Be3aHa aBaHrapia, Koja ce
BPJIO Pa3IMYUTO TyMaud. YWHU ce Ja je y MHOLITBY MHTEpHpeTaryja
HajaJIeKBaTHUja OHA KOja aBaHTapJHE MOKpETe carielaBa y OKBHUPY MO-
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JepHU3Ma, M TO Ka0 HeroBe HajpaauKaiTHuje (popMe NCrosbaBama, Hero-
BE HAJUCTYpeHHUje W HajIIpOBOKATUBHHjE MO3HLHUje y oapeleHOM mepuo-
Iy; JaKie, MOKEMO je CXBATHTH Kao OINITY O3HaKy 3a CBE MOJEPHUC-
THYKE CMEPOBE Ca HajOIUTPHjUM JANCKOHTHHYHTETHMA Yy OZHOCY Ha 3aTe-
4eHo cTame y My3umi.' HHTepecaHTHO je 1a HMIIPeCHOHH3aM, Kao IpBa
u3pasuTa MaHuecTanja HOBe, aHTAPOMAHTUYAPCKE €CTETHKE, KOjOM, Y
CYIITHHH, 3aII0YNE-E€ MOJECPHUCTHYKA €110Xa, HHje NMa0 KapaKTEePUCTHUKE
aBaHTapJHOT TIOKpeTa. Y WeMy Huje Omino HM OyHTOBHHYKE MPOBOKA-
TUBHOCTH, HH KPUTHYKE CyOBep3uBHOCTH. [IpBH My3HUKH MTOKPET KOjH je
HOCHO OJJIMKE aBaHTapae OMo je ekcrpecuoHusawm, ca lllenOGeprom kxao
MPOTOTHIIOM EKCIPECHOHUCTHUYKOT CTBapaola, a 3HadajHu Cy, Mope[
wera ounu U Anban bepr (Berg) u Anton Bebepn (Webern), ¢ jenane
ctpane, 1 Urop CtpaBHHCKH y €B0jOj pycKoj (a3u, Kaja je NpruMeHhHBao
OCTHHATHY OpraHW3aljy CBHX IIapaMeTapa KOMIIO3HUIIHje, C IpyTe CTpaHe.
[open ekcripecnoHn3Ma, aBaHTapJAHUM MOKPETHMA CE€ MOTY CMaTpaTH U
nonekadonuja (Illenbeprosa, He 3aHeMapyjyhn TONPHHOC PYCKHX KOMIIO-
3WTOpa KOjU Cy UMalu ciamdHe uzaeje — Hukomnaja Pocnasena /Pocnagery/,
Aprypa Jlypujea /Jlypbe, Lourié/ u npyrux); 3aTuM pa3HOBPCHE MPOBOKa-
muje onucke nanansmy (Epuk Cartu /Satie/, Eppem [omuries /I"onbiiies/,
JIyntju Pycomno /Russolo/); neokmacummsam® (Mrop Crpasunckw, ITayn
Xunagemut /Hindemith/, Japujyc Mujo /Milhaud/); cepujanmroct (Kapi-

O pa3HONUKOCTH TyMaueha aBaHrap/ie CBe04e CTy/AHje Y KOjiuMa ce OHa W3jeaHava-
Ba C MOJICPHOM MY3HKOM M HEHO Tpajame neduHume y pacrnony ox 1935 mo 1975.
rogune (David H. Cope, New Directions in Music, WCB Publishers, Dubuque lowa
1984, p. 355), win ce pasnukyje npeaparHa on nociepartne apanrapae (Eric Salzman,
Twentieth-Century Music: An Introduction, Prentice-Hall, Inc., Englewood Cliffs,
New Jersey 1967, p. 126). Y Hemaukoj My3UKOJIOTHjU c€ CMaTpa J1a MOJAEpHA MYy3H-
Ka, HaKo Ce JIMPEKTHO CYNPOTCTaBJba TPAAULIM]H, BPEMCHOM U caMma II0CTaje HbeH /€0,
JIOK aBaHrapja paJuKalH{je Hernpa TpaauLijy — OHa, 3alpaBo, [peCcTaBba TPaIu-
1]y eKCIIEPHMEHTHCAabA, 00Uja HCTOPHjCKY CBECT, HOCH KapaKTepUCTHKE KOHTpa-
kyntype (Hermann Danuser, Die Musik des 20. Jahrhunderts, Laaber-Verlag, Laaber
1984, 284-299). U y nomahoj My3HWKOJOTHjH TMOCTOje PA3IUYUTE WHTEPIPETAIH]je
oJHOCa MoJiepHH3Ma M aBaHrapse. [Tonasehu ox cryzauja u3 obiaacTu ucTopuje cpr-
CKE KEbMKEBHOCTH, busbana MuanoBuh yowaBa /iBa KyJNTypHa MOJEa y CpIICKO]
My3HuLU u3Mel)y nBa cBeTcka para, MOAEpHHU rpaljaHcku W aBaHTapAHU, UCTHUyhu na
TaJa HUje OWJIO YCJOBa 3a HBHXOBO paJUKaIHO cymnporcraBibatbe (b. Munanosuh,
Has. deno, Hapounto 77-84).

[Murame caryienaBama HEOKIACHIM3MA y OKBHPY MOAEPHH3MA 3aciy)Xyje INpy pac-
IpaBy 3a KOjy y OBOM WIaHKy Hema MecTa. CTora camo J0/1ajeMo Jia OBJ€ MHCINMO
Ha OHAj HEOKJIACUIIM3aM KOjU je OO paJiKaIHO aHTHEKCIIPECHBaH U HOCHO 00enexja
H3pa3uTe palroHaIu3alrje KOMIO3UIHOHOT nocTynka. Kao n monexkadonuja, u oH
je TpeACTaBJba0 OATOBOP HA KPH3Y aTOHAIHOCTH M3 IpBE JABE JelieHHje XX Beka.
BpemeHoM je, Mel)yTuM, HEOKIacHIM3aM aCHMUIIOBAO CBE BHIIE TPaJHI[MOHATIHHX
elieMeHara, YKJbyqyjyhn eKCIpeCHOHUCTHYKE, LITO OTe)KaBa pacipase o iemy. Mma-
jyhu To y BuIy, MOTIIO OH Ce pa3sMHIIUBATU O HeoKAacuyumMuma, anauorHo Beh cro-
MEHYTHM MoOepHu3muma (B. HAIOMEHY 3).
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xajur [rokxay3en /Stockhausen/, Iljep bynes /Boulez/); HoBu HaumHU
TeHeprcama 3BYKOBa (€JIEKTPOHCKA U KOHKPETHA My3HKa, HEKOHBEHIINO-
HaJTHM HAYMHHU CBHpama Ha TPAJUIMOHAIHMM HHCTPYMEHTHMA); KJlac-
Ttepcke kommnosunje (Januc Kceenakue /Xenakis/, Butonzg JlyrocimaBcku
/Lutostawski/, Bepl) Jlureru /Ligeti/); 3atum anearopuka ([ljep bynes) u
nnaerepmunucadoct ([lon Keju /Cage/), mako oBe aBe MOCIEAEE
HETHpajy jeJaH OJl OCHOBHHX IIOCTyJaTa MOJEPHH3Ma — PallMOHAIHOCT
OJIHOCHO KOHTpOJy; THa KoHientyaaHa my3uka (Tom [lonc /Jones/) u
munuManuiaMm (Jla Monte Janr /Young), KOju je TOKOM BpeMeHa €BO-
JIyHpao Ka oONUIMMa KOjH Cy MMajlil ¥ KOMEpIIHjajHe acIleKTe, IITO je
HaBeJI0 HEeKe ayTope Jia [e0 MUHUMAJIMCTUYKHY MpaBall CBPCTajy y IMOCT-
MonepHu3aMm. OBUM ce, HapaBHO, HE UCUPIUJbYjy CBU aBaHTapIHH IPaB-
1M, KOjUX je OMII0 MHOTO, HAPOUYUTO INPH KPajy MOJEPHU3MA, ajll OHU
TJIaBHU Cy HaBEICHH.

VY pacmpaBama O MOJMTHYKO] KOMIIOHEHTH aBaHTapIHUX IMOKpeTa
9ECTO C€ MHCHUCTHPAJIO Ha IbUXOBHUM CyOBEp3WBHHM moTeHITHjanuma. Ca-
rienaBajyhu OBy TeMaTHKy YIJIaBHOM M3 acCHEeKTa JTUKOBHUX YMETHOCTH,
[Terep buprep /Biirger/ je uctunao aa ce aBaHrapja CynpoTCTaBjba KOH-
LIENTy ayTOHOMH]je ,,.BUCOKE  YMETHOCTH, YKIJbydyjyhui MOIEpHUCTHUKY,
jep ce Ha Taj HauuMH TpoxyOJpyje ja3 m3Mel)y yMeTHOCTH W KHBOTa,
OJHOCHO JIPYLITBA, 11a CTOT'a 3aXTeBa ,,HOBY KMBOTHY Mpakcy y kKojoj he
ce YMETHOCT M )XHMBOT ITOHOBO TIOBe3aTH, ynMe he ymeTHocT omer crehu
JpYIITBEHY peJeBaHTHOCT. [1o TOM TyMauemy, aBaHTapIHH yMETHHIIN
TeXe yKuaamy orpaga msMel)y yMETHOCTH M KHBOTa®, CyIpPOTCTaB-
bajyhn ce Ha Taj HAYMH CaMOj MHCTHTYIHMjH yMeTHOCTH. MehyTum,
HHj€ JIaKO Pa3IMKOBaTH MOAEPHHU3aM M OBako cxBaheHy aBaHTrapiy, ma
Ou ce OCHOBaHO MOTJIO TOBOPHUTH, Kako To unHU Makc [leaucon, o pas-
JUYUTHM TEHICHLMjaMa y OKBHPY MOJEpPHHM3Ma — jeIHO] Koja TEeXH
ayTOHOMHjU W JPYTOj KOja MMa 3a WJb YCKY MOBE3aHOCT YMETHOCTH U
XHUBOTa (IITO OM ce, 3ampaBo, MOTJIO OJHOCHTH CaMO Ha Jajau3aM H
Hazpeanusam).”

Panu Mmozmepuu3zam (1o kpaja [IpBor cBeTckor para) uzpas je mpome-
BEHOT JyXxa BpeMmeHa mociie BarHepoBe (Wagner) cmptu, Kaga ce on
YMETHOCTH OYEKHBAaJO, U3Mely OCTajor, 1a OATOBOPH Ha KPHU3Y peiu-
rHO3HOCTH U MeTadusuke yommte. M3rnena kao na je, 6e3 THX IyXOB-
HUX YMOPHIUTA, My3udKa (hopMa ryOmia HEOBUTOCT H IUJBHY yCMepe-

TakBO pajMKaJIHO MMOBE3HMBAC JKMBOTA M YMETHOCTH CIIPOBOAMIIM Cy AQJAUCTH M
HaJpeancTy, a y My3HIld ce y ToMe HajBuiie ucrakao 1. Keji.

Peter Birger, Teorija avangarde, Narodna knjiga / Alfa, Beograd 1998. HacioB opu-
ruHana: Peter Biirger, Theorie der Avantgarde, Frankfurt am Main 1974.

Max Paddison, Adorno, Modernism and Mass Culture. Essay on Critical Theory and
Music, Cambridge University Press, London 1996, 36.
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HOCT, KapaKTepUCTUYHE 32 KIACHIUCTUYKO-pOMaHTHYApCcKe GopMe Kao
IITO Cy COHaTa U CUM(OHH]ja, JJOK CYy UCTOBPEMEHO MPOMEHE MY3HUKe
CHHTaKce I0CTajajie CBe M3pasuTHje. Y My3Hukoj GopMu modese cy na
Ce youaBajy HaIlpCJIMHE KOje je OTKpHBaja (hparMeHTApHOCT OpraHH3a-
nyje nenuHe y cumbonujama ['ycraBa Manepa. Y armocdepu nosbyiba-
HUX BPEOHOCTH W clalJbeha YMOpUWINTa Er3UCTEHIMjaHOT CMHCHA,
CTBapajiayka pearoBama Cy OWiia MCIOJbEHA WM KPO3 yIasbaBambe O]
Ipamarypruje ,,IIaJbHE ycMepeHOCTH (0 YeMy TOBOpE pa3IMYuTH
TUIIOBM HEPa3BOJHOCTH M KPYXKHOT Kperama koj Jebucuja nu CtpaBus-
CKOT), HJIH C€ Te)KHJIO YyBamy Makap MPUBUIHE YCMEPEHOCTH U CMHUCIA
(uctpajaBame Ha pa3BOjHOCTH Temarckor pana koj lllenGepra, koje je
nocie Kpuse ca ciI000THOM aTOHATHOLINY HAIIO HOBH BUJ MCIIOJbaBa-
wa y nonekadonuju). Umnpecnonnsam je, kao mro je seh peueHo, o3Ha-
yno moudeTHy (asy monmepHm3ma y Dpanmyckoj. Hamaxmyhe pyckom
MY3HKOM Jipyre mosioBuHe XIX Beka OCTaBWIO je 3HAa4ajHOT Tpara Ha
cTBapajaukoj uMaruHanuju Jlebucuja u meroBux QppaHIlyCKHX caBpeme-
HUKa, a yrpal)eHo je u y cBojeBpCHH (QOJKIOpHH ekcripecrnoHn3am Crtpa-
BHHCKOT. Ha HeMa4koM TOBOpHOM MOJPY4Yjy ce paHa (a3a MOJCpHU3MA
(cxBaheHOr Ha Ha4yWH TIPUKa3aH y OBOM pPajly) O3HAYaBa Kao MoJdepHA
(die Moderne), miTo je TepMUH TIpEy3eT U3 TAMOIIHE UCTOPH]E KEHHKEB-
HOCTH, CKOBaH I10 aHAJIIOTHjU ca TEPMUHOM anmuka. MoznepHa ce Behum
JICJIOM TOKJIarna ca ,,9MCTUM eKCIPECHOHM3MOM, Jiakiie o0yxBaTa Iie-
pHUOJ O] pacnana ToHATHOT cuctema oko 1908, no yBohema monmexado-
Huje 1921. roquae. Ha MmogepHy ce HamoBe3yje ,,HoBa My3uka“ (die Neue
Musik, ca BenukuMm N, Tako Jla ce HE OJHOCH Ha OWMJIO KOjy HOBY My-
3uKy), kojoM je Ilayn bekep (Bekker) o3naumo mysuky mocne [Ipsor
CBETCKOT' paTa, IPBEHCTBEHO XWHIEMUTOBY, ajJH CE OBaj TEPMHH YECTO
KOPHCTH K20 CHHOHMM 33 aBaHTap/y yommre.

IlojaBa excripecrnonm3ma mipen [IpBu CBETCKH paT TOBOPH Y IPHIIOT
CXBaTamy Jia Cy YMETHHUIM Yy CTamy Ja, Ka0 HajOCeT/bUBUjU CEHU3MO-
rpadu, perucTpyjy moja3eMHa Tpeleperma Koja MPETXO/e BEIUKHM I10-
Tpecuma. Kao m apyre yMETHOCTH, M MY3HKa EKCIPECHOHUCTHYKUX

° YV HeMaukoj My3HKOJOIIKO] IHTEpaTypH je yriaBHOM mpuxsaheHo ma ,My3uuxa

MoJepHa“, Koja ce TyMadu Kao ,,CTHJICKH OTBOpEHA™, 03HayaBa My3HYKOHCTOPH]CKY
enoxy u3Mmehy 1890. u 1919. rogune. Nnak, kao J0Ka3 KOJUKO j€ TEIIKO HAYMHHUTH
KOPEKTHY NepuoAn3anujy, Moxe a nociayxu cras Kapna lanxayca na ce rpaHuna
ernoxe, OJHOCHO Kpaja ,,XIX Beka“ y My3ullM MOKe IMOCMaTpaTd Ha pa3iuyudTe Ha-
yuHe, Beh npema kopuirheHnM KputepujymuMma. Tako 61 HEKO Ko OU ce ompenesno
3a ronune 1889, 1908, wimm vak 1924, 6uo pykoBolheH cxBaTrameM Jla Cy HajOUTHHjU
norahaju Koju ompenesbyjy nesype mehy emnoxama OMIIM MPOJOP MOJEPHE, Tpena3 y
aTOHAIHOCT, OJHOCHO CIIOM ekcnpecHoHm3Ma. B. o tome y: Carl Dahlhaus, Die
Musik des 19. Jahrhundert, Laaber-Verlag, Laaber 1989, 279-285; B. u Ulrich
Dibelius, Op.cit., nocebno Peunnk (Glossar) Ha Kpajy KebHre.
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obemnexja TeXU MOHUPAKY y YOBEKOBY ,,YHYTapPHY PEATHOCT, a OHA je
TUX TOJMHA OWJIa MyHA CTPENBU U TpayMa, YCIOBJbaBajyhu pasiuuute
nedopmarrje U3pakajHIX CpecTaBa M HECTAOMIIHOCTU Y HHXOBO] YITO-
Tpebu. Y CBOM ,,9NCTOM‘ BHIy, EKCIIPECHOHM3aM O0yxBaTa CII000HO-
aroHanHu nepuon Apnonga lllenGepra mamelhy 1908. u 1921, amu u
HETOBH YUYEHHIM U MHOTH JIPYTH CaBPEMEHHUIH MpEey3uMaliil Cy pasiu-
YHUTE ENEMEHTE TOT MY3MUKOT je3WKa KOjU Ce KapaKTEepHcao OJICYCTBOM
KaJICHIIY, TOHABJbakba U, YOIIIITE, HOBOM CUHTAaKCOM Koja je Ouiia pe3yi-
TaT Mpoleca mbeHe GparMeHTanuje, 3ar04eTor KpajeM MpeTX0IHOT BeKa.

Cpenmpu, Wi ,,KJIaCHYHU® IEPUO]] MOJICPHU3MA, KOju 00yXBarta pas-
no6sbe m3Mehy JBa CBETCKa para, pa3BHjao je Jajbe TEHACHLHjE MpeT-
XOJTHOT, aJli CBE BHIIIE Cy ce aupMucane M TEKmbe Ka KOHCOIUAALM]U
(,,moBpatky peny‘) mocne crpaxora IIpBor cBerckor para. Heokmacu-
oU3aM je u3pa3 TOr HacTojama, a MCIOoJbaBa Ce HE caMO KpO3 BEIpO
nepcuMpame U HOUrPaBame ca CTePEOTUIIMMA PONLIocTH (Kracuuna
cumgponuja Cepreja IIpoxodjeBa /Ilpokodser/, [lyruunena Uropa Crpa-
BUHCKOT, KamepHe My3uke [layna Xunmemura), Beh u kpo3 BUCOKO CTH-
JM30BaHe cuHTe3e cTapor v HOBOT (Llap Eoun n Cum@onuja ncanama U.
Crpasurckor). IlojaBa nonexadonHmje mpencTaBiba C jeHE CTpaHe
OJUTy4YaH PacKHJI ca TPAJIUIHjOM, a C IPYTre YCIOCTaBba YBPCTE MOCTOBE
¢ npouutomhy, TPUMEHOM KOHTPAIYHKTCKHX TEXHHKA, Ka0 M KOpPHUII-
hemeM O0apokHUX ¥ KiacHIUCTHIKUX Gopmu (Cepenada omn. 24, Ceuma
om. 29 A. lllen6epra). CBakako je U caMO OCMHUIILJbaBame J0/IcKadoHU]e
Oowio mocneauiia norpede 3a ,,oBohewmeM y pen’ My3uKe Mocie aHap-
XWYHUX TEHJACHIHMja pa3noliba c000JHE aTOHAIHOCTH, TaKO Jia Ce U
7ea 3aCHOBaHAa Ha J0/eKa(pOHCKOM METOIy MOTY carjielaTH y HIHpeM
OKBHpY HEOK/IacHIu3Ma. '’

Behuna kommo3uTopa je uiak cTBapajia y IMUPOKUM IT0JbHMa U3Me-
Dy HaBejeHUX aBaHTapIHUX IpaBala, KOMOMHYjyhH eneMeHTe pas3iarnyu-
THX CTWJIOBA M MocTynaka. Jla cy Tu Mehynpocropu mpyskaiu yciose 3a
BpJIO yOeIUbMBE M JINYHE CHHTE3€e, CBe0Ye, Ha IIPHUMeEp, OCTBapema Jleo-
ma Janaueka (Janacek), Puxapna Illtpayca, Jana Cubenujyca (Sibelius),
Mopuca Pasena (Ravel), Hmutpuja LocrakoBuya (ILlocrakoBuu) u
MHOTHUX JIPyTHX.

1% Jom je A. Bebepn mucao: “HucMo HampenoBany ajbe o KITACHIHHX KOMIO3HIIHO-

Hux ¢opmu. OHO ITO ce AECHIIO MOCIe HbUX [Tj. mocie pacnana THX GOPMH YCIIOB-
JbEHOT HaIlyIITalkeM TOHAJTHE XapMoHHje — M. M.] Omie cy camo Mame MpOMEHe,
mpolupema, ckpahemwa, anu ¢opma je ocranma, yak u kox Lllenbepra“. B. Anton
Webern, The Path to the New Music, ed. Willi Reich, trans. Leo Black, Pennsylvania
1953, 36. OBy Temy mmpe pasmarpa Arnold Whittall: Musical Composition in the
Twentieth Century, Oxford 1999, 162—168.
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[To3Hu wiu ,,BUCOKU MOJIEpHU3AM, YECTO O3Ha4yaBaH Kao ,,l0ciie-
paTHa aBaHTapia‘“ Wi ,,HeoaBaHrapJa“, y HEMaukoj My3HKOJIOTHjU jel-
HOCTaBHO Kao Avantgarde v moderne Musik, Tpajao je oko Tpu Jerie-
HHUje mocie J[pyror CBETCKOT para, a pasiuKyje ce ox mperxomHe (aze
[0 pajuKaIu3aliji 0JHOCA IPpeMa MYy3UYKOM CTBapajalliTBy KOje My je
MPETXOINII0, KAKO OHOM CTapujeM, TaKO M MPeMa HEeIIOCPEIHO MPOIITIOM
(meokacunmzaM, My3uKka OasupaHa Ha JOAEKaPOHCKO] TEXHUIIH). YBO-
hemwe TexHosoruje y chepy KOMITO3UIIM]e Y OBOM MEPHOAY HPECTaB/ba
jeAHy Of YMIbCHUIA Koje Cy oanydyjyhe yTumane Ha pa3BOj MY3HKE.
BeckommpomucHa Miiaga reHepaiyja KOMIO3UTOpa, MOCeOHO HEMAUKUX,
TpayMaTU30BaHa YIPABO 3aBPUICHUM PaTOM, JKEJeNa je MOTIYHU PaCKUJl
¢ npouuuM, aakiie u ca lllenGeprom, ToTanny ,,eTMMUAHAIA]Y UCTOPHje™,
omHOCHO cTame fabula rasa.' (ITocebHO ce 3a HemMauke KOMIIO3HTOpE
MOJke pehn ma cy mocie pata kpeHynu of crama Nullpunkt). OBu koMIo3m-
TOpU 0J10M]jajy eNeMEHTe TpaAuIHje Koje Cy KOMIIO3UTOPH ,,ipyre Oeuke
LIKOJIE™ MHTETPUCANN Y CBOje oJeKa(oOHCKE KOMIIO3UIIMje, Mpe CBEra
TEMATCKO MHIBEHE U cTape GpopMe, TOK apUPMHUIITY HHTETPATHU CEpPH-
janusam U paj ¢ eJIeKTPOHCKUM 3BYIIMMA, KACHHjE U HEKE HOBE TIOKPETE
KOju Ccy ce cBe BehoM Op3MHOM CMEHUBAIIH, Ka0 Y HEKOj BPCTH CTpETE.

HpeMa HCKUM MUIIJBCH-UMA, HE MOXKE CC TOBOPUTU O aBaHrapau
nocie Jpyror cBETCKOT para, jep je OHa MOCTaja YMETHOCT eCTaOJInII-
MEHTa, Y pa3BUjeHUM 3allaJHAM 3eMibaMa T00po (puHaHCHpaHa OX cTpa-
HE JIp’KaBe, Jakiie — IpeMa OBOM CTaBY KOjH ce, HapaBHO, MOXKE JIOBECTH
y MHUTambe — YMETHOCT je TOcTajia JHIIeHa CyOBep3UBHOCTH M CHare 3a
KPUTHKY JPYyIITBA.'> AKO GH Ce M3 TOT yIJia IIOCMaTpalia M aBaHrapHa
My3HKa MeJIeCeTHX M Ie3aeceTux roauHa y I1ospekoj, 3eMibH KOMyHHC-
THYKOT OJIOKa YHMjH CY C€ KOMIIO3UTOPH YCIICIIHO YKJbYYHIH Yy MelyHa-
POIHY aBaHTapAHY CLEHY, Y YeMy MM je JApkaBa MIpyxuia omnydyjyhy
HOAPIIKY, Pe3yITaTH TAKBOT caryiefiaBama Onm Ou 1BocMucieHd. YnHN
ce, WIak, Jla He Tpebda ONOAIUTH TPETHUPAE IMOCIepaTHE aBaHTapJe y
HCTOM KJbY4y Kao IITO C€ TO YMHH Ca MPETXOAHUMA, OHUMa W3 TpBE
TIOJIOBHHE BEKa, M TO Mpe CBera 300T BUXOBHUX JIOMHHAHTHUX KOMITO3H-
[IMOHO-TEXHUYKUX TIPEOKyIaIja Koje CBelodYe O joIl yBEK CHAXKHO]
notpedu 3a ,,u3BulambeM™ HEMO3HATHX TEPUTOPHja MY3MUYKOT M, LIHPE,
YMETHHUYKOT JIeJIOBaha.

""" B. npenasame Cmapere Hose mysuxe (Das Altern der Neuen Musik) koje je Teomop

AnopHo onpixao Ha ,,[lITyrraprckoj Henesbu Hose mysuke 1954. roaune. O cmucity
M peakiujaMa Ha TO mpenaBame (ykibydyjyhum oarosop Xanca Kmayca Merrepa
[Metzger] mume Anectep Bumjamc (Alastair Williams): New Music and the Claims
of Modernity, Aldershot, 1997, 45-51.

B. mnp: David Harvey, The Condition of Postmodernity. An Enquiry into the Origins
of Cultural Change, Blackwell, Oxford and Cambridge (USA) 1989, 35.

100



MenuTta Munun Erarne MoepHH3Ma y CpIICKO] My3HUIIU

[Mocnenuiia MHCUCTUPaka HA HEONMXOJAHOCTH HMHOBATUBHOT JOTPH-
HOCA M, YOIIITE, MPE3pHBOT OJHOCA [IpeMa KOHBEHIIMjaMa TOKOM LIEJIOT
MOJEPHUCTUYKOT pa3noliba, Omina je Ja Cy ce CKOpO HEypOTHYHO
WCIITHBAJIC TPaHUIIE PAIUKAHOCTH. Te omcecHje Tpajaje Cy CBE IOK
HUje JOoCerHyTa jeJHa IICHXOJIOIIKA TauyKa Koja je MMalla CMUCao Ipe-
JIOMHOT MOMEHTa, IITO je HaroBecTno Teomop AnopHo (Adorno) roBope-
hu 1954. rogune o ,.cTapemy HoBe My3uke“. Ommydyjyhn MomMmeHaT je
HACTYIHO KpajeM MIe3/IECeTUX TO/IMHAa, MOIITO ce KPUTUYaH Opoj ymer-
HUKa OMO HCLPIIEO y TUM TparamuMa, He Bujchu Bullle HOBUX ITPOCTOpa
3a genoBame. DopMupana ce CBECT 0 Kpajy emoxe Koja je obenexuia
noragammi Tok XX Beka. Mako je meo mepwoa MonaepHH3Ma OHO
MPOXKET KpU3aMa U OCIopaBamkuMa, YHHUIIO ce J1a je BehuHa, kako ydec-
HHKa, TAKO M IT0OCMaTpaya, Urak Omia 3aTedeHa JI0CTa H3PaKEHUM I0Cy-
CTajarbeM y CIIpOBOhemy MOJIEPHUCTHYKOT IpOrpaMa 10 KOjer je JOIIIIO0
HIe3/IeCeTUX TouHa, 0ap JAENMMUYHO M3a3BaHHM JIPYIITBEHOM I'€TOM3a-
LUjOM HOBEe My3uke. Mehy HajpanujuMm Jenuma Koja ce OfBajajy ol
CTPUKTHO aBaHTapnHe uzaeje Hamaze ce Cumponuja (1969) Jlyuana be-
puja (Berio) koja ce MOXe TyMayuTH M Kao MOJCPHUCTHYKO U TOCT-
MOJEPHUCTUYKO JEJ0, AOK OM Ce Kao CTPUKTHO MOCTMOAECPHUCTHYKU
Moriau o3HaunTH panosu [lopria Poubepra (Rochberg), npe cBux Tpefiu
2yoauxu Kkeapmem, 9djy JaTyM TIpeMHUjepHOT n3Bohema, 15. maj 1972, mo
Puuapy Tapackuny (Taruskin) o3HauaBa nmouerak nmocrmonepumsma.”” Ha
MOYETKY je MpOoMeHa MapaaurMe JeioBaja Kao joll jeJHa eKcTpaBaraH-
1IMja MOJIEPHHU3MA, CBE JOK HHj€ TOCTAJIO jaCHO JIa je TO KpymaH noralaj
O] JIaNeKOCEe)KHE BaXHOCTU. [loCTMOIEpHU3aM KapaKTepHIle OJycTa-
jame 0l OCHOBHHMX MOJCPHUCTHYKHX IIOCTyJaTa, Kao WTO cy OopOeHa
YCMEpPEHOCT Ka HOBOM M CTpOTa ayTOHOMHja CTBapayallTBa, Y KOPHUCT
00HOBE TIOKHJIAaHUX Be3a C TPAAUILINjOM U ociiobaljarba MOTHCHYTHX IMOT-
peba 32 eMOLMOHATHUUM HU3Pa30M — YeCTO KPO3 OCITYLIKHBAHE MOITyJIapHe
My3HKe, IITO je BOJUIIO Ka OOHaBJbalby KOMYHHUKATUBHE CIIOCOOHOCTH.

CyoueHH ¢ I0jaBOM MOCTMOJICPHHU3MA, MHOTH YMETHHIIA Cy HIIAK
OCTalld UCTPajHU MOOOPHUIN HJCje O MOJEPHOCTH Kao ,,He3aBPIICHOM
npojekty (Juprem Xabepmac /Habermas/), Tako Aa W maHac IOCTOje
CTBapaollM KOjU HACTaBJbajy MOJACPHUCTUYKH, OJHOCHO aBaHTap/IHU Ha-
YUH JIeJI0Bamka. Y KOHTEKCTY TOT MHUTamka Cyo4aBaMo ce ca 0ap aBa mpo-
oimema. IlpBu mpomctmde w3 Temkoha ma ce ompene ogHocu u3Mehy

3 Richard Taruskin, The Oxford History of Western Music, Oxford University Press,

Oxford 2005, xmura IV, mormasme 47: ,Reaching (for) Limits“, 62. IToctoje u
Pa3IMYKUTH APYTU MPEAIO3U 3a MapKUpambe packujaa ¢ MoaepHu3MoM, a kpehy ce y
pacroHy oJ] moyeTka IIe3IeceTuXx 10 Kpaja cemampaecerux roguHa. Cam 1. Poubepr
je, Tmocye paHe cepHjaucTiike ¢asze, oko 1965. roJuHe MOYeo y CBOjUM JIeAMa Ja
KOPHCTH KOJQKHY TEXHHKY.
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MOJIEpHHM3Ma U MMOCTMOJIEPHU3Ma, TipaBalia Koju Beh mocra 1yro Koersu-
crupajy. [Ipema HeKuM cxBaTamuMa, TO Cy JABa CACBUM OJBOjeHa cMepa,
KOPEHUTO pa3induTa, JOK je M0 JPYruMa IMOCTMOJAepHH3aM Moryhe Ty-
MaYHTH Kao jeJHO KPHJIO Y OKBHPY MTO3HOT MOJIEpHHU3MA. YNHU Ce TIPUX-
BaTJHHBHjUM JIa C€ MOJEPHHU3aM U MOCTMOJEPHU3aM TyMade Kao Y OCHO-
BH HEITOMMPJBUBH, M TO IO T€ MEPE /1a C€ MOKE TOBOPUTH O MOCTMOJIEP-
HU3MY Kao aHTUMOJEpHU3MYy. AKO TpPHXBaTHMO TaKaB CTaB, ocrahe
WHTPHUTAHTHO TO IITO CY MHOTH KOMITO3UTOPH, Meljy Kojuma cy ¥ OUBIIH
yenHULM aBaHrapae (kao b. Jluretu), ycBOjuiM HOBY opujeHTalHjy Oe3
po0JieMa, YUHH Ce JIAKO U CIIOHTAHO.

[pyru npobieM OZHOCH ce Ha ONCTAaHAK aBaHrapje, Kao W, LIHpe
TJIeJ]aHO, MOJIEPHHA3MA JIaHAC, TOCEOHO ¢ 003UPOM Ha 3Ha4ajHEe TPOMEHE
KOje je My3uduKa KyJITypa y UeIUHH JOXHBeJa IMOCIeIBbUX JICIeHH]a.
Jok je uaeja MoziepHU3Ma Ouila Be3aHa 3a jelHY, IPETEeKHO jeTUHCTBEHY
MY3HUKY KyJITYpY, ocie Jpyror cBeTCKOr para HHTEH3UBHPAO C€ Mpo-
1ec (pparMeHTaIje My3HdKe KyJIType (3amodeT joln paHuje), Tako Ja ce
OHa pacliojuia Ha KyJITypy yMETHHYKe (KOHLEPTHE) MY3HKE, KYITYpy
aBaHrap/e U Ha momynapay Kyitypy.'! V Taksoj cuTyanmju He Moxe ce
OpaHWTH aKTyeJIHOCT KOHILIENTa aBaHrapie, a Ja ce He OCIOopU
(HempuWjaTHA) YMIHLCHUIA JIa je OHA JiaHAC OTpaHWYEHA CaMO Ha jelaH
BPJIO MaJI JI€0 MY3HYKOT' KYJITYpHOT MpPOCTOpa, U J1a HE MOXE MpPEeTeH-
JIOBaTH Jia MPEABOAM LIEJIOKYIIaH MY3U4KH Pa3Boj.

Mosxe ce jom KOHCTAaTOBaTH Jla Besinka BelinHa KOMIIO3MLHMja Koje
ce JaHac Tymade Kao OCTMOJEPHUCTHYKE HE UCITYHaBajy jelaH O KpH-
TepujyMa KOjH ce cMaTpa 3Ha4ajHUM Y HHXOBOM Je(HHUCABY, & TO je
OTBapame IpeMa LMIMPoj MyONuIHy, ITO MOApa3yMeBa U NPUXBATAHE CBOT
poOHor kapakTepa. TadHo je TO Ja ¢y y TUM, YeCTO KOJaKHIUM KOMITO3H-
1yjamMa, MaTepHjalid TaKO3BaHE BHCOKE M TaKO3BaHE HHCKE MY3HKE Y
PaBHOINPABHOM, HEXH]jEPapXUjCKOM OJIHOCY, Kao M Ja je MeJIOKyIHa
CTPYKTYypa My3HKe jeTHOCTABHHja U MPUCTYIIAYHH]ja Y OJHOCY Ha MOJIEP-
HHUCTHUYKY, aJl TO HHje TIOMOTJIO OBHUM JeJINMa J1a JIaKIIe U yOeIJbUBHje
0CTBape KOMYHHKaIMjy ca myOnukoM. Mako oHa MOXJa MMa HEIITO
Behin Kpyr ciymanama ol MOJCpHHCTHYKE, HM OHa HHUje ycmena Jaa
030WJbHH]E TIOTIPaBH CTalke “‘TEeTOM3UPAHOCTH . Y peTKa OJCTYyMama Ol
OBE THUIIMYHE CIMKE MOXe ce yOopojatu Mmy3uka ®dununa ['naca (Glass),
KOjH je U3 CBOT MOYETHOT MHHUMAIIM3Ma YIUIOBHO Y IIUPOKY MAaTHILy MO-
MmyJapHe, OJHOCHO KOMEepIHjallHe My3HKe, IITO HeMa HadyelTHO HEeTaTHB-
HY KOHOTAIIHjy.

4 Cf. Jim Samson, ‘Avant garde’ Grove Music Online ed. L. Macy (Accessed 20 De-
cember 2005), <http://www.grovemusic.com>

102



MenuTta Munun Erarne MoepHH3Ma y CpIICKO] My3HUIIU

Ha kpajy oBor kpokuja Mame myTeBa HOBe My3HKe y XX BEKy Be-
pOBATHO je jacHO Ja ce MOJEPHU3aM OBJE TyMauu Kao CIOXKEHa ernoxa
KOjy 4HMHE, TIOpe] aBaHTapIHUX Mpojiopa (Koju cy Op30 3acTapeBain), U
pasrpaHaTH TOKOBU CTBAapaJaIlTBa KOjé HOCH KapaKTePHCTHKE BPEMEHa,
aJIM HEeMa TaKo paJuKalaH WHOBalMOHH Haboj. Y TuM Mehymnpocropuma
Cy 4ecTO HacTajajla M3y3€THO 3HadajHa jAeja — MHora Beh ogaBHO 1eo
KaHOHCKOT pereproapa My3uke XX BeKa — y KOjHMa je My3WYKH je3uK
0a3upaH Ha ycCIienoj MPUMEHH eJieMeHaTa Pa3IMuYUTHX aBaHTapTHUX JI0C-
turayha nim otkpuha.

* % %

CpIICKH KOMIIO3UTOPH Cy, W3 Pa3syMJBHUBHX pa3iora, KaCHWIH Yy
MpUXBaTakby MOJCPHUCTHUKUX MPaBalla, ajli cy HEKH O] IbHX YCIeNH J1a
ce y JiBa Maxa CKOpO IOpaBHAjy ca Mel)yHapOJHUM aBaHrapIHHM TOKO-
BHMa: HAjIIpe, Y TPUACCETHM ToauHamMa XX BeKa, a MOTOM Y IIIe3Jece-
THUM, IITO je oMOryhHio Aa MocTMOIEpHHM3aM KOJA Hac He Oyle camo
peduekc norahama y cery, Beh na taj npenom Oyzae U CIOHTaHA peak-
Ija Ha MOJICPHUCTHYKA Havela Ko/l HeKOJIMIMHE JoMahiX KOMITO3UTOpA.

Mory ce yOuMTH YETHpH eTare CPIICKOT MOJEPHU3MA, Y3 KOje CY
JI0Jie HaBE/ICHW IbUXOBHU TJIABHH TPEACTaBHUIM. Kputeprjymu oBakBOT
carjesaBama JIaTy Cy Y HaCTaBKy TEKCTa.

— I erama (1908-1945): Ilerap Kowosuh, CreBan Xpuctuh, Muoje
Munojesuh, Jocun CnaBencku, Mapko TajueBnh.

— 1I erama (1929-1945): KOMITO3UTOPH ,,IIpalIke rpymne‘‘— MuxXoBHI
Jlorap, IIpenpar Mmtomesuh (nperxoxuauim), Jparyrua Yomuh, Jbyou-
na Mapuh, Bojucnas Byukosuh, Cranojino Pajuuuh, Munan Puctuh.

—1II etana (1951-1970):

a) Heoxnacuyuzam. Munan Puctuh, dyman Panuh, Jlejan decnuh,
Braman Pagoanosuh, Enpuxo Jocud.

0) Heoexcnpecuonuszam. Cranojno Pajuuuh, Bacummje Mokpamari,
Anexcanmap O6pagouh.

B) lloemcka apxauzayuja. Jbyouna Mapuh, Jlyman Paguh, Pajko
Maxkcumoswuh.

— IV erama (1956-1980): Bnanan PagoBanoBuh, Anekcangap O6pa-
noBuh, [lerap O3rujan, Ilerap bepramo, Cphan Xodman, rpyma Onyc 4.

103



My3ukonoruja 6 —2006 Musicology

[Ipumehyje ce ma Cy KOMITO3UTOpHM TIpBE W Jpyre eTrare jacHo
Pa3BOjCHU TeHepalujcku — Mitalji Cy C€ POJUIIN Y MPOCEKY YETBPT BeKa
MocIie CTapUjuX — JIOK Y KaCHHjUM eTariama JI0jla3u 0 Melllamka TeHepa-
IMja, T1a T0jeIMHA KOMIIO3UTOPH YUECTBYjY B ¥ Tpehoj u y ueTBpTOj eTa-
mu. AKO ce 00paTh NaKka Ha XPOHOJIOTH)Y HACTyTamka eTara, 3amaxa ce
Ja Joja3u 10 JCITUMUYHOT BPEMEHCKOT TpeKiamnama u3Mely mpBe u
npyre, kKao ¥ u3Mel)y Tpehe m uerBpre eTtame. BpeMeHCKH AHCKOHTH-
HyuteT usMely apyre u tpehe eTarne ycloB/bEH je paTHUM Pa3no0JbeM U
MOPaTHUM ,,[IPECTPOjaBaAHEM .

Temko je Mpeun3HO OAPENNTH Tpajamka MOjeAMHUX eTana. 3a moye-
TaK IpBe y3eTa je roguHa HactaHka MwunojeBuheBe cononecme Humga
(1908) y k0joj nMa MOAEPHUCTHUYKUX UMITyJIca ¢ TIOApy4ja (HpaHIyCKOT
MMIIPECHOHM3Ma U HEMadkKe MOJIEpPHE, a 3a Kpaj je u3adpaHa ToOjuHA
3aBpiieTka IIpBor cBeTCKOr para, mocie Koje Cy KOMIIO3UTOPH OBE
rpyne HACTaBHIIW Jia TMHINY CIMYHO Kao A0 Taja, ald CMHCA0 TaKBOT
pana BUIIe HUje UMao WHOBAaTHBHY CHAry, TaKO Jla C€ YaK JICJTUMHYHO
yKjIonuo y Bianajyhe coupeanuctuuke okBupe. Kao noma rpanuna apy-
re erane oapehena je 1929. roauHa, Kana je Hactana Sonata quasi uno
scherzo Muxosuna Jlorapa, nemno koje ahupMmuIiine eKCrpecCHOHNCTHYKE
eleMeHTe'”, JIOK je ropr-a TPaHKIa KCTa Kao 3a MPETXOIHY eTaiy, jep je
Kpaj paTa O3Ha4MO (MPUBPEMEHHU) PACKH] C MOJICPHUCTUYKHM HJejaMa
KOje Cy KOMITO3UTOPH ,,IIPAIKe rpyre” YCBOJUIH U MPUMEHHHBAIH TOKOM
nperxoaHe aerenuje. [omune 1951, u 1970. Mmapkupajy moverak u Kpaj
tpehe erame. To je Bpeme nsmely Pucruhese neoxnacuuucruuke /Jpyee
cum@onuje ¥ TOJWHA KaJa Pa3IHYUTH THIIOBH MOJCPHH3MA, KapakTe-
PUCTHYHHM 3a Tpehy erarry, Tyoe Ha MOJEPHUCTHIKOM IOTCHIIHjalTy, CBP-
craBajyhu ce y ,,yMepeHH MojlepHU3aM*. Y TOM ce Mepuoiy, y3 CBe
NPUCYTHH]jE AETOBamkE HAIlle aBaHTraplAe Y OKBHPY UETBpPTE eTare, 3ara-
’Kajy M HaroBelTaju mocTMonepHn3Ma. Behura mpoTtaronncra te erare
HacTaBuia je u mocie 1970. ma cTBapa y MOCTaBJbEHUM CTHJICKMM OKBH-
pHrMa, HEpETKO ce MpHOIIKaBajyhii HEKOM O TOCTMOAEPHUCTUYKUX TOKO-
Ba. Kao mpBo meno werBpre eramne carnenaBamo 7 xopaia (1955-56) Brna-
nana PamoBanoBuha, meno 3acCHOBaHO Ha MUHUMANIHM3MY avant la lettre,
70k 1980. rosmHa o3HauaBa Kpaj rIaBHOT aena pana rpyre Onye 4.'°

5B, Mapuja Bepramo, Enemenmu excnpecuonucmuyxe opujenmayuje y cpnckoj my3u-

yu 0o 1945. cooune, CAHY (IlocebHa m3nama, k. DXXVI, Onesbeme JIMKOBHE U
My3H4YKe YMETHOCTH, Kib. 3), Beorpan 1980, 37.

Y. nepuoamzanujy y pany Brnamana Pamosanosuha, Cpncka asaneapoa y 00n1acky
00 mysuke (1955-1980), I'pamuna, Humr 1984, 6p. 10, 5-37.
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I emana

Mopepuuctiuky umiysicu ¢y y CpOWju Haumum Ha HEJOBOJEHO
MPUNIPEMIBCH TEPEH, ITO HUje HEOOMYHO Kall ce Yy3My y 003Up OKOJI-
HOCTH NOJI0XKaja My3HUKe KYJIType YOIILTe y Halloj 3eMJbU Ha MOYETKY
XX Beka. Tama Hajmnaha reHeparja KOMIO3UTOpa, Koja he obenexuTn
KacHHjU, MehypaTtHn mepuon cprcke Mysmke, ca Iletpom KomoBuhem
(1883-1970), Munojem MunojeBuhem (1884—1946) u CreBanom Xpuc-
trhem (1885-1958) kao CBOjUM HAjUCTAKHYTHjUM TIpEACTABHUIIUMA,
“Maja je HajBHIlle apuHUTEeTa IpeMa My3HIKoM Hacliel)y mo3HOT poMaH-
THU3Ma Koje je MHTEerprcana y colcTBeHa Jiena, oborahyjyhu ra moBpeme-
HO eJIeMEHTHMa UMIIPECHOHU3Ma U, PETKO, eKCTIpecnonn3mMa. BepoBaTHo
cy MunojesuheBe comonecme Humgha (1908) u Janan (1909) mpse
CpIICKE KOMITO3HIIMje Y KOjUMa ce, TIOpel eJieMeHara Bepu3Ma U HITpa-
YCOBCKE PACKOLIHE XPOMATHKE M JpaMCKe HM3PaKajHOCTH, 3amaxajy u
YTHIAJH MMIPECHOHM3MA', A MX MOXEMO CMATPAaTH MPBUM HATOBEII-
TajIMa MOZEPHH3MA y CPIICKO] My3umy."® KOMIIO3HTOpH OB reHeparmje
cy cebe JOKHMBIJbABAIN Kao ,,peBONYIIHOHAPE", KOHKPETHO Kao ,,eKcIpe-
CHOHHUCTE", KOjU ,,IOHUPY y eJeMeHTe MojepHe, uckopuirhasajyhu te

eJIEMEHTE Ca HCKYCTBOM KOje je KOHCTPYKTHBHO™,"”

Opn noyetka XX Beka 10 [IpBor cBeTckor para, y mepuody Kazaa je
My3WYKHM JKHBOTOM y CpOmju cyBepeHo nommaHpao CreBaH Mokpa-
wall, HajMiaahu Tamammu komnozutopu Komosuh, Xpuctuh u Muso-
jeBuh MManu cy BpeMeHa TEeK Jla HaroBecTe CBOj€ MpaBe MOTEHUHUjale, a
jeman Mely muMa U Aa y30ypka momahy My3WdKy jaBHOCT: ITOCIIE TIpe-
mujepe XpuctuheBor opatopujyma Backpcere (1912), xputnuapu HUCY
HETaTHBHO pearoBalyd Ha CAMO OCaBpeMEHUBAmhEe MY3HUKOT je3uka, Beh
Ha TO LITO Cy YBEICHM EJIEMEHTH BEPH3Ma M MMIPECHOHM3MA OWJIH, 110
BUMa, HENPUMEPEHH TeMHU oparopujyma. thuma, a mpe cBera Muoje-
Bully KOjU ce eKCIIOHUPAO y KPaTKOj MOJEMHUIM IITO je ycleauwna, 3a-
CMETa0 je M30CTaHaK HALMOHATHHUX, CPICKUX O0enexja, ma cy MHOBa-

70 peuenuuju gena P. lrpayca u apyrux kommo3utopa apyre mosnoBuHe XIX u

noyetka XX Beka y MuyojeBuheBom omycy Bunetu: Pokcanna Ilejosuh, ,,Moryhn
yrunaj Puxapna Lltpayca Ha xommno3umje Munoja Munojesuha®, Komnosumopcko
cmeapanawmeo Munoja Munojesuha, 300pHuK pagosa (yp. Bmactumup I[leprunh),
Mys3sukonomku uactutyT CAHY, beorpan 1998, 32—-44.

Y cBOM, OBJic HaBeIeHOM pazy (B. HamoMeHy Op. 2), ctp. 60-61, bubana Munanosuh
HHILIE O ToYelMMa CTUIICKOT TUTypaln3Ma y CpIcKoj My3ui npen [IpBu cBeTcku paT
(eneMeHTH BepU3Ma U UMIIPECHOHU3MA), YUME C€ CPIICKa My3HKa yKJbydyje y IpoLec
MOJIepHH3aLyje.

Muroje Munojesuh, O cpnckoj ymemnuukoj my3uyu — ca ocobumum nozneoom Ha
Mmooepre cmpyje, CpICKN KIBIDKEBHH TIacHUK, beorpax 1936, km. XLVIII, 6p. 7,
497-510 (u cenapar).
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THUBHE €JIEMEHTE Y JEIy OLECHUIIN Kao ,,Tyl')e“.20 Kao u y apyrum my3uu-
KUM Halyjama y KojuMma je 0ap jeagHa KOMIIO3UTOPCKa CTpyja TeXuiia
W3TPaIbU MIPETIO3HATFUBOT L, HAIIMOHATHOT CTHIJIA®, OJHOCHO ,,HaIlNO-
HaJHO-CTIeU(UIHOT" T7aca, U Mel)y CprIckuM KOMIO3UTOpHMa Ce TO-
KOM HEKOJIMKO TeHepalyja oAp)kKaBajia TEeH3Wja, Mambe WM BHUIIE H3pa-
xeHa, u3mel)y ,,HaloHanucTa u ,,kocMononura®™. ¥ ,, 1po3Byky" Komo-
suh—Xpuctuh—Munojesuh?', mpamku hax Komosuh he 6urn Hajnocnen-
HUJU Y CBOM OIpele/beiy, 0K he ce ocTajia JBOjUIla MCIpoOaBaTu
nofjenHako Ha oba moxpydja. CBakako je upoHH4YHO TO To he Xpuc-
Trh, KOMe Ce TPUTOBapalio Ja OJaKo MpUxXBara ,,Tyhe*, KacHuje CTBOpH-
™ Oxpuocky nezendy, CBOje Haj3HAYAJHHU]E JEII0, TI0 KOHIIETITHjU TPaIn-
LUOHAJIAH LEJIOBeUEePHH OalleT 3aCHOBaH Ha (OJIKIIOPHUM TeMama.

Komouh je 610 4BpCTO yCHIPEH Y POMaHTHYAPCKO] €CTETUIH KOM-
MO3HLIKj€e, ajii je YUHUO UCKOPaKe MpeMa MOJCPHHU3MY, HajIIpe Y MambeM
Opojy Jena HacTalnuX y ToJMHaMa Koje Cy CIEAMIe MOCie BEeroBUX CTy-
muja y Ipary (1904—06), xaga je jomr OWO TOX jaKUM JIEjCTBOM OoraTe
YemKke My3MUYKe ClieHe, KacHHje W Y KOMIIO3HMIHUjamMa H3 MeljypaTHor
neprosia, U3 BPEMEHa CBOjUX MHTEH3MBHHX KOHTAKTa Ca CaBPEMEHHUM
My3HUYKHM, TIpe CBEra ONepCKHM, TOKOBHMA y cBeTy.”” Kako Hamommme
Hanexna Mocycoga, Ilerap KomoBuh HHje ocTaBHO 3amice o COTCTBE-
HOM KOMIIO3UIIMOHOM CTHJIY, aJld C€ Yy pa3roBopuMa IOHEKaJ Hu3jall-
BaBao O CBOJHM CTBapaladykuM KoHIenmujama. CadyBaHO je CBEIOYCHE
0 TOME Jia je, yIpPKOC TOME WITO je y MIIAJIUM TojJnHama cede cmarpao
MOJIEpPHICTOM, KacHHWje OIycTao Of TakBUX mpeTeH3uja. Yak je u 3a
Janayeka, xora je HaYe BeoMa yBa)kaBao, TOBOPHUO Ja ce ,,CyBHIIE TIpe-
IyCTHO MOJIEPHUM CTpyjamuMa’ (MHCIHO je Ha Jella HacTaja TOoCcie

2O perermmjn XpucriheBor opartopujyMa Backpcerwe nerasHO e Kartapnma

Tomamesuh: Cmusicke koopouname opamopujyma ,, Backpcerse “ Cmesana Xpucmu-
ha (1912) u numarve packpwha mpaduyuja y cpnckoj myzuyu Ha novemxy 20. geka,
Mysukounoruja, beorpan 2001, 6p. 4, 2004, 25-37. B. u panx Anexcannpa Bacuha /y-
XxoseHa mysuka y nanucuma Munoja Munojesuhia, 36opHuk Matuie cpricke 3a CICH-
cKe yMeTHOCTH U My3uKy, HoBu Cazn 1994, 6p. 15, 155-164 (sapounto 159-163).
Yu. ,,Konjovi¢ — Milojevi¢ — Hristié: trozvuk koji bruji i odzvanja u srpskom i
jugoslovenskom muzickom prostoru tokom citave prve polovine naSeg veka“,
Vlastimir Peri¢i¢, Stogodisnjica Stevana Hristi¢a, Zvuk, Sarajevo 1985, br. 1, 7.
Kama ce moryena crnmcak KOMIIO3HTOpa Koje je M3pa3sHTO LEHHO W 4YHja je nena
noceGHO TPOy4aBao, OAMax Iaja y OYM Ja OHH, C MaJo W3y3eTaka, HUCY Owin
HOCHOLIM MOJICPHHCTHYKUX HAeja, Beh Cy OWiM BeIMKH POMaHTHYApH, HMPETEKHO
cIoBeHCKH, M3 Apyre nosnoBuHe XIX m ¢ mouetka XX Beka: Puxapn Baruep,
Anekcannap bopomun, Mogect Mycoprcku, ArTomuH J[Bopkak, Jleom Janauek u
pure Apyrux. B. o rome y: Hanexxna Mocycosa, ,,Ctuicka opujenranuja [lerpa Ko-
wosuha®, JKueom u deno Ilempa Korosuha (360puux panosa, yp. J. Credpanosuh),
CAHY (Hayunm ckymnosu, k. XLIII, Onespembe JIMKOBHE W MY3HYKE YMETHOCTH,
Kib. 2) — Mysuxononiku nactuTyT CAHY, Beorpan 1989, 39-44.
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Kahe Kabanoege), 1ok je o cebu ToBOpHo 11a je ,,TOHOCAH MTO eKCTPEMHU
MY3HYKH TPaBIH HUCY Y3IPMaIH HKErOBEe KOHIICIIH]E U YTPO3HIN YMET-
Hrake uaentuter.> Fheroso neno je y nomahoj cpeamHu ¢ pasnorom
Ba)XXHMJIO Ka0 MHOBATHUBHO, O YeMy cBenoue MmiojeBuhieBe peun na ,.ca

M [Komosuhem], 3ampaBo, mounmse Hama MogepHa®.”*

VY uenunu rieaano, KomoBulieBn uckopany ka MOJEpHU3MY OHIIH
Cy OIpE3HH, OTpaHMYCHH CaMO Ha TOjeJMHE AEIOBE KOMITO3HLIUOHHX
IeJIMHA U YBEK Y CIy)KOM WHTCH3WBUpAha MY3WUYKOT H3pa3a. 3a CPICKy
My3uky nipe 1914. ronuae Heke KomoBuheBe comonecme (00jaBibeHE Y
30upuu M3 Hawux kpajesa,1906), Ouine cy 0e3 cyMme KOpak yHampes,
anu jour 6e3 MOJEPHUCTUUKUX 0Denexja.

Y mehyparHom nepuoay Komosuh je mpumuo HOBe yTHnaje, Mehy
KojuMa cy Owin HajOMTHHjU OHHU C MOApYYja My3WUKE CLEHE MPETXO/-
HHX JICIIeHHja Ha CIIOBEHCKOM TIIy — My3HUKe Japame U omepe Mycopr-
ckor (Mycoprckuii) u Janaueka. Hajcmenuja uckopauerma 3 Komosuhe-
BOT TIO3HOPOMAHTUYAPCKOT CTHIICKOT OKBUPA KOja CE MOTY O3HAYHTH Kao
eKCIPECHOHICTHYKA ™, IOBOJIE CE Y B3y C MOCTYIINMA Koje je y Jenyqu
u Kahu Kabanogoj puMemUBa0 JaHavek.

3a pa3nmuky o crabmiae KomoBuheBe eCcTeTCKO-KOMITO3HITHOHE TT0-
sunyje, MuiojeBulieBa je MpoOMEHJbMBA, IITO CE MOXKE TYMayuTH Kao
pe3yATaT TEXHE Ka eKCIEPUMEHTHCAhY U U3BECHOT JIyTama y TPaKEHhY
MIPaBOT KOMITO3HITHOHOT HeHTHTeTa. KomoBHh je KpUTHKOBAaO HEKa 3HAT-
HHja OJCTyIama Koja je MuiojeBuh HAYMHUO y OJHOCY Ha CBOj JIOMH-
HAaHTHO TO3HOPOMAHTHYAPCKH CTHJI y KOjeM Cy H3BECHE WMIPECHOHH-
CTHYKE TpOoIeaype A00po MHTerpucane. EneMeHTH eKcIpecHOHU3Ma Cy
TUCKPETHH]e IPUCYTHH Y Tpu necme na nemauke cmuxoge (1924) n Ilu-
py unysuja (M3 UCTe TOAUHE), HETO Y Pummuuxum epumacama (1935),
JeNly jeIMHCTBEHOM Yy wuenoM MusojeBuhieBoM omycy, KOMIIO3HLMjU
MECTHMHYHO Kpajihe 3a0MITPEHOT M3pas3a, Yhje Cy pUTMHUYKE M XapMOH-
CKE CMEJIOCTH MOY/Ia IPOUCTEKIIC U3 HETOBOT CycpeTa ca My3uKoM bap-
toka (Bartok) u IIpokodjesa.”® TToce6HO MecTo Meljy HBeroBuM enMa
3ay3zuMma Oaner Cobapesa memna (1923), y KojeM je BUCTIPEHO MY3HUKH
OJIrOBOPHO Ha MPOBOKATHBHOCT J3JaUCTHYKOT TEKCTYATHOT MPEJIONIKa
Mapka Puctuha. AHTHpOMaHTHYapCcKH KapakTep jena, Moryha Besa ca

B Hcro, 40.
2% Munoje Munojesuh, Knez 00 3eme, mysuuxa opama Ilempa Komosulia, Cpricku
KibMoKeBHU TiacHuk, 1. VII 1929, k. XXVII, cB. 5, 380.

Yn. Mapuja bepramo, Has. deno, 37.

M. Bepramo M3HOCH CTaB Jia je MOTUB 3a 0Baj MmiojeBuheB ,,TpeHYTHH H3IET y
nomoHO Moryhe Halil y HEroBoM ,,IPKOCHOM HM3a30BY OHMBIIHM YYCHHLHMA™, Tj.
npaikuM hanuma. B. Has. deno, 54—66.
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3CHHTH3MOM® , XeTEPOT€HOCT My3HKe, Ka0 M IPHMEHA KOJaXHE MpoLie-
nype’®, JONpHHENN Cy aBaHrapIHOM KapaKTepy OBOr ocTBapema. To je,
umnak, 6mo camo MuojeBuheB ,,H3IIeT y HETIO3HATO™, jeIaH O/ HEKOJIIMKO
CIIMYHUX, TIOCIIE KOjUX ce Bpahao y CBOjY CHTYPHY KOMIIO3UTOPCKY ,,JIyKy*.

Hox ce naknmHanuja Munoja MusojeBrha ka MOAepHU3MY Haju3pa-
3UTH]jE UCIIOJbaBajia y nenuma 6e3 gonkimopHux npumMeca, Jocun CiaBeH-
CKH je, kao u [lerap KomoBuh (1 jomr u3pasuTuje o mera), moceaoBao
CEH3UOMIIUTET 32 (POJIKIOP KOjU C€ CHOHTAHO MCKa3MBAaO MOACPHUCTHY-
kuM cpencteuma. Omrydyjyhu norahaj 3a meroB KOMIIO3UTOPCKH Pa3Boj
je 0e3 CyMmbe Mpe/ICTaB/bao HEroB CyCPeET, jOIl Y CTYISHTCKUM ToJ[MHa-
Ma, ca My3ukoM bene Baproka, on koje je moOno uMmIync 3a CBOjy
WHBEHTHBHY CTBapalayky Haarpaamy. [loBHIIEHN eMOIMOHAIHU H3pa3
Y BETOBUM JeIMMa 3a700H0 j& SKCIPECHOHUCTHYKY 3a0IITPEHOCT KOja
ce peanu3oBaja yHOTpeOOM CMEIHX pelieHha MPBEHCTBEHO y ITUMEH3H-
jama xapMoHHje U puTMa (OUTOHAIHOCT J0 aTOHAJTHOCTH, OCTUHATHOCT,
noymMeTprja). Axo ce m3y3my neia Mapuja Koroja u CiraBka Octepia y
CnoBenuju, Jocun CrnaBeHCKH je Y CPICKY (Kao W XPBATCKy M jyrOCIIO-
BEHCKY) MY3UKY YyIpajJid0 OIlyC KOjU je KOJ Hac TOKOM JIBaJIECETHX
roguHa OWo ,HajHampemnHuju* (Aa ymoTpeOWMO Taj OMHIJBEHH TEPMHH
MoJiepHHCTa). BHllle MHTYUTHBaH My3W4Yap HErO KOMITO3UTOP-HHTENIEK-
Tyajai, 33p>Kao c€ M 0CTA0 TPajHO y OKBUPUMA PAHOT EKCHPECHOHM3-
Ma, U3 KOjUX HHje UCKOPAYHO Y MpaBIly 00jeKTHBU3AIIN]E N3pa3a, THITNY-
HE 33 Pa3BOj My3HUKOT MHILbera nociue IIpeor cerckor para.” [la je
0uo KpearuBaH M BaH (OJKIOPHUX cdepa, CBeAOUS HEKa Jenia HacTaia
TpuaeceTnx roamHa, mehy kojuma ce moceOHO uctnuy Xaoc (1932) u
Myzuka y npupoonom momnckom cucmemy (1937), y xojuma je KOPHUCTHO
HOBE MHCTPYMEHTE Kao MTO cy bo3aHKeoB eHXapMOHHU]YM U TPAyTOHHUjYM.

Kao majmmahu yuecHunm npBe erare CprcKOT My3WYKOT MOJAEPHH3-
Ma Mory ce o3HauuTH Mapko Tajuesuh (1900-1984) u Munenko JKus-
koBuh (1901-1964), xoju cy Takohe TEXHIU jeAHOM MOJIESPHUCTUYKOM
pUCTyITy GOIKIOPHOj MaTepHju. TajueBuh ce paHo adupMuIcao KiIaBup-
ckuM 1kinycoM Cedam bankanckux ueapa (1927) u, kao u CiaBeHCKH,
KpeaTUBHO NMPUMEHHO OHO LITO je Hay4yno u3 aena baproka u CtpaBuH-

27 B. Nadezda Mosusova, ,,Mesto Miloja Milojevi¢a u srpskoj i jugoslovenskoj muzi-

ci*, Miloje Milojevi¢, kompozitor i muzikolog (zbornik radova), Udruzenje kompozi-
tora Srbije, Beograd 1986, 51.

B. Busbana Munaunosuh, ,, Cobapesa memia : GIUCKOCT ¢ €BPOIICKOM aBaHrapaoM™,
Komnosumopcko cmseapanawmeo Munoja Munojesuhia (360pHuK panoBa), My3uko-
noutkn uHCTUTYT CAHY, Beorpan 1998, 262-277.

O Tom acniekty CnaBeHcKoBOT jiena B. Bojan Buji¢, Desetogodisnjica smrti J. Slaven-
skog, 1zraz, Sarajevo 1965, br. 11, 324-336, u Mapuja bepramo, Has. deno, 66.
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CKOT, HUKAJ[ c¢ KacHHje HE OJMBaXWBINHU (WM He Kenehn) ma uerwmryje
HOBHjE TEPUTOPHje 3BYKa. "

II emana

OctBapeme ,,337aTKa* 1a ce YYMHU OJUIyYaH KOpaK y cMepy Jajbe
MOJIEpHM3AIIHj€ CPIICKE My3HKe MPEACTaBbalo j& ,,MHUCH]Yy" TeHepaluje
CPIICKMX KOMIIO3UTOpa KOja je MOYETKOM TPUAECETUX roguHa XX Beka
cTynuja Ha My3uuKy cueHy: Muxosuna Jlorapa (1902-1998), Ilpenpara
Munomesuha (1904-1988), paryruna Yoxumha (1907-1987), Jbyoure
Mapuh (1909-2003), Cranojna Pajuunha (1910-2000), Bojucnara Byu-
xosuha (1910-1942), u Munana Puctuha (1908-1982).*! Kao yuecuumn
IpyTe eTane CPICKOT My3W4KOI MOJEPHU3Ma, OHU CY HAYMHUIN AUCKOH-
TUHYWUTET Y OJHOCY Ha CTBApaNalITBO CTapHjUX, IITO UM je OMIIO OJaK-
LIaHO TUMeE IITO cy cTyaupanu y [pary, ma y Tom ognyuyjyhem pa3mzo06-
Jby 3a (hopMHpame Morjiena Ha My3UKy U Apyre YMETHOCTU KOJA MJIaauX
JbyZlU, HUCY UMaJIM KOHTAaKTa ca CTapujuMa. Y CBOjUM IPBUM PafOBUMA,
KOMITOHOBAaHHM MpE OJylacka Ha CTyAHje, OHH Cy cebe WCIHUTHBAIU Y
OJHOCY Ha 3aTe€dyeHy Tpaauuujy, npe cBera crpany. Ocum Muxosuna
Jlorapa, mopeknom CrnoBeHma ca Pujeke, CBH OCTali Cy MMald Mambe
WIM BHIIC MHTEH3MBHE KOHTakTe ca MuojeM MuiojeBulieM, cBOjuM
npodecopom y Oeorpaackoj My3udKoj IIKOJIU, @ HEKH W ca JOCUIIOM
CnaBenckum (Jbyomuria Mapuh m Muman Puctuh), mTo je y cymTuHH
3HAYMJIO caMo yIylinBame y CBET caBpeMeHe My3HKe, a He U BE3MBAME
3a HEKy KOHKPETHY CTWJICKY opujeHTanujy. Ha mux je, 6e3 cymme, My-
3UYKH MOAEPHM3aM € KOjUM cy gouutd y poxaup y Ilpary menoBao kao
IIIOK KOjH j& M3WCKWUBAO CTBapajavky peaknujy. Jemwro je Puctuh, xoju
je npe Ipara nmao mpuimke a Kpatko cryaupa y [lapusy, rae ce ynos-
HAa0 C HajHOBHjUM KOMIIO3UIIMOHMM TEHJEHIMjaMa, a MOTOM II0Ka3ao
WHKJIMHANHjy npema lllenbeproBoj aToHaTHOCTH U q0aeKadOHHjH, CTH-
rao y 4eXOCJIOBaYKy MPECTOHHILY 00Jbe IPUTPEMIbEH Ha N3a30BE MOJIEP-
um3ma.”? O cBux mpamkux haxa, jequno je Munomresuh nokasao u3pa-
3UTY CKJIOHOCT IpeMa HeokJacuuuiMy. Puctuh je komOnHOBao enemeH-
T€ HEOKJIACUIIM3MAa U EKCIPECHOHMU3MA, JIOK CY OCTalld OWJIHM MPETEKHO

3O yrumajy Baproxa ma Tajuesuha B. Ammma Ca6o, “Bema Baprokx — Mapko Taj-

uepuh”, /leno u denamumocm Muxauna Byxopazcosuha u Mapka Tajuesuha, CAHY
(Hayunu cxynosu k. CV, Onesbere JIMKOBHE M My3HUYKe YMETHOCTH, Kib. 5), beo-
rpaxa, 2004, 113-131, u Karapuna Tomamesuh, Modalities of Béla Bartok’s Influ-
ence on the Serbian Music in the First Half of the XXth Century, Bartok’s orbit, pax
MPOYMTAH Ha HAY4HOM cKymy Bartok's orbit, Byaummnera, 22-24. mapt 2006.
Hagenenu cy npema XpoHoIOruju omnacka Ha crynje y [pary.

Bro je, yocTtanoM, 1 1ocTa CTapHjH O OCTAINX M3 Ipyne Kazx je crurao y [Ipar, jep je
Tamo oTIyToBao 1937, kax My je OWMIIO TBajieceT AEBET rOMHA.
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EKCIIPECUOHUCTHYKY OpHjeHTHCAaHU. Tpeba HammoMEeHyTH Ja Ce KOMITO3H-
TOPCKE €CTETHKE CTapHjHuX MOAEPHHCTA, OHUX W3 IpBe eTame (M3y3eB
npuBpeMeHo MuuojeBuheBa), HUCY NMPOMEHWIE TOJ YTUIajeM HOBUX
CTpEeMJbCHha KOja Cy YCBOJHIIA MJIaJIH.

[TocmaTpany Kao IIeNMHA, KOMIIO3UTOPHU TPAIKe TPyIe Cy Y CPIICKY
My3HUKY VHEJIH TaJa HajaKTyeITHH]e MOIEPHHUCTHIKE (EKCIIPECHOHICTHIKE 1
HEOKJIACULIMCTHYKE) TeHACHIIMje, Ca HAarJackoM Ha aTOHAJTHOCTH, Kao U ca
WHIVMBHIYATHAM CKJIOHOCTUMA WM Ka XaOMHOj MUKPOTOHAITHOCTH, MM Ka
aTeMaTHYHOCTH, HEOKIacHuIm3My u aoxekadormuju. OBaj mpoboj y chepe
palMoHaT3alUje Y OpraHu3aIyjd My3WYKOT MaTepujajia MPE/ICTaBhao je
paJMKaliaH MPEOKPET Y CPIICKO] My3HLH, YIOpeauB ca epeKkThMa Koje je y
EBpormn m3a3zBao mperxomHHMX fAelieHHja W OWo jom Biamajyhu y mely-
HapoaHUM OKBUpKMa. Hactao je penaTuBHO Manu Opoj OBUX Jielia M OHa Cy
YIJIaBHOM HaWIla HA OYEKHBAaHO KPUTHYKH OJTOBOP y CPIICKO] CPEIUHHU.
VYcioBH 3a HaCTaBaK KOMITOHOBAHha TaKO PaJUKaIHO YCMEPEHHX Jella HUCY
OWIIH TTIOBOJBHH, IIITO j€ JIOBEJIO /IO N3BECHOT TUCTAHIMParha O] eKCTPEMHHUX
BapHjaHaTa OBOT MOJIEpHH3Ma, a M30Hjambe Jpyror CBETCKOT pata 03HAYUIIO
je TIPaKkTHYHO Kpaj TUX MOJEPHUCTHUYKUX HacTojama. [lo3HaTo je u nma je y
JPYTOj MOJIOBHHH TPHUAECETUX T'OIMHA JOULIO J0 MOBPATKa TPAJAULIHOHAI-
HOM M3pa3y KOJI jeJIHOT O]l POTaroH|cTa oBe rpyne, Byukosuha, kao u TO
Ja je Ta mpoMeHa Ouiia UJIe0JIOIKA MOTHBUCAHA.

Komnosurope ,,ipamike rpymne MOXeMO OCHOBaHO Ja O3HauMMO
Kao aBaHTapAKCTe, KaKO je TO yOoCTaJloM yoOuuajeHo y nomahoj My3u-
KOJIOIIIKO] JTUTEepaTypH. 3axBajbyjyhul mHMa, CPIICKa My3HKa j€ Y CBOjO]
Jpyroj eTany MY3HYKOT MOJIEpHH3Ma JOCEryia CTHIICKO TMOPaBHAME C
HajIpOrPECUBHUJUM ycMepewuMa MelypatHor nepuosa. Mspuname oBe
TBPIEE, MelyTHM, Ioipa3yMeBa Jja ce nMa CBECT O HEKOJIMKO OrpaHuya-
Bajth/IX YMBCHUIA: Ja Hallla My3W4YKa aBaHIrapJia U3 TpUJACCECTUX roJJuHa
o0yxBaTta cam0 MaJii Opoj KOMIIO3HIIMja HEKOJIUIIMHE ayTopa; Jia Ce paju
0 IOYETHUYKUM, BEeNNHOM jOIII HEJIOBOJHHO BEIITO KOMIIOHOBAHUM PaJio-
BUMa; Ja HeMa ,,UCTHX* IpUMepa IpHMEHEe HEeKe CaBpeMEHE KOMIIO-
SUIMOHC TCXHUKE HUJIN MCTOJAa, Beh Ja Cy IbHUXOBHU CJIIEMCHTH U3MCUIaHU
ca TpaaMIHOHATHEM; ' 1a ce Huje (pOpMHpaTa HeKa CHeHH(pIIHA aBaH-
rapjHa ,,[IIKoJIa‘“, 3a ITa HUje HU OMII0 BpEMeHa.

3 B. mmpe o Tome: Katarina Tomasevié, Srpska muzika na raslri¢u Istoka i Zapada?

O dijalogu tradicionalnog i modernog u srpskoj muzici izmedu dva svetska rata,
doktorska disertacija, Beograd, 2003, rukopis, 270. O MwiojeBuheBoM onHOCY
rpemMa MOJISPHUCTHYKUAM TEHJICHIMjaMa y CPIICKO] MY3HUIHM U Y IIHPEM KOHTEKCTY, B.
Anexcanmap Bacuh, [lonoowcaj aeaneapoe y cpnckoj My3uukoj Kpumuyu u
ecejucmuyu  npeée nonogune XX eexa — ,,Cpncku  KroudicegHU — 2NACHUK ',
Mysuxonoruja, beorpax 2005, 6p. 5, 289-306.

3% B. pax M. Bepramo, Has. deno, 92, passim.
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III emana

My3HKa CpIICKOT MY3HYKOT MOJIEPHHU3MA Y OBOj €Taly MMaja je He-
Ka o0elexja KapaKTepUCTUYHA 32 TIPBY €TaIly, Kao IITO Cy Cyo4aBarme ca
(TIOHOBO) BEJIMKHMM 320CTajarheM JI0 KOjerT je JOIUIO 300T H30JalHje 3eM-
Jbe mocye J[pyror cBEeTCKOT paTa U JIejCTBOBamba HJICOTIOTHjE COLHjaTUC-
THYKOT peajn3Ma, Kao0 M CIPEMHOCT Ha KOMIIPOMHUC H3Mel)y crapor u
HOBOT.”” YUeCHHIIH OBOT Tpolieca OGN Cy 1aIeko OPOjHHMjH HEro LITO je
TO OMO CITy4aj y MPETXOIHUM eTaraMa, IITO ce MOKe 00jaCHUTH TOBe-
harnM OpojeM KOMIO3UTOpa YONIITe (BUIIE IMKOJOBAHMX KOMITO3UTOPA
¥ MCTOBPEMEHO JICJIOBA-E BUILIEC TeHepalfja), Tako Ja ce u Behu Opoj
KOMITO3UTOPA HAIIA0 Y MO3UIHjH JIa TeKU YKIbYYHBAKY y aKTyeIHE Me-
hyHapoaHe My3udKe TOKOBE.

Meby cprckum kommosuTopuMma nociie 1945. rogune, OKpeHYTHUM
Haciehy XIX u mouyerka XX Beka, TOTOBO 03 MKakBUX WHMOpMaIiija o
BEJIMKUM MPOMEHaMa YHjH je HOCHIIAI] OWiia TaJlallikba eBpOICKa My3ny-
Ka aBaHTrapja, U3[BOjUJIa Cy c€ TOKOM IIeJeceTHX TroJ1Ha, Kajga je Majlo
MOMYCTUJIA CTPOTOCT HACOJIONIKUX 3aXTeBa, TPU IMyTa MOJCPHHU3AIM]C.
KonTpogsep3se koje je y momahoj My3uuKOj jaBHOCTH H3a3Ba0 00jCKTHBH-
CTHYKH, cTpaBUHCKOBCKU Cnucax (1954) Jymana Paauha (1929-), ro-
BOpPE O HETOBOM T'OTOBO CYOBEp3MBHOM KapakTepy. HeokmacuimcTiuka
opHjeHTanyja je ouna HajaBibeHa /[pyeom cumgponujom (1951) Munana
Pucruha, xoja 300r cBOT IPOKO(jEBCKOT JyXa U JIXKEPHOCTH U3pa3a HU-
je IenoBajia Tako MMPOBOKATUBHO Kao PanuheBo neno. Pasnnunti BUaoBu
HEOKJIACUI[M3Ma TIOCTAIIN Cy Taja jelaH oJ JOMHHAHTHUX IyTeBa MpUO-
JMKaBama eporckuM TokoBuma: Jlejan Jecnuh (1930-), Cumponuja,
1955; Bnanan PanmosanoBuh (1932-), Konyepmanmua cumgponuja, 1956;
Enpuko Jocud (1924-2003), Sonata antica, 1956; Bacunnje Moxpamai
(1923-1984), Konuepmuno, 1958.

[Topen HeokacHIM3Ma, CBOje MOKJIOHHUKE je¢ MMajla W TEHACHIIH]a
(K0jy MOXEMO O3HAYUTH Ka0 HEOCKCIPECHOHUCTHYKY) JIa CE OCaBpeMe-
HUBakE M3pa3a OCTBAPH HAa OCHOBH IMO3HOT poMmaHTHM3Ma. OBa JTHHH]jA
pa3Boja ce MOXKe CXBAaTHUTH Kao HeKa BPCTa OJ[jeKa MpeBUpama Ha eBPOI-
CKOj My3WYKOj CIICHH y NpPBUM JerieHHjamMa XX Beka, Kaua je Mojaep-
HU3aM OHMO y paHoj, eKCIIPeCHOHUCTHYKO] a3u. He Tpeba na uynm mro
Cy y OBOM MY3WYKOM yCMepemY OMIIM 3aCTYIJbEHU HEKH OWBIIH MPAIIKH
harmu (Cranojmo Pajuuwnh, [parytun Yonuh), koju ¢y Beh y cBojoj mita-
JOCTH MMaJIM UCKYCTBO C €KCIIPECHOHM3MOM. tbrMa cy ce mpuapyKuin
Y MJIaJ KOMIIO3UTOPH KOJI KOjHX jé HEOSKCIPECHOHN3aM OWO MPHUIIPEMHA

3 O IIyTeBUMa Ipoaopa I/IHOBaHI/Ija Y CpHOCKY MY3UKY IIEACCETUX U MIE3NCCETUX I'OAU-

Ha, B. Memura MunmuH, TpaduyuoHanno u HO80 y CPHCKoj myzuyu nocie [pyeoe
ceemckoe pama (1945-1965), Mysukonomku uactutyT CAHY, Beorpan 1998.
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(ha3a 3a KacHHMja cMenuja ynymrama y HoBo: Pymond bpyun (1917-2002),
Bacunmje Mokpaman, Anekcanmap OOpamouh (1927-2001), Ilerap
Bepramo (1930-).

Heoknacuuctuika u HEOEKCIIPECHOHUCTUYKA IpaHa CPIICKE MY3H-
Ke Ie/IeCeTHX ToMHa (I1a ¥ HeITO KaCHUjUX) MOTY Ce carjeqaBaTH Kao
BHUJIOBH NPUOJIIDKaBaba MHTEPHAIIMOHATHO] aBaHTap/Ii TOT BPEMEHa, TaKJIe
Kao CTBapalallTBO y OKBUPHUMA ,,yMepeHor MojepHu3Ma‘*“. OCHOBHa pa3-
nuKa Mel)y \BHMa OTHOCH ce Ha MY3WUYKH W3pa3, KOju je Y TPBOj TpaHH
MIPETEKHO 00jEKTUBUCTHYKH, CYB M PE3aK, JIOK je Y APYToj UCIOBEIHOT
TOHA, EMOLIMOHAIHO U ApaMcKH 000jeH. UecTo TpeTupaH Kao CTUI KOjH
je CyBHILE 3aryieiaH Y MpoUuIocT (300T MPUBUAHOT OJYCTajama O 3aX-
TeBa 3a WHOBATHBHOININY), Ta CTOTa PErpecHBaH, HEOKJIACHIIN3aM j€ y
CPIICKOj MY3HIIY TIEIECETUX TOJIMHA 3HAYHO YIPABO CYNPOTHO: HAYMH Ja
ce JeMOHCTpHpa OJUTydHa BOJba Ja C€ HANyCTH TPaguLWja U CBAKU BH[
YTHIIaja COLUjATHCTHYKOT peallu3Ma |, YOrITe — 6opOy 3a ayTOHOMU]Y
CTBapaJaIITBA.

OcHM HEOKJIaCHITM3Ma U HEOSKCIIPECHOHN3Ma, TTOCIepaTHa JICIeH -
ja je u3HeApuIIa jOIIl jeJHy PeUHTEepIpeTalnjy Hacieha npee mojoBuHE
XX Beka, Koja OM ce MOTJia MIMEHOBATH Ka0 HOeMmu308ana apxausayuja.
[ToxcrakHyTH OOHOBOM MHTEPECOBama 33 CPIICKU CPEA-H BEK y cdepa-
Ma KIbIDKEBHOT M JIMKOBHOT CTBApama, Ka0 M UCTPAKUBambUMa UCTOPH-
Yapa YMETHOCTH, HEKH KOMIIO3UTOPH, Ha MpBoM MecTy JbyOuma Mapuh,
CTBOPHJIM Cy Jela y KOjUMa C€ WCIIOJbMO HOB OJHOC IpeMa TemMama
MPOLUIOCTH, Ca KapaKTePHCTHYHOM aHTHPOMAHTHYAPCKOM CHAroM eKc-
MpecHje U U3pa3oM y KOME CE JIMYHO U OIIIITE CIIOjUJI0 Ha HAYMH KOjU
HHUje HU YUCTO €KCIPECMOHMCTUYKOT HM HEOKJIACHLUCTUYKOT TUMa, Beh
BUXOBa crernuduuHa kKomMOnHanja. BepoBaTHO je 3a cTBapaorie OBOT
ycMmepema — nopen Jbyourie Mapuh, nemoBuMa cBOjUX OImyca OBJE IIp-
unanajy u Enpuko Jocud, Ayman Paguh u Pajko Makcumosuh (1935-)
— OWo HajIIOKOHOCHUjH cycpeT ca nenuma Mropa CtpaBUHCKOT U3 pyc-
K€ ¥ HEOKJIACHITUCTHYIKE (haze.

1V emana

Kpajem menecetux rommHa XX Beka CpICKa My3WKa je yluuia y
YETBPTY, MOCIIE/ABY €Tally My3H4KOT MojepHu3Ma. CIMYHO Jpyroj era-
I, ¥ 4eTBPTA je OmIa paguKkaiHja o1 OHE KOja joj je MPeTXOoauia, mpHr-
OmmkaBajyhn ce HajaKTyelNHWjUM TEHIEHIHMjaMa MYy3WYKOT MHIUbEHa,
MOHEKaJ OCTBapyjyhn M CHHXPOHOCT, TaKO Aa CE MOXE O3HAYUTH Kao
Apyra aBaHTapaHa ¢asza y oKBUpY cprickor MoaepHusma. Ckopo cBe Out-
HE HOBHHE KOj€ Cy OOCNeKUiIe pa3Boj My3UKe y CBETY TOKOM IIPBE IBE
JeneHuje nocie Jpyror cBeTckor para Hamuie Cy oJjeKa y CpIICKO] My-
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3HIU IIE3/ICETHX TOJUHA, arcopOOBaHe W MPOPUITPUPAHE KPO3 CBAKY
MOjeIMHAYHY CTBapaauyKy WHAWBUIYATHOCT. TexHUKa paja ca 3ByYHUM
MacaMa ToKa3ana ce Kao MCUXOJIONIKH MPUXBATIbUBHU]a OJf HEKUX JPYTHX
Koje cy, 0ap y IpBO BpeMe, IIIOKAHTHO JIeI0Bajiec Ha BEhWMHY KOMIIO3UTO-
pa, yak miagux. Tako cy cepujannzam, eleKTPOHCKa MYy3UKa, ajleaTopH-
Ka, pag ¢ MarHeTo()OHCKOM TPaKOM W MHHUMAaJIM3aM MMajlil OTpaHu4eH
yTHIIa] Ha gomMahe cTBapallalliTBO, alid je 3a pa3Boj CPIICKE MY3HKE OMIIO
OWTHO Ja Ce OCTBapHU peIeNiidja TUX HajaKTYSIHUJUX CTPEMJbCha, Ma-
Kap U y CKpOMHOM 06umy.*®

HajuspasuTrja TUYHOCT CpIIiCKe aBaHTapiHe cieHe je Bmagan Pago-
BaHOBHUN, KOjU U JaHAc, UCTPAJHO M CHCTEMAaTUYHO, CTBapaNayKh UCTpa-
Kyje Kako 30HE YHCTO MY3WUYKOT, TAaKO M OHE KOje HaCTajy y HHTEep-
aKIMjH pa3IMIATUX MEJHja — CHHECTe3HjcKy obiacT. Jom ol BpemeHa
CTyAWja OH je TPaauo JIMYaH OJHOC MpeMa HAEjU MHTErpaHOT cepHja-
JU3Ma, OCMHUIIIbaBajyhu CBOj ,,IPUHIIAI (PPEKBEHIIM]je  KOjU Ta je BOIUO
Ka KOMITO3MIIMOHOj TeXHHUIM paja ¢ mapuujaHuM kiacrepuma. [Ipume-
HHUO je cBoje oTkpuhe pagehu Hexonmko roguHa Ha Cgepoony (1960-
64), 6e3 ogpeheHor yBuaa y pajx HOCWIIAla aBaHTapIHUX HJEja Y CBETY
KOj! Cy HEIIITO paHHWje Peai30Balli [iejia CPOTHA MO HIEjHO] OKOCHHIIH.
[open Januca Kcenakuca (Xenakis) u wmerosor Memacmacuca (1953—
54), 1 HEeKU APYTY aBaHTapAHU KOMIIO3UTOPH TOT BpeMeHa NCTPasKUBAIIN
cy moryhHOCTH paja ca 3BY4YHHM Macama, jaoiaseh 10 CIMYHUX pe-
IIeHha YeCTO HE3aBUCHO jeaan o apyror. bepl) Jlureru (Ligeti) pamuo je
ca KJacTepuMa U MUHYLIHO3HOM MHKPOIIOJHU(OHHjOM y CBOJUM CYITHII-
HuM [lpusuherouma (1959) u Ammocgpepama (1961), a mo camaHUX pe-
3ynTata cy mornutnd u Kapmxajar lltokxay3en n Kmmmrod [lennepenku
(Penderecki). Bnagan PamoBanoBuh y cBoja nena yHocu U (KOHTpoJUCa-
Hy) aneaTopuKy, cTBapa eJekTpoHcka (ox 1966), xommjyrepcka (of
1976) u pamnodoHCcKa aena.

TokoM IIe3/IeceTUX TOJMHA M3BOJUIIO CE jOII HEKOJHUKO CPIICKUX
KOMITO3UTOpa Milalhe reHepannje KOju ¢y MCKa3alu CKIOHOCT IpeMa ce-
JIEKTHBHO] MPUMEHH aBaHTapAHUX Mpolenypa. Anexcangap OO6pagosuh
je mpuMemuBao noAekadoHH]jy, aJeaTopHKy, eIEKTPOHCKE U ,,KOHKPET-

3 O cprckoj Mysuukoj apamrapam B. Mirjana Veselinovi¢, Stvaralacka prisutnost

evropske avangarde u nas, Univerzitet umetnosti, Beograd 1983; Melita Milin, ,,New
Music in Serbia“, Russische Avantgarde. Musikavantgarde im Osten Europas (Doku-
mentation — Kongressbericht). Hrsg. Roswitha Sperber und Detlef Gojowy, Heidel-
berg 1992, 268-275; Tujana [lomosuh—Munahenosuh, Differentia specifica. U3 xom-
nosumopcke npakce y beoepady, Mysuuku tanac, 1995, 6p. 4-5, 28-40. (apyru neo
j€ IO UCTUM HacIoBOM 00jaBJbeH y HCTOM dacomnucy Op. 1-3, 1996, 36-52, a Tpehn
neo y op. 4, 1996, 18-49); Biractumup [epuuuh, Tenoenyuje pazeoja cpncke mysuxe
nocne 1945, Mysuuku tanac, beorpan 2000, rox. 7, 6p. 26, 64—80.
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He™ 3ByKe (CHHMMJbeHE Ha MarHeTo(oHCKy Tpaky); Ilerap bepramo je
rMaBHY MaXKky YCMEpPHO Ka MHOBallMjamMa Ha MOApPYYjy GopMe U 3Byd-
HOCTH (KJlactepu y nojeauHuM onceuuma); [lerap Oszrujan (1932-1979)
0uo je MpuUBYYCH MOTYhHOCTHMA ceprjaan3Ma U IMOJECKE COHOPUCTHKE; a
Pajko MakcumoBuh aneatopukoM Takolje IoJbCKOT MOPeKIa.

V cnenehoj nenenunju cy ce y momahy aBaHrapaHy CIEHY YKJbYYHITH
n Hajmiahu — Cphan Xodman (1944-), ca IpBUM U jeTUHUM MPHIOTOM
WHTETPATHOM CEPHjalIN3My Y CPIICKOj My3uiHn (Xexcazonu, 1978) u Va-
Ha Credanosuh (1948-), koja je ucrTHBAJA TIOIPYYja EIEKTPOHCKE MY-
3WKe W Iupe, paguodoHHje, Kao W 4wiaHoBU rpyrne Onyc 4, poheHu
KpajeM 4eTpIeceTHX U MOYETKOM nefeceTnx roauHa (Muonpar Jlasapos,
Brnagumup Tommwmh, Munmumup [pamxosuh, Mupocias Casuh), koju cy
ce Y TOKY CTyIuja MOOYHWJIH MPOTHB TPAJWIMOHATMN3MA Y HACTaBU Ha
Oeorpagckoj My3W4koj akageMuju, a MOTOM HAacTaBHIM JAa Jenyjy
HEKOJIMKO TOJMHA Mo OKpuibeM CTyIEHTCKOT KyJITypHOT LIeHTpa. buin
Cy NPBEHCTBEHO NMPHUBYYEHU pajgoBuMma W uiejama [lona Kejya u ame-
PUYKAX MUHUMAIIUCTA.

MebhyTum, kKao 1mTo je To OMI0 Ha MIMPOj, MehyHAPOJAHO] MY3HUKO]
cuenu, Tako cy u'y Cpouju (u JyrocnaBuju) cegaMmzieceTe TOAWHE O3HA-
YiiIe MOYeTaK JUCTAHIUpama O]l aBaHTapJHUX CTpemMJbera. Hekn on
NpEeICTaBHUKA TaZa Cpelmbe TeHepalyje KOMIIO3UTopa, kao Bacuimje
Mokpaman u Jlejan [decnuh, koju ce HUKag U HUCY MPUKIIAmHaId aBaH-
rapJy, MOCTENCHO Cy YCBajaJld HEKe CaBpeMEeHHje TPUCTYIe, HEOMETaH!
HH OJ1 aBaHTapIHUX HU OJ1 HOCTMOJICPHUCTUYKNX TEHJCHIIHja KOje Cy ce
taga ¢popmupane. [lojeannu komno3uTopu Tajna miahe renepamyje, Kao
Mmwan Muxajnosuh (1945-), Byk Kynenosuh (1946—), Bractumup Tpaj-
koBuh (1947—-), Ceermana Makcumosuh (1948-) u 3opan Epuh (1950-),
Yy CBOJHM TIPBUM CaMOCTaJIHUM PaJIOBUMa IOCJe JUTUIOMHPaka HUCY Ce
YKJBYUMJIM Y HEKH OJ TOKOBA aBaHTrap/e W3 IIe3[eceTHX roauna, seh cy
UCIIOJBUIIM TEXKIbY Ka 3aCHHMBAaIby CBOJHX PaJioBa Ha PasMUUTUM TEKO-
BHHAMa MOJICpHU3MA, OIl FheToBUX modetaka. OHU cy y cinenehum dasza-
Ma CBOT CTBapaJlalliTBa yCBajalll HEKE UJIjHE MMOCTyJaTe MOCTMOACPHU3-
Ma (HOp. Kopumheme TEeXHUKE PENEeTUTUBHOCTH M3HUKIE M3 MHUHUMA-
JM3Ma, ca eJIeMEHTHMa IOIyJIapHe MY3WKe — [Ie3a M pOKa), ald IOCT-
MOJIEpHM3aM HHUCY NMPUMWIA Ha EKCIUIMIUTAH U JEKJIapaTHBaH HAa4YWH,
ynopeaus ca npuctynuma Llopra Poubepra nnun Kummmroda Ilenaepen-
kor. KipbydHO ocTBapeme TOr cMmepa mpeicTaBiba Arion — le nuove
musiche per chitarra ed archi (1979) Bnactumupa TpajkoBuha, aemo
KOj€ Kao Jla IMIUTMIIUTHO KPUTHKYje aKTyeJHe aBaHrapAHEe TCHACHIHN]C U
CBOjOM ,,HOBOM jEIHOCTAaBHOIINY* JKeJIM Ja CKpPEeHEe NaXiby Ha Bpel-
HOCTH M TIOKpETauKe HJIeje My3udKe peHecaHce (ary3nja Ha 30MpKy Ma-
purana u apuja bynuja Kaunnuja /Caccini/ Le nuove musiche, 1601).
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PacmipaBe o oBoM menry Tpeba cBakako Aa 00yxBaTe W MPETXOHH KOMITO-
3UTOPOB OMYC y KOjeM Cy OWIM TOCTaB/b€HH CTAOWJIHU OCJIOHIM Y
nenuma Kinona Jlebucuja nu Onusjea Mecujana (Messiaen).

OcamjieceTe U AeBelleCeTe rOJMHE y CPIICKO] My3unu Ouhe oberne-
keHe cBe BeNOM JOMHHAIM]OM IMOCTMOJIEPHUCTHYKOT MOJIENA Pa3MHIII-
Jbarka, MTO j€ KOHKPETHO 3HAYMIO MIOHOBHY aupMaIijy TOHAITHOCTH Y
IIUPOKOM CMHCIY, MOBPAaTaK MY3MUYKHUM >KaHPOBHUMA, Paj Ca LUTaTHMa
MY3HUKE APYTHX KOMITO3UTOPA, OOMYHO U3 PAHHjUX €M0Xa, YHOIICHE MyJICH-
pajyhe puTMuKe W3 TOIyJIapHe My3HUKe, U CIMYHO. 3axBasbyjyhu TakBoj
IIMPHUHY TI0Jha CTBapama, Moryhe je 1a ce ayTopu pa3IMYuTHX TeHepalyja
KOjU Cy [eJIOBajli y TOM BpEeMEHY cariieiajy u3 yjenumyjyhe mocTmo-
JCPHUCTHYKE TIEPCIIEKTHBE, IITO CE MOXKE BHICTH Ha MPUMepHUMa MO3UIINja
Jbyounie Mapuh, Jlejana [ecnuha, 3opana Epuha u Mcunope XKebesban
— Jla HaBEJIEMO CaMo IO jeJHOT TPEJCTABHUKA Pa3IMYUTUX TeHEpaIHja,
O]l KOjuX je cBaka cieneha miaha 3a oko JBe AenieHHje o]l IpeTXoAHe. 3a
cBe TO BpeMe je Brmaman PamoBanoBuh rcTpajaBao Ha CBOjHM CHHTE3H|CKUM
¥ METaMy3HUKHM TPOjEKTHMA, KAO jeMHU JOCIIEIHN aBaHTapIUCTa. |

& 3k ok

Llnse oBor pasa Omo je ma ce cprcka My3nka XX Beka cariena u3
MEPCIEKTUBE JMHAMUKE FeHUX WHOBAIIMOHHUX TEHACHIH]ja, IITO je YCIIO-
BWIO TOTpeOy cyodaBama ca MpobjeMuMa MOJAEPHHU3aIMje, OJHOCHO
MonepHu3Ma. Jla Ou ce mTo 00jeKTUBHHUje U e(UKacHHje TPOHUKIO Y
OBy 00jacT, OMJIO je HEONMXOIHO Ja Ce Hajupe MPEICTaBH EBPOIICKH,
OJTHOCHO CBETCKM KOHTEKCT Pa3BOja My3WKE Y HPOILUIOM BEKY, a TIOTOM
Jla ce MOBYKY JIMHHje KOje MOBe3yjy Te CTBapajauke TEHACHIMjE U aK-
THBHOCTH Ca OHHMMa Koje ¢y ce oasujaiie y gomahoj cpenuan. [Tocsehena
je maxXma TEPMHHOJIOTHjH KOja ce KOJ HaC KOPUCTH Y THCaby O MY3HIIU
OBOT pa3nobiba W 00pa3NoXKeHW Cy pasio3n 3a Kopulheme o3HaKe
MoOepHu3am yMecTo modepHna (a TUME U HOCHMMOOEPHU3IAM YMECTO
nocmmodepua). HaunmeHa je U mepruoan3anmja Cprckor My3UIKOT MO-
JICpHU3Ma, KOja je JlaTa y MIUPOKUM IO0Te3uMa, 0e3 3aaxerma y Moryhe
cllyyajeBe HEyKialama OIyca MOjeJHHUX KOMIIO3UTOpa y AATy CXeMy.
Heka Oynyha merasbHHja cTyamja moHehe curypHO M3BECHA MPEUCIIATH-
Bamba U3JIOKCHUX TIPEJIOTa, IMITO je 0e3 CyMmbe Je0 MPUPOTHOT MpoIeca
KPUTHYKOT JIMjAJIora y CBaKOj HAYIIH.

37 PanoBanoBuheBH MeTaMy3HUKH pajoBH HPUIAAjy 3aceGHOj KATEropHju KOja HHje

HU MY3HKa, HA CHHTe?,PIjCKa YMETHOCT.
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Melita Milin

THE STAGES OF MODERNISM IN SERBIAN MUSIC
(Summary)

In order to consider this topic, it was first necessary to discuss certain
problems of terminology and periodisation relating to musical modernism in
general. It is already familiar the extent to which the terms ,,new music*,
,modernist”, ,contemporary”“ and ,avant-garde“ music have been used
interchangeably, as synonyms. For this reason, it was first important to outline
the period of musical modernism as almost generally accepted, which is
regarded as an epoch comprising three different periods: (i) period of early
modernism (1890-1918), announced by a break with later romanticism and a
turn towards French Impressionism, Austro-German Expressionism and Russian
“folkloric Expressionism’; (ii) period of ‘classical modernism’(1919-1945) that
witnessed a diffusion of neo-classicism and serialism; (iii) period of ‘high
modernism’ (1946-1972) characterised by highly experimental compositional
techniques such as integral serialism and aleatoricism. In relation to this, avant-
garde movements are seen as radically innovative and subversive tendencies
within this modernist epoch, and while certain postmodernist ideas can be
recognised as early as the 1950s, postmodernism as a movement hadn’t gained
its full potency until the 1970s. Since then, it has assumed different forms of
existence as well as having assimilated a continued form of ‘modernist project’.

The second part of the article proposes a periodisation of Serbian musical
modernism, which is divided into four stages. The first stage (1908—1945) was a
period where elements of Impressionism and German expressionism were
creatively introduced into the works of several leading composers (Petar
Konjovi¢, Stevan Hristi¢, Miloje Milojevi¢, Josip Slavenski, Marko Taj¢evic).
The second stage (1929-1945) was marked by a group of composers who studied in
Prague and assimilated certain progressive compositional techniques such as
free tonality, atonality, dodecaphony, microtonality and athematicism (Mihovil
Logar, Predrag Milosevi¢, Dragutin Coli¢, Ljubica Marié, Vojislav Vuékovié,
Milan Risti¢). The third stage (1951-1970) followed immediately after the era
of Socialist Realism, which involved the rediscovery of the pre- World War II
Western modernism and prepared the ground for contemporary avant-garde
developments, almost non-existent before 1961 (Milan Risti¢, Dusan Radi¢, Dejan
Despi¢, Vladan Radovanovi¢, Enriko Josif, Stanojlo Raji¢i¢, Vasilije Mokranjac,
Aleksandar Obradovi¢, Ljubica Mari¢, Rajko Maksimovi¢). The fourth stage
(1956-1980) was the period during which the post-World War II avant-garde
developments found their home amongst Serbian composers, some of them
conceived almost simultaneously with but independent of the current progressive
development in the rest of the world (Vladan Radovanovié, Aleksandar
Obradovié, Petar Ozgijan, Petar Bergamo, Srdjan Hofman, the group Opus 4).

UDC 78.037(497.11)
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Leon Stefanija

BETWEEN AUTONOMY OF MUSIC AND THE
COMPOSER’S AUTONOMY.
NOTES ON MODERNISMS AND TRADITIONALISMS
IN SLOVENIAN MUSIC OF THE 20™ CENTURY

Abstract: The aim of this article is to examine the relations between the old
and the new in the context of 20"-century Slovenian music. The question
about the old and the new is seen not only as a question of different facets of
an age-old opposition, but also as a complex issue of the epistemological
contextualization of those different facets.Centred on the main historiographical
entries — the avant-garde, modernity, traditionalism, and post-modernity —, the
outline of the 20M-century Slovenian musical culture endeavours to point out
what is a common problem of the Western musical heritage from the past
century: the problem of defining constituents of the old and the new within
different epistemological contexts.

Key words: new music, contemporary music, postmodern music, epistemology of
music analysis, sociology of music.

Contents: THE AIM; A HISTORIOGRAPHICAL SURMISE; THREE TURN-
ING-POINTS IN FRAMING THE NEW IN SLOVENIAN MUSIC; First frame;
Second frame; Third Frame; A TOPOLOGICAL SURVEY OF HISTORICAL
CATEGORIES IN SLOVENIAN MUSIC SINCE 1945; Histories on Slovenian
music after 1945; Traditionalism; Modern music; Post-modern music; A TYPO-
LOGY OF SLOVENIAN POST-MODERN MUSIC; TO CONCLUDE WITH

The aim

My aim is to examine the relations between the old and the new in
the context of 20™-century Slovenian music. As one among predominant
historiographical premises, comprising different facets of the musical
practice, the question about the old and the new is seen not only as a
question of different faces (M. Calinescu) — individual musical phenomena —,
but also as a complex issue of the eyes belonging to those different faces.

Thus the goal of this article is far from offering a comprehensive histo-
rical sketch of the 20"-century Slovenian music with its epistemological
agendas. Nonetheless, centred on the main historiographical entries — the
avant-garde, modernity, traditionalism, and post-modernity —, the following
outline of the 20™-century Slovenian musical culture aims to point out
what is, I believe, a common problem of the Western musical heritage
from the past century: a problem of defining constituents of the old and
the new within different epistemological contexts.
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A historiographical surmise

In the last quarter of the 20" century, usually labelled postmodernity,
there predominate claims about a loss of different sorts of signposts and
of growing differentiation. Consequently, claims predominate about
erasing the gap between modernisms and (among others) traditionalisms
— a kind of irreconcilable paling of oppositions into a “myriad of
mirrors” of possible, imaginable, available, and once already known,
seen, and heard things. This time presumably brings nothing “really” new
and emphasizes, with baffling range, merely the process of transformation
of the old phenomena. There is much uncertainty concerning the
statements about “the fall into the vast freedom” — a recurrent although
hardly substantial argument about the “specificity” of the contemporary
compositional practices. They do not remain contradictory merely
according to the range within which the musical life is formulated, but
also through the veiling of otherwise different epistemological foci: Is it
necessary to speak “of increasingly richer features” of contemporary
music and “of accomplishment” of the ideals of artistic autonomy (devised
by the modernists) or of the processes of “dying-off” and of “withering-
away”” of the once sublime realm of Western music?

Seemingly a personally conditioned question would hardly be worth
mentioning, if contemporary music could be set in a row with all those
“past’s futures” — the ideas and realizations of new music(s) — that are so
specific to the Western art music. The difficulty with postmodern music
is not seen in itself, in the differences and paradoxes of the contemporary
musical practices, but in the perplexed range of its relations with its past
and its (hardly predictable) future.

At least two complementary relations seem to have a vital role in the
forming of its elusive identity. The first one could be indicated with a
somewhat ironic transfiguration of the metaphor of contemporaneity as a
dwarf perched on the shoulders of a giant. The mediaeval metaphor,
ascribed to Bernard of Chartres, acquires the background for the musical
metaphor of a postmodernity as a dwarf sitting on the giant, but all one
can supposedly see is an outline of a thorny path on which giants, having
lost their equilibrium, are bumping one into another. In the meantime,
the horizon of the dwarfs on their shoulders is bouncing not only
forwards and upwards, but also their eyes are compelled to scan the
surroundings and the way ahead — the selected compositional and
aesthetic nodal points along which their giants are treading. The second
relation between the old and the new is more pragmatically focusing on
“taking parties” between the ancients and the moderns. It shifts the
epistemological context of the dwarf on the giant’s shoulders into a
picture of a dwarf talking to other dwarfs about his advantages of a life
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freed from many “earthy things” to which their “stupid giants” are bounded
up. In other words, what is done by the second view of the relation
between the new and the old is to gain an “enrichment of the term
‘modern’ with a number of sharply polemical connotations™'. This view,
bringing nothing new if compared to the first one, contributes a pragmatic
aspect to the discussion of the modernisms and traditionalisms that is,
after all, a fairly important one in the history of 20"-century music history.

Both indicated relations between the new and the old seem to stir up
a number of epistemological questions. As for the “postmodern” music
and its putative lack of tangible criteria: it often remains unclear if the
negative stance — i.e. the reproaches concerning the contemporary
“prisoners of freedom”, various “demises” of the Western musical
tradition (as if contemporary music has lost power in a series of bare
effects and that consequently the proclamation of the disappearance of
the possibilities for a long/er-term effect of everything that composers
create) — or its opposite, the positive stance toward postmodernity as a
“final liberation” from the old prejudices, refer to compositional,
receptive, or general cultural history. No matter which stance one wishes
to advocate, one should obviously differentiate the epistemological —
especially between the axiological, etiological as well as heuristic —
issues implied in both. Without being able to offer any final claims about
the old and the new, a set of threads from which the relations between
the old and the new are woven offers an epistemological footing,
relevant, I believe, for notions of the new and the old in (not only
Slovenian) 20"-century music.

Three turning-points in framing the new in Slovenian music

In Slovenia — let us say, also — the frequent identification sign is still
the persistent division into modernists and traditionalists: into ideal
opposition, inside which a somehow “undefined” plurality of musical
poetics is nestled. But at the same time the dividing line of this kind is
becoming weaker in its convincing power, elusive are the foundations of
the mentality calling for linear antinomies between the “traditional” and
the “new”, the “high” and the “low”, the “domestic” and the “foreign”,
“the unique” and “a plagiarism”, etc. On the contrary, there is a growing
awareness of the debunking of the ideals of progress, revealing the
consequences of the development process - consequences of the different
ways in search of personal artistic truth. Some of them, despite everything,

' Matei Calinescu (1996), Five faces of modernity: Modernism, Avant-garde, Decadence,

Kitch, Postmodernism, Durham: Duke University Press, 35.

119



My3ukonoruja 6 —2006 Musicology

have helped to give birth to valuable musical creations that undoubtedly
have a broader cultural value.

Naturally, also cultural values are in abundance. But the scatteredness
of pluralism is not to be mistaken for the polyphony of differences, for
also significant common features could be found where differences are
claimed. In a period of emphasizing the simultancousness of what is
different it is precisely the relations — or, rather, the tensions between
kindred and different phenomena — that are seen either as a bounty or a
weakness. These relations, of course, do not refer only to composers and
their works, but also to institutions and events, ideas and biases, cultural
as well as political conditions. Therefore, I would like to present this
mosaic of layers of Slovenian musical practice in the 20" century.

I would be inclined to think in terms of some historians who claim
that the Slovenian 20" century began in 1918, after attaining independence
from the Austro-Hungarian Monarchy. Yet the real calendar differs from
the cultural, even more from the psychological one in which art usually
dwells. Thus the relations between stylistic features, cultural climate, groups
of people or other phenomena specific to certain periods, are knitting
scenes that do not allow such an (over)simplification. Instead, in knitting
the threads of the Slovenian 20"-century music, three changes need to be
mentioned in the first place. They form a kind of reference-web within
which the notion of the new has been embedded: the first change could
be addressed as a broad cultural strive toward music as autonomous art,
the second as a more socially determined necessity for composers’
autonomy, while the third is a set of habitual issues on cognition of
music as artistic expression.

First frame

The cultural nature of the first turning-point in understanding the
new in Slovenian music of the 20"-century can be confined as being on
the level of the history of pragmatic ideas. It is a transformation of the
ideals from 19"-century national movements, musically bounded to the
so called reading-societies — societies that cultivated the idea of a national
culture — leading toward the ideals of music as autonomous art. The most
obvious sign of this process was the musical periodical Novi akordi (New
chords). As a vernacular counterpart to the older ecclesiastic journal
Cerkveni glasbenik (Church Musician, published 1978-1945, 1976—),
Novi akordi (New Chords) was the first periodical on music that has
been published, in contrast to its short-lived predecessors, on regular
basis for a longer period of time. At first a bimonthly journal, Novi
akordi appeared in 1901 as a periodical for solo or chamber scores, in
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1910 also the supplement with reviews and articles on music was added,
informing and educating the readers. The periodical became a too heavy
burden for its editor, Gojmir Krek, a Slovenian living in Vienna, lawyer
by profession and Liebhaber by vocation.

Now, Novi akordi was published within a decade and a half, when
the fin-de-si¢cle spirit pervaded the most advanced idea(l)s allowing,
soon after the First World War, the Berliner music chronicler Paul
Bekker to give a name to an epoch, Neue Musik (1919). But Novi akordi
did have a rather conservative stance toward the novelties, as practiced
by E. Satie, C. Debussy, A. Scriabin, Ch. Ives, G. Mahler, 1. Stravinsky,
A. Schonberg and others (not to mention the futurists). Novi akordi only
dropped a hint that a new era was emerging with their awkwardly
expressed title. With regard to the technical and aesthetic features, all
pieces published therein (some of them justifiably, but some among them
mistakenly almost forgotten today)* offered the musicians a solid,
enjoyable music that — with few exceptions® — reached, at the most, the
happy medium of the 19"-century middle-class private musicianship.

The aesthetics of the then leading German and French music did not
find a way in the mental circumstances, in which the newly founded
Slovenian Philharmonics (1908-1913), a national counterpart to the German
Philharmonische Gesellschaft (1794), lost its chef conductor Vaclav Talich
because of the intrigues hindering his ambitions of practicing music as
autonomous art. Although the Slovenian audience of that time did become
aware of the national music as autonomous art, it did not accept the
compositional novelties that later on became leading achievements of the
20™-century music.

Nevertheless, the swing of the Slovenian musical life and music
(re)production after the First World War bears witness to the efficacy of the
Slovenian pre-war music above all in the following institutions: except Novi
akordi, very active was especially Glasbena matica (Music society) — the
main and only central Slovenian music society until the beginning of World
War II; 1872-1945 —, further also Orglarska Sola Cecilijinega drustva (School
for organists at the Caecilian Society; 1877-1945, 1999—), Slovensko na-
rodno gledalisce (Slovenian National Theatre), and the operatic and sympho-
nic activities of the German community that was fairly strong in this region.

2 Choirs, songs, piano pieces, compositions for violin and piano as well as some other

chamber miniatures.

For example, Novi akordi indicated one of the European main music novelties of that
time, expressionism, with the piano miniature Moment (1912) by Janko Ravnik
(1891-1982) and mixed choir Trenotek (Moment; 1914) by Marij Kogoj (1895-1956).
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Second frame

After the First World War, Glasbena matica accomplished a half-
century-old idea: Konservatorij Glasbene matice (Conservatory of the
Music society) was founded.* The pre-war pedagogical endeavours of Anton
Foerster (1837-1926), Fran Gerbi¢ (1840-1917), Matej Hubad (1866—1937),
Stanko Premrl (1880—-1965) and their colleagues had achieved meritorious
success, and the Conservatory offered a basis for the changes with
regard to the music tradition then stemming mainly from the Liebhaber-
mentality. Moreover, Konservatorij offered a platform for otherwise
dispersed individual efforts in “catching up the European streams” and,
above all, enabled a mental turn away from a belittling division between
“us and them™. Another institutional novelty was born under auspices of
Glasbena matica. As the former German Philharmonische Gesellschaft
dissolved, Orkestralno drustvo (Orchestral Society) took over its
function as the main local symphonic institution. Anton Lajovic (1878-
1960), an influential lawyer and a solid composer promoted it into an
institution, as he wrote in the new Ordinance (1921) for this society, that
its task is “by and large to cultivate music in Slovenia, especially music
of south-Slavic provenance”. Glasbena matica preserved this cultural
mission until 1945, when the range of activities of this music association,
disfavoured by the new socialist regime because of its “bourgeois scent”,
was confined to a mixed choir. As late as in the last decade, the original
aspirations of Glasbena matica as a central Slovenian music institution
had been coming to the fore, with different people, of course, but with
quite similar idea(l)s.

Musical life between World War I and II was inspired by two
cultural stances: between the flaring national(istic) consciousness of people
like Anton Lajovic, and the newly rising opportunities of equating, but
above all of juxtaposing, the domestic culture with the “foreign”, especially
“Middle-European art”, as favoured by people such as Stanko Vurnik
(1989-1932). The German operatic and symphonic activities were
brought to an end. Although only in modest range, the operatic scene in
Maribor (the second largest Slovenian city) did become enlivened, the
Slovenian Opera, nationalized in 1920 as a part of the Ljubljana’s National
Theater, underwent estimable advancement within fourteen seasons of

The Conservatory of Glasbena matica was reorganized in 1927 into a State
Conservatory, in 1939 was transformed into the Academy of Music.

995

Cf. Andrej Rijavec, ‘Sloweniens Wiinsche an die “Musikgeschichte Osterreichs™, in:.
Musicologica Austriaca 2, Salzburg: Osterreichische Gesellschaft fiir Musikwissenschaft,
59-69 (66); , ‘H glasbi na Slovenskem in slovenska glasba — uvodni razmislek’, in:
Informativni kulturoloski zbornik, Martina Orozen (ed.), Ljubljana: Seminar sloven-
skega jezika, literature in kulture, Filozofska fakulteta (1995) 227-231 (229).
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directorship by Mirko Poli¢, who enabled the change of “a provincial

theatre to a national one”®.

The period between World War I and II thus brought a new musical
bias: if before the First World War the voice-centred Slovenian music
tradition prevailed’, from the 1920s onward instrumental music began to
grow in importance. However, vocal tradition has remained strong up to
this day. Between the Wars, the conditions there were dependent on several
choral associations. Already before the First World War, the active Zveza
slovenskih pevskih zborov (Association of Slovenian Choirs) was dissolved
and, in 1924, the Jugoslovanski pevski savez (Yugoslavian Association
for Singing) was established. In this context, two Zupas (“parishes”) were
active — one for the region of Ljubljana (“Hubadova zupa”, comprising
36 choirs) and the other one for Maribor (“IpavCeva zupa” with 25
choirs). At the same time, Pevska zveza (Singing Association) with its 198
choirs was functioning as a link for all the choirs that accepted the
“principles of the ‘Slovenian Christian Social Union’, inherited by the
Jan. E. Krek™. In the 1930s also the youth choirs experienced institutio-
nalization, although a short-lived one.” A more mottled picture appertains
to the instrumental music. Except for different chamber combinations,
cultivated mainly by different institutions for occasional performance —
and notwithstanding the mentioned activities of Glasbena matica — four
pillars of shaping the instrumental concert life in Ljubljana should be
mentioned for the period between the Wars: Orkester Narodnega gledalisca
(The National Theatre Orchestra) had also symphonic concerts, and in
1921 began to give subscription concerts also Vojaska godba Dravske
divizije (The Army Band of the Drava Division). These orchestras were
also being joined by individual musicians on regular basis from the
Zveza godbenikov za Slovenijo (Association of Musicians for Slovenia)
and, in the thirties, also by students from the Conservatory. A further

Borut Loparnik (2000), “Poli¢eva doba slovenske Opere: ozadja in meje”, in: Zbornik
ob jubileju Jozeta Sivca, Ljubljana: ZRC SAZU, 205-224 (221).

It might seem rather peculiar, but it should be understood as a part of Slovenian
culture in its historical heritage, that in a city like Ljubljana, where the Academia
Philharmonicorum was established in 1701, the first “romantic symphony” composed by
a native Slovene composer (Fran Gerbi¢) was written in 1915 (Lovska simfonia [Hunting
Symphony)).

8 Vilko Ukmar (1939), “Slovensko glasbeno Zivljenje v dvajsetletju 1918-1938", in: Spo-
minski zbornik Slovenije. Ob dvajsetletnici Kraljevine Jugoslavije, Ljubljana: Jubilej, 292.
Beside Cerkveni glasbenik (Church Musician), singers acquired their materials from
three other journals: Pevec (The Singer; 1921-1938), according to the Pan-Slavic ideals
chiselled music journal of Pevska zveza, and similarly conceived Zbori (Choirs;
1925-1934), published by Ljubljanski zvon. Grlica (1933-1935) helped to promote
youth choir music, flourishing especially in the youth choir Trboveljski slavéek.
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discernible contribution to the Slovenian musical life in the thirties was
given by the Radio broadcasting corporation (1928—) and by the
Ljubljanska filharmonija (Philharmonics of Ljubljana) established in
1935. It was Ljubljanska filharmonija that tried to fill up a vacancy in a
milieu without “properly working” symphonic institution: i.e. after the
first Slovenian Philharmonics (1908-1913), only Orkestralno drustvo was
formally the main, but — apparently insufficiently active — institution
devoted to performing symphonic music.

With the growing appreciation of Slovenian instrumental music
between the Wars in the public domain, and not only in the intimacy of
the (mainly literary) salons, as in the 19" century, also the idea of new
music was gaining in importance — all the more so as the Second World
War was approaching. In contrast to the ideals of new music before the
First World War, the notion of the new in music received less institutional
sheltering. At this time the journal Nova muzika (New music) propagated
new music. Although with much more enthusiasm than before in Novi
akordi, Nova muzika was but another short-lived music journal (1928-
1929). It brought, with more or less clearly defined strivings for new
music, some idea(l)s of the musically new — but in sum: it was much
more a feeble voice of the few against the prevalent utilitarian dealing
with music than a mirror of the new musical achievements. Now the
proponents of the new did know what they should be opposed to: they
battled, as Franc Sturm wrote'’, over “false folklorism”, “stylo-mania”
and debatable “Sloveno-philantropy”. But new music in their eyes was
vaguely and, from case to case, differently understood, not only in practice
but also in terms of music theory and philosophy. Although some interesting
composers from that time could be mentioned'', it seems indispensable
only to note that the most penetrating compositional figures of Slovenian
music between World War | and II, Marij Kogoj (1895-1956) and Slavko
Osterc (1895-1941), enabled the generations after the Second World War
to dwell on a neat distinction that was to become an idealistic paragon for
years to come: between expressionism (Kogoj) and neo-styles (neoclas-
sicism and neobaroque, specific to the work of Osterc) — a kind of
Slovenian 20™-century archetype which Western art theory usually
addresses, with various vocabularies and profound finesse, as the difference
between the emotional and rational approaches to music.

From a letter of Franc Sturm to Slavko Osterc, quoted in: Katarina Bedina, List nove
glasbe. Osebnost in delo Franca Sturma, Ljubljana: Cankarjeva zalozba 1981, 15.

' For instance, besides Karol Pahor (1896-1974) and Danilo Svara (1902-1981), the
idea of new music was important to the oeuvre of Pavel Sivic (1908-1995), Demetrij
Zebre (1912-1970) and Franc Sturm (1912-1943), Vilko Ukmar (1905-1992), partly
and only for this period also the work of Lucijan Marija Skerjanc (1901-1973).
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The period between World War I and II thus widened out the ideas
on the new in music. At that time at least, the way was paved for a more
institutionally recognizable existence of new music, expressed first in the
journal Novi akordi (1901-1914) and pursued with more persuasiveness
in Nova muzika (1928-1929). However, the new in music was — a
complex notion as it is — a catchword demarcated, on the one hand by
several compositional criteria — especially from Prague and Vienna, with
which not only the past cultural ties remained strong, but through which
also the main advocates of the new in Slovenian music had been at least
partly educated — and, on the other hand, by a more culturally conditioned
set of beliefs and preferences with regard to one of the central antinomies
of 20™-century music: the antinomy between the pragmatic category of
composers’ autonomy and the metaphysical category of music autonomy.

Third Frame

If key-notions in the history of Slovenian music after 1945 should be
addressed, the choice would have to dwell, with inevitable simplification, on
a variegated nomenclature. Apart from neo-style approximations and
emphasis on personal musical poetics, three critical catchwords prevail:
socialist art (or socialist realism), avant-garde (as the culturally “most
advanced” level of modernism), and postmodernity. In more academic
terms, Slovenian musicology speaks mainly of three style-bound historio-
graphical premises: traditionalism — modernism — post-modernism.

It may be understood as an irony for the Slovenian cultural tradition — a
tradition that in the last fifteen years has been trying to overcome
“black&white paintings” of its communistic past — to bring into the focus
of discussing postmodernity the same theoretical quandaries that were
specific to the notion of socialist art as well as of the avant-gardes. The
situation could find parallels with some of those antinomies listed by H.
Danuser in the last edition of Musik in Geschichte und Gegenwart for the
entry Neue Musik'*: in all cases, one of the central issues is, as T.W.
Adorno aptly admonished in one of his lectures amidst the greatest
“avantgardistic fever” during the 1950s, the fast aging of the new music.
For Slovenian music since 1945, it seems that post-modern extremes
have stimulated a reflection not only on differences, but on pinpointing
common denominators, enabling one to distinguish, as semiotic opposition
reads, between types and tokens.

2 Hermann Danuser (1997), Neue Musik, in: Ludwig Finscher (ed.), Die Musik in
Geschichte und Gegenwart Barenreiter, Sachteil 7, 75-122.
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Of course, such a generalized claim can gain some sense only if the
details about each little stone in the mosaic of Slovenian music after
1945 can show at this stage, why such an allusion to a universalistic
ideal of the classical — and it is exactly the utopian musica perennis that
Adorno’s Das Altern der neuen Musik is amounted to — should be taken
seriously in discussing the otherwise hardly comparable musical topics
of socialist realism, modernism and postmodernism.

However, before discussing them in some detail, I would like to
point to the third important change in the history of Slovenian 20"-century
music. It is a change in the domain of music appreciation, a change — or
rather: a still ongoing process of changing — of habitual issues on
cognition of music as artistic expression. This, | believe typical Western
characteristic, seems to pervade in Slovenia from the time since the end
of the fifties (since 1958, when a TV set became an indispensable piece
of the household furniture, and also other technical facilities for sound
distribution became more widely accessible). By comparison with the
first half of the century, the rather fast coming changes in aesthetic ideals
(not only in Slovenian music since 1945) almost demand one to keep in
mind that this social “banality” helped to realize a profound change in
thinking about the new — it compelled one to accept the unavoidable
pragmatic stance that, to use B. Groys’s note: “Das Neue ist nicht blof3
das Andere, sondern es ist das wertvolle Andere.”” Groys’s claim that
only “valuable novelties” are novelties at all could be, of course,
differently understood. But at least one of the implicit claims is difficult
to overlook: although the values of each style, or musical ideal, could be
incommensurate, unique, inestimable for the specific “consumer(s)”,
when discussed alongside of some other — as they might be — similarly
incommensurable historiographical categories, they become more
palpable as far as their common features as well as differences are
concerned. After all, only if common grounds exist, do differences appear —
as well as different values resulting from ramified relations of power.

Thus a comparison of the content appertaining to the main histo-
riographical categories of Slovenian music since 1945 is given further on
(a kind of a “historiographical topology”), followed by more substantial
discussion on the compositional practice in the postmodernity. In focusing
on the historiographical categories of the Slovenian music since the
World War 11, the question about constituting, of becoming, of forming
historiographical categories has been a main epistemological support.
More concretely, I am indebted for a valuable epistemological cue to the

3 Boris Groys, Uber das Neue. Versuch einer Kulturékonomie, Miinchen-Wien: Carl

Hanser Verlag (Edition Akzente, ed. Michael Kriiger) 1992, 43.
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German form of structuralism in the so-called history of concepts
(Begriffsgeschichte), as developed primarily by the historian Reinhard
Koselleck — especially to his focus on a historical time and its social and
ideological representations.

A topological survey of historical
categories in Slovenian music since 1945

One could wonder whether different views that can be found in the
histories of 20"-century have been founded on similar suppositions. The
century of individual musical styles and traditions seems to experience
an embodiment of its “myriad of mirrors” in its second half, although its
first half does not lack rhizomatic landscapes of individual composers,
framed in different geographical and cultural contexts. The more the
second half of the 20™-century is seen as a cultural whole, founded on the
ruins of the Second World War, the more quandaries arise with defining the
present time, called postmodernity, as a part of this cultural whole.
Moreover, as postmodernity is fairly often defined as “a sign” indicating
“a crisis of defining things”', it seems that this cultural whole has at
least one constant: a sense of differentiating its pasts and futures.

One can easily agree that it is not always possible to talk about an
agreement with regard to individual phenomena, past or present. Yet on
rare (although by no means less important) occasions, differences do
emerge with regard to the thematic premises supporting the argument."
Historiographical categories are such premises: for example, aesthetic or
sociological “framings” (R. Littlefield) like “modernism” or “avant-garde”,
“expressionism” or “post-modernity”. They produce a kind of “notion-
webs” that are comparable to one of the classical examples of topology —
the underground (transport) map of a big modern city or, we could add, a
tourist guide or anatomic sketch: we are not interested in how big or
important phenomena are, but how and where are they connected. This
might be seen, of course, as a superficial approach, by and large at odds

Wolfgang Welsch, Unsere postmoderne Moderne, Berlin: Akademie Verlag 42002,
319. Originally Welsch’s thought reads: “Der Ausdruck [Postmoderne] ist sinnvoll
nur als Indiz. Er verweist auf eine Bestimmungskrise, wo eine alte Signatur nicht
mehr greift, eine neue aber noch nicht eindeutig in Sicht ist. [...] Dazu will der
Terminus anhalten. Er hat Signalfunktion.”

A historian’s perspective has been questioned many times not because of thinking in
terms of this or that historical category — about these or those musical works, styles,
theories etc. —, but because of inappropriate surmises and explanations, even
“omissions”, of connections between them: because of the lack of a minimum
attention that, in Reinhart Koselleck’s words, should be paid to “the before” and “the
after”, or to “the below” and “the above” with regard to a discussed phenomenon.
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with the ideals of a thoroughness of the contemporary (not only) music
research. However, far from sharing this scruple, I believe that such an
epistemological compass can offer telling insights into a musical culture
and its music. That is the main reason for focusing on historiographical
categories concerning Slovenian music after 1945, not, for the moment,
on the music “itself”.

Histories on Slovenian music after 1945

As far as the historiography of Slovenian music of the 20th century
is concerned, the following information is necessary. At the moment, one
book on 20"™-century Slovenian music is available. Although some
valuable partial studies on Slovenian music after the Second World War
have been published, only a handful of surveys have paid a special
regard to Slovenian music after 1945.

The main formal difference between historical discussions of Slovenian
music is in focusing on either common features or individual endeavours
and achievements. For example, Dragotin Cvetko in his history Slovenian
music in the European context, published in 1991 as a revised version of
his three-volume history from the end of the fifties'®, tried to differentiate
the compositional practice in broader descriptive terms centred on the
categories in a line traditionalism—modernism—post-modernism. He
described “circles” of composers with regard to their relation to ideology
(e.g. socialist realism), stylistic features (neoclassicism, different romanti-
cisms), aesthetic universals (expressive, emotional features), “school” of
composition (as Osterc’s followers), individuality (as “with academic
distance™), features of the entire opus (as instrumental, chamber music),
generation, or geo-political characteristics, such as the opposition of living
in Slovenia or living abroad.

Dragotin Cvetko had a sound experiential common sense for a selective
description of the musical past. His main historiographical categories are
derived from the compositional as well as social history. This period is
described by Cvetko as a process with three main changes, the first one
being a politically oppressive decade of the fifties (with prevalent neo-
classicism and different derivatives of romanticisms), followed by the
avant-garde sixties (the second highlight of modernism in Slovenian
music, embodied in the group Pro musica viva), gliding into decentred
seventies and eighties, the decades of the vaguely definable post-modernity.

With much more telling details and specific elaborations, but with
regard to the categorical apparatus concerning compositional history

16 Dragotin Cvetko, Slovenska glasba v Evropskem prostoru, Ljubljana: Slovenska matica.
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identical views are offered by some other authors. I would confine
myself to five of them: to Niall O’Loughlin, Katarina Bedina’s reflection
on the historical categories constituting the identity of Slovenian music,
Ivan Klemencic’s anthology of Slovenian music, Jurij Snoj’s and Gregor
Pompe’s survey of notation in Slovenian music, or Lojze Lebic’s pe-
netrating historical sketch'”.

In spite of different historical perspectives and attention devoted to
the second half of the 20th century, these authors have offered valuable
insights into this period. It is probably not too difficult to infer the possible
differences between them from the titles of their respective publications.
As one can expect from a comparison of a book on history in the tra-
ditional sense (O’Loughlin), an article on historical fundamentals of histo-
rical identity (Bedina), representative collection of recordings (Klemen¢ic),
history of music notation (Snoj / Pompe), and critical historical overview
(Lebic): different emphases on single historical aspects are given to the
compositional, aesthetic, social, ideological, cultural, and political past.

An answer to the question, of what the relations between the
mentioned historiographical categories tell us will be offered after
concentrating in more detail on the three main historical notions
important for Slovenian music after 1945: traditional, modern, and post-
modern music.

Traditionalism

O’Loughlin offers a fine example of traditionalism, specific to the
1950°s:

“After the Second World War there was great confusion all over
Yugoslavia, and in particular the parts closest to Austria. The havoc
created by the German invasion and occupation was considerable, to

17" Niall O’Loughlin, Novejsa glasba v Sloveniji, Ljubljana: Slovenska matica 2000.

Katarina Bedina, ‘Zgodovinska izhodi$¢a identitete slovenskega glasbenega dela’, in:
Dusan Necak (ed.), Avstrija. Jugoslavija. Slovenija. Slovenska narodna identiteta
skozi cas, Ljubljana: Filozofska fakulteta 1997, 152—-167. Ivan Klemenci¢, Musica
noster amor. Glasbena umetnost Slovenije od zacetkov do danes. Antologija na 16
zgo§cenkah s spremno knjizno publikacijo | Musica noster amor. Musical Art of
Slovenia from its Beginnings to the Present. An Anthology on 16 CDs with an
Accompanying Book, Ljubljana: Zalozba Obzorja Maribor in glasbeno zalozniStvo
Helidon, Znanstvenoraziskovalni center SAZU, Slovenska akademija znanosti in
umetnosti 2000. Jurij Snoj in Gregor Pompe, Pisna podoba glasbe na Slovenskem,
Ljubljana: Zalozba ZRC, ZRC SAZU 2003. Lojze Lebic¢ (1993: I), ‘Glasovi ¢asov’
(), in: Nasi zbori, 45/1-2, Ljubljana, 1-5; (1993: II), in: Nasi zbori, Ljubljana, 45/5—
6, 111-118; (1994: III), in: Nasi zbori, 46/1-2, Ljubljana, 1-5; (1994: IV), in: Nasi
zbori, 47/3—4, Ljubljana, 59-65; (1996: V), in: Nasi zbori, 47/1-2, Ljubljana, 1-6.
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say nothing about the upheaval caused by the Communist revolution.
The rebuilding of the country by the new government was obviously
going to take many years. Musical institutions were being re-established,
but only slowly, as money had to be used for the alleviation of problems
caused by the desperate shortage of food and living accommodation as
well as for the reconstruction of industry. In the circumstances it is hardly
surprising that composers lacked a sense of adventure. With Osterc
dead and Kogoj in a mental hospital, their influence was slight. Three
traditionally orientated composers whose work has already been discussed,
Skerjanc, Ami¢ and Kozina, were all active in the post-war years. There
was not surprisingly scarcely any move to adopt the new techniques that
were beginning to find favour in Western Europe. Even those composers
who had started to use more advanced techniques, for example, Pahor
and Svara, returned to more conservative styles. One may regret the
lack of initiative on the part of composers, but it was hardly their fault,
as poor communications with the outside world, especially the West,
prevented their contact with these new ideas. Although no state
pressure was exerted on composers to conform to certain styles and
techniques (as in the Soviet Union), composers felt the need to follow
a style that would not give offence in the prevailing social climate.

This safe traditionalism did have its advantages. Composers could
find their feet without being put under pressure to follow the latest
fashion. Some of the music of this period lacks inspiration, but most was
competently written. Much, however, is of more than mere historical
interest. In addition to those developments already discussed, two
approaches found favour among composers: symphonism, mostly in
neo-classical styles and folk-music derivatives” (From the original
English. Niall O’Loughlin, Novejsa ..., op. cit. 2000, 109.)

It is probably immediately obvious that O’Loughlin’s elegant descrip-
tion of the fifties unambiguously juxtaposes the aspects of compositional
and social history. The social issues have wide focus and comprise at
least three main aspects: political issues (revolution, forms and range of
constraint), psycho-social aspects (“composers felt the need to follow a
style that would not give offence ...”), general cultural circumstances
(post-war confusion, “poor communication with the outside world”),
economic issues (desperate shortage, rebuilding etc.), and music institutions.
O’Loughlin clearly phrases his cautious, but nonetheless affirmative
judgements of the music from that period (music that deserves “more
than mere historical interest”). Also from the compositional history, the
citation reveals three central categories: substantial models of style
(“neo-classical styles and folk-music derivatives”), temporal and value
denominator of style (traditionalism, conservative style), and the idea of
the authorial autonomy (“composers could find their feet without being
put under pressure to follow the latest fashion”).
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The relation between compositional and social categories is clear:
“safe traditionalism” or “conservative styles” were somehow ‘“natural” due
to the social conditions of that time (although O’Loughlin “surprisingly”
notes that the “sense of adventure” is not present in the work even of some
older composers, previously inclined to the ideas of musical modernism).

Of course, O’Loughlin’s interpretation could be subjected to a rather
long line of supplements and additional emphases about single issues, if
the current historical revisions would have been taken into account. The
views about the truth and untruth concerning politics in the Slovenian
music of the fifties are, at the time, a “work in progress”. Far from being
a subject of discussion here, I would like draw attention to the temporal
dimension — more precisely: to the implied temporal embeddedness of
the mentioned historiographical categories — in O’Loughlin’s epistemo-
logically dexterous glimpse of Slovenian music in the fifties.

The temporality is explicitly stated within the social categories as a
process of “rebuilding of the country”. In contrast to the social aspect,
temporality is only supposed within the compositional categories. Here it
could be recognized in three ways, in two negative terms and one
positive: 1) as “in itself” inverted time, as a time of isolation from Western
Europe, a time of cultural blockade, as a “time without references”, thus
2) as a time of retrogression as far as style is concerned, and consequently 3)
as a time of almost total self-reflectivity, preventing composers from
feeling the “pressure to follow the latest fashion”. In all three cases,
temporality plays a minor role in understanding the relationships between
the compositional and social categories. At the same time, O’Loughlin’s
description reveals a temporal frame that refers to the immediate past
(Kogoj, Osterc) and immediate present (Skerjanc, Pahor, Svara, compositi-
onal trends in Western Europe at that time). O’Loughlin’s temporal aspect
does not suggest an ahistorical goal-oriented process (this has the role of
a modest personal remark about the “more-than-historical” value of several
more works from that period). On the contrary, it offers an almost
vacuum-like structure of relations between the social and compositional
categories.

Without mentioning denotations such as “socialist art” or “socialist
realism”, O’Loughlin’s historiographical categories for Slovenian music
in the fifties do not differ from those used by the other mentioned
scholars. They use the same categorical apparatus to describe the time of
“socialist music”. But the differences in designating it as a period of
socialist realism reveals a rather telling epistemological detail. Lojze
Lebi¢ speaks of socialist realism as of a “normative aesthetics”, Katarina
Bedina detects it as a cultural “slogan”, Ivan Klemenci¢ defines it as a
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vaguely defined “model” forced upon arts, while Jurij Snoj and Gregor

Pompe have labelled it as a “doctrine”.

5 18

18

Lebi¢: “Creating art in the shadow of socialist realism. Art to the people. Exclusion
from the happenings in the art world in Western Europe and a break with the
modernism from the time between the First and Second World War. [...] Two things
have defined that time: impetuous passion and happiness after the suffered danger,
but for many people also bitterness and fear of the revolutionary takeover of the
authorities by the communists [...]. The beginning of the new time is founded on the
worst Slovenian self-destruction. Enthusiasm, marches, but in the background
liquidations (clandestine, so as the candles on the mass-scaffolds have been lit only
recently). Kafkian drama beneath an appearance of victorious happiness. Supervision
and control over the artistic domain have been taken over by the agitprop (an agency
for agitation and propaganda within the central committee. ‘... Russian model as far
as the socialist realism is concerned and a negative stamp for all the arts of the
decadent and depraved capitalism ...” (Boris Ziherl as early as in 1944)’ [...] The art
creation reveals itself in a shadow of this normative aesthetics, above all as a big
stylistic, compositional and aesthetical uncertainty and confusion: it is displayed in
lofty words, above all hidden in the opuses, destinies and life experiences of
individual creators and only in the end in specific sonic shapes or compositional
solutions to which they could be attached.” (Lebi¢ 1993: 113-114.)

Bedina: “After the Great War the genesis of musical identification disappeared
again. All the slogans from the past won only a new ideological premise in a changed
wording — the goal justifies the means when building new socialistic equality.
Political emigrants tried to find a way out as they could (we are becoming aware of
their work only since 1992). The art music in Slovenia was subordinated to the
slogan of socialist-realism: if you are not with us, you are against us. Anew the
historical memory lost itself as well as the connection with the spirit of the time. It
was not easy to begin anew, even impossible for the musical institutions.” (Bedina
1997: 166. Translated by L.S.)

Klemenc¢ic: “The first fifteen post-war years or so were a time of caesura and a
discontinuation of development from the pre-war period. Combined with physical
and spiritual isolation these times were marked by the abandonment of autonomous
aesthetics and a general moderation and dormancy of style. This was a period of a
pre-modernist, particularly revolutionary political spirit, which the outwardly
repressed and the inwardly obstructed art, in its negativism, had to reflect. On the
directive of the Communist party, art was required to draw closer to the masses, to be
in their service, and in this way support the regime, although the model of the
demanded socialist realism was not clearly defined. Alongside such ideological
pressure, the aforementioned romantic trend was preserved as one level of style, as in
the case of L. M. Skerjanc, where it may still be mixed with Impressionism, or with
Realism and Naturalism, as in the symphonic compositions of Blaz Arni¢ [...]. In
addition to the romantic realistic versions the objectivism and optimism of neo-
classicism was also ideologically acceptable. At the beginning of the 50s, composers
of the middle and young generations [...] were adherents of this musical style, later
joined by the neo-Baroque and partly expressive composers [...]. During the 50s, the
period of already established composer’s internal opposition or adoption, rebellion or
conformism, initially moderately a subjectivism of Expressionism began to be
revived as a third level. Since it was proclaimed as decadent or by the national
socialist totalitarian twin as degenerate art, it was objectively unacceptable and in
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These formulations of “socialist realism” demand a wide-ranging
scale of research. Socialist realism is in Lebic’s eyes an aesthetic category,
for Bedina it is a cultural catchword, for Klemencic¢ a political category,
for Snoj / Pompe more an ideological issue. And each of these
epistemological levels urges a historiographer to find different plausible
relations with regard to the temporal variables they are referring to — as
well as with regard to the contents within them. “Socialist realism” is all
of what the mentioned scholars have been writing about: aesthetics, a
catchword, political issue, an ideological issue, and even more of this.
From whatever perspective one tries to grasp it, “socialist realism”
brings new emphases to traditionalism within a clearly marked off
horizon: beginning in the dawn of an immediately preceding “traditional
aesthetic”, reaching its peak in viewing music as autonomous/dependent
phenomena, and ending in the politics and musical poetics of selective
constraint. It is superfluous to ask whether common features in defining
socialist realism and post-modern art exist. On the contrary, it would be
interesting to pursue the relations between the ideas and realizations of
traditionalism in a specific period amounting to its parallels “before” and
“after”: its past and its future.

To avoid misunderstandings with regard to “socialist realism” it
should be noted that Yugoslavia — and Slovenia as one among its six
republics — was at odds with the USSR from 1948. From then on, an idea
of “social democracy” was the main political aspiration (and difficulty at the
same time), founded on an unwritten but ubiquitous principle of the
Yugoslav Communist Party: “We prohibit nothing, if we are not
jeopardized.” There was, of course, a kind of totalitarian regime. Without
interest in music, it has grown weaker with the years passing from the
end of the Second World War."” Consequently, it is difficult to claim that

real-socialism was in opposition to the law-entrenched dialectic materialism. An
example of how Slovenian music might have developed [...].” (Klemenci¢ 200: 203—4)

Snoj / Pompe: “A large number of composers [...] remained faithful to the musical
heritage of the late 19th century also after the Second World War. This was due to
the late professionalisation of the Slovene musical life, the vague relations between
post-war Communist political ideology and culture, and then again some of the older
composers were not eager to change their accustomed musical language, which also
fitted the doctrine of socialist realism.” (Snoj / Pompe 2003: 214)

The question concerning centralism and unified art policies in Slovenia thus reveals
itself as a rather complex one. Some features of the perplexed circumstances in the
1950’s have been felicitously pointed out by Boris Kidri¢, one of the most influential
politicians at the time. In January 1951, two years before his death, Kidri¢ emphasized
“middle-class, blind [elemental] forces” from the report of the spokesman of the
“team of the Central Committee of the Slovenian Communist Party” Moma Markovi¢, as
the main problem of the Communist party in Slovenia. (Boris Kidri¢ in a record of a
meeting of the politbureau of the Central committee of the Slovenian Communist
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the “anti-decadent” musical politics — comparable to that in the Soviet
Union and similarly administered countries — had a crucial impact on
Slovenian music. The system was practically incapable of implementing
radical steps in music as early as in the middle of the 1950’s, although
the ideological rhetorics of that time as well as experiences of self-
censorship speak of a certain degree of oppression. Although the official
politics required “faithfulness” to the communist ideals, an effective
repressive apparatus was lacking. It was especially not susceptible to
controlling music(ians).*

Modern music

In spite of the otherwise important differentiations new / contemporary,
new / modern, contemporary / modern, avant-garde / contemporary, even
avant-garde / new music, the terminological quandary does not seem
crucial for recognizing the main aim of the constituents proper to all these
terms: to distinguish the old from the new. The category of modernism of
the second half of the 20th century is much more heterogeneous than
traditionalism. In Slovenia specific for the 1960s with a strong orientation
toward the future as well as some ideals from the main European festivals
of new music, it is a much more centrifugally determined notion if

party in January, 1951. In: Darinka Drnovsek, Zapisniki politbiroja CK KPS/ZKS
1945—-1954, Ljubljana: Arhivsko druStvo Slovenije 2000, 257.) From the protocol
records of the sessions of the Central Committee of the Communist Party of Slovenia,
where Kidri¢’s evaluation of the political situation in Slovenia is documented, as well
as from other protocol records of that very influential political agency, it is possible
to infer that the “middle-class blind [elemental] forces” referred to 1) clericalism,
supposedly one of the the strongest opponents of socialism in Slovenia as well as in

Bosnia and Hercegovina, and 2) the Soviet inform bureau.

2 This was probably due not only to the fact that music as an artistic medium was far

from having such a socially penetrative force as the written word or film, but also
because of the autocracy and national consciousness of the leadership of the Society
of Slovenian Composers, founded in 1945, and because of the modus vivendi of the
executive republic agencies. It seems that the state did not manage to (and partly
even did not bother to) constitute an effective supervision of Slovenian musical life.
This enabled, for instance, “low-value” music (jazz or foreign popular music) to
imbue everyday culture before the end of the 1950s, and to experience a cultural
breakthrough in music at the beginning of the 1960s.

There are, of course, more critical interpretations of this period, such as Klemencic¢
(Ivo Klemenci¢, Glasba in totalitarna drzava na Slovenskem [“Music and the
totalitarian state in Slovenia”] in: Drago Jancar, ed., Temna stran meseca [“The Dark
Side of the Moon”], Ljubljana: Nova revija 1998.) But they are founded on some
individually suppressed musicians (almost in all cases not because of their music, but
because of their social position) and above all, on problematic aesthetical simplifications
of the semantic potential of music, musical progress and musical ideals.
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compared to the centripetal nature of traditionalism, limited to the
immediate past and present.

The history of Slovenian modernism of the second half of the 20th
century was closely connected to the group of composers gathered under
the name of Pro musica viva and their chamber ensemble, Ansambel
Slavko Osterc. Both phenomena of Slovenian modernism have been
thoroughly presented by Matjaz Barbo, who proposes the year 1952 as
the time of the “first appearance of an approaching new generation of
composers™' and argues about the new in their modernism(s) with the

following words:

“The new generation of musicians resisted it and formulated a
new modern aesthetic which once more argued for the standard of
musical autonomy. It was oriented against any sort of (romantic)
illustrativeness, be it in the form of a narrative symphonic poem or of
leitmotifs associated with music drama. In the sense of compositional
technique, this resistance showed itself in a consistent disavowal of
the ”general comprehensibility” of the major-minor tonal system,
instead of which composers searched for and implemented new
ways of systematizing and organizing compositional elements. [...]

The young generation of composers began to search for models
other than their immediate predecessors; always determined, they
attempted to surprise the Slovenian musical public with their
distinctiveness, which at the same time they tried to conclusively
substantiate as a generally recognized aesthetic value. [...]

The central program goals of Pro musica viva were three: to
perform “contemporary” Slovenian music (above all the compositions
of the members of the group), to present ”contemporaneous” foreign
streams, and to awaken the Slovenian historical avant-garde to
consciousness.” (Emphasized by L.S.)22

In spite of more complex branching of the social and compositional
aspects constituting Slovenian musical modernism (only indicated in this
small fragment from Barbo’s otherwise comprehensive study) the forward-
looking orientation demands that be paid to the historiographical categories
involved — in contrast to traditionalism — as to variables within an open
process, not so much as a state of affairs. As Barbo shows, the main
compositional premise of the post World War Il modernism is a constant
digression from the past.

2l Matjaz Barbo, Pro musica viva : prispevek k slovenski moderni po II. svetovni vojni,

Ljubljana: Znanstveni institut Filozofske fakultete 2001, 37ft.

Matjaz Barbo, ‘Skupina Pro musica viva’, v: Jernej Weiss / Matjaz Barbo / Leon Stefanija
(eds.), Pro musica viva — 2005: znamenja ob poti. Ljubljana: Oddelek za muzikologijo
Filozofske fakultete Univerze v Ljubljani in Slovensko muzikolosko drustvo 2005, 4.

22
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If the point of departure of the process of modernization was firmly
grounded in the efforts to surpass the old compositional techniques,
styles and aesthetics, its unpredictable future was dispersed in favour of
autonomous distinctiveness, as it was, for better or worse, the consequence
of individual sights and notions of the future and — above all — of what is
distinctive. The heterogeneity of individual musical aesthetics, an
important feature of the modernism in Slovenia as well as abroad, was
directed against the compositional past, and instead offered hardly any
specific future except an utterly subjective comprehension of it.

At this point, it would be possible to do no more than to direct oneself
to the question of fulfillment or betrayal of the musical modernisms with
which Arnold Whittall discussed the quandaries of interpreting the
“ordering principles” that could enable at least compatible and
mutually complementary approaches to the heterogeneity of modern
music. Namely, it is exactly this heritage of a free-floating “message in a
bottle” that seems to be the main turning point towards what happens to be
called post-modern music. The pinnacle of modernism seems to be a step
into a musical postmodernity, where the ideas of possible expression became
suspicious, if not superfluous, whilst the main artistic concerns seem to
gather — spiritually or opportunistically understood — around employability.

Post-modern music

“As might be expected,” to use Carl Dahlhaus’ phrase, “the very same
dispute over hierarchy among those economic, social, psychological,
aesthetic and compositional factors that impinge on music history crops
up again in the controversy over the methodological repercussions of the
noncontemporaneity of the contemporaneous™* especially with regard to
the musical postmodernity. Its connection with modernism as well as
traditionalism is unquestionable, but the range and particularities involved in
it are an interesting stumbling block.

The disputes over the hierarchy of post-modern categories (or rather, in
emphasizing different aspects of it) seem to be at odds with the fact that,
although in the music since around mid-1970s one can still find there a
persistent (explicit or implied) division into modernists and traditionalists,
the term post-modern with its derivatives has become a shibboleth for many
diverse phenomena ranging from musical works to cultural contexts that jut

2 Arnold Whittall, ‘Fulfilment or betrayal?’, in: The Musical Times, Winter 1999: 11—
21 (20).
2% Carl Dahlhaus, Grundlagen der Musikgeschiche, K6ln: Hans Gerig Verlag 1977/1993.

English transl. by J. B. Robinson, Foundations of Music History, Cambridge: Cambridge
University Press 1993, 143.
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out, at least to some degree, on the horizon of both rival categories from the
beginning of the 20™ century. Postmodernity refers to a “somehow undefined”
plurality of musical phenomena as well as to an epoch “without limitations™’.
In its compositional repercussions, as a heterogeneous conglomerate of
styles,”® the postmodern music is knitting a much more complex web of
historiographical categories than modernism and traditionalism. On the one
hand, the music of postmodernity is discussed with regard to almost any
previously known category of music — be it modernism, traditionalism,
socialist music, or popular music, world music etc. On the other hand, its
integrative aesthetics — with chameleon-like abilities of incorporating almost
any style — enables phenomena to be discussed with similar epistemological
freedom of “gliding over the imaginable”, but at the same time — and this is
one of the main paradoxes: it claims absolute sovereignty over the
individuality and universality at the same time.

Yet, behind the appearance of an irreconcilable complexity of
relations between social and aesthetic categories, the temporal perspective —
or rather: the lack of it — reveals one of the key features specific to
postmodern music. Probably there can be hardly found an objection to
the claim that postmodern music is trying to encompass historically and
culturally different musical codes, past and present, running the risk of
losing its own social as well as aesthetic identity. After the experiences
with the avant-gardes of the 20th century and their exhaustive (and
exhausted) experiments with compositional techniques, the only (more
or less firm) criterion has remained — the composer’s autonomy, or
rather: his integrity. Of course, with an immense “stockpile” of poetic
categories at his disposal and a properly narrowed focus at the same
time, expecting from him to find original soundscapes without offering
him many choices to attest his “historical place” in the novelties of the
compositional technique. In other words: it seems that the post-modernity
has pushed away the confines of the historical time. While having erased
a demarcation line with the past and scattered around the temporal pointers
to the future (although this future is far from an imaginary one, as
usually in modernisms), the symbols used to define postmodernity have
been demoted to mere indicators of an evasive categorical apparatus. But, is
this true? Is the contemporaneity as elusive as it seems at first glance?

Without answering this question — since one can easily confirm or
disagree with the answer: both views have comparable arsenals of
arguments —, I shall offer only an epistemological footage for answering it.

2> Cf. for instance, Ivan Klemenéi¢, Musica ..., op.cit. 2000: 197ff.

% Cf. Gregor Pompe, ‘Nekaj nastavkov za razumevanje postmodernizma kot slogovne

usmeritve’, in: Musicological annual 2002/XXXVIII, Ljubljana, 31-42.
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A typology of Slovenian postmodern music

Where is the wisdom we have lost in
knowledge? Where is the knowledge we
have lost in information?

T.S. Eliot, The Rock (1934)

Eliot’s thought quoted above is one of the many which testify to the
uneasiness of the so-called developed civilizations. Speaking of informa-
tional (over)saturation alludes to the state of affairs in culture, permeated
with the idea of the development as progress. And to understand it, one
has to admit that “the progress of knowledge about the circumstances of
knowledge” (P. Bourdieu) is a substantial part of this progress — a fact
that should be considered also when adopting a historicising, unproblematic
standpoint of understanding postmodernity as the “end” of a period.

In contrast to the widespread belief about the continuation of the
“project of modernism” in postmodernity, another view is equally recurrent.
As tersely formulated by one of the esteemed Slovenian composers, Lojze
Lebi¢ — “The wheel has turned full circle” —, the thought about the
postmodernity as a concluding phase of modernity, presents the music from
the seventies onwards as a concluding section of a dynamic arch which
started with premodernity at the break into the 20th century, reached its peak
in both avant-gardes, and is fading out in decentred contemporaneity, in
which the “crisis of musical language ... in the eighties is deepening”.

Lebi¢’s somewhat pessimistic perspective is a part of a widely
accepted persuasion that the musical canon of the West, as a module of
the musically valuable compositions and compositional attitudes, has
become questionable in one essential point: at the crossroads of the
compositionally unquestionable contemporaneity and of “what is more”
(T.W. Adorno), which the proclamation of postmodernity, of course,
unconditionally presupposes. On the one hand, no one denies (or can
deny) the importance of the new, while on the other hand many “past
futures” have been presented in equally novel ways hindering critiques
about “reviving” or “remaking” the past. A series of works written during
this period allows one to say that the composers do not seek support in
certain traditional patterns but rather in the definiteness and distinctiveness
of compositional means. In other words: instead of an “anxiety influence”
(H. Bloom) there prevails an “anxiety of inexpressiveness” — despite a
number of notable works composed during this period.

It appears that for this reason one should remember the thought
about truthfulness as one of the key paths towards understanding human
activities which J.-F. Lyotard in his report on the postmodern state
prefers to the questionable notion of contentual consensus. And it would
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be hardly an exaggeration to claim that one should seek truthfulness in
the direction of legitimizing various processes of selection of the
compositional means when developing one’s personal artistic idiom, and
not in the direction of consensus about its values.

It is, of course, problematic to speak about the legitimization of musical
phenomena in circumstances where value criteria are being obscured by
mediamorphosis and market logic, whereas the composing itself is
dictated by the differentiatedness and idiosyncrasies of each individual,
specifically to that extent where the search for explicitly common traits
becomes suspect. Nevertheless, at the same time it would be suspect to
ignore the common ground upon which differentiation is only possible.
Hence: diferentiatedness or unification? The question is, however, some-
what misleading: the answer is, as so many a time in history, somewhere
in-between — on the thin line between the belief in one’s own existence
and the “licentiousness of the sense for historia” (F. Nietzsche).

In Slovenian music, the share of what is possibly common can be
sought on two levels, or more precisely: in the relation between aesthetic
intentions and compositional poetics. From the standpoint of compositional
poetics, there is, on the one hand, an extremely differentiated play of
sound which, as a part of the tradition of the avant-garde “emancipation
of sound from the tone” can be designated as a kind of trans-histori(cisti)cal
musical logic of sonorous universals, or rather trans-histori(cisti)cal logic
of combining diverse sonorous patterns that sometime have recognizable
ties with the musical past (trans-historicism), but mainly they (at least
wish to) remain historically unbound soundscapes (trans-historism). On the
other hand there are compositional textures that wish either to remain bound
up with the traditions of tonal musical thinking (“historism”) or emphasize
only individual compositional elements of the past (historicism).*’

FORMAL/STRUCTURAL or “SONIC” (R. Feller) COMPREHENSION
OF THE AESTHETICAL

HISTORI(CISTI)CAL TRANSHISTORI(CISTI)CAL
MUSICAL POIETICS MUSICAL POIETICS

SEMANTICAL COMPREHENSION
OF THE AESTHETICAL

2T Cf.,, Leon Stefanija, ‘New versus old in the Slovenian compositional practise of the

last quarter of the 20th century’, in: BEK, Mikulas / MACEK, Petr (eds.). Horror
novitatis, (Collogvia Mvsicologica Brvnensia, Vol. 37, Vol. 37). Praha: Koniasch Latin
Press; Brno: Institute of Musicology, Faculty of Arts, Masaryk University Brno,
2004, 158-172.
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The above indicated determinants imply the importance of the opposi-
tion between the relatively abstract “structural” interplay of tonal or
sonorous patterns and semantic “narrative moments”, that open up the
associative flexibility of the musical texture into various directions — histo-
rical, social, philosophical, physicalistic, gestural ones etc. Furthermore,
both premises of the Slovenian compositional practice discussed above,
poetic and aesthetic, seem to lead up to the levelling of historical differences
through a kind of logic of “intimate history” — a logic of personal notions
about past as well as present notions and ideals of music and its
functions. But such a historicizing view unveils above all the genesis of
the aesthetic side of contemporary composition and at the same time
reveals (clearly, not only the musicological) embarrassment in the search
for a suitable cognitive apparatus for the contemporary music — music
which does not assent to live overshadowed by the past although, at the
same time, wants to remain embedded in its honourable embrace. Because
of a series of brilliant compositions from that period it seems sensible to
think over not just about postmodernity as a period of “immense greyness”
but rather about a “strive for narrativity” of a period for which, like the label
postmodernity, are equally suited also, let us say “reflexive modernity”
(U. Beck), “post-modern modernity” (W. Welsch), “ars subtilior” (H.
Schiitz), “ars combinatoria” (G. Rochberg), and the like.

Nevertheless, something does hold good. Compositional tumults that
are looking for musical order in the minutely thought-out procedures of
evading formalistic schematics, the simplicity and immediacy of expression
in the complexity of texture, musical narrativeness not just in simplifications
and in the banal, but above all in refined “moments of narration” and its
identification with the awareness of the elusiveness of one’s own
historical standpoint, have not merely “turned the wheel full circle”.
They have turned it again, which is another story. However, for this one,
a concluding comment about the levels on which the old and the new in
music should be discussed seems inevitable.

To conclude with

Georg Simmel, one of the “older” thinkers in favour with the post-
modern thought, believed that: “Das Leben kann eben nur durch das
Leben verstanden werden, und es legt sich dazu in Schichten auseinander,
von denen die eine das Verstindnis der anderen vermittelt und die in
ihrem Aufeinander-Angewiesensein seine Einheit verkiinden.”*® Simmel’s

28 Georg Simmel, “Vom Wesen des historischen Verstehens’ from: Geschichtliche

Abende im Zentralinstitut fiir Erziehung und Unterricht, Heft 5, Berlin: Ernst
Siegfried Mittler und Sohn, Kénigliche Hofbuchhandlung.
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view could easily fit into almost any historiographical persuasion, irrespec-
tively of its epistemological background (or intentions).

As for the new and the old in music, as generative notions they
depend on contextualisation of a phenomenon within a certain setting of
surmises, questions, ways of discussing them (methods), and answers.
And this article has endeavoured to outline some essential features of the
new and the old, as applied to Slovenian music, without paying much
attention to the levels to which Simmel’s above cited thought is referring.
This “Schichtenlehre” of epistemological levels seems to have a vital
role in understanding the notions discussed. Hence, the concluding remarks
aim to suggest a context for understanding what the old and the new in
music is dependent upon epistemologically.

Far from intending a thorough survey of questions and methods that
are, or could be, reckoned as particles of the hermeneutics of music, I would
like to point out to four, probably well known, epistemological demarcations
offered by S. Mauser, J.-J. Nattiez, C. de Lannoy, and S. Mahrenholz.

The entry on musical hermeneutics by Siegfried Mauser” offers the
following four foci for interpreting three fields of musical practice™
(author’s graphics):

Author | Text | Performer-Sounding event-Listener
[Autor] | [Text] |[Auffiihrender-Klangereignis-Horer]

Level of the factual

[Ebene des Faktischen] L] (-] (-]
Level of the intentionality

[Ebene der Intentionalitit] (-] L] [-]

Level of actualization

[Ebene der Aktualisierung]
Level of the historical Kontext
[Ebene der Geschichtlichkeit] [--] L] L]

L] | [ [.]

Mauser’s fields of musical practice recall the much discussed
application of Jean Molino’s tripartite analytic scheme accepted by Jean-
Jacques Nattiez’":

| Poietic level, | neutral level, and | aesthesic level. |

»  Siegfried Mauser, ‘Hermeneutik’, in: Ludwig Finscher (ed.), Musik in Geschichte und

Gegenwart, Sachteil, Band 4, Kassel, Basel, London&co.: Birenreiter 1996, 262-270.

1 use the term “musical practice” in the sense of Kurth Blaukopf (Blaukopf 1986), as
a generative notion referring to the activities, goods and ideas in any respect
connected to the notion of music. (Kurt Blaukopf, Musik im Wandel der Gesellschaft.
Grundziige der Musiksoziologie, Miinchen: DTV 1986.)

Jean-Jacques Nattiez, Music and Discourse. Toward a Semiology of Music, New
Jersey, Oxford: Princeton University Press 1990, 10ff.

30

31
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The main difference between Mauser’s and Nattiez’s analytical foci
lies in Mauser’s differentiation of the three fields of study of musical
practice. Another basic difference should be mentioned: Nattiez defines
the fields of musical practice in rough but fundamental terms, as cursors
pointing to different objects (e.g. the poietic level should include anything
important to the creation of a piece of music), while Mauser’s fields of
musical practice are specified concretely in a more narrow sense.

Further, the tripartite scheme of realities by Christian de Lannoy™
offers no specific fields of musical practice:

— reality of things
[Dingwirklichkeit],

— reality of experience
[Erfahrungswirklichkeit],
— system-reality
[systemische Wirklichkeit].

It would be similar to Mauser’s, if, for example, his two middle foci
(Level of intentionality and Level of actualization) could be mapped in
Lannoy’s reality of experience. But even in doing so, it is obvious that
there is something from Lannoy’s differentiation that is only hinted at in
Mauser’s scheme: Lannoy explicitly speaks of the epistemological level,
system-reality (=systematically “parcelled” picture of a reality), as of a
relatively independent level of interpretation. Does also Mauser’s
scheme imply the level of interpretation also within his cross-section of
the third column and fourth row (Level of the historical context in the
Performer-Sounding event-Listener category)? Or is the level of
interpretation implied as well in the cross-section between the third row and
third column (Level of actualization in the Performer-Sounding event-
Listener category)?

Even if the question of system reality could be raised for both
mentioned epistemological levels, further discomfort is encountered with
regard to the relations between the more objectivity-claiming level that
Mauser calls Level of the factual and the three levels following it in the
same column below. Moreover, Level of the factual — similar to the
neutral level in Nattiez’s scheme or Lannoy’s reality of things — should

32 Christiaan de Lannoy, ‘Variationen im Metakontrapunkt, Ein systemtheoretische Analyse

musikalischer Interaktionsprozesse’, in: Henk de Berg, Matthias Prangel (eds.),
Kommunikation und Differenz, Systemtheoretische Ansétze in der Literatur- und
Kunstwissenschaft, Opladen: Westdeutscher Verlag 1993, 203-227.
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be even duplicated from a row into the column. The level of the factual
is, after all, a counterpart of the other interpretative pole, namely of the
level of surmises: without combining the two, hardly a single utterance
about music that least implies a claim to interpretation is feasible. In
other words, Mauser’s hermeneutic scheme has more specifically defined
foci and fields of musical practice compared to Lannoy’s. Mauser’s scheme
shows a proclivity toward prescribing a way of thinking (although he
warns that he offered only a descriptive model, not a “hermeneutic
formula”), while Lannoy encompasses rather a huge portion of the world
we live in, and our experience of it, in an elemental sense of a descriptive
epistemological compass.

Similar to Lannoy, but still new, is the framing of the epistemological
levels proposed by Simone Mahrenholz®*:

— (I3) Level of conscious experience
[des bewussten oder bewusstfihige Erlebens]
— (I) Level of habitual action
[Gewohnheits- und Gleichférmigkeitsmuster]

— 1, Level of the subconscious

[die den bewussten Symbolisationsleistungen vorgelagerte Ebene]

If Mauser implies and Lannoy demands the consideration of the
“scientific language”, Mahrenholz makes a rather smooth crossing from
the subconscious domain to the conscious experience, as if all the stages
should be subjected to a “scientific language” of music research. She
scales the knowledge in terms of epistemological structure leading from
the unconscious to the conscious response. Her epistemological levels
are as wide as one could only wish the sciences could cope with. It is far
from a music-confined division of the epistemological foci, thus allowing a
thorough differentiation of the fields of musical practice that should be
studied from these perspectives.

And it is, I believe, this widely opened platform of knowledge,
ranging from the subconscious toward habitual and conscious domains,
that has brought about changes in 20™-century interpretations of music.
Whether they have been oriented toward someone’s future or past,
habitual or subconscious level — forward or backward, “from without” or
“from within” — does not seem to matter as much as does the rather banal
fact that a process of differentiation, specific for the 20™-century

3 Simone Mahrenholz, Musik und Erkenntnis. Eine Studie im Ausgang von Nelson

Goodmans Symboltheorie, Stuttgart, Weimar: Verlag J. B. Metzler ,2000.
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compositional as well as epistemological history**, has sharpened and
specialized rather than discarded (even less resolved) the question about
the new in music.

It seems that the postmodernist version of the metaphor of the new
as a dwarf standing on the shoulder of a giant, mentioned at the beginning of
this article, transfers the issue on the new towards a complex, epistemolo-
gically rather awkward question about the notion of the classical, the
valuable, the praiseworthy, about the new as “nicht bloB das Andere”,
but, as Groys’s mentioned viewpoint claims, “das wertvolle Andere™’. It
also redirects it towards other cognitive criteria besides those on which
the present discussion rests. Especially important seem the fields of
reception of music, social psychology, the “problem of the mass”
(including the relation between the roles of music and the roles of other
arts on different levels of human activity). Although similar issues have
been only indicated in this article, they are by no means any less
important for the understanding of (probably not only the Slovenian)
20™-century music and its drive for novelties.

3 This process — literally: a set of processes — can be neatly illustrated with R. Hatten’s

scheme (the left side being a sign of the “old science” or “old musical poetics”,
whereas parallels with the right side could be found in the epistemological ideals of
the time as well as some compositional currents):

unmarked > marked
[degrees of the analytic]
1. general [hierarchies of classification] spec1.fic
(genus) (species)
[degrees of manifestation]
II. abstract [virtual vs. actual] concrete
[degrees of characterization]
g
IIL vasue [pragmatic, in terms of level of precise
- vag application or interest] (deixis or ostention)

Robert S. Hatten, Musical Meaning in Beethoven. Markedness, Correlation, and
Interpretation, Bloomington and Indianopolis: Indiana University Press (,2004).

3 Boris Groya, Das Neue ..., op.cit., 1992, 43.
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Jleon Cmeghanuja

U3MEDBY AYTOHOMUIE MY3UKE U AYTOHOMMUIE
KOMIIO3UTOPA. BEJIEHIKE O MOJEPHU3MHUMA U
TPAAUIINOHAJIM3MUMA Y CJIOBEHAUYKOJ
MYVY3ULU XX BEKA
(Pesume)

[wp oBor mpuiora jecrte Ja HpewcnuraTta penanuje usmehy crapor u
HOBOT' y ciioBeHauko] My3uim 20. Beka. [Intame pemanuje m3mely crapor u
HOBOT CarjieflaBa Cce He CaMO Kao MUTAmE Pa3IMuMTHX JIMIA [IPacTape OMo3u-
1Mje, Hero Kao KOMIUIEKCHA TEMATHKa €MHCTEMOJIONIKOT KOHTEKCTYaIn30Bamba
Tux auua. To je pasnor mrTo npBu [0 YwiaHKa JOHOCH TPH KOHTEKCTYyaIu3aluje
CIIOBEHAUKe MY3HKe, KOje BPEMEHCKH 3ay3uMajy: 1) meproa o apyre MOIOBHHE
XIX Beka no mouetka IIpBor cBeTckor pata, 2) Bpeme u3Mel)y ABa CBETCKa para
u 3) mepuon mocie 1945; HaKOH TOT yMpeKaBarba, MOCEOHO je MpeCcTaB/beHa
Jpyra mnojoBuHa XX Beka, I/ie je MHUTambe HOBOT y CIOBEHAYKOj My3WIM aHa-
JIM3UPAHO ca TJIEJUIITa TONOJIOTHje UCTOPUOrpaCKUX KaTeropuja: TPaaulHo-
HaJIu3aM, MOJIEPHHU3aM, TOCTMO/IEPHU3AM.

[Tojam TpamummoHanmM3aM MpPEACTaBJbEH j€ y OKBHPY HIealuja ,,COIH-
JaTMCTHYKOT peaqu3Ma‘, MOIECPHU3aM — Y KOHTEKCTY JeHOT O] Haju3pa3suTHjuX
(eHoMeHa cioBeHauke My3uke (rpyna Pro musica viva), TOK ce TIOCTMOJICPHO]
mnmpujiasu ca KpUTHUYKUM OCBPTOM Ha MNHUTaka pEIaTUBU30Baba UACHTUTCTA Y
HajHOBH]jO] MY3HIIH.

IIpmtor je KOHIIEHTPUCAH TAaKO J1a y TIIaBHU (JOKYC CMeIITa IMPOOIeMaTHKY
KOMIIO3HIIMOHUX THIIOBAa HAajHOBHjET BpPEMEHA, JakKie BpEMEHa Kojeé OOHYHO
03HaYaBaMO Kao €MoXy IMOCTMOAEPHE Y MY3HIIH, KOja je y CIIOBEHAYKO] MY3HI[H
Be3aHa 3a MepuoJ] OJ ceqaMIeceTux roauHa XX Beka A0 jAaHac. ['aBHM 1uIb
Tor (hoKycHpama Ha ernoxy HOCTMOJIEPHE jecTe MHUTame KOje Ce U3 PasIMuUTHX
yIJ0Ba Ha3Wpe y CBAKOj MCTOPHUJCKO] €IOXH, alld Koje ce (4ecTo 0e3 mpaBux
aprymMmeHnaral) Be3yje moceOHo 3a ,,Hamry enoxy. Pagu ce Haume, o muTamy Koje
JIOHOCH OIIIITY IPOOJIEMaTHKY 3ala/ilbadyke My3HKe, HauMe: 1pobseM euHu-
cama KOHCTUTYTHBHHX JICIIOBAa UICHTHTETA YHYTAp PA3IUIUTHX CMHACTEMOIIONI-
KHX [pEMHca.

VY 4llaHKy je Y4MIbeH NOKYIIaj A3 Ce aHAIUTHYKH pPallwiaHe TH JAEIOBH U
Ja ce y3 BUXOBY IIoMoh carjesna clioBeHauka My3Huka mpakca XX Beka. C Tom
U/IejOM HCLPTaH je KpajibH eMUCTEMOJIOIIKH KOMIIac, Y KOME Cy KOMEHTapHCaHe
erictemornomke rocraBke C. Maysepa (S. Mauser), XK-)K. Hatjea (J-J. Nattiez),
K. ne Jlanya (C. De Lannoy) n C. Mapenxonma (S. Mahrenholz), 1a 6u ce Harnacu-
JI0 KaKO je MHTamke HOBOT U CTApOT BE3aHO y3 MIpy penaunuja m3Mely kommnosu-
LIMOHE, ,,KYJITYpPHO-€KOHOMCKe™ 1 aKCHOJIOLIIKE ITPEMHCE CarjieiaBamba My3UKe.

UDC 78.036/.038.01(497.4)”19”
316.74
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be3 nazusa 1929 Hukona Byuo
Untitled Nikola Vuco
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Valentina Sandu-Dediu

RUMANISCHE KOMPONISTEN ZWISCHEN
DEN “GEMABIGTEN”, DEN “RADIKALEN”
MODERNE UND DER POSTMODERNE

Abstrakt: Debatten um die Begriffe Tradition, Moderne, Avantgarde und Post-
moderne, wie sie in der europdischen Exegese erscheinen, sind im ruménischen
Raum nicht minder gegenwirtig. Die geméBigte und die radikale Moderne sowie
die Postmoderne werden in diesem Aufsatz auf ihre Verbindung zur Ideologie der
ruméanischen Musik untersucht. Zum einen werden zwei Richtungen derselben
Generation beleuchtet: die “Moderierten” (P. Bentoiu, W.G. Berger) und die
“Radikalen” (St. Niculescu, A. Stroe, A. Vieru, T. Olah, M. Marbe, D.
Constantinescu). Zum anderen wird nachvollzogen, wie sich einige “Radikale”
auf den “postmodernen” Weg begeben. Diese Kategorien sind selbstverstandlich
vom ideologischen Kontext des kommunistischen Ruménien gepragt.

Schliisselworte: Moderne, Postmoderne, Ruménische Musik, Kommunismus,
Ideologie, Osteuropa.

Diskussionen der Begriffe Tradition, Moderne, Avantgarde und
Postmoderne, wie sie in der europiischen Exegese' erscheinen, finden sich
genauso im ruménischen Raum. Mehrere Stromungen und Experimenten
sind auch hier wiederzufinden, manchmal mit demselben unpersénlichen
“internationalen” Ausdruck, jedoch manchmal auch geprdgt von einen
einheimischen Akzent.

Eine Strukturierung der Musik in Jahrzehnten, die im Ostblock im
Vergleich zu anderen Léndern ganz unterschiedlich verlaufen sind, wére
gleichwohl nicht zufriedenstellend. Dies wiirde bedeuten, die 50er Jahre
des Westens mit ihrer seriellen Doktrin der tonalen Doktrin des sozialis-
tischen Realismus im Osten gegeniiberzustellen. Die 60er Jahre wiirden
fiir die einen die postserielle Periode (Klangkomposition, Aleatorik, instru-
mentales Theater) und fiir die anderen die Assimilation und das Uberholen
der seriellen Periode bedeuten. Erst in den 70er Jahren synchronisieren
sich die Asthetiken auf beiden Seiten des “Eisernen Vorhangs” — entweder
als Fortsetzung der spezifischen Experimentierlust der Avantgarde oder
als Beginn der Postmoderne. Die dsthetische und stilistische Landschaft
der Mentalitit der Komponisten ist viel komplexer als diese knappe
Beschreibung ahnen lisst; selbstverstdndlich konnte man sie auch auf die
80er und 90er Jahre ausdehnen.

' Hermann Danuser, “Die Musik des 20. Jahrhunderts”, Neues Handbuch der Musik-
wissenschaft, Bd. 7, Laaber, Laaber Verlag, 1984.
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Fiir eine etwas nuanciertere Darstellung will ich mich allgemeiner
Konzepte bedienen, auch wenn diese weniger exakt sind. Dariiber hinaus
greife ich Konzepte auf, die die Neue Musik darstellen: Moderne und
Avantgarde. Beide lassen sich durch ihr Verhéltnis zur Tradition definieren.

Fiir die Moderne ist Traditionskritik wirksam als ein eigener Modus
von Tradition.(...) Fiir die Avantgarde hingegen bedeutet Traditionskritik
den isolierten, selbstgeniigsamen Akt der Negation, in dem die Kunst-
iiberlieferung ignoriert und die Moglichkeit neuer dsthetischer Erfah-
rungen — losgeldst von jeglichem Geschichtsbewusstsein — erprobt wird.?

Gleichzeitig sollte wenigstens fiir Ruménien die Verdnderung der
Bedeutung des “Avantgarde”-Konzepts erwahnt werden. Ende der S5Oer
und Anfang der 60er Jahre war die Avantgarde synonym mit der Neuen
Musik und demnach gegen die offizielle Ideologie. Dagegen sollte sich
die Avantgarde in den 80ern und 90ern als “Tradition des Experiments”
akademisieren, vor allem bei jenen Komponisten, die diese Etappe des
stindigen Experimentierens nicht tiberwinden konnten. Die Moderne
erschien in zwei Hypostasierungen — als geméBigte und radikale — und
sollte groBtenteils bedeutende Musikstiicke hervorbringen. Dies schlief3t
das Experiment jedoch nicht aus, sondern setzt eine echte Notwendigkeit
der Erneuerung des musikalischen Inhalts voraus, unabhingig von der
Tatsache, ob die jeweiligen Komponisten eigene Schreibsysteme, bisweilen
mit theoretischem Erklarungsmodell, ausgearbeitet haben oder nicht.

Die gemdifiigte Moderne

Die Thesen Hermann Danusers zu einer gemafigten Moderne um
das Jahr 1950 stimmen grofitenteils mit der Orientierung der ruménischen
Kompositionsschule iiberein:

Nicht langer blieb ndmlich die ,geméBigte Moderne’ auf eine
neotonale Musiksprache beschrinkt, die als Hauptidiom des Neoklas-
sizismus der vergangenen Jahrzehnte noch weit tiber die Jahrhundertmitte
hinaus von zahlreichen Komponisten (von Britten bis Orff) verwendet
wurde. Vielmehr wurde nun die Zwolftonmusik, die man nur anderthalb
Jahrzehnte zuvor auBlerhalb der Schonberg-Schule fiir tot und abgetan
erklart hatte, weltweit aufgewertet und aufgrund einer (noch wenig
erforschten) Berg-Rezeption, die auf eine Vermittlung von Dodekaphonie
und Tonalitdt zielte, als mogliche, streckenweise bevorzugte Spielart
der ,gemiBigten Moderne’ anerkannt. (...) Dadurch &nderte sich die
Spaltung der Musikkultur in kompositionsgeschichtlicher Hinsicht:
War sie in der ersten Hilfte des 20. Jahrhunderts durch die Antithese
Tonalitit—Atonalitit (und Dodekaphonie) charakterisiert, so manifestierte

2 H Danuser, S. 286.
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sie sich nach 1950 in der Kluft zwischen einer ,geméBigten Moderne’,
die — ob tonal und dodekaphon — an einem unmittelbaren Traditionsbezug
festhielt, und einer ,radikalen Moderne’, die — allenfalls mit latenter
Beziehung zur Tradition — zu Neuem vorstieB.?

Was die Wiederentdeckung von Modellen des 20. Jahrhunderts (z.B.
Alban Berg) betrifft, so ist insbesondere George Enescu (1881-1955) am
bedeutendsten fiir die ruménische Musik. Nach 1960 ist in der
ruménischen Musikwissenschaft sehr viel liber das Werk Enescus
geschrieben worden, ohne das Interesse fiir die Originalitdt der Synthese
im Werk der Komponisten der Zwischenkriegszeit zu schmélern. Im
Zusammenhang mit Enescus spiterem Einfluss (nach 1950) muss man
jedoch zumindest eine Kompositionsweise detailliert beschreiben, die
Schule gemacht hat: die Heterophonie. Enescus “Entdeckung” der Hetero-
phonie (vom Komponisten selbst keineswegs theoretisch dargelegt oder
deutlich erkldrt) mag ihren Ursprung in dem Vorhaben finden, die
Polyphonie mit einer besonderen Art von Melodie, mit einer modalen
Struktur und einem freien rhythmischen System wie dem parlando-
rubato zu verschmelzen. So gesehen und oberfldchlich betrachtet, kime
Enescus Mehrstimmigkeit aus der westlichen européischen Tradition —
sie ist jedoch durch eine starke Originalitit gekennzeichnet und prégt die
Zukunft der rumanischen Komposition.

Man kann viele Versuche der Ubernahme und Entwicklung Enescus
Ideen wie der Heterophonie beobachten, aber wenige stilistische Fortset-
zungen. Dennoch entstanden bei der Vervollstindigung nicht vollendeter
Partituren (wie der 4. und 5. Sinfonie*) durch Pascal Bentoiu anhand der
Stil-“Ubung” bemerkenswerte Werke, nicht nur in technischer Hinsicht,
sondern vor allem im fiir Enescu charakteristischen &sthetischen und
expressiven Bereich.

Die Kompositionen Pascal Bentoius (geb. 1927) bleiben im allge-
meinen im Rahmen des Geistes von Enescu; in manchen Werken ist auch
der Einfluss von Berg spiirbar. Im Gesamtwerk Bentoius — Kammer-,
Konzert-, sinfonische Musik und Opern — wird sein Anliegen sichtbar, ganz
eigene Musik zu schreiben, ohne “System” und doch in Fiihlung mit dem
modernen Geist der Zeit, in der er lebt. Auf die sorgfiltige Auswahl der
Ausdrucksmoglichkeiten legt er groBen Wert, denn, wie er selbst bemerkt,
steht “nicht die Erneuerung der Mittel (...) im Vordergrund, sondern die
Erneuerung des Ausdrucks™. So kommt es, dass eine vorwiegend modale,

> Ebd., S.292.

Neben der sinfonischen Dichtung Isis — ebenfalls von Pascal Bentoiu wiederhergestellt,
oder dem Rumdnischen Capriccio fiir Violine und Orchester, revidiert von Cornel Taranu.
Zitat aus Ileana Ursu, “Pascal Bentoiu, portret componistic”, Muzica 3/1993, S. 5.
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quasi-tonale Sprache mit dodekaphonischen Ansétzen und klassischen oder
barocken Strukturen durch volkstiimliche- oder Jazz-Einfliisse neue Farben
erhélt. Es ist auch interessant zu beobachten, wie sich wihrend eines Werks
die “Migration” vom Tonalen zur Zwolftonmusik (Sinfonie Nr.1, 1965)
oder umgekehrt (Violinkonzert, 1958) vollzieht.

Das musikalische Denken und das Nachdenken iiber Musik: Dies
sind die zwei Aspekte der Personlichkeit von Pascal Bentoiu, doch auch
die distinkten Seiten der vier Jahrzehnte wahrenden Schaffensperiode von
Wilhelm Georg Berger (1929-1993). In der Darstellung der Personlichkeit
des Komponisten, der stindig bemiiht war, ein eigenes System zu
definieren, konnen diese beiden Aspekte nicht leicht von einander
getrennt werden. Die Monumentalitit und der beeindruckende Umfang
seines Gesamtwerkes weisen Bergers besonderen Platz in der Gegenwart
aus. Dafiir spricht auch die Komplexitit seiner Denkweise, die Kompetenz
in der Bearbeitung aller Themen und die stindige Beschéftigung mit
Systematisierung, Ordnung und Harmonie.

Die Aufteilung in Kompositionszyklen (z.B. im Rahmen der 24
Sinfonien) und in Theorie-Zyklen (ca. 15 Bénde iiber sinfonische Musik,
Kammermusik, iiber die Asthetik der Sonate und die Kompositionstheorie
in verschiedenen Zeiten) erlaubt uns, das Gleichgewicht der einzelnen
Komponenten in einem System wiederzuerkennen.

Die bevorzugten Ausdruckweisen des Komponisten sind im Bereich
der Sinfonie und der Kammermusik zu finden (in vielen Formen — vom
Stiick fiir ein Solo-Instrument iiber das Streichquartett bis zu Werken mit
variablem Aufbau), aber auch im vokal-instrumentalen oder im Konzert-
Bereich. Aus dieser Aufzdhlung ist die Abwesenheit der Oper leicht zu
ersehen. Auf der einen Seite steht die Sinfonie, das Konzert, das Streich-
quartett, also drei verschiedene Welten, die von Berger auch theoretisch,
also in ihrer historischen Entwicklung studiert wurden. Andererseits enthiillt
die Orgelmusik und die vokal-instrumentale Musik (Oratorien, Messen,
Requiem) eine tiefliegende religiose Dimension.

Eine andere wichtige Eigenschaft des Schaffens von Berger ist
dessen Finheit, die der Synthese zwischen den Fundamenten der klassischen
und barocken Musik (den entsprechenden homophonen und polyphonen
Musikformen) und der Aktualitdt der modalen Sprache entspringt. Dieses
spezielle Modalsystem bedeutet eine Offenheit fiir die verschiedenen
Orientierungen des 20. Jahrhunderts und gipfelt in einer generativen
Grammatik. Fast wiare man verfiihrt, in ihm den Nachfolger Hindemiths
oder Messiaens zu sehen oder Verwandtschaften mit dem Serialismus (in
den integral-chromatischen Modi oder in den vier Bearbeitungsformen
eines Modus) oder mit Barték zu suchen (beim Aufbau des modalen
Systems mit Bezug auf Fibonaccis Reihe und dem goldenen Schnitt).
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Diese Verwandtschaften zeigen seine unmissverstindliche Verankerung
in der Gegenwart und in der kombinatorischen, logischen Denkweise des
20. Jahrhunderts. Gleichzeitig entspringt Bergers Werken ein spezifisch
modaler Ethos dank der Formbarkeit seines Fibonacci-Systems. Das
héngt vom Gleichgewicht von Dissonanz und Konsonanz ab und folgt der
Idee, dass Musik “zusammenklingen” muss, auch wenn sie auf strikten
Organisationsregeln basiert, und der Idee von der Kontrolle der psycho-
logischen Wahrnehmung.

Die radikale Moderne

Eine klare Trennung zwischen der Avantgarde und der radikalen
Moderne wird nur in dem gegebenen historischen und ideologischen
Zusammenhang nachvollziehbar. Die jungen Musiker, die in den S50er
und Anfang der 60er Jahre mit nicht-traditionellen Kompositionstechniken,
mit abstrakten, avantgardistischen Verfahren experimentierten, verhielten
sich mehr oder minder “subversiv”’ gegeniiber der offiziellen kommunistis-
chen Ideologie. Diese Kompositionsverfahren, die in Europa und den
USA zu jener Zeit iiblich waren, sollten nicht in einer Avantgarde des
ununterbrochenen Experimentierens gefangen bleiben, sondern sie
schufen zwischen 1960 und 1990 die innovativen Verbindungen
zwischen der schriftlichen und miindlichen musikalischen Tradition. Die
Art und Weise, wie Stefan Niculescu, Tiberiu Olah, Myriam Marbe,
Anatol Vieru, Dan Constantinescu oder Aurel Stroe mit der ruménischen
und auBereuropdischen Volksmusik umgingen und wie sie daraus
Vorschldge fiir den musikalischen Gehalt einer konstant aufrechterhaltenen
und unmissverstindlichen Moderne entwickelten, kann als Beispiel fiir
diese Verbindung dienen.

Musik und Mathematik

Modelle aus der Mathematik stellten in manchen Féllen den Kern
der tonschopferischen Welt dar. Entweder hatten jene Musiker in ihrer
Jugend auch auBermusikalische Bereiche studiert (Mathematik, Architektur,
Bautechnik), oder sie flihlten sich im Verlauf ihrer musikalischen Entwick-
lung von verschiedenen Konzepten angezogen, die sie dann vertiefen
wollten. Die von der Mathematik und Logik ausgehende Faszination
generierte originelle und moderne Tonkonstruktionen. Gleichzeitig strebten
Berger, Vieru, Stroe oder Niculescu® stindig nach Vollkommenheit und

®  An dieser Aufzihlung kann man auch die ziemlich komplizierte Klassifikation der Kom-

ponisten anhand von stilistischen Kategorien sehen: die Nutzung von mathematischen
Verfahren bedeutet nicht unbedingt die Zugehorigkeit eines Musikers zu der “radikalen
Moderne” — vgl. den Fall von W. G. Berger.
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Konsequenz in der abstrakten Einordnung des Tonmaterials, ohne dass
sich dies jedoch zum Selbstzweck und somit zum Nachteil der eigentlichen
musikalischen Kommunikation auswuchs. AuBlerdem erlaubt uns die
allgemeine Perspektive auf Musik und Mathematik die Interaktion zwischen
diesen beiden Elementen zu beobachten, die zur Entstehung des
Kunstwerks fiithren. Dies soll aber nicht bedeuten, dass dadurch andere
Aspekte und Wechselwirkungen etwa mit musikalischen Traditionen,
mit der Philosophie und den bildenden Kiinsten vernachléssigt werden.

Das von Anatol Vieru (1926-1998) entwickelte modale System basiert
hauptséchlich auf der Mengenlehre und bringt die verschiedensten Werke
wahrend der scheinbar iiberraschenden, jedoch tiefen und organischen
kiinstlerischen Entwicklung des Komponisten hervor. Er ist nur fiir kurze
Zeit Anhidnger des Serialismus der 50er und 60er Jahre, denn er interessiert
sich viel mehr fiir die modale Orientierung eines Bartok, Messiaen, Schosta-
kowitsch oder Enescu, und er tibernimmt auch Vorschldge von Webern. Ende
der 50er Jahre benutzt er intuitiv die Modi (die Skalen, die er als Ausgang-
spunkt verschiedener Werke einsetzt) in Kombination mit der Mengenlehre.
In den 60er Jahren wird ihm klar, dass das gewohnliche musikalische Gehor
die Tonskalen als Mengen im mathematischen Sinne des Begriffs, wahr-
nimmt. Ohne Mathematiker zu sein, schafft Vieru ad hoc ein mathematis-
ches Modell: auf Grund dieses Modells entwickelt er die Modi eines Werks
und baut sie in die grolen Klangblocke ein, mit denen er im Bereich der
musikalischen Zeit experimentiert. Daraus entspringen neue musikalische
Formen — “Sanduhren”, “Siebe”, “Bildschirm”, “Psalmen” —, die in vers-
chiedenen Varianten in Vierus Schaffen erscheinen, ohne dass diese Proto-
typen jedoch zu einer Manier werden. Anatol Vieru hasst es, “a la Vieru” zu
komponieren; sein Nonkonformismus ist wohlbekannt, und er ist Anhédnger
einer lebendigen Kunst, die aus einer inneren Motivation entspringt.

Die Strenge und das mathematische Wissen, das sich Aurel Stroe
(geb. 1932) in seiner Jugend angeeignet hat, hat er nicht nur fiir bestimmte
Verfahren zum Aufbau der Musik verwendet. Das unterscheidet ihn von
vielen anderen zeitgendssischen Komponisten. Musik und Mathematik
verschmelzen zum Zweck der Wiedergabe kiinstlerischer Emotionen; die
beiden Bereiche kommen zur Entdeckung eines gemeinsamen Ursprungs
zusammen — der numerischen Verbindung, die bekanntlich die Verbindung
zwischen Tonen und Intervallen ist. Die Mathematik ist nicht trocken,
wie wir manchmal unter dem Einfluss unserer Vorurteile denken, zumindest
nicht bei Aurel Stroe. Denn in seinen Werken “klingt” keiner der
instrumentalen Effekte, die er iibrigens mit grofter Genauigkeit ausgestaltet
hat, tiberfliissig oder unnétig; keiner dieser Klange ist auf Effekthascherei
aus, sondern um die Zuhorer die Wirksamkeit der expressiven Substanz
im Kontext spiiren zu lassen.
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Wer die Mechanismen in Aurel Stroes Werk systematisch begreifen
mochte, sollte sich unbedingt mit seinen Studien iiber die “Kompositions-
kategorien”, insbesondere in seinen Werken aus den 60er und 70er
Jahren beschiftigen oder mit den Theorien iiber die Morphogenese, die
in den 70er, 80er und 90er Jahren angewandt wurden. Sein Interesse an
der Formalisierung blieb seit seiner Studienzeit konstant (I. Klaviersonate,
1955), seit dem Werk, das ihm die Anerkennung brachte, Arkaden. Er
schrieb es 1962, als sich der Avantgardismus von Stroes Generation
miihevoll durch die ruménische Komposition der Zeit kdmpfte. Das
sinfonische Werk ist eine musikalische Anwendung von Fibonaccis Reihe;
Stroe realisiert sie in geometrisierten Tonwegen, die als “Arkaden”
visualisiert werden. Die zeitgendssischen Musiker haben diese Struktur
hiufig kommentiert: der Komponist wendete Bergers Theorie iiber
“Modi und Proportionen” an; also verkniipfte er eine geometrische
Zeichnung mit Fibonaccis Reihe. Das Ergebnis sind 8 “Arkaden”, die in
der Partitur aus Tonhohen, Notenwerten und Lautstirke errichtet werden.
Die fiinf Instrumentengruppen, die fiir dieses Stiick vorgesehen sind,
sollen sich im Konzertsaal an unterschiedlichen Orten aufstellen. Stroe
legt hier schon spdtere Kompositionsprinzipien fest: der komplementére
Rhythmus, die Gesamtwirkung, die ungewohnliche Redundanz, die Anwen-
dung des mathematischen Mengenbegriffs auf Tonhohe und Notenwerte
und die Beziehung von Gedéchtnis und Zeit.

Der gesamte Zyklus von acht sinfonischen Werken, der mit diesem
Stiick er6ffnet wurde und der sich iiber die 60er und 70er Jahre erstreckt
(hier seien nur Konzertmusik fiir Klavier, Blech- und Schlaginstrumente,
Laudes I und I, Canto I und II erwihnt) stellt ein schwer zu entzifferndes
Kompositionssystem dar, das jedoch stindig Verfeinerung und Vereinfac-
hung im Sinne Brancusis anstrebt. Man findet hier nicht nur die Umsetzung
des PRAT-Programms fiir die Ausarbeitung des Diskurses wieder, sondern
auch die Idee der Kompatibilitétsbriicken zwischen scheinbar inkompatiblen
Phinomenen, die miindlichen oder schriftlichen Traditionen entstammen.

Der Einsatz des Computers als Hilfsmittel beim Komponieren bedeutete
eine Premiere in der damaligen ruménischen Musik. In der Kantate Numai
prin timp poate fi timpul cucerit (Nur durch Zeit kann die Zeit erobert werden,
1965, auf Verse von T. S. Elliot) wird der Computer teilweise eingesetzt;

integral wird er verwendet bei der Komposition von Laude I und IT (1966
und 1968), und dann wieder nur teilweise bei Canto I (wo nur die Uneinig-
keiten der Stimmen statistisch programmiert sind, da hier ein neues Element
zum Vorschein kommt, und zwar das aleatorische. Dieses wird langsam an
Bedeutung gewinnen, ohne jedoch jemals die Oberhand zu gewinnen).7

7 C.D. Georgescu, “Canto II de Aurel Stroe”, Muzica 11/1972, S. 15-16.
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Die Informationstheorie, der aleatorische Faktor, die mathematischen
Verfahren (Restklassen, die Gruppentheorie usw.), die generative Asthetik
der Kompositionsklassen — all dies bezeugt den komplexen Charakter von
Stroes Musik. Sein gesamtes theoretisches Konzept, jedoch nicht das Ethos
seiner Musik néhert sich in den 60er und 70er Jahren Yannis Xenakis und
bestimmten Ideen an, die dieser in Musiques formelles dargestellt hat.

Sowohl sein Fachwissen als Bauingenieur als auch bestimmte Ziige
seines Temperaments tragen die Entscheidung von Stefan Niculescu (geb.
1927), sich konsequent einer radikalen Moderne zuzuwenden, einer Musik,
die oft moderne mathematische Verfahren einsetzt, so etwa die Mengen-,
Graphen- und Gruppentheorie usw. Zur Vervollsténdigung des Portrits dieses
Komponisten sollte die rationalistische, luzide Seite seines Schaffens erwahnt
werden, die seinem philosophischen und linguistischen Wissen und den
Kenntnissen aus den angewandten Wissenschaften entspringt. Beispiele dafiir
findet man in den orchestralen Werken Heteromorphie (1967, herausgegeben
von Schott, Mainz im selben Jahr) und Formants (1965, herausgegeben von
Salabert, Paris, 1969), die beide neben dem heterophonischen Ausdruck auch
eine bestimmte offene Dramaturgie der Form erforschen. Gemeint ist eine
streng kontrollierte Aleatorik, die derjenigen in der 3. Klaviersonate von
Boulez dhnlich ist; sie basiert auf der Reihenfolge der fiinf Teile, die der
franzdsische Komponist nach dem linguistischen Muster ‘“Formanten” nennt.
Bei Niculescu besteht die Form aus einer Anzahl von Sektionen, die nach
bestimmten Normen eingeordnet werden; es gibt strenge Schemen des
Komponisten, die in der Partitur eingezeichnet sind und aleatorische Variab-
len auf makro- und mikrostrukturellen Niveau; dennoch sind die verschie-
denen moglichen Lektiiren des musikalischen Textes streng kontrolliert.
Niculescu erklart bezliglich der Zusammensetzung der Formanten:

Die Form des Werkes wird durch die ununterbrochene Lektiire
(attacca) der 14 Formanten bestimmt, die von 1 bis 14 nummeriert
wurden. Deren Reihenfolge wird dem Dirigenten unter der Bedingung
iiberlassen, dass Paare von je zwei Formanten gebildet werden sollen,
einer gerade und der andere ungerade; jeder der sieben moglichen Paare
kann entweder mit der geraden oder der ungeraden Zahl anfangen.8

Auch andere Verfahren der Neuen Musik der siebziger Jahre werden
hier von Niculescu schopferisch eingesetzt, ebenfalls neue Notierung-
sverfahren (inklusive graphischer Notierungen) oder das Einfangen des
Tons durch Mikrophone und seine Verzerrung. AufBlerdem sollte ich
unter den Mechanismen seines Schaffens auch sein internes “Labor” zur
“Herstellung” von komplizierten Modi (auBerhalb des Oktavraums)

8 S, losif Sava, Stefan Niculescu si galaxiile muzicale ale secolului XX, Bucuresti, Edit.

Muzicala, 1991, S. 211.
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beriicksichtigen, die der Obertonreihe entstammen. Daher wird auch eine
Verbindung zur Strémung der spektralen Musik mdglich. Diese Technik
bevorzugt Niculescu nach einer von Boulez und Stockhausen beeinflussten
seriellen Periode, die sich zum Beispiel in den Inventionen fiir Klarinette
und Klavier von 1965 (1968 von Salabert herausgegeben) oder in den
Kantaten II und III, 1960—64 niederschligt.

Serielle, neomodale Techniken, Konzepte der Aleatorik

Genau wie seine Altersgenossen Stefan Niculescu, Aurel Stroe,
Tiberiu Olah und Anatol Vieru bildet Dan Constantinescu (1931-1993)
seinen Stil durch die Synchronisierung mit den Ideen der westlichen
Musik. Ende der 50er Jahre, als die o.g. Komponisten ihre Studien
beenden und sich dabei solide Techniken, manchmal neoklassizistischer
Provenienz, angeeignet hatten, war der Serialismus fiir den Westen
reprisentativ und dessen “offizielle” Musik. Die Ubernahme bestimmter
Elemente dieser Musik, ob als Technik oder nur als Inspiration, zeigt das
Streben des Komponisten nach einem Weg, um aus den Schablonen der
Zeit auszubrechen. Die Akribie, mit der das “priformierte Tonmaterial”™”
ausgesucht wird — was bereits bei einer oberfldchlichen Betrachtung von
Dan Constantinescus Kompositionsskizzen auffallt — ldsst eine
schopferische Personlichkeit ahnen, die nach einer Synthese zwischen
unterschiedlichen Ausdrucksmoglichkeiten strebt. Dadurch wird eine zum
Positivismus tendierende Komponente des kompositorischen Bemiihens
des Autors verstindlich, die immer von einer intuitiven Komponente
begleitet wird. Letztere “regelt” die Aufnahme der ersten in einem
iibertriecben konzeptionellen Raum; sie passt die kombinatorischen
Ubertreibungen an und fiigt ihnen Musikalitit bei. Diese zwei
Komponenten sind stindig in der Musik Dan Constantinescus anwesend.

Die musikalische Zeit beschiftigte zahlreiche ruménische Kompo-
nisten, von Vieru (Uhren, Sonnenuhr, Eratosthenes Sieb), Stroe (Réver,
c’est désengrener les temps superposés), Niculescu (Synchronie) bis
Tiberiu Olah (Die Zeit des Geddchtnisses u.a.). In direkter Verbindung
mit der praktizierten Aleatorik beschiftigt sich Myriam Marbe (1931-
1997) mit den rhythmischen Formeln, die mit der inneren Zeit des
Interpreten verbunden sind; diese innere Zeit ist unter Umstdnden nicht
bei allen Mitgliedern des Ensembles gleich. Sicher ist auch fiir Marbe
das Ideal der “Spontaneitit” das Ergebnis einer langen Zusammenarbeit
und eines vertieften Wissens von den Eigenheiten des Interpreten.

° Im Sinne des Begriffs des “vorgeformten Materials” von Karlheinz Stockhausen, s.

“Situation des Handwerks”, zit. von Valentina Sandu-Dediu und Dan Dediu: Dan
Constantinescu, esente componistice, Bucuresti, Edit. Inpress, 1998, S. 54.
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Ich wiirde hier gerne aufgreifen, was Globokar vor zehneinhalb
Jahren sagte. Wir waren damals zu Recht von der &sthetischen
Emanzipation und den Mitteln der aleatorischen Musik fasziniert. Doch
Globokar, der in diesem Genre brillierte und riesige Erfolge erzielte,
erklarte, er sei unzufrieden und von der Tatsache beunruhigt, dass noch
keine richtige Moglichkeit gefunden worden war, diese auch schriftlich zu
kontrollieren und zu fixieren. ‘Ja und warum spielst du dann aleatorische
Musik?’ “Weil ich Posaune spiele und sie so viele geddmpfte Tone hat,
die nicht aufgeschrieben werden konnen... und wenn ich spiele, komme
ich auf bestimmte Losungen, manchmal verléngere ich sie sogar...”. Der
Interpret Globokar reagierte sofort auf den schopferischen Drang, doch
Globokar der Komponist und Dirigent betrachtete das Phéinomen in seiner
Komplexitit und aus einer anderen Perspek‘[ive.10

In den Werken Marbes entstammt die “lange Zeit” einer typisch
ruménischen Art der Zeitwahrnehmung, die sich durch das volkstiimliche
Genre der Doina, durch das rhythmische System des parlando-rubato
ausdriickt. Unterschiedliche zeitliche Ausdrucksweisen existieren nebe-
neinander, wie zum Beispiel im Cembalo-Konzert (1978), in dem man in
der Logik der Sonate kleine Inseln der Doina entdecken kann. Viele
andere Werke beschéftigen sich ebenfalls mit dieser Problematik: Le
temps inévitable fur Klavier (1971), Die wiedergefundene Zeit (1982),
das Trio Trommelbass (1985). Eine andere zeitliche Dimension entspringt
aus dem archaischen Leben einer nicht-linearen, sondern spiralférmigen
oder zyklischen Zeit.

Marbes aleatorisches Denken hat sich im Laufe der Zeit verdndert,
nicht zuletzt durch die Interpreten, denen die Komponistin begegnet ist,
und deren Bereitschaft, zu einem gegebenem Text zu improvisieren. So
entstand 1994 durch die intensive Zusammenarbeit mit dem Wuppertaler
Ensemble Partita radicale (unter der Leitung von Thomas Beimel, der
auch eine interessante Monographie iiber Marbe schrieb) und dem
Pianisten Alexandru Hrisanide eine neue Variante des Le temps inévitable.
1971 entstand diese Partitur aus Akkorden, Punkten, Linien, Clustern
usw., also aus einem Schema, das auf einigen Quadratzentimeter Papier
aufgezeichnet war. Die Partitur

sollte ihre klangliche Materialitdt wiederfinden anhand des Stils
jener Epoche, in der jemand sie wiederbelebte. Die graphischen
Zeichen der Akkorde, Linien usw. sollen sich in das verwandeln, was
jemand in dem gegebenen Augenblick unter Akkorden, Linien versteht
und dann anhand meines Schemas eingeordnet werden."'

1% Myriam Marbe, “Sub semnul timpului. Pe marginea unui concert”, Muzica 3/1985, S.

21-26.

'""S. Myriam Marbe im Interview mit Laura Manolache, Muzica 3/1996, S. 92.
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Tiberiu Olah (1928-2002) hat mehr als 40 Jahre lang Anregungen
aus der Volksmusik, vor allem aus Siebenbiirgen, erfinderisch und
modern in Melodik, Harmonik, Rhythmus und Klangfarbe umgesetzt.
Ende der 50er Jahre wurde er dadurch zu einem der bedeutendsten
Vertreter der ruménischen Avantgarde. Viele seiner Stiicke sind sehr
personlich gepriagt und durch das starke pentatonische Substrat seiner
Melodien beim Horen wiedererkennbar. In den 60er Jahren schrieb Olah
ein Zyklus, der sich auf Skulpturen von Constantin Brancusi bezieht: das
Ensemble in Targu Jiu regte Olah zu fiinf Stiicken von einzigartiger
Schénheit an, die “gleichermafen dicht, archaisch und modern”'* sind.

Auch andere Merkmale in Olahs Musikschaffen deuten immer wieder
auf die Volksmusik, angefangen von der Nutzung alter Instrumente wie
Floten und Schalmeien in Timpul memoriei (Zeit der Erinnerung, 1973)
bis zur neuartigen Anwendung der Pentatonik in der Werkreihe Rime
pentru revelatia timpului (Reime fiir die Offenbarung der Zeit) ab 1981.
Nachdem Debussy, Strawinsky und Bartok im 20. Jahrhundert den Bereich
der Pentatonik ausgelotet haben, geht Olah einen eigenen Weg und setzt
die Tone auf verschiedenen Oktaven vereinzelt in den Raum. Dieser
Umgang mit dem Modus, der nicht nur in der Volksmusik Ruméniens,
sondern in vielen Teilen der Welt gefunden werden kann, fiihrt zu
komplexen Stimmiiberlagerungen. Harmonisch gesehen, verbindet sich der
Modus mit Dur-Dreikldngen, die ebenfalls nicht tonal aufgebaut sind.

In dieser kurzen Beschreibung darf der Hinweis auf die Polyhetero-
phonie nicht fehlen, die bei Olah oft vorkommt. Die Generation der in den
20er-30er Jahren des 20. Jahrhunderts geborenen Komponisten iibernahm
Enescus Anregungen bewusst und verband sie mit anderen Quellen, teils
aus der ruménischen Volksmusik, teils aus der auBereuropéischen Musik,
wie Stefan Niculescu, der den Begriff der Heterophonie zum ersten Mal
definierte. Tiberiu Olah hat seinerseits bei Enescu und Webern die
Wechselwirkung zwischen dem imaginiren und dem realen musikalischen
Raum untersucht.”” Er beschreibt die Heterophonie einiger Abldufe, die
Ableitung der vertikalen Heterophonie aus Teilheterophonien. Das Ergebnis
ist eine Methode akustischer Interferenzen, eine Polyheterophonie, die die
Einheit zwischen der horizontalen und der vertikalen Dimension in einem
multidimensionalen Raum durch ihren Wechsel herstellt. Die Poly-
heterophonie ist eigentlich eine Heterophonie mehrerer Heterophonien.
Geht man von der Harmonie oder dem Kontrapunkt aus, ist sie selbst in

12" Corneliu Dan Georgescu, “Masa Tacerii de Tiberiu Olah”, Muzica 11/1971, S. 11-14.

13 T. Olah, “Weberns vorserielles Tonsystem”, NZ / Melos, Nr. 1-2/1975 (Anwendung
bei der Analyse der Bagatellen op. 9); “Une nouvelle méthode d'organisation du
matériau sonore (la “polyhétérophonie d'Enescu”, Muzica 4/1983, S. 35-47 (Analyse
der sinfonischen Dichtung Vox maris).
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Werken einiger klassischer Komponisten wie Mozart als Nebenerscheinung
der Orchestrierung anzutreffen.

Rumdnische musikalische Postmoderne ?

Wer in der zeitgendssischen ruménischen Musik eine postmoderne
Stromung suchen wiirde, konnte keine einzige Gruppierung, Plattform
oder Generation finden, die derart eingestuft werden konnte. Im Gegenteil
entziehen sich zahlreiche geschitzte ruménische Komponisten einer solchen
Zuordnung aufgrund der dsthetischen Zweideutigkeit der Postmoderne
und ziehen eine “technische” Definition ihrer Zugehorigkeit vor: es gibt
also zur Zeit Vertreter der “spektralen Musik”, der “neuen Diatonik”, der
“archetypischen” Richtung, der “Minimal Music”, der “(heterophonischen)
Texturmusik” usw. Sicher kdnnen zahlreiche postmoderne Aspekte in
ihrem Schaffen entdeckt werden. Denkt man nur an die zahlreichen
Moglichkeiten des zeitgendssischen Rekurses auf die Tradition nach dem
Abklingen der Nachkriegs-Avantgarde, die sich eben durch die Tabuisie-
rung der Tradition ausgezeichnet hat. All dies ist unabhidngig von der
Kompositionstechnik des einen oder anderen Autors. Es konnen jedoch
vorlaufig noch keine genauen Linien einer postmodernen Orientierung der
ruméanischen Schule festgelegt werden, vielleicht auch deswegen, weil es in
diesem Bereich zu wenige wirklich tragfdhige Theoretisierungen gibt, die
sich auf alle musikalischen Schopfungen weltweit anwenden lassen."

Nimmt man die europdische musikwissenschaftliche Literatur iiber die
Postmoderne zur Kenntnis, stellt man bald fest, dass der Begriff der
Postmoderne unzdhlige Male interpretiert worden ist. Leo Samama bietet
uns einen moglichen theoretischen Umriss der Postmoderne, der die Idee
einer neuen Assimilation der Vergangenheit enthélt — in extremer Ausprig-
ung wie bei der Neoromantik in “der naiven Musik” eines Arvo Part oder
nur in Nuancen: von der Minimal Music und der “neue Einfachheit” bis zu
Musiken, die das Material der Vergangenheit filtern, ohne die Errungens-
chaften der Moderne zu vernachléssigen (Berio, Ligeti, Stockhausen usw.)"?

Moderne, Postmoderne, Neomoderne — eine Perspektive heifit ein

Teil einer breiten dsthetischen Analyse der Musik zwischen 1950—70 von
Hermann Danuser.'® Hier wird die Minimal Music — und nicht nur sie,

Stefan Niculescu, “Un nou spirit al timpului in muzica”, Muzica 9/1986, S. 10-16;
Anatol Vieru, The Book of Modes, Bucuresti, Edit. Muzicala, 1995, und “Une théorie
musicale pour la période postmoderne”, Muzica 2/1994, S. 20-25.

Leo Samama, “Neoromantik in der Musik: Regression oder Progression?”, Die
unvollendete Vernunft. Moderne versus Postmoderne, hg. von Dietmar Kamper,
Frankfurt, Suhrkamp, 1987, S. 446-77.

' H. Danuser, S. 392-406.
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sondern die gesamte “amerikanische Avantgarde” — als postmodern
abgestempelt wegen ihres antimodernen und pluralistischen Charakters.
Aus diesem Bereich der Postmoderne, der Minimal Music — iibrigens
typische Meditationsmusik —, 6ffnet sich die Diskussion zum umfassenderen
Konzept der deutschen “Neuen Einfachheit” (“Musik der Expression,
orientiert in Richtung Tradition”'’) oder der amerikanischen “New
Simplicity”. So wie um 1910 die zweite Wiener Schule den Skandal um
die “Emanzipation der Dissonanz” lostrat, so verursachte auch die
“Emanzipation der Konsonanz” um 1970 einen Skandal. Doch die
Bemiihungen um die Wiedergewinnung bestimmter musikalischer
Ausdrucksmoglichkeiten stoen auf Schwierigkeiten: die Wiedergabe
eines Ausdrucks “aus zweiter Hand”, eines Ausdrucks der Vergangenheit,
die Gefahr der Anndherung an die Neo-Bewegungen (Neoklassizismus,

Neobarock, Neoromantik) und die damit entstandene “Neomoderne”."®

Diese Mehrdeutigkeit der Termini ist vermutlich durch die doppelte
Interpretation des Begriffs der Moderne entstanden: als dsthetisches
Prinzip und als historisches Konzept; bei letzterem kdnnte es sich um
die “Neomoderne” handeln. Die Neomoderne bezeichnet somit die
Riickkehr in den 70er und 80er Jahren zu jener Epoche zwischen
Romantik und Neuer Musik, die sich durch verschiedene “Renaissancen”
auszeichnet: Mabhler, Janacek, Zemlinsky, Schreker, Berg, Bartok,
Strawinsky. Durch die Aufarbeitung der Vergangenheit bleibt die
Neomoderne ein Aspekt der Postmoderne.

Eine letzte Differenzierung ist notwendig in Bezug auf die
verschiedenen Aspekte einer Postmoderne, die in einer durch Ideologie
getrennten Welt aufgetreten ist: diese Aspekte dhneln sich sowohl im
Westen als auch im Osten Europas; doch die Griinde fiir ihr Erscheinen
sind gewiss unterschiedlich. Eine bestimmte Eigenschaft vereint die
Musik aus den ehemaligen kommunistischen Staaten, und zwar der
implizite Protest postmoderner Haltungen gegen die offizielle Ideologie.
So wie die Studentenrevolten des Jahres 1968 an den amerikanischen
und westeuropdischen Universitéten eine andere Bedeutung hatten als in
Warschau oder Prag, so bedeutet auch die Stromung einer musikalischen
Postmoderne, die zeitgleich beginnt, im Westen und im Osten etwas
anderes. Im Osten ist die Moderne wie die Postmoderne im allgemeinen
“eine Flucht in die Subkultur, in die Gegenkultur. Aber gerade die
Subkultur, die Gegenkultur war die authentische, die wahre Kultur.” 19

"7 Ebd., S. 397.
' Ebd,, S. 403.
Andrzej Chlopecki, “Festival und Subkulturen. Das Institutionengefiige der Neuen

Musik in Mittel- und Osteuropa”, Neue Musik im politischen Wandel, hg. v. Hermann
Danuser, Mainz, Schott, 1991, S. 44.
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Die europdische Musikwissenschaft hat diesen ideologischen
Einfluss auf die musikalische Postmoderne bereits analysiert, doch nicht
mit Blick auf die ruménischen Komponisten. Die These, die der polnische
Musikwissenschaftler Andrzej Chlopecki vertritt, gilt in gewisser Weise
fiir alle Lander hinter dem eisernen Vorhang:

Die westliche Welt sieht die Kultur der Postmoderne als eine
Reaktion auf das postindustrielle Syndrom an. Die stliche Welt hat
auch ihre Kultur der Postmoderne, die aber keine Reaktion auf eine
postindustrielle Situation sein kann. Denn zum einen ist es hochst
fraglich, ob dort bereits eine industrielle Zeit bestanden hatte, und zum
anderen ist die Geschichte der Moderne insgesamt sehr kompliziert.
Die stilistischen Verdnderungen, die in der europdischen Musik der
siebziger und der achtziger Jahre vor sich gingen, erscheinen hier wie
dort oft dhnlich. Aber ihre Genese und darum auch ihre Interpretation
sind unterschiedlich.”

Im Folgenden betrachte ich die musikalische Postmoderne als eine
Haltung, die bei einigen ruméinischen Komponisten und in einigen
Werken als Ausdruck eines historischen Bewusstseins in der Musik
auftritt. Dies erscheint in der musikalischen Collage und im Zitat oder in
anderen Formen der Wiederaneignung der Vergangenheit, die im Prinzip
von der Nachkriegszeit-Avantgarde verboten worden war, jedoch ab den
70er Jahren immer stirker wurde.

Anatol Vierus Ansichten iiber die Postmoderne bezichen sich nicht
auf eine Stromung, sondern auf eine Periode, die nach der Moderne kam,
nachdem die Avantgarde ausgeschopft war, nachdem die groen Sprachen
der Vergangenheit ihre Herrschaft verloren hatten, nachdem der
Serialismus, der die 50er beherrschte, nicht mehr als eine Manier war.
Die postmoderne Periode unterstiitzt einen Pluralismus, in dem alles
moglich scheint, und eine Polystilistik — von den einen als A-Stilistik,
von anderen als Meta-Stilistik betrachtet —, die der gedanklichen und
schopferischen Faulheit Zuflucht bieten konnte, aber nicht sollte. Hier
gibt es keine globale Vorherrschaft einer bestimmten Sprache — daher
auch das Trachten mancher Komponisten danach —, sondern die unter-
schiedlichsten schopferischen Techniken existieren nebeneinander.

Anatol Vieru bemerkt zu Recht, dass diese dsthetische Toleranz —
wie seinerzeit der Serialismus, die Wiederaufnahme der Tradition, der
Minimal Music usw. — zu tiefgriindigen, aber auch zu oberfldchlichen
und durchschnittlichen Kompositionen fiihrt. Andersherum ist nicht die
gegebene Sprache oder der Stil fiir Meisterwerke oder kompositorische
Flops zusténdig, sondern die Personlichkeit des Komponisten, der diesen

20 Ebd.

160



Valentina Sandu-Dediu Ruménische Komponisten zwischen den “geméBigten”...

oder jenen Stil oder jene Sprache einsetzt. Andere allgemeine Charak-
teristika der Postmoderne entdeckt Vieru entweder in ihren neu aufgelegten,
sekundidren Ideen — die Neotonalitidt, die Neoromantik — oder in der
Moglichkeit mehrerer Lektiiren desselben gegebenen Texts:

Die Modernismen haben den kristallisierten und schockierenden
kiinstlerischen Ausdruck mit sofortigem starkem Einfluss kultiviert,
wihrend die Postmoderne zu einer gleichzeitig komplexeren und
diffuseren Ausdrucksweise tendiert. In der Postmoderne erlaubt die
Oper mehrere Lektiiren und hat mehrere Quellen, die fiir den
Augenblick nicht alle miteinander verschmelzen. Aus diesem Grunde

; . .. .21
spricht man in der Postmoderne iiber das Unreine.

Bis zuletzt richtet Anatol Vieru seine Definition der Postmoderne auf
die Perspektive aus, die ihn den gréBiten Teil seines Lebens beschiftigt:
die Theorie der Modi, die er parallel zur Theorie der Intervallklassen
(“pitch class set”) betrachtet, wie sie von den Amerikanern in den 70er
Jahren definiert wurde.

Eine Musik, die direkt den tiefgriindigen Gesetzen des Modalen,
des Tonalen und des Seriellen entstammt (...), ist nicht polemisch,
sondern freundlich gegeniiber der Musik aus der Vergangenheit und
gleichzeitig auch kohrent.”

Oder postmodern.

Die musikalische Denkweise, die sich am Intervall orientiert, generiert
also Ahnlichkeiten zwischen den zwei Verarbeitungsweisen eines klang-
lichen und letztlich analytischen Diskurses: beide favorisieren die Kreuzung
verschiedener musikalischen Sprachen und erlauben daher die “stilistischen
Ausrutscher”, der Intertextualitét; beide sind ahistorisch. Eine der wichtig-
sten Qualititen dieser Methoden ist die Anwendbarkeit auf jede Art von
Musik aufgrund der MaBeinheit des Intervalls; so fand Anatol Vieru z. B.
auch dhnliche tonal-modale Zweideutigkeiten bei Mussorgsky und Messiaen.

Doch abgesehen von dieser moglichen Interpretation der Theorie der
Modi und Intervallklassen entdeckt man auch andere postmoderne Attri-
bute in den Partituren von Anatol Vieru. Er selbst sagt in einem Interview:

Die Collage und das Zitat sind prégnante und belebende Verfahren,
doch sie selbst verlethen der Musik keinen Wert, keine Postmodernitit.
Verwendet man sie schlecht, werden sie zu einer holzernen Sprache;
an der richtigen Stelle wirken sie Wunder.”

2l A.Vieru, “Une théorie musicale pour la periode postmoderne”, S. 22.

22 A. Vieru, im Interview mit Valentina Sandu-Dediu, Melos 11-12, Bukarest, 1991, S. 6.
23
Ebd.
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In seinem gesamten Werk arbeitet Anatol Vieru mit Collagen,
insbesondere in Verbindung mit seinem besonderen Konzept der
musikalischen Zeit, das er in den Formen “Sieb” und “Sonnenuhr”
ausdriickt — z. B. in Erathostenes Sieb, “Collage-Komdodie”, “absurdes
Musiktheater” (1969). Neben der Technik der Collage steht eine noch
andere kompositorische Haltung Vierus, die schon Anfang der 70er
Jahre in der 2. Sinfonie ihren Ausdruck fand; in den 90er Jahren kehrt er
zur nicht-tonalen Diatonik zuriick, in einen Raum der Konsonanz. Seine
letzten Werke zeigen eine besondere, doch keinesfalls neoromantische
Expressivitiat. Hier wird die Einfachheit nicht mit Einfalt verwechselt,
sondern sie bedeutet Beschrankung und Konzentration auf das Wesentliche,
z. B. im Konzert fiir Gitarre und Orchester (1996), in der 1. Elegie (1998, in
memoriam Myriam Marbe, fir Saxophon, Alto, Orgel und Schlagzeug)
oder im Werk Centaurus (1998, fiir Saxophon, Posaune und Schlagzeug)
und vieler anderer Werke aus den letzten Jahren seines Lebens.

Aber diese “Emanzipation der Konsonanz” findet man auch in
anderen Partituren ruménischer Komponisten wieder, bei Stefan Niculescu
und Tiberiu Olah. Olah fiihrt seine Idee der “Supratonalitit” (zusammen-
gesetzt aus pentatonischen Modi und der Nutzung des Dur-Dreiklangs) in
einem Teil seiner Werke mit bestimmten Zitaten insbesondere der
klassischen Wiener Tradition zusammen. In der 3. Sinfonie zeigt Olah,
dass sein eigenes harmonisches System mit dem aus dem ersten Teil der
beethovenschen Mondscheinsonate iibernommenen System kompatibel
ist. Das beriihmte Motiv der Klaviersonate wird integriert, in seine eigene
Musik organisch “aufgenommen” und wiederholt sich obsessiv durch
melodische Fragmente des begleitenden Arpeggios. Ein anderer Keim
des musikalischen Diskurses erwéchst daraus, dass der Komponist eine
Verbindung zwischen der prégnantesten Dissonanz der beethovenschen
Partitur mit einem Akkord aus Schonbergs Farben (Fiinf Orchesterstiicke,
op. 16) herstellt. All diese klanglichen Quellen verwandeln sich zu
einem harmonischen und dichten kontrapunktischen Stiick.

Das Konzert fiir Saxophon und Orchester, Obelisk fiir Wolfgang
Amadeus (komponiert im Mozart-Jahr 1991), beruht ebenfalls auf modalem
Material aus Mozarts Klavierphantasie in c-moll (KV 475). Die Tone der
ersten Takte dieser Phantasie, die durch Harmonie, Konstruktion und
Ausdruck als eines der dramatischsten Stiicke Mozarts bekannt ist, werden
zu einem chromatischen Modus zusammengebaut, dessen Transpositionen
iibereinander geschichtet werden konnen. Dieses “Motto” erscheint als
Zitat erst am Ende des Stiicks.

Eine andere musikalische Hommage erbringt Olah George Enescu
im vierten Teil seines Harmonien-Zyklus (IV, fiir Kammerorchester,
1981). Auf dhnliche Weise verwandelt Olah sechs Tone aus der Kammer-
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sinfonie in einen seinem Harmoniesystem angepassten Modus. Dieselbe
Idee befliigelt auch Stefan Niculescu bei der Verwendung der Zitattechnik,
die normalerweise nicht zu seinen Hauptinteressen zahlt. Es gibt jedoch
in der II. Synchronie, Hommage a Enescu et Bartok (fir Kammerorchester),
die er 1981 anlésslich der Jahrhundertfeier der beiden verfasst hat,
melodische Ausziige aus Enescus Kammersinfonie und Bartoks Sonate
fiir zwei Klaviere und Schlagzeug.

Manche Komponisten betrachten das Zitat als Keim des aufzubauenden
Materials. Dieser Keim kann sich in einen Modus verwandeln, wie etwa
bei Olah, oder bei Aurel Stroe in einem Katalog von musikalischen
Mikrostrukturen eingebaut werden. Im Konzert fiir Saxophon und
Orchester Prairie-Prieres (1993) verwendet Stroe ein Motiv aus Debussys
Ondine, das er morphogenetisch verdndert; beim Horen erkennt man es
erst gegen Ende des Stiicks wieder. Seine Haltung gegeniiber den Werten
der europédischen Tradition wird auch in anderen Werken deutlich: J.S.
Bach — Sound Introspection (1987, “Eine paradoxale Orchestrierung der
vierzehn Kanons iiber die Fundamentalnoten der Goldberg-Variationen™)
oder Mozart — Sound Introspection (1994, fiir Streichtrio).

Die Grenze zwischen Postmoderne und Neoromantik ist schwierig
auszumachen: wie viel muss ein Komponist aus einem Werk der musi-
kalischen Vergangenheit iibernehmen, damit man ihn neoromantisch oder
postmodern nennen kann? Ich bin der Meinung, dass die zuvor angefiihrten
Beispiele der Postmoderne fiir eine “Riickkehr” dieser Komponisten zu
bestimmten, von der Nachkriegs-Avantgarde tabuisierten Gesetzen sprechen;
gleichzeitig haben die Kiinstler deren Erneuerung jedoch nicht vernachléssigt .

Banenmuna Canoy-/eouy

PYMYHCKU KOMITO3UTOPU UBMEDBY ,,YMEPEHE*
MOJIEPHE, ,,PAUKAJIHE“ MOJEPHE 1 TIOCTMOJIEPHE
(Pesume)

Uneje MonepHU3Ma M aBaHTrapje Tpeda OIpefuTH MyTeM HBHXOBOT OJHOCA
npemMa Tpaauluju, a Kaja je ped o pyMyHCKoj My3unu nocie 1950, u npema
3BaHUYHOj KOMYHHUCTHYKO] MICOJOTHju. VICTOBpEeMEHO, HEe CMe ce 3a00paBUTH
YHILEHUIA JIa CY UCTE HJIeje MOJEpHU3Ma U aBaHTapje BPEMEHOM IPOMEHMIIE
CMHCA0: MeJIECeTHX TO/IMHA aBaHrap/a je Ouina CHHOHUM 3a CaBpeMeHY MY3HUKY,
JIOK je JieBeleceTHX MocTajga BHIIE ,Tpaauuuja™ ekcrnepuMeHra. Crora ce
MOJIEPHH3aM Y OBOM KOHTEKCTY MOpa I0CMaTpaTH Ha M3HUjaHCHpaH Ha4yuH. Y
Wby AeduHHCama MOJICPHUCTHYKOT CTaBa, y CTYIHjH ce HUTHPajy uueje X.
Hanysepa (H. Danuser) o My3u4koj MOJIEpHH M yKa3yje ce Ha pa3iukKy usmely
yMepeHe MOACPHE U paduKaiHe MOJICpHE.
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OBa TUNOJIOTH]a je WIYCTPOBAaHA ITyTeM KPUTHYKOT U aHAIUTHYKOT OCBpPTa
Ha TJIaBHU TOK pyMyHCKe My3uke mociie 1950. ¥V Tom morneay, Moxe ce yOUuTH
KaKo JIBE Pa3IM4UTE CTPYje — yMepena U paoukaind, TOTHIy O jeJHe, INIaBHe
¢durype pymyHcke mysuke, Haume of bopha Eneckya. Ymepenu xommnosuropu
kao mro cy ITackan Benrtony (Pascal Bentoiu, *1927) u Bunxenm I'eopr Beprep
(Wilhelm Georg Berger, 1929-1993) nocienHo cy nucaim My3uKy Oa3upaHy Ha
UJeju Tpakela HOBOT M3pa3a y OKBUPY CTApHX TEXHHKA M pa3BHIM Cy Oorare
XapMOHCKE CTPYKType mo0por 3Bydama. C apyre cTpaHe, paouxkainu KOMIIO3H-
TOPH M3YMEIU Cy TEXHHKE, WU Cy, Ha 0COOCH HaYMH — y3 MHOTO YIUIMBA Ma-
TeMaTHke — Tparchopmucanyu mocrojeha cpexcrra: Credan Huxynecky (Stefan
Niculescu ,*1927) Teopujcku je MOCTaBHO M MIPUMEHHO XeTepodoHHUjy, AHATOI
Buepy (Anatol Vieru, 1926—1998) je pedopmynucao modarny meopujy u OTKpHo
My3Hu4dKe opMme Kao MTO Cy ,,CcUTO™, ,,eKkpaH", ,mcanMu’, Aypern Ctpoe (Aurel
Stroe, 1932) je y KOMITIOHOBabY IPUMEHHO meopujy Kiaca u meopujy mopgoze-
Hese, TOBe3yjyhn UX ca PasIUYUTHM CHCTEMHMa ITHMOBama, [lan KoHncrantu-
Hecky (Dan Constantinescu, 1931-1993) je octBapuo cHHEprujy cepujajiuma u
anearopuke, Mupjam Map6e (Miriam Marbe, 1931-1997) je pa3Buia Teopujy
LUKJIMYHOT BPEMEHA y BE3W ca KOHIENTOM uMmrpoBuzauuje, Tubepny Omax
(Tiberiu Olah, 1928-2002) je npoxy0uo ,, noau-* TUMEH3HM]y MYy3HKE O] MOJIH-
¢doHuje 1o mommxeTepoPoHHje.

[ITa mocTmMo/epHa My3UKa 3HaYM 3aBHUCH, Mel)yTHM, 0] yriia mocMaTpama.
VY cryauju ce nutupajy Heke o nedunnnuja Jlea Camame (Leo Samama), Xep-
Mmana Jlanyzepa, Creana Hukyneckya, Anarona Buepya, Anmkeja Xinoneukor
(Andrzej Chlopecki). AyTop cTyaMje mocMaTpa MOCTMO/EpHY Kao M3pa3 MCTO-
pHjCKe CBECTH M IpOydyaBa HEKe Of HCHHX acleKkara KoJ KOMIIO3UTOpa HCTE
reHepanuje y pyMyHckoj my3un. ITocTaje jacHO 11a Cy ce paHnX cefaMIeceTHx
TOAMHA TIOjeIMHN PaouKaiHy KOMIO3UTOPA MIOMEPWIN Y TPABIy nOCMMOOepHe
yIpaBo MOCIe TOTUTHIKUX forahama 1968. ronuHe, U TO KaKo y 3amaHoj TaKo
u y ucrouHoj EBponn, maia cy ¢pyHImaMeHTH 3a 0Baj cTaB OMIM BeoMa pasIiyu-
Tu. Pan ce 6aBU HEKMM 07 03HAYMUTEJbA MY3HUKE [TOCTMOJEPHE: LIUTAT, KOJIAXK,
eMaHIMIalyja KOHCOHAHIE, TUTYPAJIMCTHYaH U TOJEpPaHTaH IUCKYPC ,IpHja-
TEJHCKOT™ CTaBa MpemMa My3HW4KO]j ITPOIIIOCTH.

(mpeBena Jenmena MuxajnoBuh-Mapkosuh)
UDC 78.071.1(498)“19*
78.037/.038.6:329.15](498)
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Dan Dediu

ROMANIAN EXPERIMENTAL MUSIC
BETWEEN 1960-2000

Abstract: This study has two parts: a general theory of experiment, and a
descriptive part about Romanian experimental music in the second half of the
20™ century. An experiment is an adventure and its nature depends on negation.
Time is always the main enemy of an experiment, because in time the experiment
transforms itself into tradition. So the concept has to be always redefined and
interpreted in a fluid context. From this perspective our study researches
experimental music in Romania between 1960-1996. Generations of composers
are observed critically according to a chronological category: the decade. In
that way one can see the flow and development, in time, of some important
musical ideas in Romanian compositional thinking, like heterophony, archetypal
music, spectralism, events, and folklore.

Keywords: avant-garde, experimental music, Romanian music, Eastern Europe,
Adorno, heterophony, archetypal music, spectrality.

Fictitious Interlude

I would have loved to have seen Adorno’s face sometime during the
1950°s when he found out that Stravinsky had begun to compose serially
and that Schonberg had returned to the realm of tonality. I would have
loved to have witnessed his spontaneous verbal response, to have opened
his own opuscule of 1948 entitled “Philosophie der neuen Musik”, and to
have reminded him of his own implosive and sententious statements in
which Stravinsky is called a reactionary, a standard-bearer of restoration
and Schonberg a prophet of new music. 1 would then have loved to have
read with him an article entitled On revient toujours written by Schonberg,
which had just been published by the press. After having administered to
him this dose of moral anaesthetic and having moved beyond the awkward
moment of self-critical confession, which would have probably consisted
of pensive silence, I would have confined myself to telling him
—impersonally speaking — that we should not put forward and
recommend aesthetic conduct while the creators are still living. I would
have said: “The risk is too great!” and would have bowed before this
monument of thought. But my wishes remain in the realm of
imagination, as I neither saw Adorno’s face at that moment nor did I
succeed in inserting the well-chosen quotations — not without a trace of
satisfaction — into the conversation we might have had. I couldn’t even
meet him and express my reproaches with a meaningful look cast at the
right moment, nor did I have any possibility to communicate by less
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conventional means, let’s say telepathically, my disapproval of his
attitude. All this could not have happened simply because I was not born
at that time. However, I can carry out an experiment, thus hoping to take
tardy, and obviously ideal, revenge against post-war Adornian musi-
cological criticism. I am going to ask the question that will guide us in
studying a certain part of Romanian contemporary music of the 1960-
1996 period, more precisely music which may be called experimental:
are the two Adornian “poles” — Stravinsky and Schonberg — really so
different in their compositional manner? Starting from this point, I’ll try
to define experiment within its geographical and historical context,
without excluding the possibility of extending theoretical remarks to
other musical cultures.

EXPERIMENT IN GENERAL

Experiment as a form of adventure

Experiment is a form of adventure, and like any adventure, bears
within itself an ambiguous essence, which on one hand is repellent, and
on the other, attractive.' Resulting from the joint, uncontrollable actions
of the principles of play (modia) and seriousness (cmovdn), adventure
appears in a triple hypostasis, mortal, aesthetic and amorous, and shares
that feature of time which one might call temporal insularity. Like a
dagger, adventure incises time and transmutes its progress into singular
and exemplary experiences. But this temporal insularity is not chaotic: it
possesses well-defined borders, very different in nature. While we know
the beginning of an adventure, its development and end escape us; we
are forbidden to know them. Thus, the result of an adventure is, by
definition, uncontrollable.

Experiment as a form as aesthetic adventure will accordingly be
uncontrollably open-ended and indeterminate. We may establish experi-
mental progressive parameters, or think of possible directions, but we
cannot know what will happen during its evolution. Briefly, experiment
can be controlled only as far as its starting point and its genesis are
concerned. Teleologically speaking (since an experiment is also finally
an act, and is affected by the principle of finality) there are two ways in
which an experiment can end:

1. To succeed (-)
2. Not to succeed (+)

' Jankelevitch, Vladimir, L ‘aventure, I'ennui, le Sérieux, Paris, Aubier, 1963, pp.12-13.
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1. If it succeeds the experiment turns into technique, and becomes a
contextual asset which has been empirically tried and which creates
existential meaning within a particular environment and conditions. The
success of an experiment inevitably involves renouncing its experimental
condition (cf. supra).

2. If it does not succeed, (or is considered a failure, either by the
audience or by its creator) the experiment is abandoned and another
logical variant, another experiment, is tried. History has often recorded
the cases of abandoned experiments being resumed and revived after a
time, only then revealing the essential content that might generate the
experiment with possibilities of success.

Experiment’s Nature

I have often asked myself, after first getting in touch with an artistic
experiment, if the creative impulse expressed is one that negates or if
there is also a second impulse which enriches the first iconoclastic
impulse. It is obvious that the predominant attitude of experimentation is
negation, in whatever form this might appear: from the negation of a
tradition, either cultural or avant-garde, to the negation of another
experiment. But a negation cannot exist by itself, and cannot on its own
feed artistic creation. It only gives the first impulse and meaning to the
creator’s search: that of discovering novelty by eliminating (negating)
possibilities that have already been used. Thus, experiment is a form of
conquering still untrodden artistic areas, a kind of artistic “enrichment”.
But, just like any accumulation, this is mainly gquantitative. Through
experiment, undreamed-of realms are discovered, and newly conquered
domains are mapped. However, this does not generate insight, it only
accumulates quantity. To pass from quantity to quality, the amassing fever
of the explorer should be followed by a farmer’s insight and patience.
Hence, negation comes to terms with quality in its attempt to get rid of
its dependence on the things negated, but this alliance will have, as we’ll
see, destructive consequences on the experiment’s nature.

Quality may appear in an experiment at the moment its source is
identified in the creative mind. While an experiment’s nature as an
aesthetic idea was quantitative, the creator’s nature alone is able to endow it
with quality. The source of this quality is twofold: if the experiment is
determined by a strong emotional creative impulse, by emotion, the
experiment will be one of content; if the experiment generates from a
previously planned aesthetic idea meant to be put into practice by a
concept, then it will be considered an experiment of form. Emotion and
concept, taken either separately or together, may turn an experiment into
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a work of art, by instilling formal and content qualities. But while quality
settles gradually in the experiment, we see the experiment being dissolved
and turning into something else, into success or certainty.

Like a chrysalis, the notion of experiment disappears when it is
qualitatively enriched, leaving room for the work of art to emerge like a
butterfly. Its fragility rests in the transitory and ephemeral condition it
creates. Any improvement of the situation will only destroy the axiological
and temporal insularity of the experiment. Quality becomes in this
context harmful, an infirmity, a sickness, as it necessitates leaving the
meanwhile, the interval. An adventure of the spirit, horizontality invasive,
an experiment haunts its own essence with negativity and superficiality,
promoted as values per se.

The answer to the question I asked earlier might be the following:
negation is the main ontological feature of experiment. Any interference
with it by another characteristic, whether of form and/or content, is
considered to be an intrusion, which, in any case, destroys experiment as
such. From the not-yet-experiment, through the almost-experiment, the
experiment itself, slightly-more-than-experiment, and ending in the work
of art, the order of TO BE subjects the notion of experiment to a pressure
whose last term is metamorphosis. In this sense, there is no successful
experiment (cf. infra) because once successful, it will leave the experimental
category and turn into a qualitative, valuable artistic reality.

Experiment and Tradition

Experiment can be distinguished from non-experiment only in
relation to an artistic tradition. It cannot judge itself, but can only
compare itself to something that had existed before, to a precedent of the
same kind. Thus, experiment exists only by comparison. It sounds the
realms of possibility, starting from the solid tradition that it opposes. The
fundamental question of its existence would be: experiment in relation to
what? G. Steiner wrote: “in the case of a radical innovation - either poetical,
visual or musical (...) the reaction of the one who perceives it consists of
a complex movement which incorporates novelty into the already-known”
This mental mechanism is specific to any human perception, as described in
the theorization of Zen Buddhism: the three steps in perceiving any
ordinary event (visual, auditory, etc.) called nen follow a mental path
which opens with the message received, continues with the spontaneous
response to it, and ends with the immediate comparison of this stimulus

2 Steiner, George, Die Musik der Gedanken, in Lettre International, Heft 29, Sommer

1995, Berlin.
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to previously assimilated stimuli which are part of our experience.’ In
this sense experiment is determined by an existential component, which
we might call tradition* and in relation to which it defines itself by means of
a feature called novelty.

Experiment as Novelty

The feature of movelty, which is involuntarily acquired by any
experiment, is, in fact, a reflex of quantitative extension. Novelty cannot
be conceived without extension, without going beyond the limits of a
given framework, which I earlier called tradition. Any deviation from
tradition’s standards will be considered an extension and will automatically
acquire the feature of novelty. When this feature is considered in an
aesthetic context it is called originality and it involves an extremely
severe condition of existence: preliminary imitation as preparation for
invention. In the artistic field, it is impossible for something to be an
invention before it has passed through the preliminary stage of imitation.
And by imitation we don’t mean a mere copy of tradition, but the
possibility of imitating the experimental stimulus in its form. We should
not insist here on the terms of imitation and invention. But we should
keep in mind that the originality of an experiment should be regarded as
the output of two forces operating on different levels: imitation and
invention. Hence the originality of an experiment does not mean just
invention, but a mysterious equilibrium between mimesis and inventio.

THE RELATIVITY OF THE NOTION
OF EXPERIMENT

Novelty cannot be regarded statically, as a break with a tradition that
is always the same. What we call tradition is continuously being changed by
the inclusion of elements that, until recently, were considered to be
experiments. Consequently, novelty cannot be deemed to start from the
notion of an impenetrable and invariable tradition, but in comparison with a
permanently redefined tradition. Analysing the novelty of an experiment
is therefore very difficult. The versatility of novelty in relation to what
we call tradition reflects another feature of experiment: relativity. Experi-
mental novelty cannot be defined. There are cases when experiment is

Zender, Hans, Happy New Years, Freiburg im Breisgau, Herder, 1991, p.44.

Dibelius, Ulrich, Komponieren gegen den Dogmenzwang, Astetische Konzepte nach
1945 und heute, in Merkur, Deutsche Zeitschrift flir europédisches Denken, Stuttgart,
Klett-Cotta, Februar 1996, pp.115-126.
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related to a cultural tradition which it negates at a certain moment — let’s
say the 1960s — while another experiment, thirty years later, in the 1990s,
affirms what was previously negated, in the context of a tradition, this
time built upon the institutionalization of the former novelty. In this sense
both the attitude that negates tradition and the attitude that continues it
belong to the realm of experiment. What is experiment in an avant-garde
tradition (which may be considered as a fradition of non-tradition or,
using Benoit Duteurtre’s term, academized anti—academicism)?5

This example clarifies the fact that an experiment cannot be regarded in
the same way in different contexts of different periods of time. For
example, one thing is called an experiment in the 1960s, and something
else is called experiment in the 1990s. Hence the notion of experiment is
contextual and consequently relative.

ROMANIAN EXPERIMENTAL MUSIC

Defining the problem

Before outlining various expressions of experiment in music, that is
before restricting our previous theoretical observations to the characteristics
of a well-defined field, it is essential to explain the standpoint that we
will further adopt, and according to which we will select the direction
used to illustrate three decades of Romanian experimental art. It is
obvious that the experimental impulse and its outcome — experimental
art — were represented as such in Western avant-garde movements at the
beginning of the 20th century. Thus, the influence they had, especially
over young creators in Eastern Europe, was extremely powerful, fascinating
and paralysing as such, from the point of view of creativity. Hence, in
the context of an East-European culture, artistic experimentalism will appear
under two forms, chronologically (successively) considered:

1. As an import of experimental ideas from Western avant-garde
and an imitation of these ideas, and then

2. As the generation and creation of local experimental ideas.

In this context, we will focus our investigations only on the second
form. This we’ll consider only as a culture able to free itself from the
influence of a certain experimental model, in order to formulate its own
needs according to its specific circumstances. As a consequence of our
earlier statements, we are not going to add any value judgements to the
selection we’ll make, because its criteria will consist in pointing out

> Duteurtre, Benoit, Requiem pour une avant-garde, Paris, Laffont, 1995.
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novelty in comparison with a permanently redefined tradition (cf. infra),
and novelty does not necessarily imply aesthetic value. Also, if one of
the experiments we cite goes beyond the condition of experiment in
general and becomes a work of art (thus being given a value judgement),
this will have happened only when it is assimilated as novelty and
incorporated into a new, more integrating tradition than the previous one.
The method we are going to use to emphasize some reference points
indicating what we consider to be originality is very simple; it relies on a
procedure of eliminating what was culturally validated, that is, what was
given a name and an interpretation (a critical and aesthetic foundation),
in other words was institutionalized. So, we’ll confine ourselves to the
realm of possibility, to what we earlier called failed experiment, which
might however point the way towards someday finding something else.

Experimentation Possibilities

We’ll mention some directions in which the European experimental
impulse has taken since 1945, but which won’t be included in our research
as they have already been the subjects of many exegeses and interpretations,
which have turned them into a new tradition. Designations like dodecaphony,
electronic music, concrete music, serial music, mobile opera, indeterminacy
and opening, happening, electro-acoustics, instrumental theatre, graphic
notation, collective creation, minimal and repetitive music, new complexity
and new simplicity, inter- and multimedia, postmodernism, coupled with
impressive critical references represent experimental directions already
institutionalized and integrated in an experimental tradition.

However, eliminating all these directions from our concerns without
taking into account the temporal dimension would be a theoretical error,
since all the above mentioned designations define tradition from the point of
view of the year 2000. In order to properly understand experimental
events and avoid falling into the trap of ‘purism’ we’ll have to construct
some conceptual elements, to be used as instruments, to help us better
understand the experiment phenomenon in the context of Romanian
musical culture. We therefore need to define successive traditions instead of
a single updated tradition.

These successive traditions correspond to a psychology specific to
20th century creators, which makes conceptual distinctions between genera-
tions by means of a temporal standard which has become almost a cliché:
the decade. According to this belief, the art of a decade will be (according
to some manifestos must be) different from that of the previous or future
decade. If we adopt this cultural preconception, then one might define a
tradition of the 1960s and another of the 1970s, differently from that of
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the ‘1980s, which in its turn differs from that of 1990s. Thus four experi-
mental traditions are obtained between the 1960s and 1990s. The re-
markable feature of this division is the fact that each tradition includes
the preceding ones.

Experiment in the 1960s

Compared to the West, the Romanian musical tran in the 1960s
revolved around folkloric-neoclassicism’ coupled with the aesthetics of
socialist realism. The young generation of Romanian creators, receptive
to the avant-garde trend in contradiction to Zhdanovist dogmas, came
into conflict with the defenders of the purity of socialist realism (of the
“heigh-rrup” style). Works that may be considered today as masterpieces
of Romanian music began their life under the then insulting label of
experimentalism: Cantata IIl, Crossroad and Formants by Stefan Nicules-
cu, Eratostene’s Sieve and the Hourglass-cycle by Anatol Vieru, Columna
Infinita and Masa Tacerii by Tiberiu Olah, Monumentum and Archways
by Aurel Stroe, Incantations and Symmetries by Cornel Taranu, Textures by
Mihai Moldovan, Studies for orchestra by Liviu Glodeanu, Diptych for
orchestra by Adrian Ratiu, Concerto for piano and string orchestra by
Dan Constantinescu, Ritual for the Thirst of the Earth by Myriam Marbé.

Different in aesthetics and compositional technique, the above-
mentioned works have in common their need to explore new realms of
sound. The fact that some of them resisted the ravages of time, demonstrates
that their value was not only due to experimental impulse, but that,
beyond this impulse, there was always a profound musical basis.

During these years, composers like Stefan Niculescu, Aurel Stroe,
and Anatol Vieru began to concern themselves with the mathematical
modelling of musical structures. Stefan Niculescu investigated what he
called, in a now famous study, musical syntaxes, heterophony in particular,
and then went deeply into the analysis of formalizing rhythmic counterpoint.
Aurel Stroe inaugurated a series of articles theorizing the mathematical
model of “composition classes” and later of music based on the catastrophe
and morphogenesis theories. Anatol Vieru conceived an exhaustive study
of the octaviant modes from the point of view of set theory.

Experiment in the 1970s

When the experimentation of the ‘1960s was institutionalized, thus
becoming itself a tradition, a new generation of creators formed another

®  Known under the less-flattering name of “pasunism’ (from the Romanian word pasune,

meaning pastureland), designating a local type of jingoism.
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“assault group”, aiming to conquer new and ever-different realms of
sound. These artists took over the virulent character of innovation from
the previous generation, claiming to be even more original than their
predecessors. While what we earlier called the ‘1960s experiment was an
outcome of various influences which post-war Western avant-garde and
the exegesis of Enescu’s last compositions exerted on a whole generation
of creators, the same cannot be said about the aesthetic aspirations of the
composers beginning to define their personalities in the ‘1970s. They
created music different from that of their predecessors, continuing John
Cage’s experiments and grafting them onto Brancusian aesthetics of the
essentials. And this is what gave birth to the great experimental trend of
“archetypal” music. Octavian Nemescu, whose creation and personality
are inextricably connected to the birth of this trend; Corneliu Cezar,
fervent researcher of sound phenomena and of the correspondence between
the physical macro-universe and the sound micro-universe; and Corneliu
Dan Georgescu, a scrupulous apologist of the archetype and its resources,
are just a few major figures of the experimental movement named
“archetypal music”.

Other directions of experimental impulse are to be found in the same
restless mind of Octavian Nemescu, the theorist of so-called “imaginary
music”, a musical species intersecting the realms of mystical meditation
and musical therapeutics.

The various tuning scales experimented in the opera Orestia, taken
from European and extra-European traditions, led Aurel Stroe to create
an extremely personal musical idiom which transcends the condition of
experiment to enter the realm of axiology.

Another restless adept of experiment, different in each work, is Ulpiu
Vlad, whose monumental creation entitled Mosaic was innovative in making
the most of the possibilities given by various musical ensembles. The central
idea of this work, written for all the instruments of a symphonic orchestra, is
based on the calculation of each instrumental combination so that, at any
moment, a chamber ensemble (duo, trio, quartet, etc.) can be extracted out
of the score, the result being always under control and responsible.

Spectral music was tackled by various composers, such as Fred
Popovici, Lucian Metianu, Octavian Nemescu, and later in the ‘80s, by
Calin Ioachimescu, as an experiment, trying to point out “the anatomy of
sound”. Other sound experiments were carried out by Nicloae Brindus
and Anatol Vieru in the field of instrumental theatre, and by Costin
Cazaban, M. Mitrea-Celarianu in that of “conceptual music’’. In the

7 This stock phrase used by critics seems to us pretty vague and in any case irrelevant

as far the music type designated is concerned.
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same decade, composer lancu Dumitrescu, approaching the term sappening,
inaugurated with the “Hyperion” Ensemble a series of improvisation
concerts which would influence his compositional manner. This is a very
interesting way of tackling musical creation, one that consists in a
“reversal” of the composing strategy: with Iancu Dumitrescu music was
constructed by working with the performer, writing being subsequent to
the “composing” itself.

Experiment in the 1980s

At the beginning of the 1980s a revival of traditional music
inspiration is to be noticed, but this time in an experimental context and
with an aesthetic of distillation and stylisation of certain melodico-
rhythmic lines. Folk music filtered by compositional techniques derived
from post-war musical thinking, such as textures, collage, stylistic
allusion, effectology, now appeared in a softened form, filled with an
intuitive and emotional content. This way of decanting all types of
extremism — either fervently traditionalist or fanatically avant-garde -
facilitated the appearance of a way of thinking shared by both the so-
called 1980s generation and their predecessors, conceptually transformed
under the influence of an overwhelming “Zeitgeist”. Composers like
Adrian lorgulescu (the Hypostases series, Second String Quartet, Doina
Rotaru (Concerts for flute and orchestra, Second Symphony), Calin
loachimescu (Tempo ‘80, Musique spectrale), Liviu Danceanu (Quasi-
Opera, Quasi-Fugue, “Great Unification” concert), Christian Alexandru
Petrescu (May Night for solo voice, a work worthy of the Guiness Book
of Records, Trochos), Violeta Dinescu, Maia Ciobanu, Sorin Vulcu, Adrian
Pop, and Viorel Munteanu experimented with new ways of tackling
composition. However, this was without the radicalism of previous
generations. One might even advance the idea of exhausting the experiment
notion, and of a lack of appetite of the younger generations for the
provisional character of experimentalism. The composers quoted above
inserted experimental elements into their works, but their aesthetic is one of
synthesis, of appropriating experimental demands and including them into a
refined sound discourse, the creative impulses becoming “music” again.

Most creators of the 1980s agreed to the gradual abandonment of
experimentalism and a resumption of previously rejected themes. As a

matter of fact this would be the main characteristic of Romanian music in
the 1990s.
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Experiment in the 1990s

As a response to the concerns of some Romanian writers, young
composers experimented with the controlled collective creation. Nicolae
Teodoreanu, who initiated the project and created the work’s writing
algorithm, turned to a number of creators — George Balint, loan Dobrinescu,
Dana Teodorescu, Mihai Vartosu, and Dan Dediu — to carry out the
experiment. Unfortunately, the lack of group cohesion between the creators
involved made them abandon this project, unique in its intention in
Romanian music.

Partial experiments were still carried out within the new music
Ensemble: “Archaeus”, coordinated by Liviu Danceanu (the repertoire range
of the group including extremely diverse works); and in some groups such
as: Trio Contraste from Timisoara, Traiect (conducted by Sorin Lerescu), or
Ars Nova (led by Cornel Taranu). The spectral music school, whose major
promoters are Calin Ioachimescu and Fred Popovici, extended its scope to
include a younger generation of composers. This was also due to the
influence of French musical culture, known and enthusiastically promoted
by interpreters such as Daniel Kientzy, Pierre-Yves Artaud or by Parisian
institutes of electroacoustic music such as GRM (Group de Recherche
Musicale) and IRCAM (Institut de Recherche et Coordination/Acoustique).
In addition to composers tackling spectral music technique in these years,
disciples of the archetypal school, centred on the personality of Octavian
Nemescu, appeared as well. However, this movement was slightly
represented by illustrative works, being confined to musical commentary
and glossing over works belonging to its coordinator and initiator.

A synthesis between the graphic notation experiments of the ‘60s
and ‘70s, those of controlled aleatory, electroacoustic and concrete music
was made by Ana Maria Avram (the lkarus cycle), all grafted onto tragic,
troubling aesthetics. Creators like Mihaela Stanculescu Vosganian (the
Interferences cycle), Livia Teodorescu, Dana Teodorescu, Dora Cojocaru,
Adrian Borza, Laura Manzat, Radu Popa, Irinel Anghel, Liviu Marinescu,
Bogdan Voda, Cristian Lolea, and Catalin Cretu offered possibilities for
experimental impulse to develop in Romanian culture, under different
coordinates from those known until then. “Post-fiction” chamber opera,
written by the undersigned, expressed this idea from a post-modern
perspective and with a hybridization technique exploiting different ways
of expression, and musical inter-textuality (“styles-surfing”).

The fact that the 1990s musical experiment is not the same as that of
the 1960s should not make us presume an exhaustion of its exploratory
power, of its being “outdated” as an avant-garde expression, or simply,
that it was dying. What we should notice is the experimental notion
transformation according to a tradition ever different from one decade to
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another. The lack of experimental types characteristic of the ‘60s from
the conceptual framework of the ‘90s does not point to a crippling of
experiment as such, but to a change of viewpoint regarding the meaning
of experiment. Thus, the 1990s did not lack experimental impulse, as
many of the creators of the previous decades stated regretfully, and who
could not notice the change of mental attitude, which turned the experiment
of yesterday into tradition, and hid from view its true essence.

Fictitious Postlude

My imaginary conversation with Adorno at the beginning of these
pages might end with the conclusion that it isn't Schonberg who is the
typical example of experimentalism in the 20th century, but it is Stravinsky.
The image of the former, confined to a space delimited by strict coordinates,
which he never crossed and within which he was continuously innovating,
is just a cliché worthy of a simplistic Hollywood mythology, out-of-date
and, obviously, far from reality. Schonberg was by no means the ossified
creator that Adorno would imagine and impose on us.

However, the true experimenter of our century is Stravinsky. Because
experimenter means adventurer, which in its turns is a permanent
swinging between seriousness and play. Stravinsky’s experiments, their
formidable versatility which cannot overcome the impression of obvious
stylistic unity, illustrate a sound musical conception: each time a new
challenge, a new temptation to explore known or unknown worlds, known
worlds still unknown, unknown worlds yet known. What is known? And
what is unknown? These are questions that help us escape from intoxicating
the future by exercising our nostalgia. They are permanently extended
limits of the essence of experiment as a form of aesthetic adventure.
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Han Jleouy

PYMVYHCKA EKCITIEPUMEHTAJIHA MY3UKA USMEBY
1960. 11 2000. TOAVHE
(Pesume)

VY pany ce Ha HEKOHBEHIMOHAJIAH HAuYMH pa3MaTpajy CTaBOBHU O HUCTOPH]-
ckuM ynorama U. Ctpasunckor u A. lllenGepra usnoxenu y @uiozopuju Hoge
mysuxe (1948) T. B. AnopHa. Jour mnpe Hero mro Cy CTBapajayke aKTUBHOCTH
OBHX KOMIIO3UTOpa OmIie 3aBpIieHe, FBUX0BE MO3HIIMje CY V TOj KEbU3HU carje/a-
HE Kao CyIPOTCTaBJbEHE: C jefHe cTpaHe je 6no CTpaBUHCKHU Kao ,,peakIioHapaH’
u ,,Hekpodmmuan“, a ¢ npyre crpane je Lllenbepr o3Ha4YeH Kao ,,IPOPOK HOBE
Mmy3uke. Melyrum, y nepuony nocie 1949. ronune llenbepr o0jaibyje wia-
Hak On revient toujours, a CTpaBUHCKH 3all0YHIbE CBOjY cepujainy ¢asy. Ope
YHEHCHUIIC HEMHHOBHO BOJIC Ka 3aK/bydI[MMa J1a je CBaka HEIMOTIIyHa TeopHja
numTaBHa (1) ¥ ga cy upHo-Oene koHuenuuje npodnemaruyne (2). Crora ce
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MOTY MOCTAaBUTH J[Ba MHUTama. [IpBO: Ja K Cy 3aucma eCTeTCKH CTaBOBU OBE
JIBOjUIIE KOMIIO3UTOpA TOJUKO paznuuutu? Jlpyro: mxa yiu je moryhe ga Komro-
3UTOp 33JPKK jEJaH WUCTH CTaB IpPeMa KOMIIOHOBAaWY TOKOM LIEJIOT KHBOTA?
300r Tora ce ayTop y NpBOM Jiely paja 0aBu ONIITOM TEOPHjOM EKCIIEpUMEHTA.

ExcniepuMeHT je aBaHTypa M HeroBa IMPUPOJIA je 3aCHOBaHA HA HETalllju U
nHOBanuju. Moryhe je KOHTpoIMCaTH caMO MOYeTaK eKCIIEPUMEHTA, 0K je Kpaj
OTBOpEH. AKO ce IOKa)Xe Jia je eKCIIEPUMEHT yCIIelllaH, OH Ce MpeTBapa y TeX-
HUKY U TI0CTaje 3ajeJHUYKa KYJITYpHa BPEIHOCT, YUME yJa3H y Tpamuuujy. Ako
je HeycIenaH, meropa uicja he 6utu HamyiTeHa, a Moxaa he ce mocie u3Bec-
HOT' BpeMeHa IOHOBO jaBUTH. BpeMe je yBek riiaBHH HellpujaTesb eKCIepHMEH-
Ta: UCTOpHja Ta IpeTBapa y TPaauIHjy. 3aTo Ce HEroB KOHIENT MOpa CTAIHO
penaehUHUCATH U HHTEPIPETUPATH Y QIIYHIHOM U peIaTHBU3YjyhieM KOHTEKCTY.

TakaB KOHLIENT MPEACTABIbEH je Y APYTOM JeJy CTyAHje, Ilie Ce U3 Te mep-
CIIEKTHBE IMOCcMaTpa eKCIiepUMeHTalIHa My3uka y Pymynuju usmely 1960. u 2000.
roauHe. JlenoBame KOMIO3UTOPCKUX I'eHEpalija KPUTHYKH CE€ TOCMAaTpa TOKOM
CYKLIECHBHUX JienieHHja. VIHTepecaHTHO je J1a Cy CBH €KCIIEpUMEHTAIHHU MTOKpe-
TH U3TPAJUIN CBOj€ COIICTBEHE TPAJMLH]E U yIIIABHOM YCIEIH Jja HHCTUTYLHO-
Hanu3yjy cBoje caapkaje. Tako ayTop youaBa KOHQUIMKT u3Mely paziumduTHX
eKCIICPUMEHTAIHUX Tpagulja, Ha MPUMEpP, OHUX U3 CEIaMIECETHX TOAWHA Y
OJHOCY Ha OHE M3 MpeTXonHe JeneHuje. Mako ce mo ceOu pazyme na ce peajaH
JKIBOT HE OJIBHja TOJIEJhCH Y JCTIeHHje, YNHH CE J1a IMa OCHOBA Ja ce morahaju
y nocnepatHoj PymyHuUju mocmarpajy ympaBo Ha Taj HaumH. llemecere roanHe
6une cy mon momuHanujom CTaJbMHOBE HMICONOTHje, me3meceTe cy mox Yay-
IeCKyoBoM, Ha cieehy nerennjy pediekToBanu cy ce mokper u3 1968. romu-
HE U KMHECKa ,,KyJITypHa PEeBOJyLHja“, JOK Cy OcaMJieceTe U JieBeleceTe Ouie
MMPOKETEC MOCTMOJACPHUM JYXOM BpEMECHA.

VY KJBY4HE peuu pyMyHCKE eKCIIepUMEHTAIHE My3HKe yOpajajy ce xemepo-
¢onuja (Credpan Hukynecky, Tubepujy Onax), apxemuncka mysuxa (Mupjam
Map6e, Koprenujy dan DBophecky, OxraBujan Hemecky, Kopuenujy Llesap),
cnexmpanuzam (Xopamujy Pagynecky, Kamun Joakumecky), xenenune (Janky
Humutpecky, Huxonae bpauayin), nranemapnu ghorxiop (Aypen Ctpoe).

VY moctiynujymy crynuje aytop ce Bpaha mutamuMa 0 CTpaBHHCKOM U
[enbepry. Uznaxe ce naeja ga ce ,,eKCIIEpUMEHTAHA CYIITHHA™ MOXE BHIIIE
MPUMEHUTH Ha MPBOT (Kao IITO M AJOPHO TBPIH, alll C OPyruM oOpasioxe-
BEM), U TO 300T HEroBe Pa3sHOBPCHOCTU U PAJ03HAIOCTH (aau HE M HEKPO(H-
nuje). Y oBUM pasMmaTpamuMa Tpeba y3eTH y 003Up YHI-CHHILY 1a Cy 00ojuiia
KOMITO3UTOpa Ha HEOUEKHBAH HAYMH ITPOMEHIJIN CBOj€ CTABOBE MpeMa MY3HUIIH
y Iepuojy nocie o0jaBJbuBama AIOpHOBE Kibure. 13 cBera tora npousiasu ia
ce eKCIepUMEHT (Kao My3HW4Ka aBaHTypa) He MOXKe JI0OpO pa3yMeTH aKo ce
II0jMOBH aICOJYTHU3Y]Y.

(mpeBena Menuta MusuH)
UDC 78.031.4(498)
78.038.01(498)1960/2000”

178



Maria Kostakeva Modern oder postmodern?...

Maria Kostakeva

MODERN ODER POSTMODERN?
TRADITIONALISMUS, AVANTGARDE ODER
POSTAVANTGARDE?

Abstrakt: Mittelpunkt des Aufsatzes sind einige methodologische Probleme
bei der Betrachtung der Kunst, bzw. Musik an der Schwelle der zwei
Jahrhunderten. Anhang einiger Besonderheiten im Kompositionsverfahren
von vier wichtigen Komponisten (Gy6rgy Ligeti, Alfred Schnittke, Helmut
Lachenmann, Adriana Hoélszky) und im Licht der fiihrenden Ideen der
modernen Philosophie und Asthetik wird versucht, die Idiomatik unserer
Epoche unter Lupe zu stellen.

Schliisselworte: Moderne, Postmoderne, Avantgarde, Postavantgarde,
Rhizom-Labyrinth, Metapher, globale Klanglichkeit, iibergeordnete Pattern,
Textur, “Demontage” der Sprache, Polistilistik, Strategie der Abwesenheit.

In seinem 1979 geschriebenen Buch “La condition postmoderne™
charakterisiert Jean-Francois Lyotard die zweite Halfte des 20. Jahrhundert
als eine Epoche des Bruchs, des Ubergangs: Er weist auf die massiven
gesellschaftlichen Transformationen hin, von denen alle Bereiche der
Kultur betroffen sind: Es entstehen neue multikulturelle und post-
kolonialistische Identitéten, die hybride und flexible Einheiten bilden. Es
ist ein Zustand des Ubergangs von “sozialen Gemeinschaften zum
Zustand einer aus individuellen Atomen bestehenden Masse, die in eine
absurde Brownsche Bewegung geworfen sind.”” Auf diesen “vielfachen
Wandlungsprozess™ verweist auch Wolfgang Welsch in seinem Buch
“Unsere postmoderne Moderne”, das das Postmoderne sowohl auf
asthetischer, als auch auf soziologischer, 6konomischer, technologischer,
wissenschaftlicher und philosophischer Ebene betrachtet.

Wir leben in einer sich wandelnden Welt, in welcher stéindig von
wachsender Komplexitit und Globalisierung, gleichzeitig aber auch von
Instabilitat, inneren Spannungen, Turbulenzen, Unvorhersehbarkeit in
allen Bereichern des Lebens die Rede ist. Chaos, Unsicherheit, Angst,
Resignation herrschen nicht nur in vielen Kriegsgebieten unseres Planeten,

Jean-Frangois Lyotard, La condition postmoderne, Quebec, 1979 (frz.). Deutsche
Ubersetzung von Otto Pfersmann, Das postmoderne Wissen, Wien, 1986.

Lyotard, Das postmoderne Wissen, S. 54.
Wolfgang Welsch, Unsere postmoderne Moderne, Berlin 2002, S. 11.
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sondern sie sind auch fiir den Weltmarkt, fiir die Borse, fiir die Politik
oder fiir die Computerwelt bezeichnend. Es ist deswegen kein Zufall,
dass in der Philosophie und in der Kunst apokalyptische Gefiihle im
Hinblick auf die Zukunft unserer Welt geweckt worden sind. Als Folge der
unumkehrbaren gesellschaftlichen Wandlungen und der selbstbeziiglichen
Mechanismen der Globalisierung erloschen leitende Ideen und Visionen,
Ideologien und Sozialutopien jeglicher Art. Es kommt eine Zeit, in
welcher Zeitlosigkeit und Ortlosigkeit herrscht, eine Zeit der “Posthistorie”™.
Ein typischer Vertreter solcher postmodernen Ideen ist der franzdsische
Philosoph Jean Baudrillard. Nach seiner pessimistischen Theorie erscheint
die Kunst der postmodernen Epoche als eine totale Simulation der Welt,
in welcher die Dinge als Illusion ihres eigenen Selbst agieren. “Wir
schwanken zwischen einer Illusion und einer Wahrheit, die beide
gleichermaflen unertrdglich sind. Aber vielleicht ist die Wahrheit noch
unertraglicher und wir wollen schlussendlich die Illusion der Welt, selbst
wenn wir alle Waffen der Wahrheit, der Wissenschaft und der
Metaphysik gegen sie richten?””

Die Kunst als feines Barometer der Zeitgeist reagiert tiefgreifend auf
solchen Ideen. Deswegen ist es manchmal schwer, einige ungewdhnliche
Erscheinungen zu erkliren, ohne die Zusammenhénge, die dahinten
stecken, zu verstehen. Dazu ist heutzutage ein interessantes Phinomen
zu beobachten: es vollzieht sich — ob im Bereich der Gesellschaft, der
Politik, der Naturwissenschaft oder der Kunst — eine eigenartige
“Metaphorisierung” der Welt®, bei welcher Prozesse und Ereignisse von
ganz unterschiedlichen Bereichen verbunden und gegenseitig eines durch
das andere erklart werden. Gilles Deleuse und Félix Guattari sprechen
von einer “verborgenen Einheit”: “eine erweiterte Totalitit” eines Systems,
“das je zerstiickelter, umso totaler wirkt”.” Die Stadt ist z.B. von den
beiden Autoren als “ordnungsfahiges Labyrinth” metaphorisiert: “Die
unendliche Reihe der Kriimmungen oder Inflexionen ist die Welt, und die
ganze Welt ist unter einem Gesichtspunkt in der Seele eingeschlossen.”

In allen Lebensbereichen und in der ganzen Weltorganisation zeigen
sich diese rhizom-labyrinthischen Verhéltnisse immer deutlicher: eine
Ganzheit von Geschehnissen, die sich in allen Richtungen ausbreitet und

4 Siehe das Buch Jean-Marie Guélhenno, Das Ende der Demokratie, Miinchen 1996.
5 Jean Baudrillard, Das perfekte Verbrechen. Miinchen 1996, S. 22.

6 Siehe Ivan Mladenov “Conceptualizing Metaphors” (London 2005), The Method of
Conceptualizing Signs from Everyday Life (Internet-Zeitschrift fiir Kulturwissenschaft)
Nr. 15, Juni 2004.

7 Gilles Deleuse, Félix Guattari, Rhizom, Berlin 1977, S. 9.
8 Gilles Deleuze, Die Falte: Leibniz und der Barock. Frankfurt 1996, S. 45.
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in stindigen Transformationen und Wandlungen agiert. Wie es fiir das
Labyrinth bezeichnend ist, gibt es Zentrum und Peripherie nicht mehr,
Hierarchien aller Art werden aufgehoben. Es herrscht Mehrdeutigkeit,
Austauschbarkeit, Verdnderlichkeit, Gleichzeitigkeit von allem mit
allem. Zeit und Raum lassen sich oft nicht mehr artikulieren und die
zeitlichen Prozesse bekommen rdumliche Dimensionen. Das Unbewusste,
das mythische Bewusstsein und der Traum’, die immer deutlicher in der
Kunst zu spiiren sind, zeigen auch weitere Eigenschaften des Rhizoms:
das Prinzip der Unschliissigkeit und Desorientierung'®, der Isolierung
und Fragmentierung. “Die Kunst kehrt endlich zu dem zuriick, was sie
innerlich bewegt und was ihr Tun begriindet, sie kehrt zuriick an ihren
eigentlichen Ort, das Labyrinth — verstanden als ,Arbeit im Inneren’. (...)
In diesem Sinne représentiert das Labyrinth die tragende Struktur des
modernen Denkens, den unbefangenen Ort des Nomadismus, der keine
Richtungen kennt, weil er nicht an die Mdglichkeit des Zentrums
glaubt.”'" — schreibt in den 70er Jahren Achille Bonito Oliva, ein
wichtiger Vertreter der italienischer Transavantgarde.

* %k %k

Wie konkretisiert sich diese allgemeine Haltung der Modernen-
Postmodernen Epoche in der Musik? Bevor man die verschiedenen
asthetischen Richtungen einzuordnen versucht, sollte man davon
ausgehen, dass die europédische Musik in den vergangenen Epochen eine
gemeinsame “Grammatik™ hatte: die gregorianische Monodie im Mittelalter,
die franko-flimische Polyphonie in der Renaissance, die Homophonie in
der Barockepoche, die Tonalitéit in der klassisch-romantischen Epoche,
die Dodekaphonie in der ersten Hélfte des 20. Jahrhunderts. Doch schon
mit Debussy, Bartok, Strawinsky oder Varese beginnt die Zersplitterung
in verschiedenartige “Grammatiken”. Dieses Phdnomen wird sich in der
zweiten Hilfte des Jhs. weiter verschérfen, indem die nicht-européischen
Kulturen sich immer mehr (nicht ohne den Einfluss von John Cage und
Morton Feldmann) auch in Europa bemerkbar machen. Am Ende des 20.

“Im Traum ist das strenge Schema von Vergangenheit, Gegenwart und Zukunft
aufgehoben, alles ist gleichzeitig, in ihm ist das “kollektive Unbewufte” anwesend, (...)
alle Geschichts- und Kulturrdume sind im Gehirn des einzelnen Menschen versammelt” —
so beschreibt W. Rothe die Rolle des mythischen Bewulitsein und des Traums in der
modernen Epoche. (Siehe Wolfgang Rothe, James Joyce, Wiesbaden 1957, S. 99.

Die Desorientierung ist die “kontinuierliche Verschiebung der Moglichkeit der
Weitererkennung”, die in der modernen Kunst durch das Spiel der Mutation entsteht.
(Siehe Achille Bonito Oliva, Im Labyrinth der Kunst, Berlin 1982, S.42)

""" Achille Bonito Oliva, Im Labyrinth der Kunst, Berlin 1982, S. 54.
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bzw. Anfang des 21. Jhs. ist die Grenze zwischen den verschiedenen
dsthetischen Richtungen immer schwieriger zu finden.

Ende der 50-er und zu Anfang 60er Jahre, mit der Etablierung der
Avantgarde, beginnen qualitative Verédnderungen im Bereich des Klangs-
phidnomens, die ihren Héhepunkt — auch durch die vielfiltigen technischen
Innovationen der multimedialen Epoche — am Ende des 20. Jahrhunderts
erreichen: Durch die extremen Arten der Klangerzeugung, die Verwendung
ungewohnlicher Spiel — und Vokaltechniken sowie elektronischer Ton —
und Gerduschmanipulationen entsteht der Klang oft als eine globale
Klanglichkeit ,in progress’. Der franzosische Komponist Tristan Murail,
Vertreter der sog. spektralen Musik spricht von einer “markanten Revo-
lution” im “Klanguniverse” als Ergebnis von tiefsten Eingriffen in die Natur
des Klanges selbst.'” Fiir die Beschreibung dieses Phanomens entstehen
auch neue Begriffe: Helmut Lachenmann fiihrt solche Begriffe wie
“Klangform”, “Klangstruktur” oder “Strukturklang” ein: “ein Superklang,
den (...) wir erst im allmé&hlichen, zeitlich gesteuerten Abtasten seiner in die
Zeit projizierten Komponenten, also gleichsam horizontal erschliefen.”"”

Die neue Klanglichkeit “in progress” ergibt eine massive, auf der
Komplexitét der iibergeordneten Schichten beruhende Rédumlichkeit der
Musik. Die Zeit ist gédnzlich eingefroren, alles ist gleichzeitig da und
bewegt sich gleichzeitig in allen Richtungen. An die Stelle der
hierarchisch geordneten Einheiten der Struktur tritt die Textur, der das
Prinzip der Vielheit und des Rhizoms zugrunde liegt. Pierre Boulez
definiert die neue Musik metaphorisch als “organisiertes Labyrinth™'*:
Ahnlich wie Oliva meint er, dass “der moderne Begriff des Labyrinths im
Kunstwerk einer der erstaunlichen Spriinge ist, die das abendléndische
Denken vollbracht hat: ES GIBT KEIN ZURUCK.”"

Auch Gyorgy Ligeti bezeichnet die Textur (das Verkniipfungsnetz) als
Synonym der konstruktiven Ordnung. Die Erzeugung der “iibergeordneten
Pattern” in seinen Werken, dhnlich wie in der Fraktalgeometrie, ist ein
wichtiges Argument, mit dem der Komponist diese Idee untermauert.
Der Komponist weist auf den wichtigen Wendepunkt innerhalb der
zeitgendssischen Kunst in den computererzeugten Graphiken hin, in

Tristan Murail, “La révolution des sons complexes”, in: Darmstdidter Beitrdge fiir
neue Musik, 1980, S. 77.

3 H. Lachenmann, Musik als existentielle Erfahrung, Wiesbaden 1996, S. 77.

Auffallend sind, selbst wenn sie keine direkte Beziehung zum labyrinthischen
Diskurs haben, solche Bezeichnungen in Schriften Boulez’ wie fixierte und
verdnderliche, gerade und kurvige, regelméBige und unregelméfBige Réume, Vgl.
Pierre Boulez, Werkstatt. 2. Bd. 1985, S.76.

Pierre Boulez, “Zu meiner dritten Klaviersonate”, Texte, 1972, S. 166—167.
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welchen “die Unendlichkeit in die winzigste Zeitspanne”'® eingefangen
ist. Sein kompositorisches Verfahren in der ersten Klavieretiide Désordre z.
B. wird von ihm folgendermaBen erkldrt: “Das sind ganz einfache
Elemente, aber durch die Vermehrung, durch die kleinste Verschiebung
entstehen {ibergeordnete Pattern, Hyperpattern, sozusagen, die man
vielleicht als Hypersignale interpretieren konnte. Genau was in der
Fraktalgeometrie passiert.”"’

Diese wie ein Paradigma fiir das ganze Schaffen Ligetis anmutende
Erklarung, weist auf die rhizomatische Verhiltnissen hin, die der Musik
im zweiten Hélfte des 20. Jahrhunderts zugrunde liegen. Kann man aber
auf Grund dieser Parallele auch die Unterschiede zwischen solchen
Begriffen wie Moderne und Postmoderne, Avantgarde und Postavantgarde
definieren? Allein die Verwendung solcher Begriffe als Worte, die aus
anderen entstanden und abgeleitet sind (modern/post-modern, Avantgarde/
Post-avantgarde, vgl. auch tonal/atonal), bringt Schwierigkeiten mit sich.
Schon der Begriff “Moderne” hat keinen eindeutigen Bezugspunkt: Aus
historischer Perspektive beginnt die “moderne” Epoche mit der
Industrialisierung in allen Bereichern des Lebens bei dem hoch entwickelten
Kapitalismus im 19. Jahrhundert; denkt man aber an die Epoche
Gutenbergs, konnte man behaupten, dass die Moderne schon in 15.
Jahrhundert begann. Nach kunsthistorischer Sicht fingt L’art nouveau
(Jugendstil) in Zentraleuropa am Anfang des 20. Jahrhunderts an. Die
musikalische Moderne Stravinskijs und seiner Zeitgenossen unterscheidet
sich aber gravierend von dieser kiinstlerischen Richtung. Denkt man
weiterhin an die Avantgarde nach dem 2. Weltkrieg, verschiebt sich die
Grenze der “musikalischen Moderne” wiederum um ein weiteres halbes
Jahrhundert.

Tatsache ist, dass als erste Regel fiir die damaligen Avantgardisten
wie Stockhausen, Boulez, Nono, Ligeti, Berio, die abrupte Distanzierung
von der Tradition galt; es wurde nach einer anderen Syntax gesucht, die
frei von historischem und akademischem Ballast, von Assoziationen und
Klischees war. Es ist deswegen nicht verwunderlich, dass als Grundpfeil
fiir diese Richtung nicht die romantisch-expressionistisch geprigte Musik
Schonbergs und Bergs war, sondern viel mehr die in sich verschlossene,
serielle Welt Weberns. Der Rhyzom-Diskurs wird neu aktualisiert: Zu
dem fiir die serielle Organisation bezeichnenden Prinzip der Vielheit,
Isolierung und Fragmentierung, kommt auch — durch das Verfahren des

16" Vgl. Hans-Joachim Erwe, “Interview mit G. Ligeti”, Zeitschrift fiir Musikpidagogik
H. 37, 1986, S. 10

17" Ligeti, zit. nach: Bouliane, “Stilisierte Emotionen”, MusikTexte 1989, H. 28/29, S. 58.

183



My3ukonoruja 6 —2006 Musicology

“assignifikativen Bruches” (“cut-up” — und “ready-made” — Prinzip)."* —
das Prinzip der Demontage, der Unschliissigkeit und Desorientierung Das
Prinzip der Vielheit entspricht der Textur'®, verstanden als ein komplexes,
iibergeordnetes und unartikuliertes Ganzes in der postseriellen Musik.
Das Prinzip des assignifikativen Bruches bezieht sich auf die Collage —
und Montage-Technik — ein durch die brisanten Wechsel der Perspektiven
und das Spiel der kulturellen und musikgeschichtlichen Kontexte
entstechendes polivalentes Verfahren, das auf der Autonomie und
Heterogenitit der einzelnen simultan ablaufenden Schichten beruht. Diese
Kompositionsprinzipien lassen sich besonders deutlich im Schaffen
Gyorgy Ligetis beobachten.

Demontage der Sprache oder Spiel mit der Tradition? Aventures &
Nouvelles Aventures und Nonsense Madrigals von Gyorgy Ligeti

“Wir erleben eine Art imaginirer Oper: abenteuerliche Peripetien
. . . .. 20
virtueller Personen auf einer virtuellen Biihne.”

Gyorgy Ligeti

Betrachtet man die als Embleme der Avantgarde geltenden
Kompositionen Aventures & Nouvelles Aventures (1962—65), aus einer
geschichtlichen Distanz, wiirde es einem vorkommen, dass das Stiick,
das als radikaler Bruch mit den Traditionen gilt, eigentlich eine
Persiflage, eine spielerische Nachahmung und Simulation der bekannten
Opernstereotypen ist. Die historischen Gattungen, die in der Epoche der
Avantgarde als tot erkldrt wurden, sollten auch logischerweise
abgeschafft werden. Programmatisch in diesem Sinne ist der Artikel von
Boulez “Sprengt die Operntheater in der Luft!”, in dem er die Oper fiir
ein abgeschlossenes Kapitel in der Musikgeschichte des 20. Jahrhunderts
erklart. Dies alles fiihrt zu solchen Erscheinungen wie das “metathéatre”
Luciano Berios, die “szenischen Kompositionen” Maurizio Kagels, die
“imaginédre Oper” (Aventures & Nouvelles Aventures Gyorgy Ligetis. Es

“Ein Rhizom kann ab jeder beliebigen Stelle gebrochen und zerstort werden. (...) es
rekonstruiert sich auch dann noch, wenn es schon groBtenteils zerstort ist.” (Siche
Deleuze, Rhizom, S. 16.)

Waihrend unter ,Struktur’ ein mehr differenziertes Gefiige zu verstehen ist, dessen
Bestandteile unterscheidbar sind, (...) ist mit ,Textur’ ein homogenerer, weniger
artikulierter Komplex gemeint, in welchem die konstituierenden Elemente fast vollig
aufgehen. Eine Struktur kann gemél ihren Komponenten analysiert werden; eine
Textur ist besser durch globale, statistische Merkmale zu beschreiben.” (Siehe

Georgy Ligeti, “Wandlungen der musikalischen Form”, in: Die reihe, Wien 1960, S. 13.)

20 Ligeti, in: Brief an Hiibner, auch in: Imagindres Musiktheater. a.a.0.
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ist evident, dass die Gattungsart in jedem einzelnen Werk sich auf die
konkrete Kompositionsidee bezieht.

Als Ergebnis der gesellschaftlichen und Kommunikationskrise am
Ende der 50er — Anfang der 60er Jahre wurde die Semantik in den
meisten vokal-instrumentalen Werken der Avantgarde durch eine Art
Meta-Semantik ersetzt, bei welcher die Worter keinen festen Sinn mehr
haben. Die “Demontage” der Sprache fiihrte zu einer totalen kiinstlerischen
Simulation: Mal werden erfundene Worte grammatikalisch verbunden,
mal erscheinen sie so zerstiickelt und atomisiert, dass sie nicht mehr zu
erkennen sind, mal wird eine Metasprache erzeugt, in welcher Ritus und
Gestik der Sprache anstelle ihrer eigentlichen Semantik agieren.

Bei der spielerischen Nachahmung der Sprache in Aventures &
Nouvelles Aventures z. B. entdeckt man allgemeine Regeln und innere
Zusammenhinge, die fiir alle Sprachen auf Grund der Ahnlichkeiten des
psychischen Lebens und seiner expressiven Ausdrucksméglichkeiten gelten.
Durch solch ein erfundenes Kommunikationssystem wird die Musik
“korperlich greifbar™'; es werden neue kiinstlerische Ebenen, wie z.B.
Gestus, Duktus, Gebéarde erzeugt. Besonders wichtig ist dabei die neue
Funktion der Sénger, die auch als Darsteller erscheinen. Auf einer Skizze zu
Nouvelles Aventures (NB 1) markiert der Komponist den allgemeinen
Affektinhalt des Finales des 1. Satzes (“Communication”, Z. 85-89) etwa mit
“befehlend”, “fragend”, “sehr geheimnisvoll, indifferent” und die Art der
Artikulation der drei Sénger etwa mit “fliistern: gecheimnisvoll-intensiv”,
wobei die detaillierte und &duflerst komplizierte rthythmische Polyphonie fast
ohne Veranderungen auch in der endgiiltigen Fassung bestehen bleibt.

Dazu sind in der Partitur schon entsprechende phonematische
Vorgiange und Lautgruppierungen als Quasi-Silben, — Worter und —
Sédtze vom Komponisten festgelegt. Die kiinstlich erfundene syntaktische
Ebene ruft die semantische hervor: Jede syntaktische Einheit (die
Kombination von bedeutungstragenden Zeichen, auf denen die
formbildenden Prozesse ruhen) wird zum Generator neuer Bedeutungen.
Die kleinsten phonologischen Elemente werden durch die musikalische
Syntax semantisiert, und umgekehrt verdeutlicht die musikalische
Syntax die phonologische Textur. Auf dieser Weise wird, trotz des
Mangels an “meinendem und bedeutungstragendem Text”*, eine neue
semantische Organisation erfunden. Es werden Gefiihle, Gegenreaktionen,
Handlungen abgebildet, die ohne Sprache unmittelbar wahrnehmbar sind
und gerade deswegen zur Sprache werden.

21 Owe Nordwall, G. Ligeti. Eine Monographie, Mainz 1971, S. 39.

2 Gybrgy Ligeti, “Brief an Herbert Hiibner”, in: Imagindres Musiktheater. Neues

Forum, H 155-156, 1966.
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NB 1-a, Gyorgy Ligeti, Aventures, “Communication”, Skizze
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NB 1-b, Gyorgy Ligeti, Aventures, “Communication”, Partitur

So durch das Modellieren des psychischen Lebens und die Moglich-
keiten, es zu beeinflussen, entsteht das kommunikative, expressive und
dramatische Wesen dieser “neuen Kunstgattung”. Die Traumlogik bekommt
die Funktion eines kausalen dramatischen Ablaufs, anstatt Biithnenfiguren
entstehen karikierend-ddmonische Masken; die Metakommunikation®
wird als theatralische Kommunikation dargestellt, die Metasemantik als
Semantik, die erfundene kiinstliche Sprache als normale menschliche
Sprache. So wird das Modell der klassischen Oper, die zuerst prépariert
und dann mit einem Scheinleben versehen wird, zum Objekt des Spiels.
“Die Oper wird getotet, kriegt eine Injektion, erwacht nicht zum Leben,
sondern nur zu einem Scheinleben. So ein Scheintheater, so eine
Scheinoper mdchte ich schreiben —, denn(...) fiir mich ist es wesentlich,
in der Kunst unbedingt eine Liige zu sagen.””*

Eine &hnliche ironische Haltung gegeniiber der Tradition zeigt sich

in dem mehr als dreilig Jahre spéter geschriebenen Zyklus Nonsense
Madrigals (1988-1993) von Ligeti. Obwohl der Komponist sich ldngst

2 Herman Sabbe bezeichnet das als “Kommunikation aus metakommunikativer Sicht:

Ein Akt der Kommunikation iiber ein System von Kommunikationen”. Vgl. Gyorgy
Ligeti, “Zur kompositorischen Phénomenologie”, Musik-Konzepte 53, Miinchen
1987, S. 79.

2% Ove Nordwall, “Der Komponist G. Ligeti”, Musica 22, 1968, Nr. 3, S. 176.
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von der Avantgarde distanziert hat, bleibt das Wesen dieser vom Kompo-
sitionsmaterial her ganz unterschiedlichen Vokalwerke unverindert™: es
geht wieder um eine Nonsens-Sprache, die zur Musik wird, um eine
,Asemantik’, die semantisiert wird. Nach Ligetis Formulierung handelt
es sich hierbei um “radikal sinnlose, nach Geheimrezepten ,konstruierte’
Texte und eine Musik, die bei aller Abstraktheit deutlich affektive
Verhaltensmuster suggeriert.”® Denkt man an das virtuose vokal-
polyphone Madrigal der Renaissance, muss man zugeben, dass Ligeti
ziemlich genau dessen ,Geheimrezepten® folgt: Ahnlich wie in der
Renaissance-Epoche werden erfundene, semantikfreie Worte und
abwechslungsreiche Nachahmungen von Tierlauten verwendet.

In den Texten der viktorianischen Epoche, besonders in denen von
Lewis Carrol, findet der Komponist eine ideale Vorlage fiir sein Verfahren,
in welchem dadaistisches Wortspiel, Wortmischungen und Klangmalerei
eine wesentliche Rolle spielen. Die Wortfloskeln im als Passacaglia
bezeichneten vierten Lied “Flying Robert” sind z.B. viel mehr von
rhythmischer und klangfarblicher als von semantischer Bedeutung:
“Comes down, rain comes down, rain it did”’ etc. Das nach BACH — Art
geprigte, aus halben Noten bestehende und sich stindig modifizierende
Thema wird zwischen den beiden Baritonen und dem Bal} verteilt;
dhnlich wie in der mittelalterlichen Polyphonie wird das Thema in
parallelen Quinten und Quarten gefiihrt. Auf das schrittweise entfaltete
ostinato schichten sich nach dem Prinzip des “assignifikativen Bruches”
traumhafte Zitate aus der Musikgeschichte, die man aber als solche kaum
wahrnehmen kann: das Thema aus dem Schmuggler-Quintett aus der
Oper Carmen von Bizet, barocke Koloraturen, die sich gleichzeitig als
chromatische Instrumentalpassagen romantischer Prigung erweisen,
Pfeifen, und dies alles in einer nach Ligetis Art hemiolischen Bewegung®’
verkettet.

Diese Prinzipien der Vielheit und des “assignifikativen Bruches”
lassen sich besonders klar im letzten Lied “A Long, Sad Tale” nach
einem Text aus Alice’s Adventures in Wonderland beobachten, dem zwei
simultane syntaktische Schichten zugrunde liegen: Die erste Schicht ist
von kurzen, syntaktisch korrekten, aber ohne jede Logik miteinander
verbundenen Satzen gepragt. (“Off with her head”, “Turn witch into

2 «“Der Halb-Nonsense-Text ist eine unmittelbare, wenn auch konkretere
Weiterfilhrung der Aventures — Idee und die Musik ist nicht mehr chromatisch.”
(G.Ligeti, Programmheft zu CD “Vocal Works, Nonsense Madrigals”, Sony
classical, 1996, S. 23).

% Ligeti, in Nonsense Madrigals, ebd., im Programmbheft

T Typisch bei diesem Verfahren ist das ZusammenstoBen der Akzente auf Grund der

variierenden, (vergrof3erten — verkleinerten) melodischen Muster und Fakturbewegungen.
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fairy!” “Let us both go to law: I will prosecute you”, “I will try the
whole cause”, “And condemn you to death”). Die zweite Schicht besteht
aus ein — oder zweisilbigen, oft kiinstlich erfundenen Worter, “Head,
heal, teal, tell, tall, tail, heal, head, fu-ries, bu-ried, bur-ked, bar-ked,
bar-rel” etc. In dieser verwirrenden Artikulationsmixtur sind dichte, sehr
differenzierte und stindig sich wandelnde rhythmische Patterns zu
bemerken. Bei einer aufmerksamen Beobachtung stellt sich aber heraus,
dass diese asemantischen Einheiten, Sprachfiguren, Nonsens-Worter und
Wortfloskeln nicht nur syntaktisch verbunden sind, sondern so lange
wiederholt werden, bis sie einen neuen Sinn bekommen: “glide, guile,
slide... To death.” (Das Gedicht “Fury said to mouse” aus Alice’s
Adventures in Wonderland)

VI. A Long, Sad Tale

(fvom Lewis Carroll's: L Alice’s Adventures in Wonderland™
and ,Original Games and Puzzles”)

Gyorgy Ligeti
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NB 2, Nonsense Madrigals, “A Long, Sad Tale”

Das Wort — Ton Verfahren in Nonsense Madrigals und in Aventure
& Nouvelles Aventures wie auch die eigenartigen Titelbezeichnungen
zeigt die fiir das ganze Schaffen Ligetis bezeichnende Methode der
Persiflage: eine ironisch distanzierte Haltung gegeniiber der Tradition. In
seiner Oper Le Grand Macabre (1978) erscheint die neu geprigte
Tradition in der Epoche der Postavantgarde und Postmoderne. Im
Gegensatz zur “Anti-Oper” Aventures & Nouvelles Aventures, die als
Metapher einer Oper erscheint, ergibt eine weitere Metapher dieser
Metapher eine “Anti-Anti-Oper”; d.h. wieder eine (obschon im Sinne der
Gattungsgeschichte radikal anders konzipierte) Oper. Weil Ligeti, wie er
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selber stindig behauptet, ein Komponist ohne Ideologie®® ist, will er in
der Kunst alles treiben, was ihm Spall macht; es muss dabei unbedingt
eine Liige sein: “Falsifikation”, “Umkehrung”, “Simulation” des Uniformen
und Bekanntgewordenen. Diese ironische Haltung erlaubt dem Kompo-
nisten, das Unpassende und das Unvereinbare zusammenzubringen.

Das Postmoderne oder: Einheit in der Mannigfaltigkeit gestalten.
Die Polystilistik Alfred Schnittkes

“Es wire schwierig, eine andere musikalische Technik
zu finden, die so geeignet fiir den Ausdruck der philosophischen
Idee der Kontinuitdt wére, wie Polystilistik.”

Alfred Schnittke™

Diese ironische Haltung und das Umfassen des Heterogenen ist auch
in einer ganz anderer &sthetischen Richtung zu beobachten — jener der
Postmoderne. Der wolgadeutsche Komponist Alfred Schnittke (1934—
1996) entwickelte seine polystilistische Methode, (die von ihm auch als
“stilistische Polyphonie™ bezeichnet wurde), die ihm erlaubte, die Welt
zu interpretieren und neue kiinstlerische Realitit zu erschaffen. Es handelt
sich um eine “bewusste Ausspielung der Stilunterschiede, wodurch ein
neuer musikalischer Raum entsteht und eine dynamische Formgestaltung
ermdglicht wird.”?' So wird seine Polystilistik zum Merkmal der
postmodernen Epoche.

In seinem Buch “Was ist Postmoderne” beschreibt der englische
Forscher Charles Jencks dieses Phianomen als “eine eklektische Mischung
zwischen einer beliebiger Tradition und der nahen Vergangenheit: diese
Mischung ist gerade die Fortsetzung der Moderne und zugleich ihre
Transzendenz. Ihre besten Werke sind bezeichnenderweise doppelsinnig
und ironisch.”® Der Autor sicht im Postmodernen eine kulturelle
Stromung und eine historische Zeitperiode, die ihre eigene Identitit

2 «Was mich heutzutage so stort, sind vor allem die Ideologien (simtliche Ideologien,

indem sie stur und intolerant gegen alles iibrige sind)” (Gyorgy Ligeti an Ove
Nordwall, Essen, 19.1.1964, Ligeti-Sammlung der Paul Sacher Stiftung).

2 Schnittke, in: Uber das Leben und die Musik, S. 189.

3 Alfred Snitke, “Polistilisti¢eskie tendencii v sovremennoj muzyke”, russ.
(Polystilistische Tendenzen in der zeitgendssischen Musik), in: Ivaskin, Besedy s
Alfredom Snitke, S. 145 (eigene Ubersetzung).

Schnittke, tiber Sonate Nr. 2 fiir Violine und Klavier, in: Schnittke zum 60.
Geburtstag, Verlag Sikorski, Hamburg 1994, S. 119.

Charles Jencks, Was ist Postmoderne? London 1986, deutsche Ubersetzung 1990,
Ziirich, S. 8.

31

32
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durch eine auf Heterogenitét und auf pluralistischem Weltbild beruhende
kiinstlerische Haltung bildet.

Solch ein pluralistisches Weltbild, das auf das “architektonische
Unbewussten” beruht, prigt das Schaffen Schnittkes. In seinem
individuellen Stil werden Elemente verschiedener Stile und Epochen
abgebildet, die sich auf das Vokabular einer Epoche oder sogar einer
ganzen Kultur beziehen: Hier sind verschiedene Arten des geistlichen
Gesangs (orthodox, protestantisch, katholisch, jlidisch) wie auch
geschichtliche Epochen (Renaissance, Barock, Romantik, Moderne),
kulturelle (die sogenannte E — und U-Musik) und zeitgeschichtliche
Phianomene (die chaotische Umwelt) miteinander konfrontiert.

Obwohl Schnittke am Anfang seines kiinstlerischen Wegs streng
serielle Werke schrieb (2. Violinkonzert, Pianissimo, Dialog fiir Cello
und 7 Instrumentalisten, /. Streichquartett, 2. Violinsonate, Serenade),
beschéftigte ihn weit mehr die Idee des Zusammenwirkens verschiedener
Zeiten in einem Werk. Sie ist seiner Meinung nach, brennend aktuell fiir
unsere Zeit ist. In seiner /. Sinfonie (1978), mit der er beriihmt geworden
ist, wird man mit einem schockierenden Widerspruch des Gleichzeitigen
konfrontiert: Die Welt erscheint als etwas Chaotisches und Undurch-
sichtiges. Neue und alte Epochen, Echtes und Kiinstliches, Musik und
Nicht-Musik, Sinfonie und Happening — dieses merkwiirdige Konglomerat
liegt der von Schnittke neu konstruierten, globalen, akustischen
Wirklichkeit zugrunde. Beethoven und Bach, Mahler und Wagner, Dies
irae und Schlager, Tango, Jazz, sowjetische lebensbejahende aber auch
Begréibnismérsche — das sind die verschiedenen Gesichter dieser virtuellen
Wirklichkeit. Neben dem klassischen Instrumentarium werden elektronische
und die fiir Jazz- und Popmusik charakteristischen Instrumente (Saxophon,
elektrische Gitarre u.a.) verwendet: Einzelne Instrumente und Instrumental-
gruppen bekommen die Bedeutung charakteristischer Figuren eines bunten
menschlichen Milieus. All dies hat nicht nur einen metaphorischen,
sondern auch einen ganz konkreten Sinn. Fiir Schnittke ist das Orchester
vor allem “ein riesiges, durchgehend individualisiertes Theater”. Weil
nach Schnittkes Meinung dieses “ein Modell der menschlichen Gesell-
schaft und des Universums ist, sind seine Allusionspotenzen sehr reich,
wenn nicht unbegrenzt.”** Nicht zufillig bezeichnet Schnittke sein Werk
als “Sinfonie — AntiSinfonie, AntiSinfonie — Sinfonie”. Am Anfang und
am Ende kommen und gehen die Musiker und das Publikum applaudiert,
wobei die Geschehnissen von einer (alltiglichen) in eine andere
(kiinstlerische) Realitdt iberwechseln. Wie in der Neunten Sinfonie von

33 Joseph Hudmut, siche Charles Jencks, Was ist Postmoderne?, S. 14.
3% Schnittke, in: Uber das Leben und die Musik, S. 303.
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Beethoven beginnt alles vom Chaos aus: Die Auseinandersetzung mit
verschiedenen semantischen Schichten und Allusionen ergibt ein
synthetisches Klangbild, in welchem das Ernste und das Banale, das
Lyrische und das Teuflische zusammenschmelzen. Leicht nachvollzieh-
bare innere Programmatik folgt dem Motto, ,eine Welt zu schaffen’.

Die Synthese der heterogenen stilistischen Elemente, die der
Polystilistik zugrunde liegt, ist nach Schnittkes Uberzeugung zumindest
latent in jeder Art von Musik présent, denn “stilistisch sterile Musik
wiire tote Musik”.”> Um so mehr gilt dies fiir das 20. Jahrhundert, in dem
Kiinstler bzw. Komponisten mit ganz verschiedenen dsthetischen Orientie-
rungen — . Stravinskij, L. Berio oder B. A. Zimmermann seien hier
genannt — ihren eigenen Wege zur Polystilistik fanden. Die Polystilistik
wird von Schnittke nicht als Collage und Montage von Zitaten betrachtet,
sondern als gleichzeitige Anwesenheit von verschiedenen musikalischen
Sprachen und Zeitriumen®: Seine 4. Sinfonie (1984) z. B. verkniipft
Elemente des russischen “znamenni‘j raspev’” (Zeichengesang), des luthe-
rischen Chorals, gregorianik-dhnlicher Jubili und des Synagogalgesangs.
Dabei versucht der Komponist durch abstrakte technologische Regeln®’
nicht nur das Verschiedene, sondern viel mehr das Gemeinsame der
liturgischen Traditionen herauszustellen. In seinem 3. Concerto grosso
(1985) kennzeichnete er durch bewussten Zitateinsatz das flinffache
Jubildumsjahr der Komponisten Schiitz, Bach, Héndel, Scarlatti und Berg.
Wie der Komponist erklart, beginnt das Werk “neoklassizistisch — aber nach
einigen Minuten explodiert das Museum, und wir stehen mit den Brocken
der Vergangenheit vor der gefihrlichen und unsicheren Gegenwart.”**

Die Konfrontation zwischen einem idealen “Museum” und der
“gefdhrlichen und unsicheren Gegenwart” ist mit der Idee des Zerfalls, der
Dekonstruktion der Form verbunden. Einerseits meint Schnittke, dass eine
hochste, fiihrende und ordnende Kraft der Welt zugrunde liegt, andererseits
aber erscheint ihm die Welt als eine variable und chaotische Menge, die sich
nie zuordnen oder erkldren lasst. So bekommen seine Werke nicht nur die
idyllische Farbe der von ihm stilisierten geschichtlichen Epochen, sondern

35 Schnittke, in: Polistilisticeskie tendencii, S.145 (vgl. auch Uber das Leben und die

Mousik, S. 188.)

Ahnliches ldsst sich auch bei Messiaen feststellen, wenn er Vogelgesang mit
gregorianischem Choral verbindet, was in diesem Fall aber seinem theologisch
gepragten Kompositionssystem zuzuordnen ist.

36

37 Es geht um die Doppelwesenheit des diatonisch-chromatischen Tonsystems der

miteinander verketteten Tetrachorde, die die gesamte chromatische Skala ergeben.
(Siehe “A. Schnittke iiber seine 4. Sinfonie”, in Booklet zu CD Grammofon AB BIS,
Djursholm 1990.

38 Schnittke tiber Concerto grosso Nr. 3, in: Schnittke zum 60. Geburtstag, S. 102.
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sie schildern oft das Katastrophale, das Apokalyptische. Bezeichnend ist,
dass Schnittke die Sphére des Bosen auf die Semantik der trivialen Musik
bezieht. Das Banale “wirkt von aullen her storend und zerstérend”; “es
unterbricht alle Entwicklungen und es triumphiert auch am Ende™’ — so
beschreibt der Komponist die Idee seines 1. Concerto grosso. Es kommt zu
einer paradoxen Wechselbeziehung zwischen Musikalischem und
AuBlermusikalischem: Letzteres taucht oft aus dem Gesamtfluss der
klingenden Materie auf, bis es in die musikalische Organisation integriert
wird und die Bedeutung eines quasi formbildenden Faktors bekommt.

Dieses Verfahren, bei dem das Fremde als Allusion, als ein ,Trugbild’,
eine ’Schattenwelt’ in den eigenen Kontext eingebaut wird, ist mit der
Montagetechnik des Films verwandt. Die ‘wandelnde’ Kamera, der
stindige Wechsel der Perspektiven, welcher Riickblenden und unerwartete
Vorgriffe moglich macht, verrét den erfahrenen Filmmusik-Komponisten,
der in Russland eine lange Zeit in diesem Genre sein Brot verdiente. Als
musikalisches Aquivalent fiir solche Techniken verwendet er eine
gemischte, auf Collage und Montage beruhende kompositorische Technik,
in welcher tonale, serielle, modale und chromatische Tonorganisations-
formen verschmolzen sind.*’

Die Idee einer universellen Kultur und eines akustischen Universums,
in welchen die Polaritdten nicht nur untrennbar miteinander verbunden,
sondern auch unabhingig voneinander entstehen und divergierend zu
erkldren sind, erzeugen ein eigenartiges musikalisches Babylon des 20.
Jahrhunderts: Durch dieses Verfahren gelingt es Schnittke, Einheit in der
Mannigfaltigkeit zu gestalten. Das eben ist sein echtes Zuhause:
diejenige bedingungslose, freie geistige Heimat, in welcher Kunst und
Leben, Musik und ihre Geschichte, politische Aktualitdt und mythische
Ewigkeit untrennbar nebeneinander existieren.’

Helmut Lachenmanns postavangardistisches Verfahren:
Das neue Klangphiinomen

“Und so bedeutet fiir mich Komponieren, den Mitteln der vertrauten
Musiksprache nicht ausweichen, sondern damit sprachlos umgehen.”41

Helmut Lachenmann

3 Schnittke: iiber Concerto grosso Nr. 1, in: Schnittke zum 60. Geburtstag, S. 100.

Ein Beispiel dafiir ist das Passacaglia-Thema aus dem 5. Satz seines 2. Cellokonzerts
(1990), das seiner Musik zum Film Agonie (1973-74) entlehnt ist. Aus demselben
Film stammt auch der berithmte Tango, den er spiter in seinem . Concerto grosso
(1977) und in seiner Faust-Kantate (1983) und -Oper (1991) aufgriff.

4l Ebd., S. 168-169.

40
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Im Vergleich mit dem postmodernen pluralistischen Weltbild und
der asthetischen Mehrdeutigkeit der Musik Schnittkes prigt sich die
Musik Helmut Lachenmanns, deren avantgardistische Haltung auch in
den neuersten Werken konsequent bleibt, ganz anders. Die von ihm
erklarte Strategie der Abwesenheit verweist auf die dsthetische und
technologische Reduzierung der Ausdrucksmittel, vor allem aber auf das
Abschaffen der klassischen Denksystem. Schonheit wird von Lachenmann
als Verweigerung der Gewohnheit definiert. In seinem Aufsatz
“Bedingungen des Materials” aus dem Jahre 1978 formuliert der Komponist
vier Aspekte als grundlegende Bedingungen des Kompositionsmaterials:
“tonale”, “sinnliche”, “strukturelle” und “existentielle”. Wéahrend die
ersten drei Aspekte zur Charakterisierung des Klangs selbst gehoren,
bringt der vierte Aspekt das Verfahren des Klangproduzierens und der
Rezeption zusammen: das ist “die Beziehung zwischen ,reiner’ (klingender)
Materie und ,reinem’ (rezipierendem) Geist”. “Geist und Materie,
Bewusstsein und Ausdrucksmittel” werden als untrennbare FEinheit
vorgestellt, die “durch allgemeine und individuelle Vorwegbestimmungen
mannigfaltig gepragt™™** ist.

Die Art der Klangentstehung beginnt nach Lachenmann mit einem
“Nichts”: er meint damit den konturlosen Laut als ein Stiick Rohstoff.
“Am Anfang steht bei mir nicht der Ton, sondern der Laut, der Schall,
also ein noch nicht kunstvoll bearbeitetes Klangelement, sondern etwas
Lebloses, das erst im Werk zum Leben erweckt wird.”” Dann kommt die
néchste Phase im Kompositionsverfahren: “Komponieren heiflit: ein
Instrument bauen™ und “ein Werk bilden”, in dem “Instrument”,
“Werk” und “Spiel” untrennbar sind.*’ Auf diese Weise wird jede einzelne
Besetzung als neues Instrument betrachtet, auf dem der Komponist mit
rauen, gerduschhaften Klédngen und mit unkonventionellen Spieltechniken
experimentiert, um eine neue Klanglichkeit zu erreichen. Sowohl der
Klang selbst als auch die einzelnen Mittel als Quellen bestimmter
Informationen werden vom Komponisten als Aura beschrieben. Nach
Lachenmanns Vorstellungen bringt die Aura “eine konkrete Nachricht
von der gesellschaftlichen, historischen auch geographischen, auch
sozialen Herkunft eines Klanges”.** Auf dieser Weise wird die Aura zum
Ausdruck tiefster existentieller Erfahrung und dadurch zum Kern der

H. Lachenmann, “Bedingungen des Materials”, in: Musik als existentielle Erfahrung,
Wiesbaden 1996, S. 46.

4 Lachenmann, “Wenn wir unsere Ohren aufmachen...”, Opernwelt, Jahrbuch 1997, S. 47.
* Musik als existentielle Erfahrung, S. 77.

* Ebd, S.37.

H. Lachenmann, Kommentare zur vorliegenden Arbeit, 15. November 2004.
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Kunst, bzw. der Musik: Sie ist das “Reich der Assoziationen, der

Erinnerungen, der archetypischen, magischen Vorbestimmungen”.*’

Der neu aktualisierte, von der ostasiatischen Philosophie und der
christlichen Ikonographie bekannte Begriff Aura bezieht sich auf die
allgemein verbreiteten Ganzheitsmodelle in der zeitgenossischen Kunst,
d.h. auf eine neue Formkomplexitit, die weitab vom Bereich der
klassischen Syntax liegt. Die durch die nicht-linearen Dynamik
entstehenden unerwarteten Seh — und Horperspektiven werden durch die
Technik des Variierens (nach Lachenmann die sog. “Polyphonie von
Anordnungen”) artikuliert; sie filhren zwar zum Diskontinuierlichen,
verlieren aber nie ihren Zusammenhang mit dem Ganzen. Unter
“Polyphonie der Anordnungen” oder “Familien” versteht der Komponist
“die Versammlung von scheinbar nicht zu vereinenden Klangmomenten
und Objekten unter einem Dach zu einer musikalischen Sinn-Einheit.” **

Seine Oper Das Mddchen mit den Schwefelhélzern (1998) nach dem
gleichnamigen Mérchen von Hans Christian Andersen iiber das arme
Maidchen, das mit bloBem Kopf und nackten Fiilen in der frostigen
Weihnachtsnacht auf der Stra3e erfriert, zeichnet den Zusammenprall der
gefrorenen Leere der AuBlenwelt mit den brennenden Vulkanen der
Innenwelt. Auf einer Seite stehen die eisige Kélte und die grausam
gleichgiiltige Welt mit ihren tabuisierten gesellschaftlichen Beziehungen,
auf der anderen die tiefe Verzweiflung der gebrochenen Seele und der
Todestrieb als einziger Trost und Rettung. Dazu kommen zwei
traumhafte Einschiibe: Der erste beruht auf einem Abschnitt des Briefs
von Gudrun Ensslin “Uber Kriminelle, Wahnsinnige und Selbstméorder”
(Nr. 15, “Litanei”); der zweite, auf einem Gedicht von Leonardo da
Vinci, in welchem “die Schwefelfeuer der Vulkane, die Gewalt des
Windes und des Meeres zum Symbol der Unruhe des menschlichen
Suchens™* werden.

Es gibt vier Gruppen “erzdhlender” Vokalisten (jede zu acht
Stimmen), ein groBes Orchester und sechs Tonbénder. Die Protagonistin
singt nicht: zwei Soprane teilen sich die Partie des Madchens. Es gibt
keine Handlung, keine Figuren, selbst eine Opernbiihne wire nicht
unbedingt nétig. Der Text ist akustisch kaum zu verstehen. Ab und zu
tauchen einzelne erkennbare Worte und Wortfloskeln auf, die eine
traumhafte Wirkung haben. Da die wichtigsten Komponenten des
Musiktheaters verweigert sind, nennt der Autor sein Werk “Musik mit

47 H. Lachenmann, Musik als existentielle Erfahrung, S. 88.

8 Siehe Musik als existentielle Erfahrung, S. 88.

4 Lachenmann, Musik als existentielle Erfahrung, S. 210.
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Bildern”. “Bilder, in denen das Schauen — so wie in der Musik das Horen
— ,zu sich selbst kommt’....”*

Die fein detaillierten Geschehnisse des Werkes lassen sich, dhnlich
wie bei Webern nur unter “dem Mikroskop” betrachten. Das komplexe
Klangkontinuum aber ldsst — durch die Komprimierung der iibergeordneten
Strukturen — den Eindruck von kreisenden, in immer neuen Gestalten
“klingenden” Wolken®' entstehen. Die gesamte Klanglichkeit dieser
,Bildern’, d.h. ihre Aura wird zu derjenigen Realitét, in der Singen und
Sprechen, Instrumente und Gerdusche eins sind. Die einzelnen
Komponenten der Klangform werden durch Zerstiickelung und
Atomisierung der Worte und Floskeln in die duBerst detaillierten
Orchesterartikulation eingeschmolzen; gleichzeitig kommt es beim
verfremdenden Trennen der Elemente zu einer stdndigen Verschiebung,
Umstellung und Umwandlung von Bedeutungen. Emotionelle Inhalte
und Handlungen werden “sichtbar”, fragmentierte und dekonstruierte
Zusammenhinge und zufillige Sinnfloskeln erzeugen Assoziationen,
werden ohne Sprache wahrnehmbar. Dabei spiegelt sich der komplexe
mentale Prozess in allen Parametern der Formablaufe (Klang, Dynamik,
Geschwindigkeit, Intensitit, Dichte).

Zwei auratische Sphéren werden in der Musik ausgeprégt: die Kélte
suggerierenden Episoden (der feindlichen Umwelt) und die triigerische
Wirme der halluzinatorischen Visionen (ausgeldst durch die Flamme der
Streichhodlzer). Schon am Anfang der Oper spiirt man die vor eisiger
Kilte erstarrte Atmosphédre. Der Episode Nr. 2 “In der Kilte” liegt
folgender Text zugrunde: “In dieser Kélte und in dieser Finsternis ging
ein kleines, armes Méadchen mit bloBem Kopfe und nackten Fiilen auf
der StraBe.” Am Anfang dieses Abschnitts (Z. 124-135) sind noch keine
Worte, sondern nur einzelne Phoneme des gegebenen Texts im
Vokalensemble zu héren, die sich im Grenzbereich zwischen Klang und
Geréusch entfalten:

(Méad)CH(en)-F(ins)TTTT (erniss)-F(insternis)-(Fi)N(sterniss)

Die stindig mutierenden Vokale nach dem Konsonanten “F”
(G-i-6-li-0-y-i) suggerieren den heulenden Wind. Auch das feine
Instrumentalnetz, in dem einzelne Blechbldser-Tone, tonlose Intervalle
(Oboen, Klarinetten), kurze Schldge des Beckens, Xylophons,
Vibraphons und vibrierende Klangflichen der Streicher miteinander

0 Helmut Lachenmann und das Theater. Aus Gesprichen von Helmut Lachenmann mit

Klaus Zehelein und Hans Thomalla, im Programmbheft zu Das Mddchen mit den
Schwefelholzern, Salzburger Festspiele 2002, S. 25.

“Klange sind Naturereignisse” — sagt der Komponist. (Siehe Lachenmann, Das
Mcddchen mit den Schwefelholzern Beiheft zur CD Produktion, S. 31.)
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verwoben sind, verstirkt noch mehr die Gestik des ,Zitterns® und des
,Frierens‘. Nach dieser ,Lautmalerei‘ im Einfiihrungsteil beginnt der
eigentliche Text (“In dieser Kilte”). Er ist aber kaum zu verstehen, weil
die ersten zwei semantischen Einheiten komprimiert werden: Wéhrend
die Soprane das Wort ,Finsternis‘(F(i)-INN S-TE-RR) artikulieren,
singen die Tendre den Anfang des Satzes (IN DIE-S-ER KAL-TE).
Sowohl die Worttrennung als auch die Orthographie, die sich nicht nach
der Grammatik, sondern nach der Aussprache richtet, sorgt fiir Verwirrung .

Im Text der ndchsten “Frier-Arie” (Nr. 3) steht statt klein(es) KLAI
— oder KLAY-NES geschrieben und statt StraBe — SCH-TRA-SY-E.
Hinzu kommt auch die ungewohnliche Verteilung der zerstiickelten
Teilworter, die jedes Mal verschiedenartige Reduzierung der Worte, z.B.
(Mad)CHEN, oder die gleichzeitige Verteilung eines Wortes auf
verschiedene Stimmen: BL-O+LO-SS-EM. Die Gestik des ,Frierens
bekommt eine neue Prigung durch den Ubergang vom stimmlosen
Konsonanten ,F° in ein stimmhaftes ,W*‘ in der rhythmisierten
Artikulation der Solostimme; aulerdem sind hier einzelne Phoneme und
reduzierte Teile der bereits erklungenen Worter zu horen:

AUEHIITE, Wil e ape
(e T

(’UJL 170
W=

NB 3, Helmut Lachenmann, Das Mddhen mit den Schwefelhélzern, “Frier-Arie”
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Ganz anders als die Kilte suggerierenden Episoden (der feindlichen
Umwelt) sind die halluzinatorischen Visionen des Midchens, die von
“zauberhaft triigerischen” (Lachenmann) Ereignissen (ausgelost durch die
Flamme der Streichhdlzer) erzdhlen. Die erste “wéarmende Halluzination™ ist
die Episode Ritsch 1 (Nr. 12): Als das Médchen, um sich zu erwérmen,
ein Streichhdlzchen anzuziinden wagt, erscheint der grofle warme Ofen.
Die “col legno” — Tupfer der Violinen symbolisieren das “Streichholz”.
Die fast vier Minuten dauernde Halluzination hat eine stark suggestive
Wirkung durch die Teilnahme der Vokalsolisten und des ganzen
Orchesterapparats: Es entfaltet sich ein stindig wuchernder, sich
schwingender und windender Raum, in dem Klinge, Laute und
Gerdusche miteinander verschmolzen sind. Nach dem Erloschen des
ersten Streichholzes bleiben nur noch die kalte Mauer (Hauswand 2, Nr.
13) und das taube Rascheln von Styropor-Verpackungsmaterial iibrig:
Klangereignisse oder seelisches ,Recycling*?

Beim dritten “Ritsch” (16a) findet sich das Médchen in einem
Kaufladen unter einem préachtigen Weihnachtsbaum wieder! Die Aktion
Ritsch 3 ist als ein crescendierendes Klanggebilde, welches den Prozess
des Anziindens, ausgehend von der bedrohlichen Dunkelheit (tiefste
Orchesterkldnge — Tuba, Posaune, Kontrafagott, Schlagzeug) hin zum
zauberhaften Licht (funkelnd-vibrierendem Klang der Streicher)
darstellt.

NB. 4, Helmut Lachenmann, Das Mddchen mit den Schwefelhdlzen, “Kaufladen”
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Das fulminante Klangbild (Glissando-Passagen der beiden Konzert-
fliigel, zwei Vibraphone, zwei Xylorimbaphone) breitet sich auch in der
Episode Kaufladen (16b) weiter aus, in der die beiden Soprane die
fiihrende Rolle iibernehmen. Es gibt keine Worte mehr, nunmehr sich
permanent modifizierende Vokale in der komplex verdnderten Gestaltung
des ganzen Gebildes. Die Klangmalerei, die den strahlenden
Weihnachtsbaum symbolisiert (u.a. durch zwei Harfen, Gitarre, Holzblas
— und Streichinstrumente) wird immer prachtiger: Nach oben steigende
Lichter entpuppen sich als Sterne am néchtlich-kalten Winterhimmel.

Nach diesen halluzinatorischen Visionen kommt nur noch die letzte
existenzielle Erfahrung: der Tod. Die solistischen Frauenstimmen im
hohen Register, auf dem Grund eines vibrierenden Gewebes in den Holz
— und Blechbldsern und den Passagen von zwei Klavieren, Harfe,
Celesta, Xylophon und Vibraphon im Finale der Oper (Nr. 20b,
“GroBmutter” und Nr. 21, “Nimm mich mit”), symbolisieren den
Streichholzflammen-Traum des Méadchens, von seiner Groflmutter in den
Himmel gebracht zu werden, wo es keine Kilte, keinen Hunger und
keine Furcht mehr gibt. Die chromatisch aufsteigenden Glissando-
Zweikldnge in den Geigen verkorpern die ekstatische Himmelfahrt (Nr.
22). Doch das unerbittliche, chromatisch absteigende Relief im extrem
tiefen Register (Posaune, Tuben und tiefe Streicher) erinnert daran, dass
die GroBmutter zugleich zur “Grofen Mutter”, dem Tod geworden ist.

Die vorletzte Episode Sho (Nr. 23) und der Epilog (Nr. 24) fiihren in
eine Jenseits-Dimension ein. Das prachtvolle akustische Universum der
“Himmelfahrt” wird in eine erstarrte, in sich geschlossene Klang-
Monade gepresst. Das “todtraurige Verrinen der Musik”** wird durch die
charakteristische Farbe des rituellen japanischen Instruments Sho geprigt.
Zu diesem “trostlosen Medium des Transzendentalen” (Lachenmann)”
kommen Flageoletts in den hohen Streichern, eine als Pedal liegende
Quarte bei den Blédsern (Z. 519), eine absteigende Terzfolge in der
Celesta (Z. 540), tonlose Gerdusche, Hauchlaute der Vokalisten und
letztendlich die dumpfen Schldge der beiden Klaviere (ab Z. 647), so als
ob damit die Grenze der Zeit erreicht werden soll. In der Zeitlosigkeit
und Leere schreit die Stille. Nach dem brennenden Vulkan — eine
seelische Wilste.

Das Traumhafte und die Halluzinatorische farben die Aura der Oper
Lachenmanns. Die uralte magische Bedeutung der Flamme (Streichhdlzer —
Vulkane) suggeriert die Prozesse im Klangraum: das Anziinden und
Verloschen, Erwdrmung und Erstarrung, ekstatische Steigerungen und

2 Theodor Adorno, Al/ban Berg, Wien 1968, S. 7.
33 Programmbheft, S. 21.
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Stille. In den leuchtenden und schwingenden Klangkomplexen und
kreisenden Formverldufen sind Traum und Wirklichkeit, Erinnerung und
Vorausbestimmung, Reales und Illusorisches, Zauberhaftes und Psycho-
tisches in einer mannigfaltigen Farbpalette miteinander verschmolzen.

Die Postavantgarde: Die klanglichen Aktionen in Adriana
Holszkys Schaffen

“Die Arbeit mit dem Text heifit keine Vertonung, sondern Musik
schreiben, indem man den Text “vergif3t” und neu komponiert. Es ist
. . . . 4554

aufgeldst und dient als Baustein eines neuen Organismus.

Adriana Hélszky

In einer &hnlichen (post)avangardistischen Richtung entwickelt sich
das Schaffen der ruménisch-deutschen Komponistin Adriana Holszkys (geb.
1953). Zwei Tendenzen sind fiir ihre Musik besonders charakteristisch:
die massive Klangkomplexitdt der {ibergeordneten Schichten, einerseits,
die Strategie der Abwesenheit, andererseits. In ihrem 1997 entstandenen
Bithnenwerk Tragédia-unsichtbarer Raum™ fiir 18-kopfiges Instrumen-
talensemble, achtkanaligen Tonband und Live-Elektronik gibt es keine
Handlung, keinen Gesang und keine Biihnenfiguren. Dem radikalen
Experiment fiir Biihnenbild und Orchester mit der Dauer von einer
Stunde liegt ein Libretto (Thomas Korner) zugrunde, das aber nicht
verdffentlicht ist. Der Begriff “Musiktheater” als Gattungsbeschreibung
fiir ihr Werk wird von der Komponistin vermieden. Statt dessen spricht
sie von “musikalischen R&umen, die wie Requisiten im Theater
funktionieren”.’® Das Theatralische agiert auf der Ebene des Klangs. Die
stirrealistisch wirkenden Bilder und Requisiten aus dem Alltagsleben in
iiberdimensionierter Grofe in der Regie von Wolf Miinzner suggerieren
die Wirkung einer rdtselhaften menschlichen Tragddie, die aber
unenthiillt und anonym bleibt. Protagonisten fehlen. Statt Menschen
sprechen Dinge. Das blutige Drama ist schon in einem fiir den Zuschauer
unsichtbaren Raum passiert. Es bleiben nur die davon hinterlassenen
Spuren. Der akustisch (von klassischen und exotischen’ Instrumenten)

3 Adriana Holszky, “Elastisch verfremden und kultivieren. Einige kompositorische

Aspekte im Umgang mit der Stimme”, MusikTexte 65, S. 53.
55 Uraufgefiihrt am 29 Mai 1997, Bonn (Dirigent Alexander Winterson, Regie Wolf
Miinzner).

56 Adriana Hoélszky im Gespriich mit Frank Kampfer, NZ/M 158 (1997), Heft 4, S. 12.

7 Es werden folgende Volksinstrumente zu den klassischen in der Partitur zusitzlich

eingefiihrt: Fl.: Maracas, Rollschellen; Ob.: Caxixi, Rakatak; Kl.: Anklung,
Wassamba-Rassel; Tp.: Cabaza, Stielkasatanetten; 2 Pos: Stabpanderetsa,
Fruchtschalenrassel, Guero, Woodblock: Tb.: Woodeschimes, Kl.: Kalimba oder
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im Orchestergraben produzierte Klang, wird durch Live-Elektronik
manipuliert, vom Computer bearbeitet und durch die auf der Biihne
stehenden Lautstérker iibertragen. Die Gattung Oper wird — dhnlich wie
bei Ligeti — zur Illusion ihrer selbst. Thre wichtigste Triebkraft — die
Sidnger als Medium des Dramas werden in Frage gestellt. Die
Identifikationsbeziehung Sédnger — Stimme — Figur wird abgeschafft. An
die Stelle der echten Darsteller im imagindren musiktheatralischen Raum
treten Klang-Figuren und — Requisiten, Gefiihle, Gesten und Gebérden.
Die reale Zeit-Raum- Beziehung > wird aufgeldst.

Klang-Figuren liegen auch den vokal-instrumentalen Werken A.
Holszkys zugrunde. In allen ihren Partituren sind detaillierte Erklarungen
gegeben, die auf die Art des Agierens, des Produzieren des Klangs und
seiner Intensitdt, auf die Art von Sprechen, Artikulieren und Gerdusch-
Erzeugens hinweisen. Zu solchen von der Wiener Schule bekannten
Vokaltechniken wie Sprechstimme und Sprechgesang kommen
Murmelstimme, knarrende Stimme, Schnalzen, explosives Lippengerdusch,
Flistern, Pfeifen oder Zungentremolo. Alle Artikulationsorgane und —
teile des menschlichen Korpers werden aktiviert — Kehlkopf,
Stimmbéander, Lippe, Hinde, Fiile. “Die Grenzen zwischen Vokal- und
Instrumentalmusik werden aufgehoben, da die Singer gleichzeitig
Schlaginstrumente spielen, wihrend die Instrumentalisten von ihrer
Stimme Gebrauch machen.”® So wird der Interpret zu einem totalen
Klangkdrper: Wort, Stimme, Instrument, Gestik, Rhythmus und Gerdusche
bilden eine untrennbare Einheit. Den Ursprung dieser Verbindung
zwischen Stimme und Schlaginstrument findet die Komponistin in der
Folklore des Balkanraums.

In ithrem Zyklus Trilogie fiir Stimmen und Schlagzeug (1978-88),
das aus drei Stiicken besteht (...es kamen schwarze Végel, Monolog und
Vampirabile) hat jede von den fiinf Sdngerinnen zwischen acht und zehn
charakteristische Schlagzeuginstrumente zur Verfiigung (chinesische und
tiirkische Becken, antike Zimbeln, Maracas, Ratschen, Stielkastagnetten,
Mundharmonikas, indische Kuh- und Ziegenglocken, Tempelblocke)

Marimbula, Tamburin mit Schellen; Gitarre: indischer Schellenbund; Akkordeon:
Metallrassel; Kb.: chinesische Rasseltrommel, Stielkastanetten; Schlz.: Waldteufel

oder Tamburin, Metallrassel, Reco Reco, Kolanuf3shaker antike Zimbel, Gong Thai u.a.

8 “Die Arbeit mit Raum-Zeit-Dimensionen und deren Verschrinkung beschiftigt (die

Komponistin) sehr. In Tragéddia ist sie bis zum Extremen getrieben. Bestimmend ist
hier die Unterscheidung von mindestens zwei Zeitebenen am selben Ort. (...) Also
der Gegensatz von irdischer und kosmischer Zeit.” (Siehe Holszky im Gesprdach mit
Hartmut Moller, S. 14; Siehe auch Klangportraits, Bd. 1, hrsg. Beatrix Borchard,
Berlin 1991, S. 7.

% Ebd.
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oder einfach klangproduzierende Gegenstinde wie Autohupe, ein paar
Steine u.a. Die duBerst artikulierte und fragmentierte Form der Trilogie
entsteht durch Collage und Montage von Wortern und Wortfetzen,
Klangzellen, sprunghaften Vokal- und Instrumentalfluchtlinien, flieBenden
und sproden Gebilden. Der Klang der Worte und Wortfloskeln wird zum
Schlagimpuls. Es entstehen stéindige Transformationen und Umwandlungen
der Wortfloskeln — Worter — Syllaben — Phoneme bis zu atomisierten
Vokalen und einzelnen Kldngen, die einfach in rhythmische Impulse
iibergehen.

Dictburg Spohr und ihrem “belcanto” Ensemble gewidmet

VAMPIRABILE

Lichtverfall fir fiinf Frauenstimmen mit Percussion

ADRIANA HOLSZKY
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NB 5, Adriana Holszky, Vampirabile

Ein anderes besonders bezeichnendes Werk fiir Holzsky ist Message
(1990-1993) fiir Mezzosopran, Bariton, Sprecher, diverse Klangrequisiten,
Tonband und Live-Elektronik nach Eugéne lonescos Les Chaises. Hier
sind die Klangfiguren vom Stoff des absurden Theaters selbst
programmiert, in welchem die Tiiren und die Stiihle die Rolle der
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menschlichen Figuren iibernehmen. Eine leitmotivische Funktion als
Klangfigur® hat auch das Wasser, ein ambivalentes Symbol des Lebens
und des Todes, das die Atmosphére der Handlung charakteristisch prégt.
Ein édlteres Ehepaar (Er und Sie), das in voller Isolierung lebt, bereitet
ein groBes imagindres Fest vor, an welchem der Alte (Er) eine wichtige
Botschaft fiir die ganze Menschheit zu vermitteln hat. Dafiir bestellt er
einen Berufsredner, der in seinem Namen sprechen soll. Der im Laufe
des ganzen Stiickes mit groer Spannung erwartete Redner entpuppt sich
als taubstumm. '

Neben den Aktionen ist auch die auskomponierte Stille ein wichtiges
Element der Musikdramaturgie. Das Motto des absurden Theaters
Tonescos “Schweigen — das ist das Absolute. Das ist die Sphire” ** wird
zum Kompositionsverfahren: die Stille wird betrachtet als Zisur, als
Endpunkt, als Resultat eines Prozesses, als Nichtvorhandensein eines
Ereignisses, als plotzliches Abbrechen, als expressionistischer Gestus,
als Stillstand, als Leere, als klingendes Schweigen, als Erstarrung.®

Die Solisten bedienen ein selbstgebautes Glasinstrumentarium,
wodurch eine breite Palette von surrealistisch wirkenden, durch live-
Elektronik noch stirker geprigten Klangfiguren, Glasobjekte und —
requisiten entstehen. Es gibt eine klare Differenzierung zwischen
verfremdetem Singen®, Klangerzeugen und Sprachartikulation. Dabei
sind neben den ungewdhnlichen —Artikulationstechniken auch
gleichzeitige Sprachschichten auf deutsch (als Symbol der scheinbar
realen Ereignissen, oder “hier”) und franzdsisch (als Symbol des
Jenseits, “dort”) zu unterscheiden. Auf diese weise stehen das
Semantische und Nicht-Semantische in stindigen Wechsel.

% Die Glasobjekte iiben nach den Anweisungen der Autorin zahlreiche Klangaktionen

aus:“Glasplatte ins Wasser tauchen und anschlieBend tremoloartig anschlagen”,
“Wischbewegungen auf der Wasserfliche”, “Das Objekt ins Wasser fallen lassen”,

“Tremoloaktion auf der Wasserfldche” u.a. Siche Anweisungen zur Partitur, S. 9.

61 Adriana Hélzsky, Nihe und Distanz. Nachgedachte Musik der Gegenwart, hrsg. von

Wolfgang Gratzer, Bd. 2, Hotheim/Ts. 1966, S. 188—198.

Eugene lonesco, Werke, Bd. 1, Die Stiihle, hrsg. von Frangois Bondi und Iréne Kuhn,
Miinchen 1985, S. 127, in Partitur Holzsky, S. 11.

% Siehe Holzsky, Ndhe und Distanz, S. 19.
64

62

In der Partitur sind verschiedene Arten von Singen angegeben: Singen geprefit,
Singen mit Handvibrato, Singen mit Triller bzw. tremolo, Singen wie mit Wasser im
Mund, Pizzicatostof3e, Nasalien u.a.
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NB 6, Adriana Holszky, Vampirabile, “Message”
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Die hier betrachteten Werke von vier Komponisten, Vertreter
verschiedener Generationen, Kulturen und ganz verschiedenartiger
Asthetik zeigen, wie schwierig Begriffe wie Moderne und Postmoderne,
Avantgarde und Postavantgarde zu trennen sind. Es ist evident, dass die
Musik unserer Epoche sich viel deutlicher nach dem spezifischen
Kompositionsverfahren der einzelnen Komponisten (dem Spiel mit der
Tradition bei Ligeti, der polistilistischen Methode bei Schnittke, der
Strategie der Abwesenheit bei Lachenmann und Holszky) und den
individuellen Eigenschafen der Werke in jedem konkreten Fall
artikulieren, als nach den allgemeinen dsthetischen Richtungen. Denn die
Substanz eines musikalischen Werkes ist nicht unbedingt identisch mit
der ihm zugrundeliegenden Kompositionsidee, Grammatik und
syntaktischen Ordnung. Je vielfaltiger die kiinstlerische Substanz, desto
schwieriger ldsst sich ein Werk “definieren”.

Um so erstaunlicher — bei aller Pluralitit von &dsthetischen
Positionen und Stilen in der heutigen Epoche — erscheinen einige
idiomatische Ahnlichkeiten, zu denen die neue Klanglichkeit, die
ungewohnlichen instrumentalen/vokalen Spielarten, die Entfaltung der
Form, die auf dem Prinzip des Unerwarteten und Unvorhersehbaren
beruht, und nicht zuletzt, die unerwarteten Wahrnehmungsmodalititen
gehoren. Die spontane sinnliche Wahrnehmung wird immer héufiger
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durch Reflexion verdringt: d.h. Kunst iiber Kunst, Musik iiber Musik.
Die Simultaneitit der global wirkenden Realitit als auch ihre Spiegelung
im menschlichen Bewusstsein werden vereint. Mythisches und
Naturalistisches, Elitdres und Kitsch, Asthetisches und Vulgires,
Didaktik und Unterhaltung, Kunst und Kommerz — das sind keine
Oppositionen mehr, sondern synthetische Elemente jenes globalen
asthetischen Konglomerats, das alle Bereiche der Kunst und des Lebens
in unserer postmodernen Epoche prégt.

“Die Postmoderne, meint Lyotard, situiert sich weder nach der
Moderne noch gegen sie. Sie war in ihr beschlossen, nur verborgen.”65
Der franzésische Philosoph geht noch weiter in seinen Uberlegungen,
wenn er auller diesen dialektischen Beziehungen sogar ambivalente
Prozesse findet: “Ein Werk ist nur modern, wenn es zuvor postmodern
war. So gesehen, bedeutet der Postmodernismus nicht das Ende des
Modernismus, sondern dessen Geburt, dessen permanente Geburt.”*

Mapuja Kocmaxesa

MOJEPHO WJIW ITOCTMOJEPHO? TPAJUILTMOHAJIN3AM,
ABAHI'APJIA UJIN TIOCTABAHIT'APZIA?
(Pesume)

Tema pana je eBporicka My3uka Ha npena3y n3mehy XX y XXI Bek koja ce
IIOCMAaTpa y CBETIy HajpallMpEeHUjUX YMETHHUYKHUX I10jaBa HaIle eroxe, Kao IITo
Cy MOJIepHa M IIOCTMOJEPHA, aBaHrapia M IOCTaBaHTap/a, a Takohe y KOH-
Tekcry Bogehux maeja mozepue ¢umozodpuje (PKan-Dpancoa JInorapa, Bong-
ranra Bemma, JKan-Mapu I'enenoa, )Kana boapujapa, XKuna Jlenesa, enmkca
I'arapuja). KapakreprucTrke My3HKe OBOT pa3mo0Jba HIMUHUTABAjy Ce U3 HEKUX
CHCHI/I(I)I/I‘-IHOCTI/I Y KOMIIO3UIIMOHUM IMOCTyNMIHUMa 4Y€TBOPO KOMIIO3UTOpaA, IMpU-
najHUKa Pa3jIMYuTHX TeHepaluja, HAIlMOHAIHUX KyJITypa U ecrtervka: bepha
Jlureruja, Andpena lantkea, Xenmyra Jlaxeumana u Anpujane Xencku. Jlena
Koja ce oBie pasmarpajy — Aeanmype, Hose asanmype u Honcenc maopueanu
'B. Jlureruja, I cumgponuja A. lllautkea, Jesojuuya ca wubuyama X. Jlaxenma-
Ha, Tpazeduja — nesudmusu npocmop A. XelckujeBe — I0Ka3yjy HEeKe HIHOMaT-
CKE CIMYHOCTH, n3Mel)y ocTanor HOBY 3By4HOCT, HEOOMYHE HAaUMHE HHCTPYMEH-
TaJHOT U BOKAJTHOT U3BOhema M oIMOoTaBamke GopMe Ha HAUYMH KOjH acolrpa Ha
HEOMIYIHOCT M I€30PHjEHTHCAHOCT.

8 Lyotard, Le Postmoderne expliqué aux enfants, Paris 1986, zit. nach W. Welsch,

Unsere postmoderne Moderne, S. 82.

% Lyotard, “Das Postmoderne”, in: Wege aus der Moderne, Hrg. Wolfgang Welsch,

Weinheim 1988, S. 201.
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Ha ocHOBY cBera H3JI0’KEHOT JOJIa3H ce [0 TpH 3aksbyuka: 1) My3uka Hamre
€I0Xe MHOI'0 jaCHHje C€ apTUKYJIMIIC MPEKO MOCCOHMX KOMIIO3HUIIHOHUX TTOCTY-
raka IOjeJJMHUX KOMIIO3UTOpa (ToWrpaBame ca Tpaauiujom kox Jlurerwja,
MONUCTUIHCTHYKA MeTon kon [[lHuTkea, cTpareruja oacycrsa kon JlaxeHmana
1 XeNcKujeBe) M MHANBHIYATHUX CBOjCTaBa Jiefia y CBAKOM KOHKPETHOM CiTyda-
jy, HETO MPEKo OMIUTHX eCTETUYKUX mpasara. 2) [1ojMOBH Kao IITO Cy MOJepHa
U TIOCTMOJICpHA, aBaHrapJa M MOCTaBaHTap/a, YMje je HayYHO 3aCHUBAE MTOHE-
KaJ1 Ipo0JIeMaTHYHO, Y IIPaKCH CKOPO Jia He MOry ja ce pasusoje. 3) be3 o63upa
Ha CaB IUTypaJUTeT YMETHUYKUX TEHJCHIMja U CTHIOBA, YHHH CE — HA OCHOBY
Beh cTBOpeHe MmMoMaTHKE OBOr J00a — Ja MMa MHOrO BHILIE Hapaiesia Hero
€CTETUYKHUX pa3iHKa u3Mely NpUMemheHHX KOMIIO3ULIOHUX METOA.

(npeBena Mennta Musuh)
UDC 781.6:78.036.01

®dororpam

Mapxko Puctuh
Photogram Marko Risti¢

1928
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Katy Romanou

STOCHASTIC JEUX

Abstract: This article shows the similarities between Claude Debussy’s and
Iannis Xenakis’ philosophy of music and work, in particular the former’s Jeux
and the latter’s Metastasis and the stochastic works succeeding it, which seem
to proceed parallel (with no personal contact) to what is perceived as the
evolution of 20th century Western music. Those two composers observed the
dominant (German) tradition as outsiders, and negated some of its elements,
considered as constant or natural by “traditional” innovators (i.e. serialists):
the linearity of musical texture, its form and rhythm.

Key words: Claude Debussy, lannis Xenakis, Jeux, Metastasis, masses of
sound, serialism.

Distant views

Taking a distant view has opened up new channels in scientific
thinking. Scientists have moved their observation posts outside the earth
or the planetary system to realize that there is no such thing as absolute
space and time; those are human concepts, not derived directly from
physical observations and experiments. Time is not linear, because time
does not exist independently of space. Time and space are a unity; there
is no absolute past, present or future, because two events might be conceived
as simultaneous or successive, in any order, according to different con-
ceptual conventions.

The distant view of outsiders has overturned musicological thought
recently, opening up revitalizing channels and helping insiders to realize
science’s limitations and possibilities.

Distance permits us to realize the much-too-limited conventions of
20th century western music’s projected view. The view is of a German
tree trunk, branching off into all major innovative (and less innovative)
trends of the century.

Nationalising the West

Nationalisation of Western music history is an understandable outcome
of cultural leadership (always coupled with political hegemony)'. German
music’s generally acknowledged qualitative superiority in the 19th century,

' Taruskin’s recent Oxford History of Western Music (2005) is a rather belated natio-

nalisation of Western music history by the United States.
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resulted in its domination during the 20th century. This was felt not only
in the composers’ works but also most importantly (for this article) in
establishing evaluation principles (on the technique and form of a work,
and on the sociological and psychological aspects of creative motivation
and music perception) even on music that had escaped its influence, to
whatever degree. Major innovative creations were still dominated by tthe
German trunk. Interpreted as its offshoots, the full extent of their meaning
and the real measure of their diverging from tradition has been missed.

In this text I point to certain similarities between Claude Debussy’s
and lannis Xenakis’s philosophy of music (and work), which seem to
proceed in parallel (with no personal contact) towards what is perceived
as the evolution of 20th century Western music. Observing tradition as
outsiders, they negated some of its elemental concepts, considered as
constant or natural by “traditional” innovators, and in accordance with
20th century scientific advances.

Their revolutions, although acknowledged, could not be rationally ex-
plained, as happened with revolutions in the mainstream (German) tradition.

Those works that reflect their common attitude to music are Debussy’s
Jeux in particular, and Xenakis’s Metastasis with the stochastic works
succeeding it.

One could see their music as the 20th century evolution of the French
style, although most French composers are not entirely and really
representative of it. Many who did react to German dominance were
attracted to Stravinsky’s objectivity, and — in offended Adorno’s words — his
“double social character”, combining the physiognomy of the clown with
that “of an upper class civil servant.”” “Serious” French music was legiti-
mately flirting with non-serious music, and “serious” French musicians were
relieved from having to pour out their sentiments in art. Sentiments are for
life and love; no need for substitutes. Substituting German musical models

and leaders by Russian newcomers was a shield from such interactions.

Debussy got also “rid of the gold of Rhine™”, but did not replace it

by other models and he certainly did not acquire “a clown’s physiognomy”.
His connection with the diminishing of music’s seriousness is better
expressed as a spite for pretence’, and his connection with objectivity is

> Adorno 1973:172.

From a letter to Ernest Chausson. The sentence wittily concludes with: “which is a
little troubling regarding the gold, but gives me pleasure, regarding the Rhine.” See,
Debussy 2005:167.

In a letter to Louis Laloy he expressed his wish that the French be freed from “the
lying grandiloquence of Gluck, the cheap metaphysics of Wagner, the false mysticism of
the old Belgian angel [César Franck]”. See Debussy 2005:969.

208



Katy Romanou Stochastic Jeux

demonstrated in the themes (and titles) of his works; in his interest in the
observation of nature. Taruskin points to “the absence of people, or
rather of personalities, among Debussy’s subjects. One finds representations
a-plenty in his music of the sea, of the wind, of gardens in the rain and
balconies in the moonlight, but of humans, few in number unless viewed
en masse and from afar [...] Debussy’s art was not an art of empathy.”

Debussy was neither a follower nor a member of any “school”, and
his comments, even though not personified, criticise French composers’
surrender to trends. “By a curious irony” he says, “we are afraid of a
victory over ourselves, and it seems preferable to be quietly merged in

the public or to imitate our friend, which amounts to the same thing”.®

Viewing the 20th century from the 21st

What emerges today as important in Debussy’s music are not
parallel chords, or even non functional harmony, whole tone scales and
gamelan influenced idiophones in orchestration. It is a new motivation
for the creation of music, resulting in a new concept of musical time and
form, a tendency towards the abrogation of linear textures in music and a
new mode of listening.’

He “increasingly refined his ideas in a series of revolutionary works
that appeared in the early years of the century. [...] They reached their
most advanced form in the music for the ballet Jeux (1913), which most
of Debussy’s contemporaries considered an incomprehensible puzzle but
which has greatly interested composers in recent years.” ®

Debussy was fully aware of his schismatic ideas, developed since
the 1890s, and of the impossibility of being understood and appreciated
by his contemporaries. “...I work things that will not be understood but
by little children of the 20th century;” he wrote in 1895,” expressing the
wise simplicity of music he was aiming at: true imitation of nature,
through freedom'?, the oblivion of art'', and a distant view.'

®  Taruskin 2005:4/48.

¢ Debussy 1962:30-31.

As seen by Morgan, “The dynamic thrust toward points of climactic emphasis,
typical of German music of the time, is replaced by a sort of floating balance among
subtly interconnected musical entities, giving rise to wavelike motions characterized
by extremely fine gradations of color, pacing, and intensity.” (Morgan 1991:48).

8 Morgan 1991:50.

In a letter to Pierre Louys. See, Debussy 2005:242.

“Discipline must be sought in freedom, and not within the formulas of an outworn
philosophy only fit for the feeble-minded.” See, Debussy 1962:8.
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A measure of the originality of Debussy’s ideas and the fact of his
avowed inability to “follow” his music is given in the following
statement by Adorno:"’ “Anyone who has been schooled in German and
Austrian music and who has listened to Debussy will be familiar with the
experience of frustrated expectation,” he says, speaking about what he calls
“timelessness” in Debussy’s music. He continues with the following
description, exhibiting a sensibility nurtured by his “schooling”:

Throughout any one of his compositions, the naive ear listens
tensely, asking whether “it is coming”; everything appears to be a
prelude, the overture to musical fulfilment, to the organic resolution of
the Abgesang — which, however, never arrives. The ear must be re-
educated if it is to understand Debussy correctly, seeking not a process
of obstruction and release, but perceiving a juxtaposition of colors and
surfaces such as are to be found in painting. The succession simply
expounds what is simultaneous for sensory perception: this is the way
the eye wanders over the canvas. [...] Everything else proceeds out of
the harmonic thought peculiar to Impressionism: the suspended treatment
of form — a treatment which actually excludes “development”; the
predominance of a type of character piece, which originated in the
salon — it acquires its dominance at the expense of actual symphonic
structure even in lengthier compositions; the absence of counterpoint;
and finally a superior coloration, allotted to harmonic complexes.
There is no “end”; the composition ceases as does the picture, upon
which the viewer turns his back. In Debussy this tendency became
gradually intensified up to the second volume of the Preludes and the
ballet Jeux; [...] His radicalism in this regard cost several of his most
masterly compositions their popularity.

Trying to reveal Debussy’s creational intentions by the use of
traditional methods of analysis and nomenclature is purposeless, not
reflecting the composer’s intention: “In all compositions 1 endeavor to
fathom the diverse impulses inspiring them and their inner life. Is not
this much more interesting than the game of pulling them to pieces, like
curious watches [...]?”"*

His music was far more revolutionary than the evolution of chro-
maticism to serial methods. He does away with far more basic concepts
than tonality: He aborts the concept of lines composed of successive

“I try to forget music because it obscures my perception of what I do not know or
shall only know to-morrow. Why cling to something one knows too well?” See,
Debussy 1962:5.

“I dislike specialists. Specialization is for me the narrowing of my universe...” See,
Debussy 1962:5.

' Adorno 1973:188.

" Debussy 1962:5.
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points, of themes truncated and recomposed, of dramatic or narrative or
simply directional forms. I am not certain whether his low popularity,
mentioned by Adorno, is measured by the audiences’ spontaneous reactions,
or by the analysts’ limited resources to describe his music. (Maybe those
are mutually conditioned.)

Each moment in his music is important for what it is; it is not a step
to a goal. Consequently, memory plays no role in conceiving musical
time. Traditionally schooled writers have described his treatment of time
as “stationary”, alluding to the absence of harmonic clashes and tonal
direction.”” If time’s undeniable flow is conceived as “stationary” or
“timeless” as seen by Adorno, one is impelled to wonder to what degree
traditional music has narrowed the concept of time, to what degree art
has blurred our vision of nature.

Debussy strove to forget art in order to understand nature. “Musicians
listen only to the music written by cunning hands, never to that which is
in nature’s script....” he said, and addressing composers: “You paw the
groundl 6because you only know music and submit to strange and barbarous
laws.”

He was able to jump out of the channel that tradition and education
had predestined him to follow, to distance himself, and observe from afar
those straits that other composers conceived as the entire firmament of
music.

It is true that oblivion of tradition and training has been stated as the
aim of various composers from the early 20th century. Even Schoenberg
himself, the carrier of German tradition into the 20th century, saw in his
early richly expressive works tradition’s coercion over his free will, and
strove, thereafter, to express the instincts less affected by upbringing.'”
But functional harmony was so deeply rooted in German tradition that it
might be that it was in fact instilled in the instinct. Thus understood, the
emancipation of dissonance and the ensuing abrogation of the conflicting
forces in harmony deracinated inherent musical qualities. In contrast,
functional harmony was not deeply rooted in France. This may be seen
as Debussy’s privilege. It permitted him to see the connection of
functional harmony with musical form as an exaggerated convention, a
connection that drove the composers’ creative thought along preset
paths. “I think,” he wrote to Ernest Chausson, “that we have [been]
blundered, always by the same R. Wagner, and that too often we dream

15" Morgan 1991:46.
'®" Debussy 1962:7.
""" Taruskin 2005:4/306.
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of the frame before we have the picture and some times the richness of
the former makes us overlook the indigence of the idea!”"®

Shortcomings or advantages?

When Xenakis arrived in Paris on 11 November 1947, all his-
connections to the past were cut , with no prospects for the future. Music
composition had been an inner dream since his teens, but at 25 he was
musically illiterate in comparison with the education acquired in any
Parisian music conservatory. Besides a diploma in engineering, he was
self-taught in Greek (especially Platonic) philosophy and arts."

In less than ten years, and despite, or because of, his failure to
follow systematic courses in harmony®, counterpoint and the rest,
Xenakis was at the top of avant-garde music in France and abroad,
although apart from the mainstream of avant-garde French musicians,
who had achieved the unachievable: to /ead avant-garde music by
reviving and following twelve-tone serialism, i.e., German tradition.*'

The composers of the mainstream were much better trained in
music, young and self-assured. Xenakis could not catch up. His
shortcomings turned to his advantages after his 1951 meeting with
Messiaen, who remembers:

I understood immediately that he was not someone like all the
others. I put to him a heap of questions. He impressed me physically
first of all; he is very impressive, isn’t it, because he bears on his face
glorious wounds. His intelligence is superior. I learnt he was Greek,
which is already a reference; I learnt he was an architect working with
Le Corbusier, which is another reference; and, finally, he told me he
had studied special mathematics.

Xenakis asked Messiaen if he could study harmony and counterpoint
from the beginning:

'8 Debussy 2005:167.

All biographical information on Xenakis in this article is from Matossian 1981.
Matossian mentions notebooks of harmony exercises from Xenakis’s early years in
Paris, corrected by teachers such as Honegger, in whose handwriting numerous “parallels”
are marked (Matossian 1981: 40—41). But Xenakis had to toil not only to avoid
parallels, but, primarily, to learn to dislike them. He did not go through this loop.

The post war revival of twelve-tone serialism in Paris is attributed credited to René
Leibowitz, who taught twelve-tone music in Paris and published the most influential
Schonberg et son école (1948) and Introduction a la musique de douze sons (1949).
See, Matossian 1981:54, Taruskin 2005:5/15, and elsewhere. See also, Sabine Meine,
“Leibowitz, René”, The New Grove II, where Leibowitz’s claim of having studied
with Schoenberg and Webern, is disputed.
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I did something horrible, extraordinary, that I would not do with
others, because I think that they must study harmony, that they must
learn how to listen and write counterpoint; but he was a man so much
out of the ordinary! I told him: “No, you are already thirty years old,
you have the chance to be a Greek to have studied mathematics, to
have done architecture. Take profit of all that and apply them in your
music.” I think that finally this is what he does.”

Indeed, this is what he did. Unable to enter the realms of music
specialists, Xenakis stood apart and alone. Whereas Debussy achieved
oblivion of traditional training, Xenakis was privileged with its absence.
Nothing was self-evident; there were no canons to be followed. He observed
musical trends from a distance and thought about basic and general
problems; he “fathomed” as Debussy put it, “the diverse impulses inspiring”
a work. And his theoretical thinking permitted him to conceive those impulses
in music as well as in architecture. It is not always clear in Xenakis’s
biographies that he had no training in architecture either, and that his
renowned works in this field*’ were also achieved thanks to his ablity to grasp

the essential and fundamental abstraction of his projects and problems.**

In that respect, the Platonic theory of “ideas” or “forms™* had greatly

influenced his creativity. “Everything began to converge,” he says speaking
about his years with Le Corbusier, “I posed also to myself musical and
philosophical questions [...] My God, I think it was natural; it was the

influence of Greek civilization, in particular Platonic civilization”. *°

Philosophy in the Ancient Greek meaning of the word was the
primal force of his creativity. He explains:

Philosophy, but in what sense? In the sense of the philosophical
impulse which pushes us toward truth, revelation, research, general
quest, interrogation, and harsh systematic criticism, not only in specialized
fields but in all possible domains. This leads us to an ensemble of
knowledge, which should be active, in the sense of “doing”. Not passive
knowledge but knowledge that is translated into creative acts. I repeat,
in all possible domains.”*’

What in his formation was considered to be multi-specialization in
the West was the result of his study of Greek writers who, like their

22 Matossian 1981:58.

2 His better known architectural works are the monastery of La Tourette (1952-1955)
and the Philips pavillon in the Brussels World Exposition (1958).

** See, Matossian 1981:65-67.

% For a clear explanation of this theory, see, Bertrand Russel. A history of Western
philosophy. London: Simon and Schuster, 1945:121.

2 Matossian 1981:67, 65.

*7 Xenakis 1985:8.
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western heirs up to the Renaissance, had not yet invented specialized
knowledge.*®

His much-projected use of mathematics in composition should be
understood in the connection existing in Greek thinking between music
with mathematics, and mathematics with philosophy. Mathematics is the
most intelligible reasoning in abstract, therefore, eternal and exact truth.

Nonetheless, Xenakis’s formation, seen as multi-specialization or,
by many specialists, as non-specialization, was provocative.”

Pierre Boulez, Xenakis’s antagonist in Paris, a leader of the avant-
garde composers, and the director of IRCAM™, also considered science
indispensable for the advancement of music, but proposed a collaboration of
specialists. He was obviously criticising Xenakis when he wrote: “The
effort will either be collective or it will not be at all. No individual,
however gifted, could produce a solution to all the problems posed by

. . . 31
the present evolution of musical expression”.

Furthermore, Xenakis was irritating as an outsider. He was ignorant
of Western music’s evolutionary phases, the problems of minute trans-
formations and all the searches carried out for their solutions, arrogantly
cutting the knot instead of carefully untying it. His solutions were
indigestible. Yet, it was the outsider’s view that permitted him to foresee
what the dead-end integral serialism was leading to.

His early innovations may be seen today as an advancement of
Debussy’s revolutionary concepts and creations in most respects.

He aimed at nature’s pure imitation, discarding musical imitations of
nature. This, as well as the absence of empathy in his music is best revealed
in his own, often quoted, description of what inspired Metastasis.

Metastasis, that starting point of my life as a composer, was
inspired not by music but rather by impressions gained during the
Nazi occupation of Greece. The Germans tried to take Greek workers
to the Third Reich — and we staged huge demonstrations against this
and managed to prevent it. I listened to the sound of the masses
marching towards the centre of Athens, the shouting of slogans and

2 Therefore Greek thinkers from Pythagoras to Plato and Aristotle are today studied for

their contributions in music, philosophy, geometry and mathematics, cosmogony,
religion, politics, sociology, psychology... whereas, Aristoxenus, Ptolemy, Euclid and
other writers on music, had also written on various other subjects.

Specialisation has protected him though from severe attacks and criticism, since
musicologists, mathematicians, physicians, philosophers, educationalists etc. were
not much concerned with a composer’s writings on their specialty!

Institut de Recherche et de Coordination Acoustique/Musique

' Born 1995:1.
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then, when they came upon Nazi tanks, the intermittent shooting of
the machine guns, the chaos. I shall never forget the transformation of
the regular, rhythmic noise of a hundred thousand people into some
fantastic disorder. [...] I would never have thought that one day all that
would surface again and become music: Metastasis. I composed it in
1953-4 and called it starting point because that was when I introduced
into music the notion of mass. [...] Almost everybody in the orchestra
is a soloist. I used complete divisi in the strings, which play large
masses pizzicato and glissando.32

A dramatic personal experience is drained of all empathy, to be
observed as a natural phenomenon.

Even Hermann Scherchen, one of the first to recognize the originality
of his music and to work for its propagation, found his work excessively
“dry”. Xenakis’s response was that, to him, his music was “the most
sincere, most efficient, most concise, and therefore, most elegant way to

express his ideas”.”

As is well known, Xenakis imitated those complex mass events
studying the kinetic gas theory and its laws of probability. In his mass
sound events, traditional linear concept of pitch succession, of musical
form, as well as of musical time is definitely absent. Rhythm has no
periodicity, since time is here felt without memory’s symmetrical
constructions. Creative thought is not exposed; it is not to be followed by
the listener, since the work’s form is not dramatic, narrative, or simply
“directional”; this music can be perceived like the rich motion of a tree’s
leafage; there are internal groups, moving in numerous directions with
varied velocities, continuously changing in their synthesis, in the rich
and sensitive gradations of their volume, density, texture and color, the
vitality of their inner mobility. There are vivid masses in continuous
sensitive transformation of their internal life. The contour of the masses
(what would be conceived as traditional musical form) is of secondary
importance.

Traditionally developped musicality is not appropriate for the
appreciation of this music. James Harley has remarked that the first world
performance of Xenakis’ Pithoprakta by Scherchen in Buenos Aires in
1958 was much better received than his Achorripsis in Xenakis’s
controversial Paris debut in 1959; whereupon, he comments: “This music,
which sounds so alien from the concerns of mainstream music, both
traditional and modern, seemed to appeal to listeners in more distant

32 Varga 1996:52.
3 Matossian 1981:98.
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lands, no doubt in part because of its removal from the cultural colonialism

of Western Europe”.**

For the above reasons, Xenakis’s music is not very appealing to
analysts and writers on music. Given the fact that creative thought is not
exposed in the composition, and that the composer’s calculations are
done with the help of mathematics, the description of his scores (that, to
my knowledge, James Harley is the first ever to have undertaken) at times
inevitably sticks to traditional and contemporary music’s appreciation
conventions, no matter how conscious the writer is of Xenakis’s isolated
position in contemporary music.

Classes and clashes

On the contrary, the play with arithmetic, rather than mathematics,
of integral serialism attracted large numbers of analysts. Detecting the
series gives fluent multi-paged analyses. As pointed out by Taruskin,
“the value of technical analysis as a separate musical activity [...] expe-
rienced an unprecedented boom. [...] Along with the growth of integral
serialism, then, there grew up a new musicological specialization, that of

music analyst...”.”

The role of those specialists’ (who gradually replaced music critics in
the evaluation of new music) in establishing a classification of serious com-
posers was paramount. In alliance with avant-garde composers themselves,
they converted serialism to academically established avant-gardism®, a state
funded revolution®’, bureaucratically supported experimentalism.”®

3 Harley 2004:23.

*> Taruskin 2005:5/37.

36 Boulez wrote: “Since the Viennese discoveries, any musician who has not experienced — I
do not say understood, but truly experienced — the necessity of the dodecaphonic
language is USELESS. For his entire work brings him up short of the time.” See,
Taruskin 2005:5/19.

“Boulez’s institution receives 15 million francs a year, as well as another 6—7 million
francs to subsidize the concerts of the Ensemble InterContemporain”, said Xenakis in
Varga 1996:122.

Taruskin quotes the following description, by Henze, of Darmstadt composition
classes: “Boulez who saw himself as the supreme authority, was sitting at the piano,
flanked by Maderna and myself — we must have looked like reluctant assistant judges
at a trial, as young composers brought their piece forward for opinion. Anything that
wasn’t Webernian, he brusquely dismissed. [...] Thanks to the initiative of Boulez
and Stockhausen this [Webern’s style] had become institutionalized as official
musical thinking, whose maxims the body of lesser mortals now had to put into
practice with religious devotion [...] Just imagine: it was being bureaucratically
determined how people should compose [...]”” See, Taruskin 2005:5/22.
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Some of those phenomena were brought about by Cold War politics.
It is no longer stated as a suspicion, but as a certainty, that one of the
goals of the International Summer Courses for New Music in Darmstadt,
where serialism was taught with “religious devotion™, was “to propagate
American political and cultural values...”.*’

Boulez’s ambition was, it is assumed, to show that the trajectory of
20th century Western music was leading to ... himself, as the central
figure of Darmstadt and, later, the director of [RCAM.*!

In IRCAM a canon of 20th century composers’ classification was
established and propagated (through concerts, lessons, publications and
recordings), the influence of which on (or simply the similarity with)
most 20th century literature on music cannot be denied. In a statistical
list constructed by Georgina Born to reflect IRCAM’s canon, Debussy,
belonging to the “classics”, and Xenakis, belonging to the “leaders”, are
in the lowest rank.*
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Kemu Pomany

CTOXACTUYKE UT'PE
(Pe3zume)

Unanak ykasyje Ha CIMYHOCTH y (QmiI030(HjH My3HKE M CTBapaallTa
Knopna Jlebucuja u Januca Kcenakuca (nmoceGHo m3mely nena Jeux mpBor u
KOMIO3UIHja Metastasis U APyTHX CTOXaCTHUYKHX JieIa TIOTOWmET KOMIIO3UTOPA),
KOje Kao Ja Cce OJBMjajy MapajiejIHO Ca OHHMM IINTO CE CMaTpa TJIaBHHUM TOKOM
eBOJIyLIMje 3anajaHe My3uke XX Beka.

OBa ABOjUIIa KOMIIO3UTOPA TIOCMATPAIIH CYy JOMHUHAHTHY (HEMAadKy) Tpajau-
LWy ca JUCTAHIIEC U KPUTHYKU CE OAHOCWIIH IIPEMa TI0jEIMHIM HBECHHUM EIEMEHTHMA
(Ha mp. NMHEApHOCT MY3WYKe TEKCType, opMme u pUTMa) KOje Cy ,,TpaJHiHo-
HaJIHU" NTHOBATOPH (Tj. CEpHjAIIMCTH) CMaTPaIX KOHCTAHTHUM HJIM ITPUPOTHHUM.

Texehn Behoj Onuckoctu ca mpuponom, Jlebucn n Keenakuc cy ocmuciu-
JM 3By4YHE PAaBHH M 3BYy4YHE Mace y KOjUMa je MPOTOK BpeMeHa HEe3aBHUCaH OJ
MEMOPH]CKHX CUMETPHYHUX KOHCTPYKIHja, y KOjIMa pUTaM HHje NepHuOIYaH,
¢dbopMa HMje HM HapaTMBHA HUTH YCMEpEHa, a pallMOHalHAa KOHIICTIHja HHUje
pUMapHa.

BbuxoBe mzaeje Omie cy y CKiIaay ca HalPETKOM HayKe, My3UKe U OPYruX
yMeTHOCTH y XX BeKy, ajli HUCY HaWiIa3wie Ha HOTIYHO OJ00paBame KO
BHMa CaBPEeMEHHX aHAIUTHYapa M mucana o My3unu. CBe Te OKOIHOCTH,
3ajeHO ca KyJITYpHOM MOJHUTHKOM , XJIaTHOT paTta‘ mocie Jpyror CBETCKOT pa-
Ta U BCHUM HaMETameM CepHjaiu3Ma Kao BPEIHOCTH ,,HOBOI CBETA™, yTHIIAJIC
cy na y xaHony my3uke XX Beka JleOucu u Kcenakuc He mo0ujy mecta Koja

3aCIyXY]y.

(mpeBena Jenena MuxajinoBuh-Mapkosuh)
UDC 781.1:78.037/.038(4-15)"19”
78.071.1 Debussy/Xenakis
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Marta Grabocz

ENTRE AVANT-GARDE ET TRANS-AVANT-GARDE:
SUR QUELQUES OEUVRES DE LASZLO DUBROVAY
DES ANNEES 1980

Résumé: L’article présente un moment rare et exceptionnel dans I’histoire de
la création hongroise des années 1980: quand Laszlé Dubrovay, compositeur
hongrois, a pu réconcilier la tradition et I’innovation, I’avant-garde et le trans-
avant-garde, les styles moderne et post-moderne. A cette époque, il faisait usage de
ces travaux menés dans les studios électroacoustiques de Cologne, Berlin et
Budapest entre 1970-85, en transposant ces expériences sur 1’écriture instrumen-
tale (musique de chambre, piéces solos, etc.) Selon la terminologie actuelle, sa
musique est a la fois “spectrale” et celle s’inspirant des traditions européennes les
plus nobles au niveau de la structuration des ceuvres. Ce travail analytique essai de
démontrer que les nouvelles structures sonores peuvent étre tout a fait compatibles
avec certains styles et formes de la musique des 18°-19° siécles. Les ceuvres
examinées sont: le /lle quatuor, les Solos N° 3 et N°5, Octuor, et la Symphonia.

Mots-clés: Laszlo Dubrovay, avant-garde, trans-avant-garde, moderne, post-
moderne, la musique “spectrale”.

La confrontation des tendances d’avant-garde et de trans-avant-garde,
des modernes et post-modernes, autrement dit le conflit des inconditionnels
d’expérimentation et de ceux qui reformulent les valeurs “permanentes”,
s’est exacerbée dans la vie artistique depuis les années 1980 a un point
jamais atteint encore. La polarisation de ces termes appliqués surtout dans
les beaux-arts, dans la peinture refléte fidélement la réalité. En effet,
depuis les années 80, les artistes ne se montrent plus guére enclins a
engendrer un systéme de valeurs complexe, un systéme qui serait novateur
au sens ou on I’entendait autrefois, au début du 20° siécle d’une part, et
qui se rattacherait aux traditions plus anciennes, d’autre part.

On est donc en présence d’une situation exceptionnelle lorsque nous
nous penchons sur I’analyse des ceuvres écrites par Laszld Dubrovay au
cours des années 1980. Dans cet article on examinera un corpus composé
de deux pieces pour instrument solo et de deux oeuvres de musique de
chambre, complété d’une composition sur ordinateur. En d’autres termes : si
nous cherchons 1’équilibre, la production d’une synthése entre innovation et
tradition, il faut que nous nous concentrions a cette période de création
du compositeur, qui, aprés 1993, s’est intéressé surtout a retrouver la
tradition des musiques populaires dans I’écriture contemporaine.’

' En pronongant ce constat, nous sommes consciente de donner une définition extrémement

simplifiée.
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Laszl6 Dubrovay est né en 1943 a Budapest. Il était éleve d’Istvan
Szelényi et de Ferenc Szabo a I’Académie de Musique Ferenc Liszt. Entre
1972 et 1975 il a suivi des cours de K. Stockhausen et de H.-U. Rumpert
en Allemagne, et a évolué également dans le milieu électroacoustique
(Studio de WDR? de Cologne). Depuis 1976, il est professeur a
I’Académie F. Liszt de Budapest. Outre ses trois ceuvres scéniques, il a
compos¢ des concerti pour trompette ; pour fllte ; pour piano; pour
violon ; pour cymbalum ; un concerto pour trois instruments (trompette,
trombone, tuba). Il a écrit des cantates, des ceuvres chorales, nombreuses
ceuvres pour cuivres, et de trés nombreuses pieces de musique de
chambre. Sa série de soli [solos] compte actuellement 13 piéces pour
différents instruments (par exemple pour fliite, pour tuba ; flite basse ;
fllite contre-basse ; violoncelle ; etc.)

Il a été honoré¢ de plusieurs prix et de médailles en Hongrie et a
1’étranger.’

Si nous revenons vers ce corpus choisi des années 1980, sur le plan
structurel on retrouve dans tous les morceaux le méme type
d’expérimentation au niveau des sonorités et une méme conciliation des
nouveautés avec la tradition, qu’il s’agisse de la composition en trois
mouvements pour tuba seul (Solo N° 3, 1983), ou du cycle composé des
sons syntétisés par I’ordinateur (Symphonia, 1984-85), ou de I’Octuor en
cing mouvements (1987), ou encore du Solo N°5 pour fliite basse (1985).
Les cinq ceuvres sont apparentées par une confrontation permanente entre
deux ou trois types d’éléments sonores nouveaux et par la formulation
variée de certains caractéres musicaux réitérés réguliérement dans la
musique de Dubrovay, ainsi que par le recours obligé a une structure
dramatique ou narrative.

Les élements sonores peuvent avant tout étre caractérisés par le type
de son:

1) composé¢ d’harmoniques (rapports de fréquence basés sur la
multiplication par les nombres entiers),
2) a I’aide des relations micro-chromatiques (par exemple conduite

mélodique oscillante du type glisssando, ou partie instrumentale modulée
vocalement selon le principe de la modulation en anneaux, etc.), et

3) les effets sonores bruités, dépourvus de hauteur déterminée, émis
a I’aide du souffle, ou bien les sons du type percussion.

2 Studio de West-Deutsche Rundfunk.

Pour d’autres éléments biographiques et stylistiques, voir les travaux suivants: Gilanyi
Gabriella: LaszIlo Dubrovay, Ed . Magus, Budapest, 2004, collection ”Compositeurs
Hongrois” (en anglais); et aussi: F. Frigyeczky: Magyar zeneszerzék [Compositeurs
Hongrois], Lyceum kdnyvek, Athenaeum, Budapest, 2000 (en hongrois), pp. 176-177.
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Mentionnons, sans vouloir étre exhaustifs, quelques-uns des procédés
d’émission sonores utilisés par Dubrovay (et parfois inventées par lui) :
accords et glissandi de flageolet dans le Quatuor ; glissandi d’harmoniques
dans 1’Octuor ; superposition de parties instrumentales décrivant des
circonvolutions oscillantes autour de la tierce mineure dans le Quatuor ;
sonorités du type glissando obtenues par le flottement de la langue dans
le morceau pour tuba ; sonorités spéciales bruitées, modulées en anneaux,
obtenues en chantant dans I’instrument parallément a I’émission d’un
son dans 1’Octuor et dans la piéce pour tuba ; émissions de sons mixtes
mélangées a des sifflements et a des chuintements (sans hauteur) dans le
cas des instruments a vent, etc.

Le recours a ces sonorités et a ces effets n’est aucunement arbitraire,
et leur classement dans les trois catégories mentionnées permet d’obtenir
une structuration de la forme trés nette au plan de la signification et des
contrastes d’ordre dramaturgique. C’est ainsi que 1’on voit clairement se
dessiner dans le Solo n°5 pour flite basse une dramaturgie en un seul
mouvement, composée d’une musique de “genése”, puis des motifs de
lamento, suivis d’un volet de forme expressif lequel intensifie la tension
jusqu’au paroxysme, et enfin d’une musique funébre qui cloture le tout
(structure ABCB’). La “musique de naissance” est véhiculée par différents
effets soufflés, dépourvus de hauteur précise. Le lamento est accompagné de
certaines notes chantées, ou de multiphoniques, ou encore d’harmoniques
chantées parallelement. Le point culminant expressif est représenté par
un mélange de micro-chromatisme et d’éléments du type bruit obtenus
par la modulation en anneaux. Enfin, le lamento ou musique funébre de
la coda résulte de moyens d’expression rappelant les techniques vocales
de I’Extréme-Orient : des harmoniques rapides et des multiphoniques
jouées sur la note fondamentale chantée en bourdon.

Dans [’Octuor et le Quatuor la construction des sonorités produit
une dramaturgie d’une force comparable a ce Solo N°5. Dans ces musiques
de chambre la mélodie de timbres familiére au début du 20e siécle, et la
polyphonie de timbres des années 1950-60, cédent la place a des sonorités
complexes faisant appel a une structure spectrale congue par les harmoni-
ques, ou par le spectre inharmonique ou encore par les éléments bruités,
les transitoires d’attaque, etc.’

Du point de vue de ses éléments sonores, de ses €léments thématiques, Dubrovay fait partie —
sans le déclarer et sans le savoir — des compositeurs appartenant du courant de la ,,musique
spectrale” en France. C’est a dire les compositeurs de la méme génération (et de celle de
Dubrovay) qui se groupaient autour de 1’Ensemble ,Itinéraire” a partir de 1977: tels que
Tristan Murail, Michaél Levinas, Gérard Grisey, Hugues Dufourt, etc. Voir par exemple sur
cette musique: Danielle Cohen-Levinas (dir.): Vingt-cing ans de création contemporaine.
L’ltinéraire en temps réel, L’Harmattan, Paris, 1998; ou bien: Tristan Murail: Modéles et
artifices. Textes réunis par Pierre Michel, Presses Universitaires de Strasbourg, 2004.
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Si I’on considére ces oeuvres sous 1’angle des intonations’ les plus
caractéristiques du compositeur, on se trouve immédiatement devant le
principe créateur “synthétisant” lequel établit le compromis, la conciliation
entre tradition et éléments sonores nouveaux. En effet, Dubrovay compte
au nombre des rares compositeurs expérimentaux européens que n’enivre
pas la force d’expression des procédés sonores qu’ils inventent : ses oeuvres,
au lieu de constituer un catalogue d’effets sonores, recréent, a I’aide de
sonorités nouvelles, les caractéres, les dramaturgies de I’histoire de la
musique européenne hérités des opéras, et des symphonies ou des poemes
symphoniques, de la musique de chambre.

Cette “expérimentation synthétique” peut donner naissance a des
formules pleines de grace comme celles des “musiques de la nature” du
troisiéme mouvement du Quatuor (Libero) et du deuxiéme mouvement
de I’Octuor (Allegretto). Ces sections tout comme leurs pendants bartokiens
du “Prince de Bois”, font de la mélodie construite sur la série des harmoni-
ques et de son accompagnement écrit en passages rapides de flageolets, les
références nouvelles de la musique pastorale féérique a la fin du 20e siecle.

> Nous utilisons ce terme dans le sens des topoi ou des styles.
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Laszl6 Dubrovay, Quatuor, I1I° mouvement

On assiste pratiquement a la naissance d’un nouveau type d’intonation

grice au parti qui est tiré des po.

ssibilitées de jeu burlesques propres au

tuba et au basson (notes aigué€s et basses extrémes, glissandi, technique
“bourdonnante” [buzz], etc.) dans le Solo de tuba n° 3 , puis sans le “scherzo
de bruits” (Allegro Scherzando) de 1I’Octuor (troiséme mouvement). Les
effets sonores d’une grande virtuosité et des plus inhabituels du tuba
contiennent en germe les possibilités d’un théatre instrumental bouffe de

la plus belle eau.
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Laszl6 Dubrovay, Solo No 3 pour tuba

On trouve une musique funéebre, en 1’occurence une réminiscence
des nénies de la musique populaire hongroise, dans certaines parties du
Solo pour fliite basse et dans le premier mouvement du Solo pour tuba.
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Laszl6 Dubrovay, Solo pour tuba

C’est par contre une survivance des introductions lentes et des “musi-
ques de naissance” des oeuvres symphoniques d’antan que 1’on rencontre
dans le premier mouvement du Quatuor a cordes n° 3, dans le troisiéme
mouvement de la Symphonia écrite sur les sons d’ordinateur, et dans le
mouvement initial de 1'Octuor. Dans le Quatuor, ce sont des oscillations
sonores extrémement aigu€s et graves qui déterminent 1’espace musical,
dont le rétrécissement et 1’exploration progressifs aboutissent a une mélodie
chromatique dans I’alto, laquelle sera tout enveloppée de glissandi de
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flageolets. La fin du moment représentant la “naissance” est indiquée par le
début d’un passage marqué appassionatamente et engendrant une nouvelle
polyphonie gestuelle grace au glissando. Quant a la “musique de naissance”
de I’Octuor et du Solo pour tuba, elle résulte du dialogue de sonorités
dépourvues de hauteur, accompagnées de différentes techniques de souffle.
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Laszlé Dubrovay, Quatuor, I mouvement
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Laszl6 Dubrovay, Octuor, I mouvement

Les morceaux qui se présentent pour moi comme les plus traditionnels
et, dans le méme temps, les plus novateurs, sont le deuxiéme mouvement
du Quatuor et le mouvement initial de la Symphonia. Dans ces deux cas
la forme-sonate expressive crée une complicité avec les matériaux
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thématiques tout a fait révolutionnaires, élaborés de fagon insolite. C’est
ainsi que le théme principal du premier mouvement du Quatuor consiste
en superpositions progressives de parties instrumentales oscillantes, puis en
leur résolution sous forme d’accords, tandis que celui de la Symphonia
résulte d’une quadrilinéarité dissonante, détimbrée, rappelant de loin le
chant populaire hongrois. Ce genre de construction est celui qui représente
le plus grand défi pour le créateur, mais sa réussite (comme, par exemple,
dans le premier mouvement a variations de caractére de la Symphonia)
offre dans le méme temps la plus grande nouveauté et d’expérimentation.

Le quatrieme mouvement du Quatuor ravive les mélodies et les
danses populaires anciennes. Grace a des moyens d’émission sonore
modernes et d’une grande virtuosité ce mouvement est capable d’évoquer le
style expressif qu’avait autrefois la musette, la “caccia” ou la gigue au
sein d’une forme rondo a trois temps (p. 225).

Dans le cas de chaque morceau, la juxtaposition de tous ces caracteres,
styles et topiques variés aboutit a une dramaturgie autonome, propre,
complexe. Pour moi, la plus convaincante est la dramaturgie “traditionelle”
du Quatuor n° 3, qui date de 1983, dans laquelle la “musique de
naissance” du premier mouvement (Libero), la forme-sonate expressive
du deuxieme (Allegro assai), la “musique de la nature” du troisiéme
mouvement (Libero) et la musette du Rondo (Allegro) résolvent avec
succes la fluctuation constante de tension et de détente, fluctuation qui
fait usage d’éléments nouveaux. La dramaturgie des deux Solos, celui
pour fliite basse et celui pour tuba, est elle aussi trés équilibrée et
“harmonieuse”, mais on y trouve peut-étre moins de contraste.

L’Octuor de 1987, avec sa structure en palindrome de cinq volets, est
peut-&tre moins convaincant au plan formel que les unités élémentaires a
I’intérieur de ses mouvements, tirant, ces dernicres, au point de vue
sonorités, le maximum des enseignements de toutes les ceuvres solo
précédentes et imposant ainsi une extraordinaire virtuosité.

Quant a la la Symphonia pour sons créés par ordinateur, il semble
qu’elle soit tributaire des traditions de 1’histoire musicale de fagon
inouie. Le premier mouvement, avec ses contrastes, son développement
et ses variations & caractére, opére une synthése de nombreuses traditions®,
tandis que le deuxiéme et le troisiéme mouvements cherchent a développer
chacun une idée musicale du premier. Je pense en 1’occurrence au
monologue et a la “musique de la nature” du deuxiéme mouvement et a
la “musique de la naissance” s’intensifiant jusqu’a des effets de musique
“concrete” du troisiéme.

®  Ce mouvement opére des métamorphoses d’une chanson populaire hongroise.
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Laszl6 Dubrovay, Quatuor, Finale

Toujours est-il que d’aprés cette bréve analyse de ces quelques
ceuvres on peut constater que 1’attitude novatrice et celle attachée aux
traditions ou, pour reprendre 1’expression utilisée par Iannis Xenakis, la
réflexion musicale “hétéronome” et celle “autonome”, qui sont a 1’origine
d’un véritable schisme dans la musique européenne depuis les années
1960-70, ne s’excluent pas fatalement a la fin du 20e siécle. En un moment
heureux de I’Histoire et entre les mains d’un compositeur de talent, c’est
peut-étre précisément a la préparation au 2le siécle que vise cette
jonction de deux voies au départ divergentes.
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Annexe 1 — Solo pour tuba, indication

ZEICHENERKLARUNG

= gleichméRiges Glissando

= sehr schnell vibrierendes Glissando

n <o
F—F/—F>s——————T—= = Oberton-Glissando 1=

Oberton-Glissando mit
durch schwebende Zun-

- o o Yo J
ge produzierter Flatter-
9 o o zunge auf dem Grund-
@ — — = Mundtriller auf Oberténen ton Des
S ——— = Luft ins Instrument blasen, die verschiedene Tonhdhen er-
== zeugt
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= = gleichzeitig mit dem Luftblasen soll man mit Hilfe der Zunge
k — pfeifen
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s = mit der Zunge geschlagenen unbestimmten Tonhéhen
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produziert werden

Buzz = bourdonnement, bruissement

= ordinario
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= Ubergang zwischen Buzz und ordinario

[

gebenen Grenzténen
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@‘T’ ho

accelerando
ritardando

]

Dauer: ca. 840"’

Reihe von Ténen unbestimmerter Héhe, die mit schnellem
Zungenschlag (Doppelzunge oder schwebender Flatterzunge)

gelichzeitig mit dem Zungenschlag kénnen auch leise Ober-
téne (mit dem Grundton F) erzeugt werden

= ein in das Instrument gesungener Ton (auch Falsetto)

—_—
sich beschleunigende dynamische Wellen < >< > < 2>

Flatterzunge mit lockerer schwebender Zunge

frei improvisierte Singstimme zwischen den zwei ange-
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Annexe 2 — Quatuor, indication

Die Instrumente missen folgendermaBen gestimmt werden:

o — -9 4 -
1 Vimy” 7  V-le i ¥+ Vic. |
=1
ZEICHENERKLARUNG
“,I.L — S = die Tonhohe verdndert sich der graphischen Abbildung ent-.
p— = sprechend
\]

die sind Grenztone, die mit dem Glissando nur beriihrt werden

?

[
v ’/\/\\ = Flageolett-Glissando der graphischen Abbildung entspre-
chend

|

y schnell oszillierende Tonhdhenverdnderung

= so hoch wie mdglich
Flageolett-Ton so hoch wie méglich

= Bart6k-pizzicato
T T = col legno (battuto)
= & 7

]

c./\T /L,\> = die mit dem Holz angeschlagene Stelle der Saite verandert
= sich aufwirts bzw. abwirts
S. pP- = sul ponticello
—8 = das Glissando wird mit dem Stimschlissel erreicht (zu-
f.;; = riickstimmen auf G)

Orientierungspunkt

zwischen den frei gruppierten (rhythmisierten) angege-
benen Tonhohen miissen verschiedene Flageolett-Motive
improvisiert werden ’

9*.-
\ 4
[}

mehrere Wiederholungen bis zum Zeichen

——5-“_} .”.': == — = der Bogen bewegt sich hin und her am Steg, um ein An-
= — streichen der Saite zu erreichen
N pizz - "
1 F_ - = nach dem Zupfen die Saite beim Flageolettpunkt sehr
®J - schnell beriihren

Alles klingt wie notiert )
Dauer: ca. 19°35"" —20""
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Mapma I'pabou

NU3MEBY ABAHI'APJIE U TPAHCABAHI'APJIE:
O HEKOJIMKO JIEJIA JTIACJIA JVBPOBAJA
N3 OCAMJIECETUX TOJJUHA XX BEKA
(Pesume)

VY unaHKy ce MpuKasyje jelaH pelak, 4ak h3y3eTaH TPEHYTaK y HCTOPHjU
Mahapckor My3HYKOr CTBapasialliTBa ocaMaeceTux roamHa XX Beka, Kaja je
komno3utop Jlacmo JlyOpoBaj ycreo &na MOMHPH TPATUIMjy U HHOBAIH]Y,
aBaHTapJly ¥ TpaHCaBaHTapiy, MOJepHE U rocTMoiepHe criose. Mzmehy 1970.
n 1985. rogune [lyOpoBaj je pagno y eNeKTpoaKkyCTHUKUM cTynujuMa y Kenny,
Bepnuny 1 ByauMmneniTé 1 TpaHCIIOHOBAO Ta UCKYCTBA Y CBOje HHCTPYMEHTAN-
HO mucMo (y Aena 3a KaMepHe aHcaMOIIe, CONMMCTHYKE KOMaJe, UTL.).

[Tpema aKTyellHO] TEPMHHOJIOTHjU, HETOBa My3HKa j€ ,,CIIEKTpaJIHA® & HCTO-
BpPEMEHO, Ha HUBOY CTPYKTYpHCamba JieJla, MHCIMPHCAHA HajBUIIUM €BPOIICKHM
TpaaMiyjaMa. Y OBOM pajy ayTop HOKyIIaBa jJa JOKaKe Jla HOBE 3ByYHE CTPYK-
Type Mory ja OyIly cacBUM KOMITaTHOMIIHE ca N3BECHUM CTHJIOBHMA U (opMama
my3uke XVIII u XIX Beka. [Ipemmer ananuThuke maxme cy cieneha mema
JI. Ay6posaja: Il eyoauku keapmem, Cona 6p. 3 v 6p. 5, Oxmem 1 Cum@onuja.

(npesena Menura Mumnus)
UDC 78.037/.038(439)
788.983:78.071.1 Dubrovay Laszlo
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Becna Ileno

TPAAUIIUOHAJIHO U MOJAEPHO Y HPKBEHOJ
MY3ULMH - OI'JIEL O KAHOHY U HTHBEHTUBHOCTHU

Ancmpaxm: Orneq o TpaJIUINOHATHOM M MOJEPHOM Yy I[PKBEHO] MY3HLH Ce
3aCHMBAa Ha pa3MaTpamy CBOjEBPCHE IMPEKPETHHULE Y IM0jaduKkoj TPaauLHjd
Ucroune npkse Tokom XIII m XIV Beka. Adupmucame MeTH3MaTHIHOT
HareBa y KOMe MeJo/rja Mpey3uMa mpuMar Haj 00TocIykKOeHUM TEKCTOM je
HojaBa ca KOjoOM C€ Ham3IVIe[ pyIIe Yy Mpelamy BEKOBHMAa YCTaJbeHa, HAKO Y
MICAaHUM H3BOPHMa HENOCBEJOYEHA, NpaBIIa KOMIO3UTOPCKE BEUITHHE Y
o0iiMyaBamy PKBEHOT Mesioca. MoaepHH — KaJo(hOHHIHU HOCTYIIIH Y KOM-
MOHOBaKky HOBHX MeENOAWja W apaH)KMaHMMa TPaJWIMOHAIHUX, CarjefaHH,
MehyTHM, U3 MepCcHeKTHBE OINIITHX TEHJCHIN]a y KyJITYPHOM, IIOJMTUYKOM U
LPKBEHOM JKMBOTY Bu3aHTHje Koje je y mepHoay Npel ieHy mporact obe-
JISKUO HMCUXACTUYKH TOKPET, MOTBphyjy na msmely ,.cTapor” — KaHoHa U
,,HOBOT** — KOMITO3UTOPCKE MHBEHTUBHOCTH HHj€ IOLUIO OO0 OMTHE MPOMEHE.
JlpyruMm pedmma, I0jaBe MOJCPHOI Y MY3HWYKOM H3pa3y Cy IpyrauujH BH[
HCIOJbaBakba jeIHe HCTUHE KOjy LPKBEHO IIpenarme odyBaBa Kpo3 BEKOBE.
Kayune peuu: 1pKBeHO TOjame, Tpaauldja, CHMBOI, KanodoHuja, dorociy-
JKemwe, ucuxaszam, [Ipename.

V¥ HacTojamy J1a aeduHHIIEe aHTHHOMUYHE IOJMOBE MPAOUYUOHATIHO
U MOOepHO, Y BE3U ca MO0jauykoM TpaguuujoM McTodHe LpKBe, Mpoyda-
BaJIAIl MOpa J]a aKTHBHpPA BPJIO CIOXEH MCTPAKUBAYKH arapar, y KoMe
PaBHONIPABHO €r3UCTUPAjy W HHAYKTUBHH H IeAyKTHBHU MeToA. [lojam-
BEHhE HaBEICHNX TePMHUHA HEMHHOBHO TOpa3yMeBa M3J1a3aK U3 OKBUPA
MY3UKOJIOTHj€ U YKJbYUHBambe Y 00JaCTH OIIITE UCTOPHjE KEbH)KEBHOCTU
— XUMHoOTpaduje, TEONOTHje U eCTETHKE, aHTPOIIOJIOTH]€ M COIIHOJIOTH]E.

KommieMeHTapHH TIPUCTYT y KOMe ce cycpelly MOMEHyTe HaydHe
JTUCHMILIMHE WU 0ap HEKE OJ1 BHX, JOII YBEK HUje JOBOJHHO 3aCTYILUbECH
y mocrojehuM cTymujama BH3aHTONOLIKE My3uKkoioruje.'! Ha mu3a3oB 3a

Miaza BH3aHTOJIOIIKO-MY3HKOJIONIKA HAayKa jOUI YBEK je y (a3u NpUKYIUbamba IpH-
MapHHX Ca3Hamba O PYKOIMUCHUM H3BOPUMA, HOTALMjH, EITEMEHTHMA My3UYKOT CHCTe-
Ma: ocMorJacjy, JecTBHL[aMa, PUTMY, BpcTama HameBa M jap. Ctora nmpoydaBaoly
OMnpaBAaHo MpHOeraBajy aHATUTHYKO-MCTOPH]CKUM CTyIHjaMa y KOojuMa ce pa3mat-
Pajy U3BOjEHH, YIITaBHOM TECOPHjCKH U XUMHOTPa(CKO-MEIOIUjCKH TPOOIeMHU YHY-
Tap KOHKPETHOT JIUTYPTUYKOT KOHTEKCTa Y, Takolhe, opeheHnM HCTOPHjCKUM TTepro-
JIMMa, y Mambe WM BUILIEC CPOJHUM IOjayKUM TPaJWLMjaMa Hapojaa KOju YHMHE Ipa-
BOCJIaBHY eKyMeHy. Ca H3y3eTKOM HEKOJIHMKO HacJ0Ba, BH3aHTOJIOMIKO-MY3HUKOJIOIIKA
HayKa jOII YBEeK He Ioceayje HH MoHorpaduje o MO3HaTUM JIMYHOCTHMA — MajcTo-
prMa mojadyke YMETHOCTH KOjU Cy C€ CBOJUM “‘OIycoM” W3JBOjWIIM U3 HeOpojaHor
MHOIITBa CTBapajama PKBEHUX KOMITO3UIIH]a.
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CHUHKPETHYKHM MPOMHIIbAKEM TEME Ha3HAUCHE y HACIIOBY pajia U O]
CPOIHHMX THTama, MpeMAa He TOJIMKO y BE3H Ca MY3MKOM KOJHKO ca
JAPYTMM YMETHOCTHMA, MOKYIIAIN Cy Ja OJIrOBOpEe CTPYyYmald YHja Cy
INpUMapHa MHTEPECOBAmha OKPEHYTa €CTETHIN M MOCTUIM BHU3AHTH]CKOT
cTBapasamITea, Meljy KojMa HMa M Te0lIora, ¥ HCTOpHYApa YMETHOCTH.

Bohena muramnuMa o cMUCTY M (PYHKIHH TOjalba M YMETHOCTH Y
uenuHu y Bu3aHTHjH, O yI03M YMETHHKA U HETOBOj CTBApallauyKoj CIIO-
00711, 0 KPUTEPHjyMHMa BPETHOBAbA I[PKBEHO-YMETHHYKHUX Jea, K0 U
KpUTepHjyMHMa KOoju UM 00e30elyyjy Tpajame Wiu HX BOIE Yy 3a0opas,
nokymrahy ga 3ajaty TeMy OCMOTPHM M3 BHIIE yriosa. [lyTama kojom
hy joj ce mpubnMxaBaTH HEMUHOBHO je Kpy>KHa U 00yXBaTa UCTOPU]jCKU
ynaseeHe ctanune. 3 nepcnektnse HeBeuepmer nana, nornen he npehn
MPEKO CITUKE KOjy CY, 0 YMETHUYKOM H300pakaBamy OHOTA IITO JIOJa3H,
suzgenn Ouwm IlpkBe u3 panor neproaa Xpumthanctsa, 3atium he pocehn
JI0 BpeMEHa cyToHa BuzaHTHje, 10 My3HUKOT ,,lIePIENnoBama’ U UKOHH-
30Bama TajHe HaJ TajHaMa, J1a O ce ca HamMa CaBPEMEHUM TJICAUIITHMA
0 ECTETHIIM U MOCTUIM LPKBEHE YMETHOCTH Haj3a]] BpaTHO Ha TMOYETaK, y
KOME ce MO3auK cactaBjba. Mjieja Koja mpaTH OBO KpeTame, y KoMe Ou
nepuHANja mpaouyuje 1 MooepHe y IPKBEHO] My3HUIH Tpebaso na Oyne
Ha3HaYeHa, jeCTe Pa30TKPUBAKE OJHOCA KOjU MOCToju m3Mely yHampen
JCTEPMUHUCAHUX TPaBWJIa YMETHHYKOT CTBapama W HHBEHTHBHOCTH
YMETHHKA.

OrpannuaBajyhu ce Ha XIV Bek, Ha yCIIOBHO KpaTak, HO, 0€3 CyMmbe
[0 MHOT'O Y€MYy IPEIOMaH IepHoj KOMIUICTHE BU3aHTUjCKE HCTOPHjE U
KYJIType, ¥ y3uMajyhu 3a My3W4KH y30paKk caMo TJIaBHY TEHJICHIM]Y Koja
je obenexxniia mojauky Hpakcy Tora 100a, a YMju je MpeJCTaBHUK MEJIOJ
JoBan Kykysesb, cBecHa caM Aa Cy MOjU 3aKJby4llM HpPEIMMHUHAPHH.
N3060p My3uuke nmpobieMaTuKe CIPOBECH j€ ca HaMepOM Jia ce Y ,,01je-
UMa CTapor — TpaIulMOHAIHOT MPENo3Hajy, HACHTUDHUKY]Y U o0jacHe
1ojase ,,HOBOT** — MOJICPHOT.

2 Vm. P. A. Michelis, An Aesthetik Approach to Byzantine Art, London 1955; G.
Mathew, Byzantine Aesthetic, London 1963; Art et Société a Byzance sous les
Paléologues, Actes du colloque organisé par I’Association internationale des Etudes
Byzantines a Venise en Septembre 1968, Bibliothéque de I'Institut hellénique d’Etudes
Byzantines et Post-Byzantines de Venise — N. 4, Venise 1971; A. I1. KaxnaHn, Knuea
u nucamenv 6 Buzanmuu, Mocksa 1973; Ceprej CeprejeBuu ABepuHues, [loemuxa
panosuzanmujcke Kroudicesnocmu (ca pyckor mpes. [lparossy6 HenesbkoBuh u
Mapuja Momumnosuh), Kismkena mucao, beorpan 1982; Bukrtop Buukos, Buzan-
mujcka ecmemuxa (ca pyckor mpes. Hdumutpuje M. Kanesuh), [Ipocsera, beorpan
1991; Xpuodotopog °A. ItoapoVAng, Kdlloc w0 ‘Ayiov, *Axpltac, Aduo 2004,
Jevgenij Hercman, Vizantijska nauka o muzici (prev. sa ruskog Zoran Buljugi¢), Clio,
Beograd 2004; Bukrop Jlazapes, Mcmopuja suzanmujckoe ciukapcmea (ca pycKor
npeB. Autonnna [lantenuh), Beorpan 2004.
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VYV oBoj hy cTymuju mpe cBera mocTaBJbaTH MHUTama, M MOHYIUTH
JCIMMUYHE OAroBope. He MpeTeHIMO3HOCT y M3HAJaKeHhy KOHAUYHUX
peliieba, Hero 3aluTaHa pajo3HANOCT, OJAPESIUIN CY HAYMH H3JIarama u
CTPYKTYPY paaa KoMe Ou HajBHUIIE OroBapaia OApeIHulIa 021el.

Henoxymao xpumhaHCKO OOTOCITYXEHme, a U3HAJl CBera IIEHTpaTHA
ciyx6a — EBxapucruja, HacTainu Cy U y CBOjUM CIOJbAIFbUM MaHH]e-
cTanmMjamMa Cy yCTpOjeHHM kao cuMBon Bymyher mapersa.’ ¥V Xpwm-
haHCTBY Ce CHMBOII TOMMa Kao camo u3o6paskerse.’ [IperusHije pedeHo,
JIBE PEaTHOCTH (EMIUpPHjCKa MM BUAJbMBA U JyXOBHA HMJIM HEBH]JHHBA)
y CHMBOJIy HHCY CjelME-€He HM JIOTHMYKH (jeIHO O3HayaBa JIpyro), HU
aHaorHo (jexHo m3o0pakaBa APYTO), HA Y3POUHO-TIOCIEANIHO (jEIHO je
y3pPOK Ipyror), Hero enudanujcku (Tpu. émipaveila — jaBbamne). To 3Ha-
YH J1a CHMBOJI HUje HAIPOCTO ,,CIIMYaH ca OHUM IITO cUMBouHIe, Beh y
TOME MITO CHMBOJIMIIE YYECTBYje M pEaHO YBOJAU Yy 3ajeJJHHIITBO Ca
BUM. ,,JICTUHCKM YU MPBOOUTHU CHMBOJI je HEOJBOJUB O]l BEpe, ¢ 003H-
POM Ha TO [1a je OHa HOMEpPOA CMEApu HeaUO/bUBUX, Tj. 3HAE Yy KOjEM ce
MOYE CyJIeoBaTH .

HsrpahuBame cBera y KOMe ce OjciuKaBa peanHocT EcxaToHa,
[0CTa0 je, joIl Ha MOYeTKy XpuirhaHCTBa, CTBapaladykd HMIIEPATHB,
MOJIjeTHAKO 3a CBE BPCTE Iperajiana Ha 1mojby yMeTHocTH. Ha ymetHocT
ce HUKAJa HUje TIeJaNo Kao Ha He3aBUCHY cepy Jearma i MUILbera.”
YmpaBo cymnpoTHo, Tpebano je ma oHa 00e30emu KOHKPETHH, JyIuMa
OMakajHU MOJIEJI AYXOBHOT WJ€alla, U Ja TPEACTaBH HE CaMO HETOBY
(hCHOMEHOIIOLIKY CTpaHy, HErO YIpaBO HOYMEHOJOWIKY, Ja ce MpUOIH-
KM TIPOTOTHUILy, mpaoOpa3y, cymruad. OBaj 3axTeB je Mpous3amao 3
yBEpema Ja ce IOCPEJCTBOM UyJIHMa MPHUCTYIMAaYHUX CHMBOJIA YOBEK
y3AMKe, KOTUKO My je Moryhe, 1o OoxaHckux Bulema. [pyrum peunma,
1o 00)XaHCKOM HMPOMHCIY M 10 MEPH OATOBOpA YOBEKA Ha NPHU3MB Ja
YYIECTBYj€ y €CXaTOJIOIIKO] CTBAPHOCTH, KaKO je 3amrcao XpHIThaHCKA
MHUCTUK TO3HAT I0JI UIMEHOM JlnoHucHje Apeomnarur, ,,yMHOIOCTHKHO

V. Cpnyoptov “Tepopovayov, H Geiw Aertovpyie - Zydii, "Adqva 19852 Apxu-
manaput Bacuiuje onaukakuce, Ceema Jlumypeuja — Omkpuserve noge meapu
(Enemenmu aumypaujckoe 0odxcusmaja majue jeouncmaa y Ilpasocnasnoj Llpxeu) (ca
rpukor npes. enuckon bauku ap Upuwnej), becena, Hosu Can 1998.

OJ1 TpUKe CIOKEHHIIE OUV-BUAAG IITO 3HAYM: 3aj€THO CTABUTH, CACTABUTH, Cj€INHHTH.

Ipotojepej Anekcanmap Illmeman, Eexapucmuja (ca pyckor mpeB. MmameH M.
CrankoBuh), Manactup Xunaugap 2002, 30-31.

VY. Bukrop buukos, Has. aeno, 9.
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rocTaje BUIJbHMBO, HaamocTojehe ce omeBa y moctojehe, 6€300IMaHO U
0e3 nuka obiaun ce y OOJNIMK W JIMK, a HAaTIIPUPOAHA U HEYyOOIHMYUBa
MPOCTOTAa YMHOXAaBa Ce MPEKO MOjeTUHAYHUX CHMBOA™,

CaMm CHMBOJ Y TEOJIOIIKOM KOHILENTY YMETHOCTH cxBahieH je Kao
KJbyYHA THOCEOJIONIKA, A1 M OHTOJOIIKA KaTeropmja, jep ce mHMe
MTOCTETICHO OTKpHBAa TajHA KOjy OH O3HAYyje W YjeIHO YBOIU Yy jOII
ny6iby Tajy.® OTyna je u unTaBa BH3aHTHjCKAa YMETHOCT, KOja CE CHM-
BOJIMIMa KOPHUCTHIIA, IMaJla H3PAa3HTO MCHXOJIONIKO, THOCEOJIOIIKO 1 aHa-
TOIIKO ycMepeme. Hanme, 1ipkBeHa 3/1amba, JTMKOBHE MPEICTaBe (MO3aH-
14, (pecke, UKOHE), OOTOCITYKOCHU MPEJAMETH, CBEIITCHUYKE OJICK/IC,
CBETOTAjUHCKH OOpeaH, XUMHOrpaduja, Mojambe — CBU TH EIEMEHTH
yIa3WIH Cy Y CacTaB KyJITa, KOjH j€ MPEICTaB/ha0 BEIMIAHCTBEHH YMET-
HUYKU aHCaMOJ. Y OCHOBHM JaTor aHcamOiia JieKajia je HajClIoXKCeHH]ja
cUMOOJIHKa Koja je Tpebano HCTOBPEMEHO Aa MPYKU €CTETCKU A0KUBIbA]
M TIO/ICTAKHE Pa3yMeBame M YUeCTBOBAKE Y MUCTArOIKOM JKUBOTY U J1a
JOBeJIe 10 jeTMHCTBA YoBeKa ¢ borom. ,,Ako ce y cxBatamy Buzantunna
— xako nuire Bukrop JlazapeB — KynT 1mojaBJbHBao Kao TJaBHA KapHKa
n3mel)y OBOCTpPaHOT W OHOCTPAHOT CBETa, OHJA je YMETHOCT, Oyayhu u
cama JIeo KyJITa, Mana Ty uery Gpyskimjy.’

VY nmaTpuCTUYKUM HalHMcUMa KOjH CY y HOCPEAHO] WIIM HEMOCPEAHO]
BE3H ca I0jauKOM yMETHOINY — ympaBo ce Kao KJbYIHE TeMe H37Bajajy
IEHA CHMBOJIMYKA MPHPOJia U MOh yTuiaja y chepu eMOIMOHATHOT,
MICUXOJIOMIKOT U eTH4Kor. M3jennavyaBajyhu 3emasbecky My3uKy ca HeOec-
KOM M HasmBajyhm je mynpum m3ymoM Yuuteiba m mapom Ceerora
Jlyxa,'’ c1aBOCIIOBIbEM Y KOME YUECTBY]Y, Cje/INbeHH, anlenn i by, |
HarjamaBajyhu meHy KOPUCT jep OCIHKaBa HACTpPOjeme Oylle W Ipo-
ny6ibyje casHame 0 0OKAaHCKO] MyApocTH,'” jaua BpIMHY' > W MHCTHYHO
y3BOIM y jenmHCcTBO ca Borom,'* — jomr cy kamamokujcku ouu Llpkse y

Hutupano mpema bophe Tpudynosuh, [Tucay u npesoouray unox Hcauja, Kpy-
meBarr MCMLXXX, 100.

VY. 3apaBko M. Ileno, Kamuxusuc — ocnose npasocnasue sepe, Manactup Octpor
20052, 74.

Buxkrop Jlasapes, HaB. aeno, beorpan 2004, 17.

10 Méyo Baoihelov, Quidia eic tov A Paiudy, PG 29, 213; PG 55, 183.

Twdvvov Xpuooatépov, Quilie B ', Eic 10 yevébior tod Kuyplov nudv Tnood
Xprorod, PG 56, 387.

Ipnyoptov Nboong, Eic v émypagnw tdv %Paluols, PG 44, 444D; Méyo
Baoirelov, Quidia eic tov A~ Paiudv, PG 29, 212.

Twavvov Xpuoootduov, Eig rov ‘Hoalav, duiria E', PG 56, 57.

Méya Baowelov, Quitie elc tov A ¥aiudv, PG 29, 213A; HUctn, Iepl
eyeprotiag, PG 31, 228A; Mokipuov ‘Oporoynt, Muotaywyie IA , PG 81, 689C.
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IV Bexy, a 3aTUM W FMXOBH HACTAaBJbAUM W IMPEICTABHUIIM MHCTHYKOT
0OrociioB/ba y HapeJHUM crojichrMa, TOCTaBWIM OCHOBE IMOETUKE U
€CTeTHUKE OOTOCITyKOSHUX Harnesa."”

[ToceOHa makmka y CBETOOTAYKMM CIIMCHMa IMocBelieHa je eMoiuo-
HAJTHO-ECTETCKOM JIEjCTBY KOje My3WKa ITOCEyje W HEeHOj CIOCOOHOCTH
Jla y CIIpe3u ca MOJMTBEHUM TEKCTOM, HAPOUUTO NICATIMHMA, KOJ| CITyIIa-
Jana M3a3uBa JyXOBHHM mpeoOpaxaj. Ce. JoBan XpuzoctoM je Oumo
YBEpEH Jia ,,HUINTA HE Y3IrKe TOJMKO IyINy W HE Jaje joj Kpuia,
ocrobahajyhu je om 3eMibe U O IPUBE3AHOCTH TETY, HUIITA TOJUKO HE
nokpehe aymry ka mpeMyApoOCTH U Ka Mpe3upamy CBUX OpHra oBora cBe-

Ta, KA0 je/IHOIIACHA MEJIOMja H PUTMUYHE CBETE mecme*.

[To3uBajyhu ce Ha ydeme 0 eToCMMa MeJIoJIMja, MpeMa He pa3Mar-
pajyhu came My3uuke eneMeHTe ca Kojuma ce opel)eHH eTocH OCTHKY,
oy llpkBe cy Owim mocBe KOHKPETHH Yy CTaBy Ja MeJOAWja Mopa Jia
CIIy’>kKH OOTOCITy’)kKOCHOM TEKCTY, TakO ITO he HmEeroB cMUcao JI0JaTHO,
CBOjUM CpEACTBMMA, MCTHLATHU. , JeqHOCTaBaH HareB mnperuinhe ce ca
00’KaHCTBEHHM peYnMa Kako OM camo 3Bydame M KpeTame Iiiaca MCIo-
JbABaJIO CKPUBEHH CMHCA0 KOjU ce Haja3u m3a peun‘ — muie Ceetu ['pu-
ropuje Hucku;'' cmiuno muciu u CBetn Bacunuje Benuku pexapum a
je ,,Jlyx CBern JjormMatuma Jo/ao Hacliaay MeloaMje 1a OMCMO ¢ JIako-

hom u mpujarHomhy 3a CIIyX MH HEMPUMETHO IPUMAIH KOPHUCT ox pean™.'

OgakBa (opMyJaIja NOeTHKE My3HYKOT CTBAapaJIaIlITBa, OCTABIbE-
Ha y paHOM mepuoay XpumrhaHCTBa, Kajla je TMporec pas3Boja O0ro-
ciy:)kOeHux oOpena, XUMHOrpaduje, ma U caMor CHUCTeMa ocMorjacja,
010 YBEIMKO y TOKY, U jOII CacBUM JaJIeKo Of 3aBpuLIHe (ase, ocrana je
Kao 3aJaTh aKCWoOM Koju ce, Mel)yTuM, HUKama HUje HaIlao y CIHUCKY
KaHOHCKUX OJpeson noHeTux Ha Bacesbenckum u [lomecHuMm caGopu-
Ma,'” HUTH je y MOTOBO0j HCTOPHjH HOGHIIO CBOjy TEOPHJCKY Pa3pamsy Of
CTpaHe MeJI01a U TI0jara.

ABovaoiov Oeod. BoupAn, doyuatikonbikal e tng opboddtov  Yeiuwsiec,
Abduar 1994; Avtwviov ‘Alvyilakn, H Aettoypyikn povoikn kata tov Méya
Beoideiov, y: Tduog édpriog yiiiootiic éfaxooioorhic émerelov Meydiov Baoidelov
(379-1979), ’Apiototédero  Ilavemotiuio  Oecoadovikng - Ocoloyikn  LyoAr,
Qecoadovikn 1981, 255-281.

Twavvng 6 Xpuodotopog, Eérynoeic el tovg yatuols, PG 55, 156.
B. buukos, HaB. 1€eio0.
18 Méyo Baoidelov, Quidin eic tov A ¥Paiudy, PG 29, 212.

IpxBern cabopu Cy y HCTOpPHjH TpelcTaB/ball cadpama eMICKoIa Ieie BaceJbeHa
Ha KOjUMa Cy JIOHOIIEHa IpaBWiIa, HOPME WIH Mepe pacyhuBama, jemHOM pedjy,
kxaHoHH. Cabopcke oJTyKe Cy M3pakaBaie jeAMHCTBO LIpkBe y Be3u ca ouyBameM
HUCTUHUTE Bepe M paau yHanpehema XKMBOTa IEHHX WIAHOBA, YWja je CarJIaCHOCT
Ouna Hy)XKHa Kako OM ce CHpoBelie y JMTYPrHjcKy mpakcy. Y wuctopuju Llpkse
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[To3Haro je ma cy cabopcke omryke, n3mely ocranor, Bepudukonaie
Y OCHOBHE TEHJICHIUjE Y YMETHUUYKOM MUIILBEHY KOje Cy HajIpe Mmpo-
BEPEHE Y JIOBOJHHO YT0j TPAJMIIU]H, KAKO OU CTEKIIE BAKHOCT Mpearma,
0 yeMy he y HacTaBKy OWTH BHIIEC pedd. Y BE3W ca MOjamkbeM cabopcke
onpenoe ynyhyjy roOTOBO MCKJbYYHBO Ha HAYWH MHTEPIPETAIIN]jE IIPKBE-
HUX HameBa, mma Tako 75. mpaBuio Tpynckor cabopa riacu: ,,Koju mo-
7a3ze y IpKBe paad TeBama, KeTUMO Ja He ynoTpe0JhaBajy TIIIacoBe
HEMpUMEPEHe, U He MPHHYDYjy NpUpoay Ha KpHKe, HATH Jia W30Hpajy
HEITOo WTOo je HeoaroBapajyhe u HecBojcTBeHO LlpKBH, Hero ca HajBe-
hoMm maxmboM U CKpyIHIeHOIy J1a MPUHOCE TecMe Bumuoily ckpuBeHO-

ctu Bory“.”

CraB ma menonuja TpeOa /la NCTHYE CMHCA0 PEYH HHUje 00pa3oxKeH
HA Yy MY3WYKHM PYKOIUCHUMA, HUTH y TOJayKUM TNPUPYYHUIIUMA; HE
MOMUBbY C€ KOMITO3MLIMOHU MPUHLMIH KOjH OM BOKAallHH KapakTep LpK-
BEHE MEIOJIUje IeTabHHUjE OJIPEVIIN, HUTH MOCTOje YIyTCTBA y BE3U ca
THM Yera Ce MEJIOJ] y CBOjOj KpealHju Mopa IpHuAp KaBaTH, KOjH HaIeB
Tpeba ma mpuMeHH 3a onxpeheHy XuMHOrpadcKy BpCTy, KoOje 3aKOHH-
TOCTH BJIaJIajy y CIIPE3M TOHA W CJIOTa, TOHOBA U IEJIHMX PEUYM U CTUXOBA,
KOje pedd MMajy MPHOPHUTET, KOjé MEJOIUjCKe MapaMeTpe yImoTpeOuTH
Kako O ce OHE I0JJaTHO Hariacuie.

Mebhytum, U TIopen Tora ImITO MENOJ HHje UMao Impex cobom mpa-
BHJIa KOja OJIHOC TEKCTa M MEJOJHje MPUOIMKHO 00jalimaBajy, OH je
010 1y0OKO CBEeCTaH J1a je YCIOBJLEHOCT MeNIoIUje TeKCTOM KaHOH. OBa-
KO cxBaheHOj HOPMATHBHOCTH KOMIIO3UTOPCKOT CTBapasialliTBa Y PaHO]
MCTOPHjU I[PKBEHOT TOjama Tpeba T0aTH 1 PU3HUILY KUBOT 3ByKa, KOjy
Cy 3aCHTYpPHO YMHWIM MEJOJMjCKH 00paciy, PUTMOBH, JECTBHLE U
JIPYTH MENOJMjCKH eJIeMEHTH. MHBEHTHBHOCT MENoJia y MY3HYKOM
npecTaBbamy 00rocIy)OeHOT TeKcTa Orlie/iana ce y M3HAJaKeHmy 10
Taja HeyNnoTpeOJbeHNX MM y WCTHLAKBY HEJOBOJBHO HCTAKHYTHX H3pa-
XKajHUX ocoOMHA OMEHYTHX mapaMeTapa. OTyaa je npuHUUN OecKoHad-
HE BapHjaHTHOCTH Ha IUIaHY OJHOCA eJeMeHaTa M IMOCTYIaKa HHXOBE
OpraHu3alidje YHyTap Jieia, TPajHO OOENeKUO I0jadyko OJiaroshenwje,
Kao0 yOCTaJIOM U BH3aHTHjCKY YMETHOCT Yy IICJHHHU.

W3BecHo je nma je 3axTeB jAa menoauja Oyne ,,KOPUCHH™ JI0JaTak
MOJIUTBEHUM XMMHAMa MOTao OMTH MCIYHEH CBE JIOK Y M0jayKoj MPaKCH
BuzanTtije HHje DOMUIO 0 KOMIIO3UTOPCKOT 3aMajia y MpaBIly YCIOXK-

onpxaHo je cenam Bacespenckux cabopa: y Hukeju 325. romune, y Lapurpany 381,
y Edecy 431, y Xankunony 451, y Hapurpany 553. u 681. u monoBo y Hukeju 787.

rogune. Y. 3. IleHo, HaB. neno, 39-46;

2 Ceewimenu xanonu IJpkee, TIpeB. ca TPUKOT M CIOBeHCKOr Emmckonm ATaHacuje

yMHpOBJbeHOT Xepueronaukor, beorpaa 2005, 182.
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haBama HareBa U ahupMrcama Pa3BHjeHOT MEIOAM]CKOT 00JINKa y KOMe
je TeKCTyaJlH! MpeUIoKaK NOTUCHYT y APYTH IUIaH.

[Mpempa HeycarnameHu y Be3u ca MmodeliMa MeJIH3MaTHIHOT TPeT-
MaHa GOrocIyKOeHUX CTHXOBA,” HAYUHHMIIM Jejie YBEpeme [a je HAaKOH
nepuoaa ox IX mo XII Beka, kaza je 3a0KpykKeHa AYTOTpajHA U CIOKESHA
eTama y pa3Bojy XuMHorpaduje, OCMOTIIACHOT CHCTEMA, CTUXHPAPCKOT U
MPMOJIOIIKOT MeJIOca, Kao ¥ mpBa (ha3a HUXOBOT HOTHPAHa, > 0J] CPEIH-
He XIII croneha ycrmeano mpaBu mpomnBar y 001acTé T3B. KaTOQOHUIHOT
WIM TaNaJuKHAjCKOT HaleBa. Y MHOXKaBambe HEYMCKHUX pyKomuca u ¢op-
MHUpPakbe HOBUX THUIIOBA MOjauykux 300pHUKA Axonymuja, Aumonozuja
unu [lcanmuka, Koju caipke HeCTaHAApIHU M300p XMMHH 3a jyTpeme,
Beuepwme W JIUTyprujy, u pa3BHjeHe W TEXHUYKH 3aXTE€BHE MeEJOJHje,
00€eNeXUITH Cy IIPKBEHO-TI0jauKy mpakcy TokoM XIV Beka.

Tparame 3a TUYHAM CTHJIOM — H(OCOM IPEMO3HATIFHBO je Y OITy-
CHMa MeJIoJla KOjH cajia CBECHO M3J1a3e W3 aHOHUMHOCTHU U OeJiexe cBoja
WMEHa UCIOJ LPHUX M LpBeHuX Heyma. JoBan ['muxuc, Huxkudop Utn-
koc, Kcenoc Koponuc, a n3Haa cBux wux, JoBan [lananomnynoc Kykysess,
3aCIy’)KHU Cy 32 Pa3BOj OPUTHHAIHOT MY3WYKOT IMpaBla y KOME Cy IO-
MepeHe, aKo U He ,,CJIOBOM™ 03HaueHe, a OHO Y BUIIEBEKOBHOM Tpajarmby
W3BECHO yTBpheHe, rpaHuIie c1000e y KOMIOHOBabY LPKBEHUX MENOAN]a.

Haxo cy ucTpakuBaud HEYMCKHX KOJEKCa HaWIa3Wid Ha TpUMeEpe
KaJO(OHUYHOT M€Bamkba U Ipe ernoxe y K0joj Cy CTBapald MOMEHYTH
KOMIIO3UTOPH, Ca0Upame METU3MaTHYHUX MENOAMja Ha jeTHOM MECTY,
Meljy kopuile 3ace0HOT pyKoIuca, HUje MOCTojano cBe 1o mouetka XIV
crosneha. Hajcrapuju naroBanu 300pHHMK OBE BpCTE, HEMOCPETHO BE3aH
3a mMme JoBana Kykysessa, jecte Axoaymuja EBE 2458 Hammonamae
oubnunoteke y Atunu u3 1336. roauue.”

2l R. Palikarova Verdeil, La musique Byzantine chez les Bulgares et les Russes (du IXe

au XIVe siecle)y MMB Subsidia III, Copenhague 1953, 207; O. Strunk, Melody
Construction in Byzantine Chant, EMBW, 194; Kenneth Levy, 4 Hymn for Thursday
in Holy Week, JAMS 16, 1963, 156; Jorgen Raasted, Intonation Formulas and Modal
Signatures in Byzantine Musical Manuscripts, MMB Subsidia VII, Copenhagen
1966, 118; Ch. Thodberg, Der Byzantinische Alleluiarionzyklus, MMB Subsidia
VIII, Copenhagen 1966, 13.

Cpnydprog O. Ztabng, O© avaypauuariguol kel ta@ uabiuete ths Bulavrivig
uetomoring, “I5pvue BuCavtiviic Movaikodoyiag, MeAétar 3, A6y 1994, 66-79.

22

2 Ha 11 recto jucTy OBOr 30OpHMKA CTOjH HACIOB AKonymuje cacmasmene 00

(cmpane) majecmopa eocnoouna Joeana Kykysema, 00 nouemka enuxoe geueproa 00
ucnyreemwa Booicancke numypeuje (‘Axolovdiat ovvreBewuévar mape tov Meioropog
kupod Twdvvov tod Kovkovléin, dm’ dpyfic ueydiov éomepivod uéypr kal thg
owuminpdoews the Ociag Aettovpyleg). JleTaban canpikaj OBOI PyKOIHCa BUAETH V:
Cpnydproc O. Etabng, O advaypeyyuariouol ..., HaB. aeno, 62—63.
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Beh ce y HacnmoBmma mecama oBOT Kojiekca cpehy IMOjMOBH KOjH
yKa3yjy Ha HOBHMHE y I0jayKoj MpakcH. JacHa cy ymHosopema Ja ce 3a
MHTEPIPETAHjy JaTHX XMUMHH OYEKYje IMOjall BEJMKE BEIITHHE W U3Y-
3eTHHX CIIOCOOHOCTH Kadopwrdpne évteyvoc).”* Takobe, Ty cy ompen-
HHILIC Be3aHEe 3a MPUMEHCHE KOMIIO3HLMOHE TIOCTYIKE Kao U HeyoOHu4a-
jeHe My3WYKe JKaHpPOBE KOjU W3 IUX npomsnaze (kalogwrie,
&AnAovLapre KeAAWTLOOEVT®, OTLYOL KXAOPWVLKOL, QraypojueTiolnoL,
GvamoSLouol, KPATNUATE, KOTAVUKTLKE GOUXTLKE, 60 XOTLKCE).

['maBHa 0COOCHOCT YKpaIleHUX WIIH ,,YJICTIIaHuX KOMHO3I/II_II/Ij8.25
ManajiKhjCKOT HareBa jecTe MOMEHyTa EeKCIIOHHPAHOCT MeJIoAHje Y
ogHocy Ha TekcT. llltaBuime, cTuye ce yTHCcak Ja MOTHHCAHU CTHXOBH
MEJOAY CITy’)Ke TeK Kao Mokpuhe Ja HmeroBa My3uKa MOXe ITOHETH EITH-
TEeT ,,[JpKBeHa”. Y OecKpajHUM MEIOAMjCKHM MPOIINPEeHhUMa U BapHpa-
BUMa, K0ja MoJpa3yMeBajy yMeTambe U U3MEHE CaMOCTaNHUX (hopMyna U
nenmx obpasama — CBOjeBPCHUX YKpaca, T3B. KaJolHM3aMa, CKOpO 1a je
He3a00MIIa3H0 MMOHABJhAE TEKCTA, JSTHOT WIIM BHIIIE CIIOTOBA, jEIHE WITH
BHIIIE PEUH, HIIH, MK, untape dpaze.”

JoBan Kykys3ess je kpajibe paguKkain30Ba0 TPETMAH TEKCTa Y CBOJHM
KOMITO3UIIMjaMa, MOceXyhn 3a W3MeHamMa Yy CTaHAapIHOM pPEeNOoCIeay
peun u cTHXOBa,” uYMME je MPAKTUYHO ceOM a0 MPaBO apaHKHpama
3a71aTOT XUMHOTpagCKOT npeuionika. PasymeBame 0CHOBHE OPYKE KOjy
necMa HOCH, OBHM TMOCTYIIKOM HHje HY»HO yckpaheno. Hamporus, mon
YCJIOBOM /1a MEIM3MaTHYHa MeJoJuja He OJIaKe MPeTepaHo Iyro riiaB-
Hy WHGOpPMAIH]y KOjy TEKCT CaoIIlTaBa, UCTUIAKE CMICIA, Ta CBOje-
BpPCHa MY3W4Ka er3eres3a, Ha OBaj HA4WH OW MOTJIO OUTH U MOCTIEIICHO.

Kyky3esbeBa HHBEHTHUBHOCT C€, MeEhyTuUM, HHj€ 3aJOBOJbMIA
onncanuM. IlpaBehu uz60p n3Mel)y peun u cTUXoOBa y MPEAJIOUIKY, TaKO
mro je oapeheHe M30CTaB/bAO, a HEKe 3aJAp)KaBao, W Kopucrehu ce
Mo3ajMuIamMa M3 APYTUX XMMHH, WIH W3 CBOT COICTBEHOI' IECHHYKOT

2 CnokeHHIa Kojy 4MHE peun kaArf v ¢wwrf, mto 3Haun 1o6ap rimac, ynyhyje Ha mojua

ca MoceOHUM MMojaukuM criocobHocTuMa. CIMYHO 3HAYEHE UMa U ped évreyrog Koja
ce Yy MY3HUYKHM DPYKOIMCHMa OJHOCH MOJjeJIHAKO M Ha MOjlla, ¥ HA CaM HaleB, a

3HA4YM: BCUIT, UCKyCaH WJIH, Y IPEHOCHOM 3HAYCHY, 3aXTEBAH, CJIOXKEH.

3 Opo j€ HajnpHUOJIMKHUjE 3HAUEHE Peu keAodwvie U KAAAWTLOBEVTA.

Edward V. Williams, John Koukouzeles Reform of Byzantine Chanting For Great
Vespers In The Fourteenth Century, PhD on the microfilm, Yale University 1968;
Uctu, The Treatment Of Text In The Kalophonic Chanting of Psalm 2, SEC 11, 1971,
173-193.

[maroncka UMeHHIA Groypoeppatiopds (oo aveypeppatiCw) ymyhyje Ha moctymak
MPOMEHE CMHCIIa PeYr KOjU Ce OCTBapyje MPEMEIITameM ClIOBa YHYTAp Hbe Ha Mp.
fpa - anp. Yo Henry G. Liddell —Robert Scott, Méya Aefikov the FEilnvikiic
LAddoans, top. A', &sd. 1. Tudépng Abfval, 163.

26
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pemneproapa, cactaBjbajyhu, ApyruM pedmma, caM CTUXOBE 3a KOjuMa je
uMao notpeby,” oH je, 3ampao, HamycTHO textus receptus. MHTepBeHIH-
je Koje ce TUUy MPOMEHE 3HAUCHCKOT HUBOA, & HE UCKJbYUHBO €J10001a Y
OpTraHW30Bamky WIH MPEOPraHU30Baky CHHTAKCUYKE CTPYKTYpe, MOKa-
3aresbu cy aa ce y XIV Beky mojaBuia He3ayCTaBJbHBa IMOTpeda 3a
HCTHIIAEM CYBEPEHHUTETA M0jaukor M3pasa, KOju Haauiasu HacieheHo,
BEKOBHMa YCTAaHOBJHEHO IMOETCKO OorarcTtBo. HoBe memnommje, koje y
CBOM JIyraykKoM Tpajalkby Kao Ja Ce HE HCUPIUBY]y, Tpake HOBE peuu
yiju he cMHCao 0CTaTH HEU3PEIUB.

OBakaB yTHCaK ce HeIBOCMUCIICHO TIOTBplyje y Be3H ca Menoaujama
Ha CIIOroBe 0e3 3HaYeHa, T3B. KpaTUMama, KOje Cy ce MPBOOMTHO Haja-
3MIIe Kao J0alH, GUI0 HA TMOYerHMa KOMIIO3MIMja”> GHII0 HA HHXOBOM
Kpajy, 1a 61 BpeMEHOM 06pa30Balie CAMOCTAIAH My3HUKH JKaHp. "

O3BannJaBame ayropctBa JoBana Kykysesha M HEroBHX caBpeMe-
HHMKa, Ka0 U HAcTaB/baya y MCTOM KOMIIO3UTOPCKOM MaHHUpy u3 XV
Beka,”' ompaBIaHO ce MOXe MPOTYMAYHTH K40 CBECHO HACTOjambe 1 Ce
W3Tpajy, O] 3aTeueHe My3MUKe TpaJWIvje, HE3aBUCHU YMETHHYKHU 00je-
Kar. JouI jeiaH yneuyaTJbUB TOKa3aTesb KOjU HJC y MPHJIOT HaBEJCHO]
TE3H jecy 4ecTe OJPEIHUIIE y3 KOMIIO3HIMjEe Y HEYMCKUM PYKOITUCUMA
Y3 aHAJM3UPAHOT TEPHO/ia ¥ KOjUMa MEIIOU jaCHO CBEoYe O TOME Ja
Ipey3uMajy ,,cTapy" MeJIONjy U Memajy je, kanohoHnaHo obpahyjy. ¥V
Koo()OHMMA — 3arjaB/blMa PYKOIHCAa OOWYHO CTOjU YIyTHHIA Ja CY
cajipykaHe IMeCMe CTape M HoBe (Talaldv Te kal véwv), a 3aTuUM, Y3
rojeiMHaYHe XWMHE TIOCTOjU W Ommke onpeheme: usmena cmapoe

28 , fo ,
OBakBe XMMHE Cy OOMYHO O3HA4YCHE OJPERHHIIOM avemodlopoc (avamodilw — uhm

yHatpar, Bpahat, ycTykHyTH, y3Muuatu). [loceOHy rpymy uYMHE KOMIIO3UIIMje Ha
CTUXOBE y TETHAECTEPILY - KATKVUKTLKG KOJE j€ JETa/bHO aHamM3upao I puropwuje
Craruc. V. Tpnyodprog ©. Xtabng, H Sexamevraoiiiefoc tuvoypapie év tf Bulavrivy

ueiomotin, "16pvua Bulavtiviic Movaikoroylag, Medétar 3, *Adva 1977.

¥ Kapa ce naljy Ha mOUETKY XHMHH KpaTHMe HMajy ¥ (QYHKIHjy HHTOHAILH]e, yBoljema

y natu miac. O OBOj yJIO3W MXMMa WM alliXMMa OBOPH CE€ Yy MPOTEOpHjaMa HITH
[NamagukaMa Koje Cy cacTaBHH JIe0 BEJIHMKOT Opoja CpelhOBEKOBHHUX HEYMCKHX
kozekca. [ToMeHyTH TIOCTYIaK Ce Hajupe Be3uBao 3a cTuxupe Ha Crasa... u Hurve...
(moxcactuke) 3a Benuke mpashuke. L'p. O. Itabn, 72 yewodypaga Buiavtivic
uovoikrg, “Ayiov "Opog, katdAoyos TepLYpadLKOS TOV YELPOYPAPWY KWOLkWY
Bulavtivic povoikiic TV anokeyudvwr v taic Bifliobikais tov Tepdv Movdv kel
2knray tod ‘Aylov "Opouvg, tou. A, "ABfRvaL 1975, 290.

30y XV Beky 06pasoBaH je u roceban mojadkn 360pHIK Kpamumamapuon Koju camp-

xu kpatume. Y. I'p. ©. Ztdbn, H douariki Sagoporoinon Omws ketaypdperat
oTov KWSbLke 2458 o0 €rovs 1336, XpLoTuavikt) Oecoadovikn, TaAaloddyelog émoxn,
Kévtpo iotoplag tod Afuov Besonrovikng; dp. 3, Ocooaiovikn 1989, A8”.

3! HajnosuaTuju kommosutopu XV Beka KOji Cy OCTABUIH BENUMKH 6pOj KaTODOHMIHIX

Kommosunja 6uim cy Manyun Xpucaduc u Josan Knanac.
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(&GAAayua maAaiov), cmapo yrenwano (Taiwldv EkaAlwmiodn), 00
. P 32
cmapoe nocmaje karogonuja (€lte yivetar kalopwvie) v Ci.

Huje no3HaTo Kako Cy Ha HECKpMBEHY MHBEHTHBHOCT MajCcTOpa Ka-
JT0(GOHNYHE BEUITHHE TJIEAIH IPKBEHN BEIMKOIOCTOJHHUIM U BEPHUIIH.
Bucok crynam cBecTpaHe KaHOHHM3aIMje IPKBEHE YMETHOCTH yKa3yje Ja
jé M caM KaHOH O/IpakaBao CIe(UYHOCT MCTOYHOXPHUIINAHCKOT yMET-
HUYKOT MHUIUBEHA U /1A je, CXOAHO TOME, HCIYyHhaBao (YHKIHM]y BaKHE
ecTeTcke KaTeropuje BH3aHTHjcKe Kyntype.” KaHOH je, makie, Kao u
LeJia YMETHOCT, Ka0 B OOTOCIYXEHe Y UYHjeM CKIIONMYy YMETHOCT Ao0uja
CBOje MecTO, OMO CHMBOJ, 00Opasal, alu M KPUTEPHjyM OLCHHBambA,
MpuXBaTama WM 0a0alBama YMETHHUKHX aenia. OTyma je pa3Boj BU-
3aHTHjCKE YMETHOCTH U I[PKBCHOT TI0jamha 3a0KYyIJbao MaXmby MOJIjeHa-
KO M YMETHHYKHX CTBapajala M BEPHOT HapoAa KOjH je Ha Oorocmyxe-
HMa Ha CBOjEBPCTaH HAYHMH yYECTBOBAO Y FHUXOBHM JIEITMMA.

ITocToju MunbemHe Aa je KaToQOHMYHM MY3WYKH CTHJI HAcTao W3
moTpede ma ce atMocdepa Ha OOroCTyKeHhHMa YIMHH jOIT CBEYAHH]OM,
mTo je Moryhe Bume mammrupuuxom.”’ Ho, na mu je oBaj pasior 6uo
crBapHo nokpuhe MoHaxy Benuke JlaBpe, JoBany Kykysemy u meropum
CBETOTOPCKMM M KOHCTAHTHHOIIOJbCKHUM CaTpyIHHLIHMMA H, YKOJIHMKO
jecre, Koja je mpHUpo1a TOPIKECTBA KOj€ Ce XTET0 IMoCTHhu?

VY ycrpojcTBy Oorocmykema jomr je TokoM XI Beka AONUIo 110
Melllakha MOHAIIKOT TUIHKA TPUMEmBHBAHOT Y MaHacTupuMa [lanectune,
y KOME je yiora mojama Ouiia Kpajibe CBeACHAa, M LEPEMOHHMjaIHO U
MI0jauKy HEYIOPEINBO PACKOIIHHM]El a3MaTCKOT — THUIHMKA LapUrpaacke
Crere Coduje.”” TTouetkom XIII croneha o MOMEHYTHX NUTYPrHYKHX
TIOpe/iaka CTBOPEH je jellaH y KOMe je MpeBary MMao YIpaBo MOHAIIKH.
Temko je 3aMHCIMTH Ja Cy CTpOra Hadejga MOHALIKOT IOJBHIA, KOjU

2 vyn Ip. ©. Xtadn, 1o yepdypaga Buiavrivic povoikic, “Ayiov “Opog, HaB. Hemno,

top. A - B - TV, "A6fver 1975, 1976, 1993.

33 B. Buukos, Has. 110, 320-321.

3% Tpnybproc ©. Stddne, Oi draypepuariouol ..., Has. Kelo.

35 Oliver Strunk, The Byzantine Office at Hagia Sophia, Dumbarton Oaks Papers, ix—x

(1956), 175-202; Robert Taft, The Liturgy of the Hours in East and West,
Collegeville, MN, 1986; Anu. K. Mmeiayedpyiov, H yadricri mepddoon twv
axodovdiwy tov Budartivol koguikoU tumkot, “16puua Bulavtiviic Mouvoikoloyiag,
MeAétal 6, *Abrva 2001.

A3MaTCKM THIIMK jé HaKOH CBOT 3BAHMYHOT HECTaHKa NpUMEmMBaH y LpkBU CBere
Coduje y Comyny, y Bpeme apxuenuckona Cumeona ComyHckor (1416-29). [IBa
My3H4Ka pykomnuca Asmamcke axonymuje n3 Haunonanmne o6udmmnorexe 'puke EBE
2062 u EBE 2061 c xpaja 14, onHocHO moyeTka 15. Beka, caapske ciryx0e y Kojuma,
yIpKoc BiafgajyhuM TeHaeHnujama, HeMa yIUTMBa MOHAIIKOT TUruKa. Canpikaj OBHX
pykormica BuneTd y: Anp. K. MmedeyedpyLov, Has. xeno, 146-167.

36
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oApa3yMeBa JeTHOCTaBHOCT M ycpencpehenoct, Tako Op30 momycTuia
npel YKycoM BEpHHKA W3 MPECTOHHIIE W APYTHX TPajCcKUX IeHTapa, Te
Jla Cy MPBOOUTHO YHTamkE OOTOCITY)KOSHIX XUMHHU M FBUXO0BO yIporrheHo
MEJIOAN3NpPakhe 3aMEHIIN KaTO(GOHWYHM HaleBH y KOjUMa Ce HCTe
rOTOBO HE pasymejy.’’

V3pok mojaBe kanodoHuje Ipe Ou Tpedayio TOBECTH y Be3y ca Taja
aKTyeJIHUM HMCUXa3MOM — Haj3HAuajHHjUM BEPCKUM IOKpeToM y Bu-
3aHTHjU HAKOH WKOHOOOpCTBa. Jlyre pacmnpase npeacTaBHUKa MUCTHYHO-
aCKeTCKe CTpyje Ha uhjeM je ueny Omo HajBehm Teosor oHora BpeMeHa,
Cs. I'puropuje Ilamama, ¥ 3aCTYIIHUKa HOMHHAJITUCTHYKOT aHATHOCTH-
ou3Ma, XyMaHHU3Ma U PEHECaHCHHX HIeja Koje je mpenBonuo Bapmaam
Kamabpujcku, onBujaie cy ce y Be3u ca y4eHheM O CTBOPEHHM U He-
CTBOpPEHUM 00KaHCKUM €HEeprujama.

CymTuHa cropa je Omra y ToMe ITo je Kanabpujcku MoHax Bap-
naaM, yunrels [lerpapke u bokaya, cimyxehn ce panpoHamHIM apryMeH-
THUMa, TIOKYIIaBao Ja OCIIOPH JPEBHO aCKETCKO MCKYCTBO TBpaehu na je
bora nemoryhe BumeTn u 10XHMBETH Kpo3 HeCTBOpeHe, Beh camo kpo3
ctBopene eHepruje. OH je ucTpajaBao y yBepemy aa ce 00’KaHCKa UCTH-
Ha MOXXE CIIO3HATH MyTeM pa3yMa u Hayke. CympoTHO OBOM, MCHXAacTH
Cy TBPAWIH Jia je cjenumeme ca borom Hemoryhe 0e3 HaTmpupoIHOT
HPOCBET/beHA. bor, Mako TpaHCIENEeHTaH W HENPUYacTaH M0 CYNITHHH,
MpUYacTaH je U 10 CBOjUM HECTBOPEHUM eHeprujama — roBopuo je CB.
[TanamMa — ¥ TO MOCPEICTBOM HENPECTaHE MOJMTBE, 0 KOje Ce J0Ja3u
JUIHAM TIOABUTOM W y EBXapuCTHju Kao peasHoj OOTr0Y0BEUYaHCKO]
3ajenHuIM. HempecTtaHMM TMOHaB/bakeM T3B. YMHOCPAAYHE MOJIMTBE
WCHXAacTH Cy JOJIa3WiIM 0 ONa)KeHCTBa y KoMe OM BHIENU OO0KaHCKY
CBETJIOCT, OHY UCTY KOjy Cy JIOXHBEJIH arocTonu npu Xpucrosom IIpeo-
Opaxemy Ha TaBopckoj ropu (Jes. MT. 17, 1-8).

OcHHBa4Y HCUXACTHIKOT TIOKpETa CHHAjCKM MOHax [ puropwuje je mo-
yerkoM XIV Beka o0uIa0 BHU3aHTHjCKE 3eMJbe, IporoBenajyhu croje
MHUCTHYKO y4eme KOje je M3Y3eTHO jak ofjek mmano Mmely xkurespuma
Cgere I'ope. U cam ['puropuje Ilamama je MOHaAmIKM myT 3amodyeo Ha
AToHy, 1 TO y MaHacTupy Bemmke JlaBpe, y Bpeme Kama ce MpeTIIO-
cTaBiba a je Tamo Gopasuo ¥ Joan Kykysesm.”® 3anmmibuB je, mako
HAYYHO HENOTKPEIUbEeH, NoJaTak Koju HaBogau JoBan Majennopd, na je
nociymame CB. ['puropumja [lamame y JlaBpu Omio ma cabpare yum
LPKBEHOM II0jamby.

37 Mouamky THIHK je npenBuljao HCKIBYUHBO UHTARE [ICANAMA.

¥ Peu je o mpuM senennjama XIV Bexa.

3 yn. Josan Majennopd, Ceemu Ipucopuje Ilanama u npasociagna mucmuka (ca

eHryeckor npes. Josan Onbuna), beorpax 1983, 63.
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Temxko je ycranoButu na mu cy ce Ilamama m Kykysess cpenu y
Benukoj JlaBpu u ga nm cy 6unu ynyhenu jeman Ha apyrora. Ho, Hema
cyMmbe a2 je Kykysesb 3Ha0 3a MOKpPET MCHUXACTA, Ko INTO je JOTHYHO
IpeTnocTaBuTH 1a je u Ilamama cimymao Ha OorociyxemuMma Kanodo-
HUYHE MEJIO/INje, MOX/1a 0alll OHe Koje ¢y Hocuiie KyKy3esbeB moTmuc.

Jla mm je HeTpekuIHa MOJIUTBA CIIOje€Ha ca AUCAmEM, O KOjOj CY UCH-
XaCTH TOBOPWIIA M KOjy Cy YIpaKiaBalld, MOTJIa OUTH Y30p MEJOAMMa
3a BUXOBY NOjaHy MOJMTBY? Jla M Cy XTenM Ja MOKaxy Ja U Tojame
KOje Tpaje, Kao W HelpecTaHa MOJIUTBA, BOJU Y jeAMHCTBO ca borom? [la
JH je U BhUMa Wb Ouo Ja npoHaly menonujy kojom he m3pasutu oHO
WTo je anodaTHIKko, MENOAN]y KOjOj PeUH 3aucTa BHILE HUCY HEOIXO-
He? Jla nu je pe3ynrar BUXOBE HHBEHTUBHOCTH — KaJlOQOHHUja YCTBApH
o0jaBa cTape MOCTHKE IMOjayKe YMETHOCTH, HOBOOTKPHBEHOM JICTIOTOM
3Byka? Huje mu cam mojam kajodonuja n3zabpaH Ja JOMyHH yBEpeme 1a
je Jero u Jo0po OHO MITO je HeCTBOPEHO?

[TocTaBibeHa U BUMa CIMYHA NMUTaka 3aXTEBA]y XOIUCTHYKH MPHUC-
TyI, 32 KOjH caM yHanpe ykasana 1a he y oBom pany msocrarn.*’ Unax,
nieMy oko Tora na au je XIV Bek y BH3aHTHJCKUM HEYMCKHM py-
KonucuMa 1000 cBojy Ars Nova-y U J1a M Cy HOBH KOMITO3HLIMOHHU
MPUHLMIIN 3HAK MOJAEPHU3MA WM Cy, KaKO IHTama Koja ocTaBjbaM 0e3
OJroBapa HaBOJE, NIPOLyO/bUBaKE TPAAUILM]€ HOBUM HAUUHOM, JONYyHha-
BaM YHMIbCHHUIIAMa Koje He Ou cMelie OUTH MPOITyIITeHE.

Hajopojuuje cy xanohoHUYHE MEJIOUje KOje 3a TEKCTyallHH Ipe-
JIOXaK MMajy TcalaMcKke cTuxoBe. IbuxoBa mpumeHna y Oorociykemy
Be3aHa je MPEeBacXOIHO 3a LEHTpaJHM TpeHyTak JluTypruje kama ce
onBuja mpudenihe Bepaux. Hema cyMme na je cam 9uH mpudentha 9ecto
IyTO Tpajao W Ja je BpeMe Tpedano MCIMYHHTH JOBOJHHO AYTOM MeJo-
IMjOM, jep KpaTKH HaleB y KOME C€ jelaH T€ HCTH TEKCT Y3acTOIHO
[IOHABJba MOTA0 OH Jja CMamHU €CTETCKO-€MOLMOHAIHY J0KHBJbAj, Aa Ta
Y4MHE MOHOTOHHM. Jlakie, ynorpeda Kaqo(OHUYHUX TMCATAMCKHUX CTH-
XOBa M KpaTHMa OBJe Hajla3u cBoje HajBehe ompaBiame, Oyayhm na
MeJOC KOjU C€ OJ[BHja y OECKpajHHM BapHpamHUMa, ca CMEHOM MEJOIH]-
CKUX TEH3Hja, yCIIOHA M MaJI0Ba, IPOMEHaMa JIECTBUYHHUX 00ja, TOHCKUX
perucrapa u Ip, yTHUE Ha CIYIIAole U O/IpiKaBa lUXOBY MaXIbY.

Menm3amarugade ctuxupe ca npurneBoMm Crasa... u Hume, Koje ce
MOjy 3a BpeMe H3J1acKa CIyXKalllduX W3 oirapa (BEJIMKOT BXOja), NpU
W3HOILICKY MPa3HHYHE WKOHE WU MPH MOMAa3HWBamby BEPHUX OCBEIII-

4 . . .
0 Jlparomen mpHIOr 0BOj TEMH, Ca APYTauMjHM MPHCTYIIOM, A0 j& My3HKOIOr AJeK-

cangap Jlunrac. Ynop. Alexander Lingas, Hesychasm and Psalmody, Mount Athos
and Byzantine Monasticism, ed. By Anthony Bryer & Mary Cunningham, Society
for the Promotion of Byzantine Studies, Variorum 1996, 155.
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TaHUM jenejeM, Takole cy mmane npakTuuHy QyHKuujy. CnuaHo Ou ce
nano o0jaCHUTH M yMeTame KpaTtuma y Tpuceemy necmy, Kaja 'y ointapy
moctoju Behn Opoj OHMX KOjU CIIy’)ke W Koju Tpeba ma obaBe onpehene
panme. MehyTuM, ynpaBo ol OBe MOCIEABE XMMHE JKEJIUM Ja 1ohem y
yKa3uBamy Ha jeJJaH HEOUWIJICAaH, a MOTECHIMjajJHO UMaHeHTaH pa3jior
Koju ynoTpeOy kajgo(oHHUje onpaBaaBa.

Peun Tpuceeme necme (Ceéemu Booce, Ceemu Cunnu, Ceemu bec-
mpmuu) ToBope aa je bor Cser, Cunan u becmpran, nakne, npociaBiba
Cce HOCWJIAIl CBETOCTH, cmie u OecMpTHOCTH. OBO je yHampen aar
oaroBop, koju he y kanony EBxapuctuje, Ha Bo3rinac Ceemurve cgemu-
Ma, KOjH U3roBapa CBELITEHHK, MIOjUM U HapoJ NOTBpAUTH nojyhu Jedaw
je ceem, jeoan I'ocnoo. Ynora xanodonuje, cxaheHe ka0 My3UIKO-aro-
(aTHUKKM METOJ y MCIOBeamky 00KaHCKe CBETOCTH U3 cTHXa Ipuceeme
necme, MocTaje jacHa ca mpuyemheM Kao KJbYYHHM MOMEHTOM y Jlu-
Typruju. [IpudacHa xumHa OM, y OBOM KOHTEKCTY, MOIJIa Jja c€ TyMadH
Kao CUMBOJI, U300paxeme [lecme noge kojy he, kako y Omkpuger»y Ha-
Bonu JoBan borocnos, Jarmery Boxujem y BekoBe mojatu ogabpanu me-
by synuma (Otkp. Jos. 14, 1-4). pyrum peuuma, OHH KOjU Cy TOKOM
EBxapuctuje ncnoBenmanu 0OXaHCKY CBETOCT, caja C€ HOME IMPHYEII-
hyjy u Ty, pedynMa HEAOCTYIHY PaJOCT, Y CTamy je Jla U3pa3H jeIuHO
My3HKa Koja je 1ap 0J03r0.

OBaxBo TIeAUIITE HJE Y TIPUIIOT CTaBY Jla MajCTOPH TOjavyKe BEIITH-
HE y OfIBajamy OJl TPaaWLMje IPUMEHOM HOBOI MY3HUKOT JKaHpa U My-
3UYKOI je3UKa HHUCY OACTYNWIM OJ KaHOHA, HEro Cy ra, HallpOTWB,
HCKOPHCTHIIM Ka0 YMETHUYKH M CTBapallaukd CTUMYJIaHC, Kao MOBOJ 32
MHBEHTHBHOCT. "'

W3HeTo MHUIIBEHE TIOTKPEIUBY]Y U Ca3Hama UCTOpUYApa O COLHjall-
HOM M TOJMTUYKOM KOHTEKCTY Y KOME je BU3aHTHJCKH YMETHHUK JIeTa0 Y
noceameM Beky Llapersa.*? Busantuja XIV Beka, y HEIPECTaHHM YHY-
TapmbUM CyKoOMMa U rpal)aHCKUM paToBHMa, YTPOXKEHa HA TOTOBO CBHM
CBOjUM TIpaHMIaMa, OCHPOMAIIICHA U CyOuYeHa ca HEMHUHOBHOWINY mpo-
MacT Kojy joj Omucka OyayhHOCT MOHOCH, Y CBOj CBOjOj BEIHMYaHCTBE-
HOCTH HHje MMaJia BpeMeHa, a u3rje/a Hi Mmotpede 3a HOBUM TparamiMa
y ymerHHukoM u3pasy.” Teomop MeTOXHT je ¢ Tyrom mmcao jaa ao6a

41 yn.B. Buukos, HaB. nemo, 321.

#2 Y KOHCTHTyHCaEby €CTETHUKHMX aKCHOMA BDIO je BaaH coumjanuu daxtop. Jpary-

THH ['0CTyIIKKM cMaTpa a yMETHOCT BepHO, 00aBe3HO U Oe3 pe3epBe MpaTH APYIIT-
BEHE HOpME KOje TeKe HEmpOMEHJbHBOCTH. “[IpolieHa ecTeTcke BPeTHOCTH MO TIpa-
BIJIy je CTBap KOHBEHIIMj€ W MMa MPBEHCTBEHO COIMjaJlaH KapakTep” — 3aKJbydyje
Toctymku. Yn. [parytun loctymiku, Yumemunocm y nedocmamxky dokasa, beorpan
1977, 17.

By Buxrop Jlazapes, HaB. neino, 156.
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KOME je OH CBEJOK ,,HeMa BHIIC IITa Ja kaxe“.* Tla unak, epy Ilaneo-
jora je oGeNnekno NpoLBaT yMETHOCTH U Hayke," Koju, MelyTHM, KaKo
o0jammaBa Buktop Jlazapes, ,,HHje 3HAYHO IMOYETAK HEYer HOBOT, HETO
Kpaj 1 3aBpiuerak crapor .’

Bepcko Haveno je, HauMe, JOMUHHPAJIO H Jajbe y )KUBOTY H yMeET-
HOCTH, a Ca jayameM YTHUIlaja IPKBE HAKOH packuma yHHUje, kpajem XIII
Beka' M mo6e10M HeHXa3Ma, ocTalo je jour uspasutuje y Kykysesbesoj
enoxu. LlpkBa je Ha cabopy y Llapurpany 1341. romune, m3mehy ocra-
JI0T, OCYIMJIa IyX peHecaHce, He CaMO y PUMCKOj LPKBH, HETO M y 3a-
nagHoj Kynrypu.” M3abpaBmm mcuxasam Busantmja je jom jemmom
OTBOPEHO IOKa3ajla CBOj€ ONpelesbehe KOoje ce MOjeTHaKO OJHOCUIO U
Ha Bepy W Ha yMmerHOCT. [IpaBociaBHM MAEHTHTET je MOTBphEeH y Bpa-
hamy TpaJUIMOHATHAM YMETHUYKHM OOJHIIMMA M BPEITHOCTHMA, IITO j&
mpoyvaBaole HaBeJo ja ,,peHecancy [lameonora okapakTepHily CHH-
TArMOM KOH3EPBATHBHH TpaiuiuoHamu3aM.” IIpaBoCiaBHM HICHTHTET
ce, ICTO TaKo, MOTBPJHO Y OHOME M3 Yera OH LPITH CBOjy CYIITHHY, a TO
je ocBemTano [Ipeaame Koje MyKu TPpaauiMOHAIM3aM HaIuIa3u.

JlebuHnIMjy Npenama HUje jeAHOCTaBHO jaTh,’’ amu Hajkpaha u
HajnpuOmmKHUja Ou Onia Aa je mpename Kpo3 CBY CBELITEHY HCTOPH]Y
MOXPamkeHO XpUIThaHCKO ydeme ca oOpaciuMma XpuIThaHCKOT HayMHa
)KuBOTa, pykoBoheno Jlyxom Ceerum. Canpixkaj Ilpemama Ou ce morao
M3pa3UTH U Kao BEpHOCT uctuHu OTKpHBEHA Koja je Ouia, Koja jecTe u

4 Ose peun ce Hanase y 3ariaBiby MeToxuToBor aena Ymopvnuetiopol. Y. Theodori

Metochitae Miscellanea, ed. Chr. G. Miiller et Th. Kiessling, Lipsiae 1821, 13-18

(umtupano npema B. Jla3apes, HaB. meno, 156, HaomeHa 3).

4 Ilap Augponuk II (1282-1328) je 6uo Beoma oOpa3oBaH Biagap, Ay6oko mocBeheH

HayLH ¥ KIMXKEBHOCTH, @ HETOBH HAjONMMKH CABETOAABLY OWIM Cy JbYAU BHCOKE
KynType, momyT noMmeHytor Teomopa Metoxuta u Hukudopa I'purope. Y. I'eop-
ruje Octporopcku, Mcmopuja Busanmuje, IlpocBeta, beorpan (2. ¢poToTHcko n3ga-

we, 1. pororuncko 1969 na ocHoBy m3mama CK3 u3 1959), 448.

4 yu. B. Jlazapes, HaB. neno, 156.

47 Uspasuro mpaBOCIABHE TpaBal CBOjOj IONMTHIM a0 je kpajem 13. Beka map

Anzponuk II. Oamax mo cTymamy Ha MPECTO OH Ce OJApeKao yHHje ca Pumckom
LPKBOM, YHAME je 3amodveT mpoiiec nmpedpolhema IyXoBHE Kpu3e Koja je on JIMoHCKor

cabopa mputrckana Busantujcko mapctso. Y. I'. Octporopcku, HaB. aeio, 454.

8 Hecro, 486; yn. u Joar Majenzop, Has. xero, 73.

¥ yu. B. Octporopcky, HaB. Aeio, 486; B. Jlazapes, HaB. aeio, 156.

% Mo cB. Wpunejy JInonckom, Ilpename obyxBara Xprcra, ogHOCHO LIpKBY M CBe y

B0j, JaKie, HeIOKymHHM Xxpumhancku >kuBoT. Ha cnuuan HaumH, O caapxkajy
IIpenama rosopu u cB. Atanacuje Benmku. OH nox muM mogpasymesa: I[Ipename
Koje HaM je nmao ['ocmon, koje cy Amoctomu mpomosenany, a Oy ouyBamu. Cs.
Bacuiuje noBoam y HemocpenHy Besy Ilpemame m OorociyxOeHu kuBOT. YL 3.
Ileno, Has. geno, 32-35.
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koja he mohm. Maxko Ilpename ykibydyje MpOIUIOCT U CATAIIHOCT, Hhe-
roBo ucxoaumre je y oyayhnoctu, y Ecxarony, y nonacky Heseuepmer
naHa. 3aryiefaHocT y HOBO HeOo u HOBY 3emiby (2. Iletp. 3, 13) koje
cymtuackn oapelyje [Ipename onemoryhaBa meroo moncroseheme ca
TpanuijoM, cxpalieHoM Kao moapakaBarme jnoraljaja U3 LpPKBEHE UCTO-
puje. ,,JenqHa on CymTHHCKUX (QYyHKIMja JTUTYPrHjCKOT Npenama cacToju
ce y 4yBamy IyHOTe XpuIIhaHCKe 3aMHCIIN U yuera o cBeTy, o LlpkBu u
0 YOBEKy, KOjy — Kako HCIPaBHO 3akibyuyje Ajekcanmap llImeman —
HUjellaH MojeMHAL, HUjelHa eroXa, HU jeJHO MOKOJICHE caMH 1o ceOu

- e 51
HHUCY Yy CTamby HHUTH J1a IPUME, HUTH Jja cadyBajy*.

VYo6pajajyhu JoBana Kykysesma y cabop cBetux, Aoaajyhu meroBom
MIMEHY OJIPEIHHILY npenodobnu,” LIpKBa je n3Hena CBOj CTAaB O HErOBOM
JIeNly Y WCTOPHjU M HEroBOoM 3Hauajy 3a Ecxaton. OHa je Tako He-
JBOCMHUCIICHO TIOKa3ajia Kako je KykysesbeB MoJepHU3aM yIIao HE camo
y Tpaaulujy, HETO W y TpelJame, U Kako OAHOC H3Mel)y KaHOHa H
WHBEHTUBHOCTH HE MOpa 00aBe3HO Ja MOoJpa3yMeBa aHTMHOMUYHOCT.
KykyseibeBa xanmodoHmja je mocrana mapagurma 3a MOCTHYKUA M €cTe-
THYKH aKCHUOM Koju je y IV Beky ommcao jour jenan on Benukux Kama-
nokujana, C. ['puropuje Hucujcku, cnenehnm peunma: ,,BpmuHCKH K-
BOT ¥ Pa3MHILBAKBE O TOPHEM, U TO JIa HAlll ”HCTPYMEHT (TJIac) mpuMa
ol HeOeCKUX U y3BUIICHUX Bulemwa, To je mecMa bory koja ce octBapyje
HE CUJIOM PEYHU, HErO y3BUILIEHUM KUBOTOM .

Vesna Peno

THE TRADITIONAL AND MODERN IN CHURCH MUSIC:
A STUDY IN CANON AND CREATIVITY
(Summary)

Definitions of the terms “traditional” and “modern”, relating to the chanting
tradition of the Eastern Church, sprang from research into so-called kalophony —
a specific compositional method that established melismatic melody. Despite
differing academic opinions about the origins of this melody in the liturgical
practice of the Eastern Church, it is evident that very embellished and elaborate
kalophonic melodies appeared frequently from the mid-13" century onwards.
The compositional treatment of various genres of these melodies began historically

51 A. IlImeman, HaB. xeno, 66.

52 [Ipenono6uu JoBan Kyky3sesb ce mpociaBiba HE CIy4ajHO HA JaH BEIHKOT XUMHO-

rpada u menona Pomana 1/14. okrobpa.
53 Tpnyoplov Nbeon, BiBiiov éic tove yaiudve?2, 3, PG 44, 497 A.
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with partial respect for the established hymnographic text. This was followed by
a more liberal arrangement, ending in a total departure from any textual base
(kratema).

The fact that the melody in melismatic mode superseded the text suggests
that kalophony represented a certain kind of modernity. Even though musical
manuscripts in neumatic notation had no written rules about methods of
composition or how to balance tones and words, in the tradition of the Eastern-
chanting practice, melody was always recognized as a helpful addition, an
exegesis of the textus receptus.

In order to fully comprehend the introduction of this “new sound” and
“new style”, this study focuses on the work of a major protagonist of them, a
monk from the Great Lavra, blessed John Koukouzeles. I consider the following
questions:

1) The purpose and function of chant in the art of Byzantium in general

2) The role of the composer/ artist and his creative freedom

3) Evaluating criteria for church-related arts/composition

4) Criteria which immortalized or buried artwork/composition of the time

Allowing for what possibly motivated John Koukouzeles and his
contemporaries to compose kalophonic melodies or to kalophonically modify
old, traditional melodies, this study focuses on the effects that hesychasm had
on the chanting practice of the time. Considering the theological validation of
kalophonic modifications of some liturgical hymns, an attempt was made to
interpret the introduction of kalophony as a reflection of prevailing tendencies in
Byzantium church life at the dawn of its demise, which affected all areas of
artistic production. One of the leading hesychast theologians of the time, St.
Gregory of Palama (who shared at one point monastic community with St. John
Koukouzeles in the Great Lavra) questioned whether continuous prayer,
simultaneous to breathing, a practice taught by hecychasts, could influence
composers in their chanted prayer. Did they too want to prove that chanting
which acts (in time), as continual prayer, leads to unity with God? Did the
composers seek melodies that would express the apophatic, melodies that no
longer needed words? Could it be that the result of their creativity (kalophony)
replaced the old poetics of the chanting art with the newly discovered beauty of
their sound?

In this study, the questions of whether the 14™ century found its Ars Nova
in Byzantine neumed manuscripts and whether these new compositional principles
preceded modernism, or were, as implied by the aforementioned questions, a
reinforcement of the tradition with a new means of expression, is answered by
the fact that the Eastern Church included John Koukouzeles in the assembly of
the saints. Thus, his opus, albeit new, was recognized in the foundational spirit,
and as such, endures through the history on its way to Eshaton.

UDC 783.4.04:271.2-528
271.2-274.4:783.036
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Kykysemes memoo 3a yuerse 21acosa ocmo2nacja, m3se. Kpye,
Pyxonnc Hammonanue 6nbinorexe I'puke, 6p. 2458, AD 1336, f. Sv.
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bumwana Munanosuh

KOHTEKCTYAJ/IM3AIIUJA PAHOI' MOAEPHU3MA Y
CPIICKOJ MY3UII HA ITIPUMEPY JIBA OCTBAPEIbA
n31912. TOAUHE

Ancmpaxm: TlpBu cprcku opatopujyMm, Backpcerwe CreBana Xpuctuha u
npBa Cpcka My3HdKa Japama, boocancka mpazeduja Munenka ITayHoBuha Ha-
CTal Cy TOTOBO HCTOBPEMEHO, 0e3 MelyCOOHMX MHTEpPTEeKCTyalHHX pelia-
muja. Oba ocTBapema ykasyjy Ha paHe 3HaKe CPIICKOT My3WYKOT MOJCPHU3MA,
KOjH Cy c€ y BUIY >KaHPOBCKOT M CTHJICKOT IUTypajM3Ma U 3adeTaka MOJepHe
MY3HUKe CBECTH M0jaBHJIM KpajeM IpBe U MOYETKOM Japyre aenenuje 20. Bexa.
V TeKCTy je CIpOBEIEH HHU3 MapaeIHUX UCIUTHBAbA C HAMEPOM JI¢ Ce IpakK-
THUYHUM NIPUMEPHMa HOTKPENH LIUPHHA U 3Ha4aj KyJITYPOJIOLIKOT IPUCTYIIA Y
carjefiaBamby CpICKe My3HKE KO3 pas3IMuuTe MOJETe KYIType KOjH Cy ce
NPETUTHTAN, HAOPEAO TPajalid M WCKa3WBAIM y HEMPEKHIHO) CIIPE3H CBHX
JIOMEHa yMETHHYKE [IPaKCce U BeHEe perieriuje.

Kuwyune peuu: Cresan Xpuctuh, Munenko [layHoBuh, cprcka mys3uka, mMo-
JIepHH3aM, KyJITypHH MOJEIIH.

VY Beorpany je maja 1912. rojauHe U3BEJACHO BOKAJIHO-MHCTPYMEH-
tanHo neno Cresana Xpucruha, opaTopujym Backpcemwe.' Camo mecell
JlaHa Tpe OBE 3HaYajHe MpeMujepe, jeJaH OPYTH CPIICKH KOMITO3UTOD,
Munenko [layHoBuh, 3aBpImInoO je OpPKECTpalHjy CBOjE€ MY3HUKE Ipame
Boacancka mpazeduja.” OcTBapema NHCAHA TOTOBO y MCTO BpEME,
nocBelieHa TyMa4yewy HCTe HOBO3aBETHE TEMAaTHKE O Backpcemwy Mcyca
Xpucra, a y3 TO, HICTOBPEMEHO, ITPBH TPEJICTABHUIY BEJIHKHX BOKAIHO-
WHCTPYMEHTAIHUX XKaHPOBa M PAHOT MOJCPHH3MA y CPIICKO] MY3HIIH,
HacTajasa cy 3ace0Ho, 6e3 Mel)ycOOHMX MHTEPTEKCTYaTHIX pelaluja.

[MaynoBuh m Xpuctuh HUCY OWIIM y CTBapallaykoM KOHTAaKTy, a y
BpeMe KOMIIOHOBaha IOMEHYTUX OITyca BEPOBATHO CE HUCY HH MO3HaBa-
mu. Xpuctrh ce mocne yecTux 60paBaka y MHOTHM €BPOIICKHM I'PaJJOBH-
Ma, ox beua, mpeko Jlajmiura, o Mockee, Puma u I[lapuza, Tana xo-
HA4YHO 3a CTAJTHO BPAaTHO CPIICKOj MMPECTOHUIM Y K0jOj Ta je myOnuka Beh
Omna yro3Hana 3axBasbyjyhu M3BONEHY HETOBUX PaHUjUX JeNa — MYy3HKe

OparopujyMm je HacTao Ha OCHOBY TekcTta J[parytuna Mnuha, 06jaBibeHOT M0/ HACIIO-
BOM Xpucmoc Backpce 'y Y ckpimeM foaatky aucta Odjex, 27.3.1909.

[eno je moveo ma cTBapa jomr TokoM ctynuja y Jlajomury, maja 1910, Ha ucronmenn
TEKCT COICTBeHe jenHoumHke mTammnane 1911. y HoBom Cany, a motom u 1921. y
Mpary (Divina tragoedia, UCiteljsko deonicarsko drustvo Natosevic¢, Novi Sad 1911;
Divina tragoedia, Stamparija Narodne politike u Pragu, Prag, 1921). Hacnos Divina
tragoedia KOPUCTHM y CPIICKOM IIPEBOLY.
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3a komana Yyuyx Cmana 1907. u Cumegponujcxe panmasuje 3a BUOIUHY U
opkectap 1908. ronune.’ IlaynoBuheBe najiuumIKe CTyIMje XPOHOIOII-
KH Cy c€ CMEeHWIE ca XpUCTUNEBUM, a IPETXOIUIIO UM je IIKOJIOBAKE Y
Hosowm Cazy u ITpary.* Ilocie decTnx mpoMeHa MO3HMBa y IPOBUHIA]aMa
Aycrpoyrapcke u Cpbuje, a morom u ydemrha y [IpBom cBeTckoM pary,
[Taynosuh je y Beorpagy npo>xuBeo TeK cBoje MOCIeNhe YSTUPH TOANHE
(1920-1924).” 3a xmuBoTa je GHO M OCTA0 HA MaprHHAMa My3HUYKHX
30uBama. Y MPECTOHUIIN je MPENCTaBJbEH TeK HEKOIUKO MECELH TOCIe
CMpTH, 3axBajbyjyhu ynpaBo CreBaHy Xpuctully KOju je Kao TUPUTEHT
W3BEO WEToBY [Ipsy jyeocnosencky cum@onujy, Mmapta 1925. rogune y
Haponrom mo3opumry. Mako je cam Xpuctuh 3Ha9ajHO 00€IEKHO CPII-
CKH MY3WYKH XHBOT H3Mely J1Ba CBETCKa paTa, CyJOWHA BEroBor OpaTo-
pujyma, mocne 1912. obenexxena hyramem, Onia je ClinyHa HEU3BEICHO]
U feneHujama Hero3Hatoj [laynosuheBoj My3nukoj npamu.

Hagenene unmenuiie mokpehy HU3 MapaieTHUX UCTPAXKHUBAMA JBA KOM-
MO3UTOPCKA OCTBAPECHHA. 3alpaBo, BAIMIHOCT MPUYE O CPIICKOM MY3UIKOM
MOJEPHU3MY, OCIAEABUX 'OANHA aKTYEIU30BaHE Y MY3HUKOJIOIKUM CTYyIU-
jama mocBeheHUM peHHTEpIIpeTalnju Cpricke My3uke u3Mel)y JBa CBeTCKa
para M \beHOj UCTOPH3ALINjH Y TIPaBIly OTKIIOHA O PaHHUjer eCTETCKOT (op-
MaJlu3Ma, MO)KE€ y CBaKOM TPEHYTKY Ja Oyne MpakTU4HO MPOBEpPEeHa U U3
HOBUX YIJIOBA O3HA4YCHA YIIPAaBO OBAKBUM, MMapaJIMTMATUYHUM CITy4YajeBHMa.

OBaj TEKCT MpeCcTaB/ba CBOjEBPCTAH OTJIE/ KOJHUM pa3BHjaM H elia-
OopupaM paHHja pa3Marpama, MPEeBACXOAHO OHA M3JIOKEHA y HMHTErpal-
HHM CTyAHjaMa O CPIICKOj My3uIld n3Melyy 1Ba CBETCKa paTa M paJoBUMa
o Muuenky [TaynoBuhy, a y KojeM UCTOBPEMEHO KOPUCTUM M pe3yJiTare
HOBHjUX 3allaXama 0 XpUCTUNEBOM OpaTOPHjyMYy.

Xpuctuh y beuy (1900-1903) yun Buonmuny xop Ilerpa CrojanoBuha, motom on
1903. moxaha Cpricky My3uuky mkony y beorpany, y Jlajnoury je na Komnsepsato-
pujymy ox 1904. no 1908, a y nepuony ox 1910. mo 1912. je Ha cryaujcknm 6opas-
numa y Mocksu, Pumy u Ilapusy. Vnop. Hanexna MocycoBa, Mecro CreBana
Xpuctuha y jyrocioBeHCKO] U €BPOIICKO] My3ul, JKueom u deno Cmesana Xpuc-
muha, beorpaxn, CAHY, Hay4nu ckynosu, k. LV, Onesbee THKOBHE U My3UUKe
YMETHOCTH, Kib. 3, 1991, 1-7.

[Naynosuh noxaha Cprcky Benuky rumnaaszujy y Hosom Camy (1900-1908), ynucyje
nocieiby roauHy BuonmHe Ha Komzeparopujymy y Ilpary (1909), a motom kox
Makca Perepa (M. Reger) crynupa komnosunujy Ha KonsepBaropujymy y Jlajouury
(1909-1911), rne my uncTpyMenTauujy npeaaje Iltedan Kpen (S. Krehl), Xpuctn-
heB npodecop Kommnosumyje.

IMaynoBuh je kpatko ciyxx6oBao y HoBom Cany u Pymu, a mo cBoj mpwiviu u y
Cpemckoj MutpoBumm. On kpaja 1913. romune pagmo je Kao HACTaBHHK Mymke
YUHTEJbCKE IIKOJIC Yy JaroauHu, IJie ce Ha KPaTKO BPAaTHO ¥ IOCIHE MpPEeNacka MpeKo
AnbGanuje u yuemrha Ha CoxyHcKOM (QpoHTY.

VYnop. b. Munanosuh, Cpricka My3uka u3Mel)y fBa cBeTcka pata y KOHTEKCTY Paciio-
jaBama Kynrype, Mokparay, 1, Herotus, janyap 2000, 46-51; Hcra, [IpoyuaBame
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[Ipumepn nBa HaBemeHa oOITyca IMOTKPEIUBY]Y CBEOOYXBATHOCT H
(IIeKCMOMITHOCT KYJITYPOJIOIIKOT MPUCTYIA Yy carjieflaBamy CPICKEe My-
3WKE OBOT J100a KPO3 pas3inyuTe MOJENE KYIAType KOjU Cy Ce MperuiuTa-
JIM, HAMOPENO Tpajalii W MCKa3WBAIM Y HENPEKWIHO] CIPE3U CBUX JIO-
MeHa yMETHHUKe Mpakce M meHe peuerimje.” Takolje, oBa ocTBapema
yKa3yjy Ha paHe 3HaKe CpPICKOT My3WYKOT MOJEPHU3Ma, KOjU Cy ce Y
BUJIYy YKAHPOBCKOT W CTHJICKOT ITypaju3Ma M 3aueTaka MOJCpPHE My3ud-
Ke CBECTH TOjaBHJIM U MPE TaKO3BaHOT Mel)ypaTHOT Iepro/ia, KpajeM MpBe U
noveTkoM apyre neneHuje XX Beka. Ca apyre crpane, ¢ 003upoM Ha
HEPAaBHOMEPHO W JUCKOHTHHYHPAHO KPETame y JKAHPOBCKOM M CTHII-
CKOM pasBojy, Heckian u3Mehy myxoBHUX moTpeba M MEHTAIHMTETa I10-
JeIVMHHMX ayTopa M Cyllajauke MyOiHKe, Te HEMOCTOjame CTaOWITHE,
WHCTUTYI[HOHAITU30BAHE CTpATErHje pa3Boja HAIIMOHAJIHOT CTBapaialll-
TBa U HEJIOBOJbHE OpHIe 3a CONCTBEHO MY3MUYKO Hacliele, HaBeJeHa Jiesa
Xpucruha u IlayHoBuha mokpehy kpyr Tema OCBET/bEH MOAAIUTETHMA
Pa3INYKUTUX, ATA ¥ MPOTUBPCYHUX MEXaHHW3aMa KYJIType, KOju Cy MoKa-

cpricke My3uKe u3mely J1Ba CBETCKa paTa: Of TEOPHjCKO-METOIOJIOMIKOT IUTypaIn3Ma
J0 MHTErpajHe My3WuKe HCTOpHuje, Mysuxorozuja, 1, My3HUKOJIOMIKHM WHCTHUTYT
CAHY, Beorpazn 2001, 49-92. Pasmatpama o [laynosuheBom u XpuctuheBom aery
y BEJIMKOj MEPH MpoH3mia3e u3 Moje MoHorpadcke cryauje mocsehene Ilaynosuhy
(Biljana Milanovi¢, Milenko Paunovi¢ (1889-1924) — dva modaliteta stvaralastva,
Marucrapcku paja ogopameH Ha Dakynrery Mys3wuke ymerHoctu y beorpamy, Beo-
rpan, 2004, pykomnuc). Mely 3akipydriiiMa o XprucTrheBoM opaTopHjyMy HajBHUIIE ce
ocnamaM Ha pesyirate Karapune Tomamesuh (Katarina Tomasevic, Srpska muzika
na raskrséu Istoka i Zapada? O dijalogu tradicionalnog i modernog u srpskoj muzici
izmedju dva svetska rata, noxropcka aucepranuja onOpamena Ha Dakynrery Mmy-
3uuKke ymetHocTH y beorpany, beorpaa, 2003, pykomuc; Mcra, CTuiicke KoopauHate
opatopujyma ,,Backpceme CreBana Xpuctuha (1912) u nurame packputha Tpagu-
nuja y cprckoj mysuim 20. Beka, Mysuxonoeuja, 4, beorpan 2004, 25-37) u Enene
TFopnune (E. U. I'opauna, Opamopus Cmesana Xpucmuua ,, Bockpecenue * u mpaou-
yuu ocanpa y: Ilamatu H. C. HukonaeBoii, Mocka, Hayunele Tpyasr MockoBckoit
rocyznapcTBeHHON koHcepBatopun umenu I1. M. YaiikoBckoro, Coopuuk 14, 1996,
83-98; Ucra, Opamopus Cmesana Xpucmuua ,, Bockpecenue* 6 ee césnzax ¢ mpaou-
yusamu xcanpa y: Xusot u neno CreBana Xpucrtuha, beorpan, CAHY, Hayunn cky-
moBH, Kib. LV, Onesbeme TMKOBHE U My3HUKE YMETHOCTH, Kib. 3, 1991, 29-38).
I'maBHU THIIOBH KyJNType, OX KOjuX Cy Hekd Hacnehennm m3 XIX Beka a Hekn Owin
MIPOX3BOJ] MOJIEpHOT 1004, KUBEIH Cy FOTOBO McTOBpeMeHo y CpOuju ox moderka
XX Beka: marpujapxaiHa rpahaHcka KynaTypa, IPOCBETHTEIFCKO-PAIOHATNCTHYKA
WM KJacuuHa rpahaHcka KynTypa, MojepHa rpahaHcka KyiaTypa, HOBH KYJITYpHH
MoJen u3rpah)eH y aBaHrapZHOM U (QyTypHCTHIKOM IOKPETY, IpOJIeTepcKa KyuTypa,
utn. Yn. Munan Panynosuh, Modepruszam u cpncka udeanucmuuxa gunocogpuja,
Beorpan, MHCTUTYT 32 KEbIDKEBHOCT U yMeTHOCT, 1989; Uctn, Kracuyu cpnckoz mo-
OdepHusma, beorpan, MHCTUTYT 3a KBIDKEBHOCT H YMETHOCT, 1995; Uctu, Kyamypuu
mooenu y Cpba y npgoj nonosuru 20.6exa y: 36opHuK y yact Jparume Burtomesuha,
Beorpan, MHCTUTYT 3a KEBMKEBHOCT U yMeTHOCT, [loceOHa m3nama, kib. 27, 2005,
215-230; b. Munanosuh, IIpoy4aBame cprcke My3uke u3Mel)y 1Ba cBeTCKa paTa: Of
TEOPH]jCKO-METOIOJIOIIKOT ILTypaIi3Ma JI0 MHTErpaHe My3HudKe Hcropuje, Has. deno.
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3aJId TIPOTY’KEHO JICjCTBO HE caMo y CPIICKOj My3un u3melhy mBa cBer-
cka para Beh u kacHUje, y TIOjeIMHAM acleKTUMa YaK U JI0 JIaHAIIbUX JIaHa.

[To3HaTo je na cy NpBU CPIICKH MOJCPHHUCTH 3aCITy>KHU 3a KaHPOB-
CKe mpeMujepe u npumepe ,,ieGUuIuTapHuX " 5KaHpOBa Y TaJAIIK0j CPII-
CKOj MY3WIIH, aJli JI0 CaJla HUje HATTAIIeHO J1a Cy OBa IhHX0Ba HACTOjambha
3a TPOLIMPHBAKBEM IPETEKHO BOKATHE (HU3HOHOMHjE CPIICKOT CTBapa-
JlaliTBa MMaJjla KOHTUHYUTET YCIIOCTABJbCH jOIH Yy NMOYCTHUYKHUM OITyCH-
Ma. Ped je 0 MpBUM MOKYIIajiMa OBHX ayTOpa, YYULEHUM jOII MPEe CTY-
nvja, 6e3 003upa Ha YMIHCHUITY IITO TOjenuHA Mely muMa IpecTaB-
Jbajy TOTOBO JHMIETaHTCKe panoBe.” OHH ce M3 JAHAIImbE TEPCIEKTHRE
MOTY TYMa4HTH Ka0 jaCHU 3HAIM IPOMEHa Koje he ce KOHKPETHU30BaTH U
CMEpPOM KpeTama Ka CTUICKO] MOJIEPHU3AIIH]H.

boralieme HannOHANHE TPaJMIUje HA pENaIMjU JKAaHPOBCKO-CTHII-
CKHMX HOBWHA OJIBHjaJIO ce€ V BehWHU BHUXOBHUX OIyca Y 3HaKy oJpeheHnx
MPaBWJIHOCTU. 3alaXemhe Yy eeMeHTe Mialjux TpaaulujcKuX clojeBa
OJIUTPABAIO CE Y OOJACTH COJIO TIECME, IOYEB O] 1906.° 1 KaCHUJUX
TOJIMHA TTapaJielTHO Ce MOXKE MPATUTH YBPCT OCIIOHAIl HA TPATUIIMOHATTHO
y 001acTH KPYIHHjUX, a U3paKCHUje HOBUHE y je3UKY Ha T0JbY MHTUM-
HuX kauposa.'’ JIOK je KOHIENT MojepHe rpahaHcke KynType y HEKHM
JIPYTUM JIOMEHHUMa CPIICKE YMETHOCTH Beli OMO OCTBapeH Kpo3 HH3
3HAYajHUX pe3yNTara, IOTIEC je y MY3HWIH jOII YBEK IIPEICTaBIbao
QJITEPHATUBY CTapHUjUM MojielinMa rpahaHcke KynType KOju Cy Ce HCIIO-
JbaBAIU KPO3 CTHJICKE M €CTETCKE 3HaKe poMaHTh3Ma. [IpojyxeHo fej-
CTBO OBaKBE€ CHTYalllje MHOTO TOBOPH O CTamky caMe HAI[OHAITHE TPaH-
1Uje, MoceOHo O MocieIulaMa BEeHOT TUCKOHTHHYHTETa U HEpaBHOMED-
HOT pa3Boja, ajl MCTOBpeMHO ymyhyje M Ha CBEeCHY peakuujy MpBHX
CPIICKUX MOJICPHUCTA YCMEPEHY Ha pelllaBarme JyrOpOYHHjUX MpobiemMa
W HECKJIaJla y CUCTEMY My3HUKe KyIType.

VY HaMepu 1a yCIIoCTaBJbajy YHYTPAIIe KOHTHHYUTETE U MOCTEIe-
HO TIOMEpajy XOPH30HTE pellelIfje CPIICKOT rpajaHcTBa MPETEeKHO MaT-
pHjapXalHOT THUMA, OHM Cy 3aTedeHy TpaIulljy U MOJEPHH30BAIH H
NPOLIMPHUBAIN HOBHM XaHpoBHUMa. To Cy yrilaBHOM YMHWIH TTapaJIesiHo,

Munoje Munojesuh: onepa Cmaroje I'nasaw, cumbonnja Beeeopo u /[usua, rynad-
ku kBapretd u3 1904. m 1906. Ilerap Komosuh: mpsa Bepsuja omepe JKenuoba
Munowa Obunuhia, Munenko [layHosuh: HecauyBaHe onepe Xajoyk Bemwko u Cupm
Mmajke Jyeosuha.

Panu nmnpecuonuctiyku npumepn kox Komosuha (Chanson, 1906) n Munojesuha
(Humgpa, 1908; Janan, 1909).

Ha npumep, Komosuhese sxanposcke npemujepe cumdonuje (1907) u opkecrapckux
Bapyjaruja (1915) uBpcTo Cy OCIIOIBCHE HAa YEIIKy POMAHTHYAPCKY TpPaguLujy U
MIPE/ICTaBJbajy MPUMEpPE ITOCEOHO MPHCHOT ayTOPOBOT OJHOCA IpeMa MOKpamueBoj
MY3HIIH.
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a HEe UCTOBPEMECHO, MPOIICHYjyhu Ja HAaIJIMji CKOKOBH y HOBO Ha IUIAHY
jesuka Mory outu nmpuxBaheHH Hajlipe Y OKBUPHMa OHHX YKaHPOBA KOjU
Cy y HallMOHaJIHOj My3Huuy Beh OMim cTeknu onpeheHN KOHTUHYUTET. Y
TOM KOHTEKCTy cy XpuctuheB oparopujym u llaynoBmheBa Mmy3nuka
Jpama Tpe/ICTaBJballd YIaJJbUBEe U3y3eTKe, jep Cy ca JI0 Tajaa He3acTyIl-
JbEHUM, BEIHKUM BOKAJTHO-MHCTPYMEHTAJIHUM OOJIHKOM, y3 TO jou 0e3
BUJBUBOI OCJIOHIA Ha (hosIKIOpHO Haciele, HCTOBPEMEHO 3HAYMIM U
MpoJIop y eneMenTe mialjer ciioja eBporicKe Tpauiinje KOju je Y CPIICKO]
MY3HLHU TeK TUCKPETHO A00Ujao CBOjy PU3MOHOMH]Y HOYEB OJ1 eIeMeHa-
Ta UMIIPECHOHUCTUYKOT U3paXkaBama y HEIITO paHujoj Tupuiu KomoBu-
ha m Munojesuha.

C 0031poM Ha LENIOKYIHY CHTYalHjy Y CUCTEMY MY3HWYKe KYNITYpe,
Moxe ce pehin 1a je Xpuctuh pauyHao Ha OpojHE HEHM3BECHOCTH, TE Ja e
ca CBOjUM JIeJIOM Halllao Ha caMoj TpPaHMLM KOja je Y TOM TpeHYTKy Ouia
W MOTCHIMjaJJHO HajBHIIA Tayka Ha MOryheM XOpHM30HTY My3HUYKe pe-
nernmyje. IlogcTakHyT MPETXOTHUM CTYAMjCKAM OopaBkoM y Pumy, a
0xpabpeH OnyIIeB/HLEHO MprxBaheHNM BpXyHIIMMa BOKAITHO-UHCTPYMEH-
TasHor u3Bohamrea y beorpamy, 1o0po je mpoueHno 1a Jeso opaTopu-
jyMcKkor Tura uMa Behe maHce 3a TiacMaH Hero, Ha mpuMep, CuMGOHH]-
CKO MM MY3HYKO-IpaMcKo octBapeme.'' Xop je, y CTBapH, MMao H3BaH-
penaH >KaHPOBCKU KOHTAaKT ca TPaIulMjOM, IITO j€ 3HAYWIO 3HAYajHY
OCHOBY 3a TOTEHIHWjaJHy KOMYHUKAIWjy W TPOAOP HOBOT U y APYTUM
acriekTuMa opatopujyma Backpcere. CipeMaH Ha Harop, Ia Y4ak W Ha
Kommpomuce, Xpuctuh je mocturao aa ce aeno u3Bexae. tberoso ocraa-
peme je 00eIenHno BakaH TPEHYTaK y 3a4€TKy MOJIEPHE €I0Xe y CPIICKO]
MY3HUIIH, jep je MOKPEHYJIO U TUHAMHKY LEJIOKYITHOT MY3WYKOT KOHTEK-
CTa, M3a3BaHy MMPOJAOPOM HOBHHE.

[MaynoBuha, y MCTOM TPEHYTKY, BUAUMO y Apyrom cBeTiy. OH He
carje/iaBa peaJHOCT CpPICKEe My3HWYKe KyIType, IITO he ce HeraTMBHO
OJIpa3sHTH HA KHBOT HETOBE MY3WYKE JIpaMe.

Huje y nuramy camo u3ocTaHak u3Bohemwa. buno je yobuuajeno aa
BEJINKA MHCTPYMEHTAIHA i MY3HYKO-CIIEHCKAa OCTBaperha 4eKajy, a 1moje-

UzBoheme nBa XajmHoBa oparopujyma (Cedam peuu Xpucmosux, 1907; Cmeaparve
ceema, 1908) n beroenose Jeseme cumgonuje (1910) cBakako je 3a Xpucruha ou-
710 0XxpaOpeme Ja ce yXBaTH y KOIITAI] ca BEIMKOM BOKAJIHO-MHCTPYMEHTATHOM (op-
mom. Ymop. K. Tomamesuh, Cpncka myszuxa na packpwhy Hcmoxa u 3anaoa? O
oujanozy mpaouyuoHanHoz u MOOepHo2 Yy CPHCKOj Mysuyu usmely 08a ceemcka
pama, Has. deno, 100.

V oBom konTekcty Karapuna TomaieBuh JieTajbHO cariesiaBa U3BOheme OpaTopu-
jyMa Backpcerbe N BETOBY peLSNIHjy y o0nacTé My3uuke KpuUTHKe, Tymauehu ra
Kao jemaH o KJbYYHHX JaTyMa y MCTOPHjH CPIICKOT MY3WYKOT MOJEpPHU3MA. YIIOp.
Hcemo, 99—-121.
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JMHA U HE J0ueKajy CBOj TPBH M37a3ak mpej wmpy jaBeocT.” To je y
MOBPATHOM CMepy OJpeuBalio U HUXOBY OrpaHUuEHY MPOIYKLH]Y, jep
je oTeXkaHH IUIaCMaH CIpedaBao OKpeTama y HEM3BECHOM IpaBily. Pexio
ou ce, mehyrum, nma IlayHoBuh Huje pa3MuIIIbao O M3BOhEHY y Ha-
IIMOHATHOM KOHTEKCTY, IITO MPBEHCTBEHO MOTBphyje TexHHUKa cTpaHa
IBErOBE MapTUType HaMEHEeHe CUM(POHUJCKOM OPKECTPY MPETEKHO YeT-
BOpHOT cacTaBa. Mako, Moia, 0e3 peasHoT yBH/IA y CTamke O0eorpaackor
MY3HUYKOT M3BohamTBa, ayTop je Ha ocHOBY cutyanuje y HoBom Cany
MOTao0 3HAaTH A2 HU YCIOBH y CPIICKO] MPECTOHUIIM HUCY MHOTO OOJbH, T€
71a je OBaKBO JIeJI0 Yy Hac Taja Omio Hemoryhe U3BeCTH.

Ca npyre crpane, koHTUHyHUTeT [layHOBHhEBOr MITafanaykor HHTE-
pecoBama 3a My3WYKy CLEHYy HMao je BUIHUX KOHTaKTHUX Tadaka ca Ha-
MUOHATHOM TpamunujoM. Ha To ynyhyjy HacloBU HeroBHX HecadyBa-
Hux onepa Xajoyk Bewxo u Cupm majke Jyeoeuha, OMHOCHO paHU CTBa-
pajayku pa3Boj KOjU Y KpaTKOM BPEMEHCKOM paclioHy YyKasyje Ha
eTAIHOCT AHAJIIOTHY €BOJIyTHBHO] JIMHU]H y HACTAHKY CPICKHX MY3HUKO-
JIPAMCKHX KaHpoBa. ! BUIIO je TOrmuHO ja My3uuKa apama Gyze Hapen-
HH KOpaK y OBOM yOp3aHOM IpOLIeCy yCBajamba HOBUX (POPMH, HE CaMO Y
[TaynoBuheBoM omycy, Beh U y mmpeM HaIMOHATHOM KOHTEKCTY. Tako-
he, ayTopoBe Hamepe Ja MOMYT BEIMKHUX HEMAUKUX KOMIIO3UTOpA ITHIIIE
My3uuKke apame W cuMdoHuje, Mopaie cy OapeM y HEKoj Mepu OuTh
o0enexxeHe cBenIhy 0 HEOITXOJHOM IIHPemY HU3NOHOMHjE CPIICKE MY3H-
K€ y paBIy ICHOT aKTHBHOT YKJbYUHBabha y EBPOIICKE TOKOBE.

Jlajmur je ouwWriIemHO W3a3Bao epyNIHjy CyOjeKTHBHUX MOTpeda
[NaynoBuheBe yMeTHHUYKE JTMYHOCTH, KOje Cy Y TPEHYTKY HacTaHka bo-
Jrcancke mpazeduje pe3yaTHpane UMICPATUBHUM MPEKUIOM KOMYHHKa-
IUje ca MAaTHYHUM KOHTEKCTOM. Tako oBa My3HMuKa Jjpama HeMa JIOBOJb-
HO YIOPHIIHHMX Tadaka Koje Ou mHTepdepupaie ca AOTaJalllboOM CpII-
CKOM MY3WKOM, a TO je, Y Hauelly, 1 OCHOBHA OJUIMKa KOja je& JEIH O]
oparopujyma Backpcere. OAcycTBO (HOIKIOPHE KOMIIOHEHTE j& y TOM
TIOTJIEAy CaMo jelaH OJ IpUMeEpa ayTopoBor ,uckiau3nyha. Cynehn mo
npujeMmy XpuctuheBor jaeia, udja je TeMaTHKa jeJJHaKO 3axTeBajia YHH-
BEP3aJHOCT MY3MYKOT TOBOpa, OBa OCOOMHA jeCTe MPECTaBballa MOJbe
HETaTUBHUX PEaKilija M OTEeKAaHy, ajd HE M HEMPEMOCTHBY OKOJHOCT
TIOTEHITHjATHE PEIETITH]e.

VneuaTsbuBa je y ToM norjieny kacHa peueniuja Komosuhesux nena. Bberosa Cum-
¢onuja (1907) je uzBenena tex 1923, u to y 3arpedy, a cumdponujcke Bapujanuje Ha
ceny (1915), 1920. y Beorpany.

beros donxopan xoman [llajkawu (1908), y kojeM KOPHUCTH COIICTBEHE 3alnce Ha-
POIHUX T1ecama, HUCaH je OTHPUIIMKE TOHY JIaHa TIpe HACTAHKa JIBE TIOMEHYTE OIIepe.

256



Busbana Munanosuh KoHnTekcTyanusamuja paHor MOAEPHHU3MA. ..

O0a ocTBapema cy JI0OHEeJIa MHOTO TOTa J0 TaJla HEMO3HATOT y CpI-
CKOj My3uiy. HbHXOBO KOMIIApaTHBHO carjieJlaBambe M0 Pa3IMIUTHM
acIeKTHMa, O] TEMATHKE U JKaHpa, BEJIIMKEe M CIIOXKEHEe (GopMme yommITe,
MPEKO HOBUX, MOAEPHHUJUX CTHJCKHX eJeMEHaTa, 0 HOBOT THIA HM3pa-
KajHOCTH | MOCTYIaKa y IpaMaTypUIKOM TPETMaHy CBHX PACIIOJIOKUBHX
MY3HUYKUX CPEACTaBa, yKa3yje U Ha pa3INyuTe HHTEH3UTETE MOACPHOCTH
KOje Cy OBH ayTOpPH OCTBApHBAIN Ha IUIaHY MOjeMHAYHUX Iapamerapa
CBOJHX JIejIa.

XpuctuheBa XapMOHCKa KOMITOHEHTA je M3paxkajuuja ox IlayHoBu-
heBe, muper je aAujana3oHa Koju ca oOMJbEM IUIArajlHUX Be3a, I1eJ0CTe-
MEHUM HU30M M MOJAJTHUM JIECTBHLIAMA Yy FbEOTOBOM OpPaTOpUjyMy JOHO-
CH W €JIEMEeHTEe UMITPECHOHUCTUYKE TasieTe. Y TEXIH 3a TeaTpaln3ali-
jom, XpuctuheBo Jeno ca eKCIpPEeCHBHUM HACTyIIUMa CONUCTa U Jipa-
MaTypIIKH BUILECTPYKO (PYHKIMOHAIHUM TPETMAHOM XOpa yKasyje Ha
CHHTETCKE IOCTYIIKEe Ha JIMHUJH OPaTOPHjyMCKOT aHpa U OIepCKe Jipa-
marypruje. [layHoBuheBo ocTBapeme, yreMeJbeHO Ha €CTETCKUM ITTOCTY-
JaTMa HeMayke My3WuKe apaMe 0e3 XOopoBa M KaHp CIeHA, 3aCHOBAHO
je Ha JMjaONIKO-MOHOJIOMIKOM IPHHIMIY Ca apHO3HO-PEYHTATUBHUM
TpeTMaHOM Jbynackor riaca. OHO He Tpena3sd OKBHPE POMAaHTHYAPCKE
XapMOHHje, alli JIOKaJTHOj MY3WYKOj TPaJAUIjH JOHOCH HOBHHE y BUIY
U3paKeHE XOPH30HTAJIHE XpPOMAaTHKE, LEeNOCTEeNeHe JIeCTBUIE U IPEKO-
MepHHX akopanga. MoxepHocT Boowancke mpazeduje ce HaneKko BHUIIE
UCIOJbaBa y M3TPAbH CTPYKTYpe KOja HE TPEJCTaBba caMoO IpUMeEp
acuMunupama Barnepose (Wagner) Tpaaunuje, Beh u mpomop y ene-
MeHTe BeHor mialer cioja Ha IuHUjU Manepa (Mahler) u P. liTpayca
(R. Strauss). Haj3zam, oba cpricka ayTtopa, Kao HW3Y3€THO TaJICHTOBaHHU
OpKECTPaToOpH, YBOJAC y HAMOHATHY MY3WKY HH3 TEXHWYKHX HOBHHA U
Ipe CBera MOJepaH CTaB IpeMa aKTUBHOj ApaMaTypILUKO] YJIO3U OpKec-
tpa. [lapturypa XpucrtuheBor aena mpeacraBiba W3BaHpeNaH TPETMaH
HEJIOKYITHOT M3BOhayKor KopIyca, IITO 10 MUTaky CaMor WHCTPYMEH-
TAJHOT anaparta 3Hayd Harjo HoMepame JoTalallibhX HMPETeKHO MOIY-
npodecuoHanHux rpaHuna. llayHoBnheBa opkecTpammja, ca 3aXTeBHO
OCMHIUBEHUM JICOHHIIAMa y OKBUPY CBUX HHCTPYMEHTAIHHX TpYyIIa,
YKJbYUyjyhH U CHa)KaH, TO3HOPOMAaHTHYAPCKH JIUMEHH KOPIIYC M 4YecTe
rmojiernie TyAauykuX WHCTpyMeHaTa Ha Behu Opoj 3aceOHHMX MEJOIHjCKUX
JIWHU]a, TIPE3eHTYje MOCTYIIKEe KOju he jomn ayro moToM OWTH CTpPaHH Y
00J1acTH CPIICKE CTBapajiauko-pernpoAyKTUBHE Tpajulidje. Xpuctuh je y
OBOM JIOMEHY IIOCTHIa0 pealHu MakcumyM, a [layHoBuh je HaumHHO
CKOK KOjH je 3a HallMOHAJTHYy MY3WKY TOTa BpeMeHa jOoIl yBeK OHO Ipe-
BeIUKH 3ajioraj. [locMatpano, mehytum, yorninreHuje, oda jaena Ha ceOu
CBOjCTBEH HAuWH MpoOHjajy TpaHHIE POMAaHTHYApCKE TpaaWLMje U II0
OTBOPEHOCTH 3a YIIMB HOBUX €JeMeHaTa 0/1ajy OJHMCKOCT ca OpojHHM
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EBPOIICKHM OITyCHMa Ha Ipelia3zy BeKoBa — XpHUCTHhEeBO, IPUTOM, Ha JIH-
HUjHU QpaHIycKo-uTanujaHckor, a [laynosuheBo Ha penanuju HEMAYKOT,
MOCTBarHepOBCKOT Hacieha.

[MomenyTe mapaiene ykasyjy Ha OJHCKOCT y My3UYKHM HACTOjambU-
Ma JIBOJUIIC MIAJUX CPICKHX MOJECPHHCTA, alld U HAa HEKe MpecyaHe
(hakTope 01 KOjuX je 3aBuCHIa MOTYhHOCT N3BOhema IUXOBHX Jeia.

Onabup HeMauke My3HYKe ApaMe Kao arcoilyTHe HOBHHE Y JIOKa-
HOM CPIICKOM aMOMjeHTy OMO je M3pa3uTo HeW3BecHa WHBeCTUIHja. Ho-
JHcaHcKa mpaceodujd, y CBUM MY3UUYKHM aCIEKTHMa 030UJBHO U CI0KEHO
OCTBAapeme, 3aXTeBANIA je HHTEIEKTYATHH HAIlOp CTPAH TEIIKO NPOMEHHU-
BOM YKycy nmomahe omepcke IyOJIMKe OoArajaHe Ha MY3HYKO-APaMCKIM
crepeoTHIMMa (OJIKIOPHUX KoMaja ¢ neBambeM. CpICKO My3HUYKO TMO-
30pUIITE j€ HajBHILIE OWUIIO YCIOBJFEHO HAUMHOM PELENLHUje U CHCTEMOM
KOMYHHUKAIIHj€, a MOApa3yMeBalIo j€ U MOCTOjarbe OPOjHIX MaTepHjaTHO-
TEXHUYKHX IMPETHOCTaBKH. 3aTO je y mopehemy ca ApyruM My3WUKHM
KaHPOBUMa OHJIO HajTeXe MOJUIOKHO HArMjuUM HM3MEHaMma MY3H4KO-
apamMcKor jesuka. [Ipenazak u3 TpaJuIMOHATHOT CTHIA y HOBHjH, Mitahu
J€3WK YMETHUYKOT M3pakaBamba 3HAYMO j& Y OBOM JKAHPY UBMEHY YUma-
602 MoOena Kynmype u nomnyn npeobpascaj y cucmemy peyenyuje."

[a mm je MoaepHa U poheCHOHAITHO OCTBapeHa My3HUKa Apama Moria
Jla mapupa KoMaJrMa ¢ IeBamkeM, ako ce 3Ha jAa hie jomr ayro moTom Ha
CPIICKOM MY3HWYKO-CIICHCKOM perepToapy BiajaTd OBaj JEpUBaT CTapor
MoJIena marpujapxaise rpahancke xyarype?' ¢ M Mamo6pojae poMaHTHIap-
CKE Ofiepe, y BEJIMKOj MEPU TEMATCKH U MY3HUYKH OCIIOHECHE Ha CTApHjy Tpa-
JIWILIH]Y, HUCY Y TOM TPEHYTKY UMaJjie HAPOUUTY U3BO)aUKy ITEPCIEKTUBY.

3akibyvak O HAYEIHO UCTUM MPoOIeMHUMa CPIICKe HalMOHAIHe apame, [Ipeapar ITa-
naBectpa, Mcmopuja modepne cpncke KroudicesHocmu: 31amuo doba (1892-1918),
Beorpan, Cpricka kmmxkeBHa 3aapyra, 1986, 429-463. [lerassauje o MehycoOHOM
OJTHOCY peleNniyje KIbIKEeBHUX POJI0BA U My3HUKHX )KaHpPOBA y caryie/laBamby CPIICKe
My3HKe Y KOHTEKCTy Bianajyhux monena kynrype, ynop. b. Munanosuh, [Ipoyuasa-
BC CPIICKe My3HKe H3Mel)y /1Ba CBETCKa paTa: OJ TEOPHjCKO-METOIOIOLIKOr ILTypa-
JM3Ma 10 MHTErpajHe My3nudke ucropuje, Has. deno, 66-70.

O moryhHOoCTHMa IPOy4YaBama KOMaJa ¢ IIEBambeM U PYTuX HpeBasul)eHux obnuka y
CpIICKO] MeljypaTHOj MYy3HIIM Kao CBOjEeBPCHHM JIEpPUBATHMA MOJIENA TaTpHjapXaiHe
rpajaHcke KyJiType, KOjH je UMao MECTO Y OKBHpUMa Majorpal)aHcKor THIa KyJiType
HCTOBPEMEHO INPHUCYTHOT ca rpaljaHCKMM M aHTHUTpaljaHCKUM KOHIenToM, ynop. b.
Munanosuh, Hcmo, 84-88.

On mpBux cprckux onepa (boxumap Joxcumosuh, JKenuoba Munowa Obunuha,
1899-1901; BaryutaB Benpan, /Tumuja, 1902; Cranucnas bunuuku, Ha ypaunky, 1903;
[erap Kowosuh, Kenuoba Murowa Oburuha, 1903; Ucunop bajuh, Kuesz Hso 00
Cembepuje, 1909) msenene cy onepe C. bunmuxor (1904) u U. bajuha (1911); Hakon
JICTaJbHE ayTOpOBe Tpepajie, y 3arpedy je 1917. romuHe (Tox uMeHoM Bunuk 6eo) Tpu-
kasana 1 KomoBuhieBa npea orepa.
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IIpogupyhu 3HatHO y rogmHe m3Meljy /Ba CBeTCKa para, OBaKBa
CUTyalfja CBEIOYU O JYrOTPajHOM IMPOIECY HEPaBHOMEPHOT pa3Boja
cprcke my3uke. U mopen ocauBama Georpazacke Onepe (1920), mocrene-
HOT NOJM3alka U3BOhauKUX KBaIMTETa, LIMPEHa peneproapa, npeMujepa
MPBHUX CPIICKUX MY3UYKO-IIPAMCKUX OCTBapera MOACPHOT U3pa3a, MoIy-
JApHOCT OCTaje TOTOBO MCKJbYYMBA MPHUBWIETHja TPAIUIMOHAIHUX Ha-
IMOHATHEX (BOPMH My3HUKOT T1030pHIITa. " [I0CTBArHEPOBCKA MY3HUKa
Jpama uMaina je ciady NepcreKTUBY Y TAaKBUM OKOJIHOCTHMA, Na je Ouiia
U BeoMa pelaK MpeaMeT KPeaTUBHUX KOMIO3UTOPCKHX IMPEOKYMaIHja.
Uzyses IlayHoBuha, oHM ayTOpH KOjU Cy MOCEAOBAIN MPOodeCcuoHaNHEe U
CTBapaliauke TPEIUCIIO3UIIMje HHCY WMAalld WHTEePECcOBama 3a HEMauKy
tpagnurjy (Komosuh, Xpuctuh) unn Hucy Ounu mocBeheHu moapydjy
OBOT My3WYKO-ApaMcKor xaHpa (Mwumojesuh). Ha Tom mospy cy ce tpe-
HYTHO WJIH Yy IIOj€JMHUM KOMIIO3MLIMOHUM aCIEKTHMa OKYIIAIH Tpaiu-
HUOHAIIHUje ycMepeHu crBapaon, [lerap CrojanoBuh u CBeromup Ha-
cracujesuh.”’ KonsepatiBHa (u3MOHOMHja KOja je 03HAUABaia 3aTBO-
peHocT pomaHTH4apckor ctuia (CTojaHoBUh) WM HENOBOJFHO Tpode-
CHOHAJIHa KoMIo3uTopcka crnpema (Hacracujesuh) nosenu cy a0 orpa-
HUYEHHX YMETHHYKHX pe3ynTara. Crora, CTHIAjeM YUTaBOT Kpyra melhy-
cOOHO moBe3aHux (PakTopa, HeMauka My3HUdKa JIpaMa y CPIICKOj CPEINHU
HHje nMaja MOTyhHOCT oTcTaHKa.

U >xaHp TyXOBHOT OpaTOpHjyMa, yBEIEH y CPIICKY MY3HKY XPHCTH-
heBuM ocTBapemeM, jenHako hie octatu 0e3 cTBapajadykor OJAroBopa y
HAIIMOHAJHO] KOMIO3UTOPCKOj mpakcu. C 003MpOM Ha YUHLECHUILY Ja je
ped 0 BEKOBHMa HErOBaHOj My3UUKO] (POPMHU KaTOJIMYKE TyXOBHE IPOBE-
HHjEHIIMj€ U BOKAJIHO-WHCTPYMEHTAIHOM HAaUMHY M3pa)KaBamba CTPAHOM
TpaJULMjU CPIICKE MPaBOCIaBHE MYy3UKE, HHje C€ MOIJIO OYCKHBATH Ja
JIOKaJHU aMOujeHT Oyae oboraheH KOHTUHYUTETOM OBAaKBOT KaHpa. Me-
hytum, Texummre npobiieMa ce TUMe MpeMeliTa Ha Jpyra MuTama Koja
cy Beh TMocTaBJbaHa y JOCAIAlIeM MY3HKOJIOIIKAM JMCKYpPCY, Be3aHa
3a XpucTiheBy KOMyHHKALH]y Ca JATHHCKOM JyXOBHOM TPagMIjoM,
3a BEroB MCKOPaK M3 MY3WYKOr Hacieha mpaBociiaBiba, T€ peLeniujy

'8V pemaTHBHO KPaTKOM BPEMEHCKOM pasMaky msseneru cy Xpucruhies Cymon (1925)

u KomosuheBe mysnuke npame Kuez 00 3eme (1929) u Kowmana (1931), anu Hu-
jemHO Of OBHX JeNa He OCTaje Ayro Ha peneproapy. Hajmomynapruja je y To Bpeme
Kpcruhesa onepa 3yaymhiap (1927) xoja ce y KBaIUTAaTUBHOM HOTJIEAY HAJIA3M Jaje-
KO HCIIOJ] TIOMEHYTHX OCTBaperma, a CBOjOM CEBJAJIN]CKO-CEHTUMEHTAIIHOM aHaxpo-
Homrhy Ha JIMHHjU TIPBHUX CPIICKHUX OIepa, HajooJbe KOMYHHIMPA ca MPETEeKHO MaJo-
rpahaHCKUM yKycoM MelypaTHe myOiuke.

Ceeromup Hacracujesuh, Mefynywro 6aazo (1927); Ilerap CrojanoBuh, brascenku-
Ha 3axnemsa (1934). ®parmentu 06a ocTBapema Cy W3BEACHN KOHIepTHO, Hacracu-
jesuheBor 1937, a CtojanoBuhesor 1940.

2 Vnop. nasenene pagose E. Fopaune n K. Tomaresuh.

259



My3ukonoruja 6 —2006 Musicology

Backpcersa xoje je uak u y ceemosrnom amobujenmy Hapoonoe nozopuui-
21
Ma, UMA0 MedCUHy U NyH CMUCAO NPOBOKAMUBHO2 MY3UUKO2 2eCd.

XpuctuheBa cTBapajiauka peakiidja Ha opatopujyme Jlom Jlopenia
[eposuja (D. L. Perosi, 1872—1956), utanujaHcKor KOMIIO3UTOPA KOJH j&
MMao TOCceOHy CIIOCOOHOCT MHTETpHCamha HCKYCTaBa CTApHX MajcTopa u
HOBHjHUX IOCTUTHyha Ha MOJbYy JyXOBHE M ONEPCKE MYy3HKE, OAUTPaBaia
ce MPBEHCTBCHO HA JIMHHjU TPETNO3HaBamba HEMY CPOAHUX MOJEpPHHC-
THUKHX TEXHSH 33 CBOJEBPCHHM YHHBED3AIHHUM M3paxaBameM.”” M cim
jemHo Bpeme mocBeheH MpoyJaBamy JyXOBHE My3HKe Ha U3BOpHMA HeHE
3amajiHe M UCTOYHE YMETHHUKE Tpaaunuje, Xpuctuh je, Takohe, uaTep-
(depupao u ca cMMOOTUCTUIKOM €CTETHKOM PEIIMTHO3HE MUCTUKE KOja je
Ha TIpeloMy BeKOBa OWia jeHO OJf BaXKHUX CPEIUINTa HHCIHpPAIHje
6pOjHUX eBpONCKUX yMeTHHKA.” C 003MpOM Ha TOjeIMHE My3HUKe elle-
MEHTE, Kao IITO Cy MUIArajJHOCT U MOAAJIHE JIECTBHLE, ajli U Ha BOKAIHO-
TOBOpHE MHTOHAIMj€ U BHIIETTIACHY XOPCKY (aKTypy, KOjU Cy Y HOBH-
JUM MY3HKOJIOIIKAM TyMauemhHMa O3HA4eHH Kao Moce0aH KOHTAaKT ca
MY3HKOM HAIlMOHAIHOT nojHe6sbpa’?, Moxke ce pehm ma je Xpuctuh u y
MY3HIH jeIHaKO Kao U y camoj LeHTpaiHoj Temu HoBor 3aBeTa Tpakuo u
HaJla310 MOTHUBE 3ajeJHIYKOT [IMBIITM3anyjcKor Hacneha Vcroka u 3amana.

Ja i je XpuctuheB ucKopak U3 OKBUpA MPAaBOCIaBHE TPaAUIIH]je,
a y IpaBIly jeJHOT IIMPOKOT, MOJIEPHUCTHYKN cXBaheHOT XyMaHU3Ma U
CBOjEBpCHE €KyMEHCKE NYXOBHOCTH, N00MO oarosapajyhy penemnmmjy
no npemujepu 1912. rogune? Cynehu mo n1BeMa KpuTHKama Ha Koje je
KOMITO3UTOpP TOTOM M CaM OJTrOBOPHO, YIPABO j€ yHHBEp3ajdHA HHUT
apxauKe OBOT OpaTOpHjyMa MOTPENIHO MPOTyMadeHa Kao er30THYHA U
CTpaHa.

MunojerulieB Tekct 0 Backpcery 0Ouo je Hajechu axcuonowku,
ecmemudKu U UOeoNIOWKY Naod y obracmu My3uyke Kpumuke Ha CTpa-

21
K. Tomamesuh, Ctuincke koopaunare..., Hag.deno, 31.

O nopehemy IleposujeBor opaTopujyMckor ctuiia ca XpHUCTHREBUM JEIOM yII. Ha-
BeneHe panose E. U. [N'opaune.
Hcmo.

22

23

24
HUcmo.

JoBan 3opko, Backpceme — 6ubmmjcka moema. Mysuka on Ct. Xpucruha, TeKkCT of
JNparytuna Wnuha. 3Bohena y Hapoarom mo3opuriry 2. Maja 1912.rox, 3ge30a, cB.
9, Beorpan, 1912, 571-573; Munoje Munojesuh, Backpcewe. bubnujcka moema y
JBa JieNa 3a cojia, MEIIOBUTH XOp M BelMKK opkectap. Peun on [parytuna J. Unuha,
my3uka on CreBana K. Xpuctuha. ¥V napoanom Ilozopumry 2. maja 1912. roauue,
Cpcnku kwudcesnu enacuuk, kib. XX VIIL c. 11, 1912, 862—-868; CteBan K. Xpuc-
tuh, [loBooM 1BE KpuTHKE, /Jeno, K. 64, cB. 1, jyH, 145-149 u cB. 2, aBrycr, 309—
312, Beorpax, 1912. O6e kputuke u Xpuctuhes oAroBop IpenITaMIaHy Cy y 9aco-
mmucy Mysuuxu manac, 6p. 1-2, beorpax, 1997, 25-32. Ca Tpu TekcTa Cy AeTabHO
pa3moTpeHa y HaBereHuM panouma K. Tomamniesuh.

25
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uuama Cpnckoe mysuukoz enachuxa.’® 3ajeHo ca HAMHCOM U3 Iepa
JoBana 3opka, HactanuM moj MuojeBuhieBUM TyTOPCTBOM, HPEICTABHA0O
je uneonorujy Beh okomTane, TUAAKTUIKO-MOPATH3aTOPCKE YMETHHUKE
rpakce crapuje rpahaHcke Tpamuiyje, Kojy je mucarl, Mel)yTum, TeHIeH-
IIUO3HO YIOTPeOMO y KOPUCT Hjeje a UCKOHCTpyuine XpuctuheBy He-
opurnHanHOCT. OncepBalyje Ha TeMy pPa3IHYUTUX CTPAHUX YTHUIAja U
WCKJbYYMBOCTH Y HM3jaBaMa Jia jeTHO JIEJO 3a COTICTBEHH HApOJ He Mopa
0a 3HQUYU HUWMA, ANCOLYMHO HUWMA, AKO Hema obenexcje 0yxa re2o-
602a, OWie Cy y HECKIIaJy ca PAHUM MOJICPHUCTHYKAM TEKHaMa CaMOT
KoMImo3uTopa MwuojeBuha, Te OTBOPEHO HABOJe HA 3aK/by4yakK Ja OH
yHarpea HHje XKeJneo Ja youd ,,IpaBU" HICHTUTET OCTBaperma CBOT Te-
HEPAIHjCKOT KOJIeTe.

Hctuna je na Xpuctuhy Hucy ymnyheHe TUpEeKTHE KpUTHYApCKe 3a-
Mepke 300r meroBor obpahama My3uMuKoj (OPMH KaTOMUYKE MPOBEHH-
jenrmje.”” Mehytum, nojeanse MunojesuheBe KOHCTATalHje — Ha TPH-
Mep: Mu umamo nauty HapoOHy, U YPKEEHY U CGEMOGHY, MY3UKY U baul 3a
08aj npeomem je OUNO NYHO MAMEPUJANA Y HAWO] YPKEEHO] MY3uyu —
yIpaBo Cy OTBOPEH MPEKOP YUYMEEH M Yy TOM IIpaBlly, NPUIPEMIbEH
YBOOHMM [EJIOM HETrOBe KpPUTHKE, KOJUM IIOKylIaBa Ja Aerpaaupa
OIIIITE My3WYKE BPEJHOCTH OPaTOpUjyMa Kao caMor JKaHpa.

Cynehm, ca mpyre crpaHe, MO CBEIOYaHCTBHMMA O JYTOM armiay3y
KOju je yclenno Ha Kpajy u3Bohema XpucrtmheBor nena, mupa Oe-
orpajacka myOnuka je Ouia cupeMHa Ja IPUXBAaTH U HOBHHE Yy je3UKYy U
JYXOBHOCT jEHOT Ipyradyujer CeH3MOMINTETa, NCKa3aHy KpO3 My3HUIKY
dopmy mpucturiy ca 3amaza.”® OBaksa peaxuuja, 6apem BehuM CBOjUM
JIeTIOM, yKasyje Ha ghiekcuburnocmu yKyca (...) 0oMuHanmuo epahancke
ny6nuke Beoepada™. 3axpasbyjyhn HEKONMIMHH OpaTOpHjyMa KOjH Cy
nperxonwin mnpemujepu XpucrtuheBor Backpcerwa — a mMehy mwuMma,
ympaBo, W AeJ0 ucTe TeMaTuke noMmeHytor [leposmja, Tpeba umartu y
BHJY Jla je JoKaliHa MyOynka Ouia y MOTYRHOCTH Jla TIpero3Ha 3araj-
BadKi KOHTEKCT XpuctuheBor ocTBapema. lcroBpemeno, mehyTtum,
oHa HHje Omia onrtepehieHa UCTUM, JaTUHCKUM Haciehem, ma je u came
HOBUHE y OOJIACTH je3UKa, BOKAJHO-UHCTPYMCHTAHOT H3pakaBamba U
HOBE €CTETHKE IPHUXBATHJIA JIAKIIE W MPUPOAHHjE HEro MTo OM TO HCTO
YYHMHWJIA J1a je mpelx coO0OM, KOJUM CiydajeM, MMaja OBaKO BHIIECTPYK

26

‘

Anekcannap H. Bacuh, Jlumepamypa o mysuyu y ,, Conckom KrUdiCeHOM 21ACHUKY ©
1901-1941, maructapcku pan onbpameH Ha DutonomkoMm (akynTeTy, pyKOIHC,
Beorpan, 2003, 50.

3axspyuak K. Tomamesuh, Ctuncke xoopauHare..., Has. deno, 34.

% Ynop. Hcmo, 30.
29

27

Hcemo.
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MOJIEPHHCTHYKH MPO00j Y OKBHpPHUMA COTICTBEHE, CPIICKE MPAaBOCIAaBHE a
capella Tpanuuyje.

Xpuctrh je mokazao cBOjy MOJEPHOCT U BHCOK HUBO HHJIMBHIYa-
JIU3Ma Yy KOMYHHUKallMjH ca YHUBEP3aJHUM LUBHIM3ALUjCKUM BPEIAHO-
CTHMa, Tpeno3Hajyhn ux y oubnujckoj rematurm. Ha oBoj paBHE mope-
hema crToje u HajymasbeHUje Tauke n3Mely meroBor opatopujyma u Ilay-
HoBHNEBe My3HUKe JpaMe Koja CBOjUM OnaceMUjCKUM JAPaMCKUM cap-
’KajeM yKasyje Ha IPUCYCTBO jeJlHEe Apyraduje, yITpaMoJIepHe eCTEeTHKE,
a y JIOKQJJHOM KOHTEKCTY IpE/CTaB/ba HajyNe4yaTJbUBHjH CHMIITOM ayTop-
CKE ayTUCTHYHOCTH.

[Tpruom 0 XpuCTOBOM BacKpcewy MEepBEPTUPAHOM Y npeBapy, [lay-
HOBHN OTBOPEHO HErMpa BAJIUIHOCT BUIIEBEKOBHE OUOJIMjCKE TPaUIIH-
je. Tesom o xpumhaHcTBY Kao yAajbaBamby O YUCTO JbYACKOI O3HA4aBa
CBOj CKENTHYaH W 0e3003MpaH CTaB IpeMa OBOj PENWTHjH W ITUPEKTHO
HajaBJbyje NyOOKy HakJIOHOCT mpema HwuueoBoj ¢minoszoduju kojy Beh
YBEJMKO Napadpasupa y KEbHKEBHOM OITyCy CTBaPaHOM HCTOBPEMEHO ca
npBoM My3udkoM apamoM. Octajyhm, pakie, yTemMesbeH y HEMAadKoj
TpauIfju, a ca OYMIJICAHUM YBHIOM y JHUTEpaTypy Koja ce OaBmiia
JEeMUTOJIOTU3ANjOM XpUIINaHCTBa, T€ BPJIO BEPOBATHO U Y €30TEPHjy U
Teococko yuewme, [layHoBuh ce cBojuM MHCaOHO-(DHUIOCOPKUM acIu-
pamyjaMa W BUXOBOM 3a0KYIUbCHOIINY, MPBEHCTBEHO Y JHUTEPAapHHM
JeTTMMa, TIPEMEIITa U3 jeJHOT MOACPHUCTHYKOT OKpYKEHma ¢ Kpaja CcTo-
neha y Hajmnalje Tanmace ymeTHHuKe KimMe NpBux nerneHuja 20. Beka,
o0erexeHe y yMETHOCTH €BPOIICKOT KOHTHHEHTA Pa3IMIUTUM aBaHTap.Il-
HUM TOKpETHMA KOjU Cy y Tparamy 3a HOBOM, MUCTHYHOM JYXOBHOM
KYJITYpOM HOPHULAIA CMHCA0 HOBOBEKOBHE MaTEPHjaNUCTHUYKE IIMBUIIH-
3amnuje. U 1ok cy ce oBakBM HEMHpPH BUILE CIYTHIIH, & Mambe KOHKPETHO
yoOnmiaBanu meljy mpejcTaBHUIIMA HajMilaljer KibHKEBHOT HapaliTaja
y CpOuju nipe [IpBor cBerckor para, J0TJ€ OHU HAJIa3e MECTO Y IPBOj
CPIICKOj MY3HUKO]j JIPaMH.

OBaj eKCKIIy3UBHUTET Yy LEJIIOKYITHO] HAIIMOHATHO] YMETHOCTH C TO-
YeTKa BeKa JJaHaC BHAMMO Kao IapaJoKCaIHO MPUCYCTBO jeIHE THMEH-
3Mje aBaHTapJHOCTH y OKBHPHMA HajKOH3EPBAaTHBHHjEI MY3UYKOT YKaH-
pa. la je Boowcancka mpazeduja KOjuM ciaydajeM MOTJIa Jia OJjeKHE y
JaBHOCTH, peakldja OM cBakako Omia paBHA IIOKY H3a3BaHOM JaleKO
Mambe My3HYKOM KOMITOHEHTOM HETO IPaMCKHM caapskajeM. AKO ce, Haj-
3a], Moxxe ToBoputu o [layHoBuheBMM mpolieHamMa MOTEHIMjaHE pe-
LeNyje, OHe Cy CUTYPHO I10 JIBa OCHOBA OHJie HEepeallHe: HecarieaaBame
PENPOAYKTUBHUX MOTYNHOCTH CpIiCKe My3uke u m300p Onacdemmjckor
caapkaja.

HNako he mpBa jaBHa mMumnubema o [layHoBuheBUM OCTBapemHMa
yCIEIUTH TEK 10 KOMIIO3UTOPOBOM Tpecesbemby y beorpan, cummnroma-
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TUYHO je Jla OHAa MOTHYy W3 HCTOT Tepa Koje j€ O3HAYMIO KPUTHKY
Xpuctuhesor oparopujyma.>’

MurojeBuhi je y jelHOM O] CBOjUX HamKca KpaTKo MPOKOMEHTapH-
cao My3uuKy npamy boowcancka mpaceduja: mocie TOTOBO jeAHOJeIe-
HUJCKOT MOCTOjamha, OBO OCTBAPCHE j€ U JIahe JICIOBAIIO Ka0 ancoLymHu
6pxyHay KoMATuKayuje Mmodepne mexnuxe.” Aytop, MehyTHM, HUjeTHOM
pedjy HUje TIOMEHYO HU BarHEpOBCKY MY3WUKY TPaIHLWjy HUTH Onacde-
MUJCKH KapakTep MIOKAHTHOT JPaMCKOT Cajpikaja, IITO HABOIU Ha 3aK-
Jbydak Jia HUje uMao yBuj y IlayHoBuhieBy MapTUTypy WM IITaMIaHH
JIpaMCKH TEeKCT. YTIpKoc ToMe, MumojeBuh je mpomeHHo a je KOMIIOo-
3UTOP OUO cysuuie mMaad 0a ou My maxKo KOMHAUKOBAHO 0elN0 UCHALO0
NOMNYHO 3G PYKOM W 3aKJBYYHO KaKO je OBO JEN0 3amo uUnax 0oKas
jeoan 00 Hajuzpasumujux Koje umamo, 0d je Cpucka MooepHa My3ukd Ha
nymy Kojum udy npemcmasHuyu My3uKe KyimypHux Hapooa.”

Céam [layHoBuh Huje OMO MPOBOIMPAH HABEJACHUM AaKCHOJIOIIKHM
IMCKYPCOM, aJi j€ HETOB PEBOJIT OMO M3a3BaH JaJbUM PEeYrMa Y HCTOM
TEKCTy O MOJEPHO] CPIICKOj MY3HIH, KojuMa MmuojeBuh mpenasu Ha
KOMEHTap 0 BokajiHuM jenuMa Kocrte Manojmoeuhia u omieHy 1a je oBaj
OpYTH ayTop U3pAsUmuji, CManodlceHuju, o0yonsu u Hduu0HcmHuju.33
CMmartpajyhn oBakBo mopel)eme 3a HECTpyqIHO, HEOATOBOPHO, I1a TUME U
nerutacupano, [laynosuh ra 10kMBJbaBa Kao JUUHY YBPEIy KOja IOCTaje
MOBOJI I,ETOBHUX HE caMO OYpHUX, OIITPUX M KPajibe IUHUYHUX peaKinja
Ha Boneher mpeonora cprcke My3WYKe KPUTUKE U MOPAJIHO CTame y
OeorpaJickuM MY3WYKHM KpyroBHMa, Beh W Kpajie HeraTopcKor craBa
npemMa LENOKYITHO] My3U4KOj jaBHOCTH.

3% M. Munojesuh, Ymerriukn nperne. Haueno MosiepHe MysHKe IPHMEEEHO TIpH 00pa-

I HapojHe My3uke, Cpncku kroudicegnu enacrux, 1920, k. 1, Op. 4, 294-300 u k. I,
op. 5, 383-388; Uctu, O MonepHo]j cprickoj My3uny, /Ilpoceemuu erachuk, beorpa,
cerrrembap 1921, ron. XXXVIII, cB. 9, 513-520.

M. Munojesuh, O MozepHOj cprickoj My3uuu, Has. deno, 518.

Hcmo. MunojeuheB komeHntap o boowcanckoj mpazeduju octahe roamHama 1o
YMETHHKOBOj CMPTH He caMo IipBa Beh 1 jequHa 3abeneskeHa ped 0 0BOM OCTBapemy,
a nutupahe je u apyru ayropu Hamuca o IlaynoBuheBum memuma (Yn. B(unasep),
Munenko [Taynosuh, Comoedia, 20. 10. 1924, br. 8, 1924/25, 30-31; Boris Papan-
dopulo, Milenko Paunovi¢ i njegova Jugoslovenska simfonija, Zvuk, mapt, 1936, 12.
Hcmo.

Munenko [laynosuh, 'enujy Munojy Munojesuliy — my3uuxom kpumuuapy 3a eapout
beoepao u oxonuny, mucMeHa u3jaBa ymyhena MunojeBully, 6e3 maryma, mmcaha
MammHa, 3 crpane, ApxuB Mysuxonomkor nHetutyta CAHY, MU An 850. [IBa
INaynosuheBa Texcra mox nceynoHnMoM — Incognitus, Byayhnoct name wmyswuke,
Hosa ceemnocm, 1. 10. 1921, 28-32; A. B. Mouapt — Incognitus, Benuku xyxoBHU
KoHuepar, Hosa cgemaocm, 15. 10. 1921, 24-28.

31
32

33
34
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He ynasehn oBoMm mpuivkoMm y jetasbHa TyMauewma [layHoBuhieBux
aJleropuuHo-MeTaOpUUHUX M3jaBa, Koje Cy U 10 ujaejamMa U 110 HacTyIly
Owire Onrcke maM@IeTCKUM HHBEKTHBAMa M aBaHTapIHOM mporpamy Be-
nmubopa ['uropuha, ypennuka qaconuca 3a KEbHKEBHOCT, HAYKY U yMeET-
HocT Hoea ceéemaocm, OUTHO je y OBOM TPEHYTKY HArjlacUTH HEKOJIHMKO
MelycobHo ycnopibennx Tesa.” Ca jenue crpane, u IlayHoBnheBn rec-
TOBU aBaHrapHOT MOHAIIAka U HEroBe MUCAOHO-PUIOCO(CKe acmupa-
Mje uMaje cy HajayOJbe yTeMesbehe Y HBEeroBoj MCUXOJIOUIKO] MOTpeOn
Jla cTBapa IO CIleHapHjy HecxBaheHOT u OyHTOBHOT YMETHHMKA, O3HaYa-
Bajyhu 3ampaBo 0CaMJBEHUYKY U Y KOHTEKCTY COLMjajTHOT MHJbea HEKO-
MYHUKaTHBHY TNPHPOAY OBOI yMeTHHMKa. Ca Ipyre cTpaHe, TEKCTOBU
IITAMITaHU IO/ TIECYZIOHUMOM | jelaH Heo0jaBJheH JA0Ka3 KOH(PIUKTHOT
oaHoca ca Muojesuliem, Koju ykasyje u Ha Mel)ycoOHe ycMeHe onTyxOe,
npencraebajy nocedad 3Hak [layHoBHheBOr MapruHamHOT MPUCYCTBa HE
caMo y o0acTu u3BoheHOr cTBapajamTBa, Beh U ayTOpoBOT MOJIOXKaja y
camoM 3astel)y ToJIeMHYKOT KOHTEKCTa U JaBHOT MY3HUKOT )KHUBOTA YOIIIITE.

[TaynoBuhe peBonT nmpema MuojeBuhy UMao je TOH JUIHOT oOpa-
4yHa, 10 YeMy 3Ha4ajHO OJyAapa O]l CTAIOXKEHOT W YHICHUIAMa JIOKY-
MEHTOBAHOT OArOBOpa KOju je XpHcTuh YIMyTHO CBOjUM KpUTHYapUMa,
MMOKPEHYBIIIX PaclpaBy O MpoOIeMUMa CTHJIa, HAIIMOHAIHOT, MOJIEPHOT,
OPHUTHHAIHOT, OKO KOjux fie u mokom nociepamuux oeyeruja yKkpumamu
KON/bA KOMNOZUMOPU 00AHU HAYUOHATHO] MPaouyuju, 3acmyntuyu mo-
OdepHux noeneoa, ,,1e60 " u ,,0ecHo * OpUjeHMUCaHy KOMRO3UMOpY, Kao u
npedcmasruyu najmaahe cenepayuje cmeapanaya (...).>° inak, o6a KoMmro-
3UTOpA Cy Ha CeOM CBOJCTBEH HAUMH yKa3ajia Ha IITETHOCT UCOJIOIIKOT MO-
HOIIOJIa KPUTHKE, TIOCEOHO Y KOHTEKCTY CPIICKE IPECTOHHMIIE KOja je YIIPKOC
CTaJTHOj Y371a3HO]j IyTabH Ha JIMHUJH MY3HUYKOT YKyca M JaJbe OMBaa TiaB-
JbEHA TIPOBUHIIM]ATHUM MY3UYKUM JTyXOM M YCKOTPYZAOIIhy JIaKO TOJIJI0K-
HOM ayTOPUTApHUM CTaBOBUMa MpodecnonanHo ymyheHux mojenuHarna.

[Mocne XpuctuheBor oAroBopa KpuTHYapuMa, IOBOJIOM OpPaTOPH]y-
Ma ce HYje pa3Bujaia Jajba pacnpaBa. Musojesuh je cBoje cTaBoBe MO-
peKao He caMO COIICTBEHUM JelIMMa, Beh M MCKyNHTEIbCKUM pedrmMa
3allUCaHUM TPHHAECT TOAMHA KACHHUje Y M3Y3€THO NOBOJHHO] KPUTHIHU

33 Peu je 0 rOTOBO MpECIHKAHO] HACONOTHjH ypeaHuka [muropuha, ymepeHoj mpema

AQHTarOHUCTHYKUM CTpyjama ,,CTapux‘‘  ,,MJIaIUX ", OJHOCHO O HK-er0BOM MaHUpecTy
KOjY HUje UMAo Npelu3upaHa MepHila BPEJHOCTH, OPHjEHTALM]Y U TOJIUTHKY JIHCTa,
Beh camo mporpam kojuM o3HavaBa NPOTHB KakBe he ce yMeTHOCTH OOpUTH: pyuiumu
npedpacyde, obapamu udoe ca Cmaxkienum Hozama (...) objasumu pam jeoHocmpa-
HUM U panamuunum aymopumemuma (...) pywumu yeo jeoan cucmem oaueapxuje u
nayuune. Jeonom peujy: uzeojeeamu cno600y ymemHocmu u camoCmannocm ymem-
Huxa. Y1iop. neraseamje B. Milanovié, Dva modaliteta stvaralastva..., Nav. delo, 30-39.

%K. Tomamesuh, CTuiicke KoopauHare..., Has. deno, 35.
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moBojgoM Tipemujepe Xpuctuhese omnepe Cymow: ...mu mMopamo o0jek-
MUBHO NOCMAMPAMU JeOHO YMEMHUUKO 0ello u3 nepa oomahez aymopa u
oyeHumu 2a ¢ 003upom Ha mo wmo oHo xoklie oa 6yde, a He ¢ 003Upom
Ha Mo wimo Gucmo mu xmenu 0a ono 6yde.’’ Unmenuna je, Mehytum, 1a
ce Xpuctuh 3a XKMBOTa HHjEe MOTPYAMO Jla TIOHOBO TPEJICTaBH CBOj
OpaTopHjyM, HaKo je MOjeTUHUM CTBApalauKUM aclleKTUMa UCKa3aHUM Y
0BOj KOMIO3HIIH]! OCTA0 BEPAH U Y KACHU]HM OIycHMa.’®

Ha mu cy MunojesuheBe mpBOOUTHE peakifje jeTHUM JeJIOM YTH-
Iajge Ha MOTHCKHBame XpHUCTHheBOT Miramaiadkor aema? AKO Ha OBO
MUTake HE MOYKEMO JIaTH OJTOBOP, OH je u3BecTaH y ciyyajy [layHoBu-
heBor ctBapanamTBa. OncepBanyje Ha TeMy HEIIPaBEIHE 3alI0CTaBJbEHO-
CTHU ¥ MOTHCKHBamba Onie Cy TOTOBO OIIITE MECTO Y HaMCHUMa OBOJIOM
n3Bohema [Taynosuhese npee cumdoHHje, Kao ¥ Y HEKPOJIO3UMa TTOCBe-
henum oBoM aytopy. Takole, mo mpBoM OeOrpaacKoM IMpeaCcTaBIbarby
ayToOpoBOr CUM(OHHJCKOT JeNla, KOje je Ha MPETXOIHOj MpeMHujepu y
Jby0OspaHu TOKUBEIO OBaIMje U HAJBHIIE OTICHE KPUTHKE, TOTOBO jEIMHU
HEMOBOJbaH, & HEOCHOBaH Cyj OMO je ympaBo u3 mepa Mmioja Muio-
jesuha. Jloaymie, NCTH KPUTUYAP je IO KACHUJUM IMPEACTaBIbalbuMa OBOT
7ena, a o CIIMYHOM MEXaHU3My Kao 'y XpucTuheBoM cirydajy, 3HATHO
y0JIa)KHO CBOje OIICHE, ajlk je U BUIIIC IyTa J0Ka3ao Jia jé HBEroBO MHMIII-
JbEHE 3HATHO yTULAJIO HA CyI0MHY NOjeANHAYHUX JIeNla TaJalliber CpI-
CKOT' MY3WYKOT CTBapasamiTsa.

[IpoyuaBame JBa BOKAITHO-MHCTPYMEHTANHA JeJla PAHOT MY3HUYKOT
MoaepHm3Ma y CpOHju yKasyje Ha IOCTOjambe PA3IHUUTHX KYJITYPHHX
MoJIeNia KOjU Cy JITIOBAIH y CUCTEMY IIEIOKYIHE HAIMOHAIHE KYJIType
tora no0a. IIpoTUBpedyHOCTH, CyNpOTCTaBbatbha, MPEIUINTama, KOCr3H-
cTeHIuje Wik Mel)ycoOHa HCKIbyunBamba KyITYPHUX KOHIENATa YHHUITA
Cy IWHAMH3aM Pa3IHMYUTHX KYJITYPHUX CTPEMJbEHa CHEIU(PUYHO HCKa-
3aHUX W y OKBHUpHMa My3W4Ke yMeTHocTH. [lomTo je y Tamammem
CPIICKOM JAPYNITBY rpaljaHcka KyjiTypa OuWia 3acTyIUbeHa Yy MPEXH
MOJUTUYKKX, MPUBPEIHUX U KYJITYpPHHX HHCTHTYIH]ja, 32 EBEHY NIHPY
adupMaIjy y JOMEHMMAa CBaKOJIHECBHOI JKHBOTA, CAMOCBECTH, MEHTa-
JUTETa U yKyca pasjIuuTHX IPYIITBEHUX TpyIa U MojeauHana tpedaio
ce MPaKTUYHO M IyTrOTpajHO OOpHuTH. Pe3ynraTn TakBUX HACTOjama HUCY
YBEK ¥ Y MOTIIYHOCTH OCTBApUBAHH, IIITO ce Kao moceOHo Opeme Hacieha
pedieKTyje 1 Ha TOKOBE JaHalIbHULIE.

37 II-p Munoje Munojesuh, Ymemuuuxu npeaneo, ,, Cymon*, mysuuxa opama Cm. K.

Xpucmuha, CKT, 1925, X VI, 8, 632. Ynop. A. Bacuh, Has. deno, 51.

8 VYnop. nerasbuuje K. Tomamesuh, Ctusicke koopauHate..., Has. deno, 36.
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Biljana Milanovié

CONTEXTUALIZATION OF EARLY MODERNISM IN SERBIAN
MUSIC: CASE STUDIES OF TWO WORKS FROM 1912
(Summary)

This study deals with the first Serbian oratorio, Vaskrsenje (Resurrection) by
Stevan Hristi¢, and the first Serbian musical drama, Divina Tragoedia by Milenko
Paunovi¢. These works are based on two different interpretations of the same theme (the
Resurrection of Jesus Christ). They were composed almost at the same time (1912),
but separately, with no inter-textual relations. They represent the first steps of
Modernism in Serbian music. Hristi¢’s work follows the French and Italian heritage
whereas Paunovi¢’s is connected with the German, post-Wagnerian tradition.

In this text we highlight the different intensities of modernity realized by the
composers, by comparing numerous aspects of the theme, genre and style with new
types of expressiveness and procedures in the treatment of all musical resources.

The parallel investigation of the oratorio and musical drama shows the
closeness of these two young composers in their musical attempts, but also
emphasizes some factors that were decisive for the public presentation of their
works. Hristi¢ predicted that the genre of oratorio had better chances of
placement than, for example, a symphonic or musical-dramatic composition.
Actually, a choir had strong links with tradition and it presented a significant
means of potential communication, as well as penetrating novelties into other
parts of the oratorio. Due to his readiness to make an effort and to compromise,
the composer succeeded in performing his work. On the other hand, Paunovié¢
did not anticipate problems in the national cultural system of his time.
Numerous aspects of his work, which prevented performance, confirm this. The
chosen genre of German musical drama was a very speculative investment in
the local musical context. Furthermore, the score was inappropriate for the real
reproductive potential of Serbian performers. In addition, an avant-garde gesture
was marked by the blasphemous treatment of the New-Testament theme in the
dramatic content. These were among the most important indications of the
author's unrealistic estimation of potential public reception of his music.

Modern works of large-scale genre had no prospects of continual survival
on the concert repertoire in the period between the two World Wars, either. This
testifies to long-standing problems of national musical tradition, especially in
consequence of its discontinued and uneven development. This study of early
modernism shows the value of researching Serbian music through different
cultural models existing in the system of national art of this time. The network
of political, economical and cultural institutions was imbued with modern
bourgeois culture, but the struggle for its wider acceptance in the domains of
everyday life, self-consciousness, and the mentality and taste of different social
groups and individuals, was slow and long. Such attempts have not always and
fully realized the particular burden of inheritance, reflected in recent times.

UDC 783.3.036(497.11)”’1912”
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Becua Muxuh

PA3JIMYUTH BUTOBU
MOJEPHU3MA/HEOKJIACUIN3MA
TYIIAHA PAINRA

Ancmpaxm: Paj je HaMembeH pa3Marpamby MOryhHx carie/jaBama HEOKIACH-
u3Ma y (CpIICKOj) MYy3HIM Ka0 MOAEPHUCTHUKE IojaBe. Y Cilydajy rmociepar-
He nomahe My3HUKe MPOIyKIHje OBa BpcTa MpobieMaTn3anyje YHHH ce HEeoll-
XOJJHOM, jep ce HEOKJIaCHLIM3aM I10jaBJbyje Kao BHJ peaKilije Ha Colpeann3am
C jeoHe, JIOK ca Jpyre CTpaHe, IOCTMOJIEPHA JOJATHO aKTYelU3yje HEroBy
nosuujy. Creapanamrso ymana Paguha ce y oBoM kontekcty Hamehe kao
npaBy U300p 32 apryMEHTAIH]y IOYETHE MPETIOCTaBKe, TE je OHA U M3BeJeHa
Ha IPUMEPY HEKHX HEroBHX Jela U3 NeAeCEeTHX roMHa MPOIUIOT BeKa.

Kuwyune peun: Jlyman Paguh, Heoknacuiiusam, MOJCpHHU3aM, XOPCKa My3HKa,
TI'yneynuye, Cnucax, Rene kyna.

Kag ce murama onHoca u3Mely Tpaauuuje KiIacudHe My3UKE H MO-
JCPHUCTHUYKUX WHOBaIMja Haljy y HIEHTPY MaXKke MY3UKOJOIIKUX UCTPa-
KHBamba, OIFOBOPH ce OOMYHO Tpake KPO3 MCIMUTHBAKE OHHX I10jaBa U
CTBapajayKUX OITyca KOjU Y U3BECHOj MEPH PAJUKAIIN3Yjy, UK Y TOTITY-
HOCTH TPEyCMepaBajy JaTUM KOHTEKCTOM YCTAHOBJbEHY peliallujy H3Me-
hy TpagunuoHanHOT ¥ HOBOT. M3 Tora jajbe MpOUCTHYY Pa3sIYUTH TH-
MOBH BPE/HOBaka U MO3UIMOHUPakha NPOyYaBaHUX IMojaBa, Hajuenhe y
OKBHPE KAHOHCKHX MY3HKOJOIIKHX JAUCKYpCa y KOjuMa ce, OTeT 1Mo 00u-
4ajy | MpaBuiIy, Kao ,,HanpenHe™ (aBopu3yjy oHe Koje mpemMa Tpaaulliju
UCTYNajy paaukaiHo. U mopes Tora mTo cy HEKH OJ ,,HajpaJuKaTHHjuX
yMeTHHMKa' mpouuior crojieha yka3uBalu Ha CBOje Be3e ca TPAAMIHjOM,
n00ap Je0 MY3HKOJIOIIKUX MOTpara y mpoluioM BEeKy je MPOTeKao y Mo-
KyIajy eTabirparma IIIaBHOT TOKa CTOPHje My3HKE [0 TOpEHABEICHUM
y3ycuma.

VYnpaso 360r TakBor Hacieha, IOKyIIaju OTKpPHBama ,,CKPUBEHHX
HCTOPHUjCKUX MOjeJMHOCTH M IOKA3MBarba 3Hayaja M 3Hauerma Koje HeKe, Ha
NPBU TIOTJIE HE TOJIMKO PaJUKAIHE TI0jaBe y HCTOPHjH My3HuKe XX Beka
MMajy, YhHE ce OMTHUM jep NpyXkajy MOrYhHOCT 3a caip»ajHHjy, MOTITyHH-
Jy ¥ aKTyeJTHH]Y KOHTEKCTYyaJIN3all1jy KOMIIO3UTOPCKOT CTBapaiallTBa, U
TO TOCEOHO Kajl OHO MPHIAJIA ,,MATUM " KYJITypama, IOIyT CPIICKE.

' Toncehamo Ha jeman o HajmosHatHjux npumepa, Ha Apronna LllenGepra (Arnold

Schonberg) u meroBo yka3uBame Ha Be3e COINCTBEHE My3WKe ca My3ukoM bpamca
(Johannes Brahms).
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Nmajyhu y BuIy OKONHOCTH M 0COOEHOCTH pa3Boja, Kao M yMeT-
HUYKa JocTurHyha cpricke Mysmke mpouuiora crojeha, pasymsbuBo je
IITO je 3HAaTHA MaXKiha ocBehrBaHa MPOJOpUMa KOje j€ CPIICKO MY3HYKO
CTBApAJIALITBO OCTBApHBAJIO y TPABIly ,,PUOTIIKaBama™ aKTyeJIHUM €B-
POTICKUM M CBETCKHUM MY3WYKHM IIpakcaMa, OOMYHO npahieHuM paaukar-
HUM HapyIlIaBambeM HIH HAIyIITAkeM TPAAUIHje, 0K Cy JPYTH HBEeroBU
aCTIeKTH, OHM YHje Cy BE3e ca TPaIulijoM Omiie Hamsrien uBpiihe u BHUI-
JLI/IBI/Ije, OIICT pasyMJbUBO, Y OBAKBUM YHTamkbMMa JJOHCKIIC 3aHEMaprBaHU.

CrajemMo, OBOM TIPHIIMKOM, ,,y OAOpaHy‘ OHHX I10jaBa y CPIICKOj MY-
3WIM TpoIuIor croyieha Koje cy, Maja mo oOMMy MPOJyKIIMje 3HaJYajHe,
3axBasbyjylin CBOjUM Hau3Trie] CHA)KHUM Be3aMma ca TPaJuLUjoM, PeM-
Jla TIPU3HABAaHE W yO4aBaHe, Y pa3MaTpamuMa OcTajajie HeKaKo Mo cTpa-
uu. Haume, Haa je ,,00p0a‘“ oBlie HaMeHhCHA YKa3uBamy Ha Moryha Ty-
Mauemha U KOHTEKCTyalu3alHje MYy3WYKOT HEOKJacHIU3Ma Kao CIelH-
(hMuHE MOZIEPHUCTHYKE TI0jaBe Y UCTOPHjU (CPIICKE) MY3HKE, a ,,u3BOeHe
mokasa“ heMmo MmokyIaT Aa OCTBapUMO Ha CITydajy IOjeTUHUX OCTBape-
Ba KOja MPHIaAajy CTBapajalliTBy eMHHEHTHOT CPIICKOT KOMIIO3UTOPA,
akagemuka /lymana Paguha (1929).

Bpojuu cy moBoju 300T Kojux ce HeokinacuimiaM oaeeh myro Hama-
3W0 Ha MapTrHHaMma IMpoydYaBama, a BUX je ynpaBo Moryhe Hahu y camoj
MPUPOX OBOT YMETHHIKOT yecMepema. Hanme, Heoktacuimsam y eBpori-
CKOj My3HWIlM OJJIMKYyje, 32 100a y KOjeM ce, Hau3rjel HEOYSKHUBAHO
M0jaBUO, TEIIKO 00jalIkbuBO U 0Beh OTBOPEHO OKpeTame MPOLLIOCTH.
Taj mpBu yTHCaK KOjU je CBOjOM IT0jaBOM OCTaBJba0 Y3POKOBAO je
KacHHje pa3yMeBame MpaBlia Kao MPEBacX0HO PECTaypaToOPCKOT, Ha3a/l-
HOT ¥ PEaKIHOHAPHOT MOKYIaja CHANAaXEHha YMETHUKA Y HOBOHACTAINM
JPYIMTBEHO-UICONONIKUM H TPXKHUITHUM OKOJHOCTHMA TIO 3aBPIICTKY
[IpBor cBeTckor pata. Y THM OKOJHOCTHMA ce Takohe Morao umraurapa-
TH ,,KaJl 32 MPOIUIMM BpPEMEHHMA™, HEPETKO y OJIMCKO] BE3U ca CKC-
TPEMHUM HJICONOIIKO-TOJUTUIKHUM TO3UIIMjaMa, JECHUM MU JICBUM.
OBJie IPBEHCTBEHO MMaMO y BUIy (paHiycky ,,rappele a 1’ordre?, unje
OucMmo (mpe)nopyke, Ha pa3InunTe HauyuHe (QopMyircaHe, MOTIH IPO-
Hahu 1 y JpyruM eBpOIICKUM CpeinHaMa y Mel)ypatHoM pazao0sby.

Wnak, nocie movyeTHUX H3HEHalema, 3acernJbeHOCTH U OCyAa Heo-
KJIaCHYHE ,,[IPOMEHE IpaBLa‘ y OJHOCY HAa MpPEApaTHU pPajuKaIHU MO-

Texer ,,ITo3uB Ha pen” (1923), BepoBaTHO je jeman o Hajmo3HaTHjuX KoKTOoOBHX
(Jean Cocteau) TekcTOBa Be3aHHX 3a OBY MpoOJEeMaTHKy, Majia U 'y Ilemny u apnexumny
(1918) mponanazumo ,,uicte ToHOBe™. MIak, YNTaBo ce YMETHHUKO yCMEPEHE PYKO-
BOEHO OBHM IIPOIJIACOM O3HAa4YaBa UCTHM TEPMHHOM, & M y EErOBOj OCHOBH CTOjH
MI03MB Ha MOBPATaK KJIACHYHOM pely, Ha of0anuBamke HEMAUKHUX eleMeHara y yMeT-
HOCTH W TIOBpPAaTaK ,,9uCTOj" (paHIyckoj yMeTHOCTH. UnTaBy mpoGiieMaTHKy HEKH
HCTOPHYAPH ITOBE3Yjy U ca HAMOHAIUCTUYKUM, IECHHYapCKUM MO3UIKjaMa.
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JepHHU3aM, CBe Cy denihie youyaBaHe CIUYHOCTH HM3Mel)y MpeapaTHOT W
MehjypaTHOT cTBapanamiTaBa MOjeIUHHX ayTopa, Ja OMCMO JaHac Heo-
KJIaCHIIM3aM pa3syMeBald U Kao 0COOCH BUJI MOJEPHU3Ma, KOjH MOceIyje
COTICTBEHE pa3HOoJIMKe MaHH(pecTalrje. ¥ OCHOBH, PaaH C€ O THITY MO-
JepHU3Ma KOjH WHCHCTHpa Ha CBOjUM Be3aMa ca MpOoNUIomhy y HajIu-
PEM CMHCITY, T€ Ka0 YMETHUYKHU Pe3yJTaT TeHEepaIHO MPOIYKYje OCTBAPEH-a
Koja ce Hajuernhe OUTHKYjy monmaMy3iuHomhy’, HCTOBPEMEHUM H/HITH CyK-
LECUBHUM TIPOTOKOM BHIIIC PA3IMUUTHX My3uka. OBakaB BHJL ,,yMEpPEHOT"
0JHOCa IpeMa TPaAULHUjH MOXe OUTH MpoOJIeMaTH30BaH U Y OJHOCY Ha
YHUTamka HEOKJIACHIM3Ma Ka0 MCKJbYYHBO PECTAypaTOPCKOT M PEaKIHo-
HapHOT TpaBIla, ¢ 003UPOM Ha TO Jia je MOXKJIa YIPABO HEOKJIACHUYAPCKU
OJHOC TIpeMa MY3UIH MPOILIOCTH PaJuKallHUje YIPO3UO HeHa JTOCTHUT-
Hyha, kxpujyhu ce n3a macke periema Koje je Ha IIPBH MOTJIe/ OfpaXkaBa-
JI0 pECIIeKT IpeMa IPOILIOCTH, aJli U IIPeMa 3aXTEeBHMA Ca/IaIlEbHOCTH.

Pasnonuke MaHudecTanuje HEOKIACHIU3MAa Y MY3HUIHM, Y CBETIY
HBErOBOT TyMauemha Kao MOJICPHH3MAa OCTBAPEHOT HA TeMeJby KOMYHH-
Kallije ca TpaauijoM, Moryhe je cBpcTaTH y HEKOJHMKO (MeljycoOHO
GIHCKHX) yeMepera. Moxe ce TOBOPHTH O HCTOPHIMCTHYKO -aKaeM-
CKOM MOJIEPHH3MY H ,,MacCKHpPaHOM' MOJEpHHU3MY, 3aCHOBAaHOM Ha (e-
HOMeHY ,.peakiuja-hopmarmja‘. Heperko O HCTHX ayTopa IOTHYY
OCTBapema paavKaIHOT MOJACPHHU3MA, WM MaK HETOBH €JIEMEHTH KO-
pumieHH y KOHTEKCTY ,,MaCKHPAHOT" MOJICpHI3Ma, JTH U OCTBapeHma ca
MOCTMOJICPHUCTHYKUM IIpTaMa, Koje Takohe Hajuemrhe umajy QyHKIHjY
CyOBEep3MBHUX MOJAECPHUCTHYKUX MOTE3A.

Tepmun Bnagana PapoBanoBuha, [llocmaxosuy u cmeaparawmeo, pykonuc, beo-
rpax, 1955.

TepMuH je npeyser u npeBeneH ca eHrieckor (,,Historicist Modernism®) u3: Walter
Frisch, German Modernism. Music and the Arts, University of California Press,
Berkeley and Los Angeles, 2005, 138—186.

5 VY. Hal Foster, Rosalind Krauss, Yves-Alain Bois, Benjamin H. D. Buchloh, Art
Since 1900. Modernism. Antimodernism. Postmodernism, Thames & Hudson, London
2005, 164-165. Mana aytopu cBpctaBajy [lukacoBo crBapanamTso ox 1919. roanne
y aHTUMOJICPHHM3aM, OHH HETOB ,,3a0KPET™ y OCHOBH KOTa M Jajbe¢ yodaBajy LpTe
KyOu3ma HIIp., o0jammaBajy Kopucrehu ce GppojroBCcKHM MonenoM ,,peakunuja-hop-
Manuja“, KojuM ONHCYyje ,,9yJHy TpaHc(opMaIyjy IOTUCHYTHX HOoTpeda, TpaHchop-
Manujy Koja Kao Ja Mopude Te HUCKe, JMOMIUHAIHO Bol)eHe MMITyice 3amemyjyhn
WX HEYUM IITO je OMO HUXOB MPELIU3HHU OMO3UT: MIOHAIIAKEM KOje je OUITO ,,y3BHIIIC-
HO, TOXBAJIHO, BaJbaHO. AJM Taj OMO3UT, uctude Ppoj1, 3anpaBo je HauuH 1a ce Ha-
CTaBH 3a0pameHO MOHAIIAhe HEerOBUM KpHjyMuapemheM ucroj ounnthene, cyonnmu-
pane macke. (...) aspe, kaxxe @pojn, peakuuja-hopmaiija coooM HOCH ,,CEKyHAAPHY
nobut*. He camo na je cy0jexT y cramy Ja HCKake cBoje mMmmylce, Beh u To mo-
Hallame Caja M0CTaje APYLITBEHO HPHU3HATO™. AyTOpH Jajbe MCTHYY Jia je OBaKBO
caryie/iaBambe JBOCTPYKO KOPHCHO jep ¢ jeqHe cTpaHe o0janmaBa Be3e MPeApaTHOT 1
MelhypaTHOTr cTBapayamTBa, a ca Ipyre pasinduTe BUIOBE ,,[IOBpaTKa pery*.
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CxBarame HEOKJIACHUIIN3Ma Kao MOJICPHUCTHYKE MaHHU(eECTaIje y
CPIICKOj MY3UIM HaKOH J[pyror cBeTCKOr paTa MoKasyje ce M3y3eTHO 3a-
HUMJBUBUM, TIOCEOHO aKO C€ MMajy Y BUIY APYIITBEHOMOIUTHYKE OKOJI-
HOoCcTH. C 003UPOM Ha YHEH-EHUITY J1a C€ HEOKJIACHITN3aM TI0jaBJbyje TIeIe-
cetux roauHa XX Beka’, y TPEHYTKY KaJa je y 3BaHHMYHOj MOJIHUTHUIIH
nouuto a0 pasnaza ca CCCP-oM, Te caMMM TUM U A0 MOMYIITama 3aX-
TeBa PUTHAHE KYJATYpHE MOJUTHKE COIpealin3Ma, leroBa ce JocTurayha
MOpajy Tpo0JeMaTH30BaTH y OJHOCY Ha Ty, HEMocpeaHo mperxoachy
CUTYyaIljy, Kao ¥ y OJIHOCY Ha IIUPU KYJITYPHO-YMETHUYKH, alld U KOH-
TEKCT My3WYKe MPOAYKIIHj€ UCTOT ITEPHOA.

Kana je 1951. ronune [loOpuna hocuh oGjaBuo poman Janexo je
cynye, Iletap Jlybapma ocTBapmo cBOjy camMocTanHy u310xk0y, a Munaxn
Puctuh (1908-1982) mpencraBuo jaBHOCTH CBOjY [pyey cum@ponujy,
MOCTAJIO je eBUACHTHO J1a jé Y CPIICKO] YMETHOCTH OTIIOYENO ,,HOBO JI0-
0a“, y mpBu Max obejexeHo OpOJHHM TIOJIeMHKaMa M cykoOuma m3mely
3aCTyNHHUKA pealn3Ma W TPEeICTaBHUKA MOJACPHH3MAa Yy KIHMKEBHOCTH.
[MomTo cponHe MojaBe OEIEKUMO U Y IMKOBHUM YMETHOCTHMA, TIOCTaB-
Jba ce TIUTamE J1a JIM je CIMYHE TeH3Huje Moryhe npeno3Hatu y My3uukoM
CTBapaJamTBy UCTOT pa3nodspa? Umajyhu y Buny unmeHHIy na cy IH-
Tama pealnu3Ma y MYy3HIH JaJIEeKO KOMIUIMKOBaHU]a HEro y JAPYTUM yMeT-
HOCTHMa, TELIKO j€ ,,CyNPOTCTAaBJbeHA™ YCMepemha y MY3HILHU IEJeCeTHX
TOIMHA CBECTH HA peJallfjy pealn3aM — MOJEpHH3aM, HO Y je HIaK
Moryhe TpaHCIOHOBAaTHM W TOTOM NpENO3HaTH y OAHOcHMa u3Mely
MpeICcTaBHUKA U OCTBapeha HAIIMOHATHOT pOMaHTHU3Ma (KOjU B HUje 01O
y OTBOPEHOM ,,CyKOOY*“ ca 3aXTeBHMa COIpeai3Ma) C jelHe, Te MOoJep-
HHU3Ma/HEOKJIAaCHIIM3MA ca JIpyTe CTpaHe.

Jepko [lenerpu pasnuuute MaHu(]ecTandje HOBOHACTANIOT CTama y
CPIICKOM CJIMKApCTBY IMEACCCTUX I'OJUHA TyMadl Kao IMOCJICpaTHU IMO3HU
MOJIepHH3aM, yKa3yjyhu Ha HeroBe Be3e ca TPaIuIUjoM, HerOB HHTEP-
HAIIMOHAJHU KapaKkTep U HEroBY ,,CKIIOHOCT™ Ka aKkajeMHU3aIfju 10 Koje
je, peT Kpaj MeIeceTHX rOMHA U JOIILIO.

3axBasbyjyhu yrnpaBo OBUM OKOJHOCTMMA, HEOKJIACHLIM3aM C€ Yy CpII-
CKOj MY3HIIH, JIOHEKJIE TTapaJOKCAITHO y OJHOCY Ha YBPEXKEHa IMOMMarbha
OBOT MpaBlia Kao PETPOTpagHOr, HajeJHOM HCIOCTaBhba Kao HOCHIIAI]
3HA4YajHUX, U OYUTO, jeIMHUX Moryhux nmpoMeHa u npojopa. OTKIOH 0f
HAIIMOHAJIHOT POMAHTHU3MA, T€ OTKJIOH OJf TEMa U M3PakajHO-TEXHUUIKHX
mpornuca coupeain3ma, OMo je, ako He Ha MPBH NOTJIe/ paJuKaiaH, OHO

[lomeHnMo OBAe @ y CPICKO] MY3WIM paHHjer pa3molipa MOCTOje HEOKJIACHYHU
omycH, Hip. oHaj IIpeapara Munomesuha, HO OBJIe MHCIIMMO Ha YCTaHOBJbCH-E HEO-
kacunu3Ma y Behem Opojy cTBapallaukux oIyca, Te 3HaTHO Behoj mpomykiuju.

Y. Jesa Denegri, Pedesete: Teme srpske umetnosti, Svetovi, Novi Sad 1993, 5-20.
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WraK, 1eUHUTHBAH. YTIPAaBO OHU acTeKTH MehypaTHOT eBpoIcKoT HEo-
KJlacuu3Ma, 300r KOjux ce HIp. cTBapaiadykd noctynuu CTpaBHHCKOT
(Urops CrpaBunckuii) u Ilukaca (Pablo Picasso) oOjammaBajy kao
»peakija-hopmanmja‘“, MaCKUpaHu MOJICPHU3aM, UMaJIH Cy, Y yCIIOBHU-
Ma y KOjUMa ce pa3BHjaja CpIICKa My3WKa IeIeceTHX, CyOBEep3MBHO
JIejCTBO y OTHOCY Ha yTBpheHe oOpacie U Teme ,,IJIaBHOT Toka“. Jep,
MOJICETUMO, CPIICKOM HEOKJIACHIIN3MY HHje, K0 €BPOTICKOM, PETXO0IHO
paJMKalHU MOJICpHU3aM, HEro je peakifja Koja ra je HEIOCPEIHO
noJcTakia Onila peakuyja Ha COLPEaTlCTHIKO TyMademhe OHOCa IIpeMa
TPaJUIUjU U yJIOTe YMETHOCTH Yy npymTBy. OTyaa je jeZIMHU TyT 3a
HCKa3WBamkEe OBE PEAKITHje BOIUO MPEKO MPUBUAHOT, YMEPEHOT IPUXBa-
Tama 3aXTeBa Yy KOMOWHAIMjH ca CyOep3WBHUM OTKIOHMUMA O]l HHX.
3apan Te cBoje (MPHUBHIHE) YMEPEHOCTH, HEOKJIACHIIN3aM IMOCTENCHO
MPOHpe y paznuunTe cdepe CTBapajamiTBa, y MporpaMe CTyauja KOM-
MO3UIMje U MOMJICKE aKaJeMu3aluju, Te he, OYCKUBAHO, BPEMEHOM
MOCTaTy NpeAMET peaKiyja U OTKIOHA KOjU pe3yiTyjy OTBOPEHHU]E paau-
KaJHAM ¥ aBaHTapJHUM MPOJIOPHMA Y TIOTOH0j CPIICKO] MY3HUITH.

Pa3nuuuTi BUIOBU CPIICKOT MY3HMYKOT MOJEpPHHU3MA IEIECETHX I'0-
JIMHA C TT0YeTKa Ce MCIOJbaBajy y CTBApANAIITBY NpPEIPAaTHUX aBaHTap/-
HUX CTBapajala, MPUMagHuKa Apauike epyne, d TO y PacloHy O]l HCTO-
PHLICTHYKO-aKaJeMCKOT (HeopoMaHTH4apckor) PajuunheBor, nmpeko mac-
KupaHor (HeokIacu4HOr) PuctuheBor mo oHOT pamukaimHHjer (HEOeKC-
npecuonuctuykor) Jbyoune Mapuh. [lapaienno ¢ \wuMa, OncCTajao je u
»peanu3aM CTapujux KOMIIO3UTOPCKHX T'eHepaluja u KOMIIO3UTopa OJvc-
KHX COIMjQTUCTUYKOM Peaii3My.

VY TakBOM OKpyXewy, y KOjeM je, MOJACETUMO, CTaOMIM30BaH H
WHCTUTYIIUOHAITHK OKBHP 32 KOMIIO3UTOPCKO MIKOJOBAhE, MOYETKOM
nejeceTux moveo je na creapa Hdymian Pamuh. Te3za o koje mosasumo
jecte na ce y PaguheBom crBapanamrTBy, IPBEHCTBEHO U3 MIECTE JIEIe-
HUje BeKa, MOTY TPENO3HATH CBHM BHTAIHU NMyHKTOBU nomaher (moce-
paTHOT 1103HOr?*) My3HUKOr MOJEPHM3MA, T€ Ja CE 3alpPaBO HA OCHOBY
MpoyYaBama HErOBUX OCTBAPEHa MOTY M3BOJAUTH IMPETIOCTABKE M 3aK-
JbYUII O BUAOBUMA Yy KOjHUMa Ce€, MPEBACXOAHO Y CBOjOj HEOKIACHYHO]
BapHjaHTH, MOJiepHU3aM pedIeKToBao y foMahoj My3HU4YKO]j PO TyKITH]H.

Ha koje ce naunne Paguh cTBapanamrBom oapehuBao npema Tpaam-
nuju (CPIICKE) YMETHUYKE MY3HUKE M IpeMa 3aXTEeBUMa KyJITypHE IOJH-
THKE BpeMEHa, M KaKO Ce KOHKPETHH PE3YJITaTH THX HErOBHX CTBapa-
JAYKUX peakiyja MOTy TYMAauuTH Y KOHTEKCTY O KojeM je Oumo rosopa?
Koju cy, nmakie, KOHKpETHH BHJOBH y KOjuMa ce ucrosbaBa Pamuhen
MojepHU3aM? Y OJHOCY Ha paHHje HaBeJCHE BUIOBE MOJICPHU3MA, YUHU

8 TIsto.
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ce ma je, ¢ 003upoM Ha ayTOpoB M300p TeMa, HAYMH FHHUXOBE MPE3CHTa-
LUje ¥ KOHKPETHE MaTepHjaie Koje KOPUCTH y peann3aliju CBOjUX uie-
ja, PamuheBo crTBapamamTBo mMeaeceTHX TOMUHA HAjONMMKE TO3HIHjH
,,MaCKHPaHOT"* MOJIEPHU3Ma, MOJICPHU3Ma 3aCHOBAHOT HA ,,peaKIiju-(op-
Marmju®. Tu u300pu cBelove O JIPyradujoj MPUPOAU HETOBOT MOJEp-
HU3Ma y OJJHOCY Ha €JIMTHUCTUYKO-aKaleMcKH, oHl oMoryhasajy Paguhy
UCKOpaK y paavkaiHuje cdepe MOZEpHHUCTHUKOT M3pas3a, Kao M MOBpe-
MEHO OTBOPEHO E€KCIIOHHUPAE MMOCTMOJICPHUCTUYKHX OfiuKa. [ eHepai-
HO roBopehu, cBe ce oBe OJIMKE NPENO3Hajy OHJA Kajia Ce HETOBO JAEJI0
MocMaTpa y pealyju mpema Haciel)y HalmoHaJaIHOT pOMaHTH3Ma, JJoMa-
hem donxmopaoMm Haciely, Te y penanuju ¢ Taja OMHJBEHUM TeMama
(HOB u 00HOBa U M3rpagme 3eMJbe) U )KaHPOBUMA (BOKAJTHOMHCTPYMEH-
TaJIHU) BpeMeHa y KojeM Paguh cracaBa. YnpaBo y HauMHY Ha KOjH I1OJ
MackoM TIpHXBaTama, cuMmynupajyhu u mapadpasupajyhm ux, Pamuh
cyOBepTHpa, pefeuHUIIe U KOMEHTpHIIE Ta Hacielha, OTKpuBaMo Mexa-
HU3ME Y3 MOMOh KOjuX (QyHKIHOHHIIE HErOB MOJECPHUCTUYKH CEH3UOU-
nutet. PykoBohenn oBuMm 3amuciimMa, ocBpHyheMo ce cama Ha HEKe OJ
PanuheBux kommo3uiyja.

Beoma je MHTpHraHTHa YHMILCHHUIIA J1a Cy CE€ TOTOBO CBE KJbY4HE
omrke PanguheBor cTBapanamiTea, Koje 00yxBara MepHoJ Iy>KU OJ1 1oJia
BEKa, UCIIOJbUIIC, 1A U YCTAHOBMJIC jOUI y PaHUM, TOTOBO CTYJICHTCKHM
roguHama. ["oprra [Tnmnosuh y TOM moriety IpaBiIHO 3aKJbydyje 1a Cy
TejieceTe roMHe ,,4BOpHE" 3a PagiheBo cTBApanamTBo’, Te y TOM CMUCIY,
W HEeKe 0] OHHUX OJJIMKE KOje Cy HaM OBJIE pelieBaHTHE, MpoHana3umo Beh
y I'yneynuyama, Xopckum obpacimuma 3a MemoBuTH xop (1953).

VYxonuko ce momahu ayTop OJUIydd jAa, Ha TeMeJby oOpajae Hapon-
HHUX TIecamMa OPTraHW30BaHHX Y CIUIET KOMIIOHYj€ MY3HKY 32 MEIIOBUTH
XOp, OHJIA je cacBUM pa3yMJbHBO Ja ce MokpamueBo (pehe MapuHko-
BUhEBO) €710 HAMETHE Kao Moryhu Mojen mpeMa KojeM ce KOMIIOHY]e.
Jomr mpeumsnuje, Taj he Mozaen, mpe Wi KacHUje UCKPCHYTH Kao 3Ha-
JajaH 3a Halle MPOyYaBame KOMIIO3UTOPOBUX IOCTYIaKa U Hamepa. Ta-
KO U y ciy4ajy [ yueyauya MmoxkeMo pa3marpati Paguher ognoc mpema
Mokpamity, Taunuje: Paguhes oTkiion on Mokpamla U Tpagunuje me-
TOBHX PYKOBETH. Y KOJUM TO HOCTYyINIMMa HII4uTaBamMo PammheBy mo-
JEPHUCTHYKY (OpMYITy ,,0TIOpa”, TAe ce MOTBplyje HEeroB ,,MacKHpaHu
MonepHuzam? Hajmpe, y ,,HEeNoOIITOBamkY ™ HEKMX TeHepanHux Mokpamb-

Gorica Pilipovi¢, Stvaralacke koordinate Dusana Radié¢a, magistarska teza, rukopis,
FMU, Beograd, 1993. Ilomenumo osne aa je ['opuma [Tmnmmmnosuh ayropka koja je
cBaKako HajBuiie mucaia o Jymiany Paguhy, u BeHHM pagoBHMa JyryjeMO MHOTa
Bpe/Ha ca3Hama. OBJe HCTHYEMO U KEbUTY HCTe ayTopke: Iloened na mysuky Jyua-
Ha Paouha, CAHY, IlocebHa m3nama, k. DCXLV, Onesbemhe TUKOBHE U My3UUYKE
yMeTHOCTH, Kib. X, beorpan 2000.
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yeBux moctaBku. [IpBo, Paguh He Oupa mecme u3 UCTOT Kpaja, MakKie 3a
HBEera HUCY BaKHH MOPEKIIO U ,,ayTEHTUYHOCT™ MaTepujaia, a Taj HeroB
CTaB jOIll CHAXXHH]jE MOTBplyje W YUIHCHHIA JIa Cy FHErOBH MaTepHjalin
MOTEKIH ,, U3 JPyTre pyKe", JaKiie, HAje UX caM CaKyIlJbao, ITO OU CBAKU
,,[IPaBU" CPIICKK poMaHTH4ap ypanauo. Paguh ce ,,3am0B0osbaBa’ 30upKoM
3anuca Braamumupa Bophesuha U3 npedpamne Cpouje (1931), n y m0j
MpoHanas3u rnecMe koje he y ceom ocrBapemy oopamutu. Hpyro, Pamuh
»A3HeBepaBa™ Mokpamlia 1 y MOTJey )aHPOBCKOT jelnHCTBa oaabpa-
HUX Tiecama, jep y [ yweyruyama ce Meuajy oopenHe, jby0aBHe, aJbUBE,
nedje... mecMe, 0e3 WKaKBOT IOKyIaja peaju3alije JIaTeHTHE apama-
Typruje, OUo y TeKCTyaTHO-CaApKajHOM, OMI0 Y GopMaTHO-MY3UIKOM
norsieny. Jlajbe, OH KOpUCTH MOTYHHOCTH KOje My Tpyka U (POJKIOpHA
TpaJuiiija, CBOjOM MPAKCOM KOMOWHOBaWma Pa3THYUTHX TEKCTOBA Ha
WCTY MENOJAUjy U 00paTHO, T¢ W caM IpaBH COICTBEHE MHHHU-KOJIaXe,
KopucTehH TEKCT jeHe TecMe, Ha MEJIOUjy ApyTe, UK IPUIICB U3 jeIHe
necMe y ApYroj; Tako, ekcTpaxyjyhu jemaH ox mpumeBsa, J0JIa3d U 10
HACJIOBa CBOT OCTBapema. J[omajMo cBeMy oBoMe W 4um-eHHIy 1a je Pa-
nuheB n300p mecama (KpaTKe jeZIHOCTaBHE MENIONUje, YeCTO YCKOT O0H-
Ma U CEKYHIHOI KpeTama, MOJAJIHHX OCHOBA) OYUTO OHO PyKOBONHEH
KEJbOM JIa CE TMOCTUTHE MOTIYHO HOB 3BYYHH PE3YNTAT, KOJU CBAKAKO
HUje 3aCHOBaH Ha IOTpasd 3a ,,AYTCHTUYHUM'® (OJKIOPHUM 3BYKOM.
TuMe je peanu3oBaH U OYEKHUBAHU OTKIIOH OJ CPIICKE (POJIKIOpHE Tpa-
muuuje. Beh ce y [yneyruyama vcriojpaBa ayTopoBa HaKJIOHOCT MpeMa
n3rpagmi GopMe Yy OCTHHATHUM OJOKOBHMa W PECKHjHM, YTIaBHOM
CeKYHJIHUM WJIM KBapTHUM BEPTHKAJIHHUM CTPYKTypama, koje he ocrtatn
KapaKTepUCTHUYHE U y KacHUjeM cTBapanamtBy. MehyTum, unnu ce aa,
YKOIMKO C€ YMPaBO Y KOHTEKCTY ayTOPOBOI MOJCPHH3Ma MOCMarpa
IETOBO KacHHje aeno, [ yneyauye KpUjy W jelnaH OPyTH, 3a CBOT ayTopa
TUIIMYaH KBAJUTET, KBAJIUTET KOJUM CE€ HErOB MOJEPHHU3aM Ipero3Haje
Kao CyMpOTaH akaJeMCKOM M Yy W3BECHOM TOrjeny ONnu3ak mopykama
Mozena GpaHIyCKOT HEOKIACHUIIN3Ma, a Taj jé — jeTHOCTaBHOCT. J[0BOJb-
HO je KpeHyTH CaMoO O]l HacJioBa W IOJHACTIOBA, Ma yountu PagmheBy
MOPYKY O HEMIPETEHIMO3HOCTH U jerHocTaBHOCTH. He camo na 3a HacinoB
Oupa ,,0ecMuUCIIeHe CIIOTOBE TpHUIeBa O] KOjUX CadWbaBa WMEHHILY
KEHCKOT pojia y MHOXKMHH, YAMe Kao Ja xohe na kaxe Ja ce paau o
Heo0aBe3HWM, HACYMHYHO NPUKYIUbEHHM IIeCMHIIaMa, Kojeé MOry Ja
Oyny ,,IpUIeBaHe"’, HETO MOJAHACIOBOM OO0jalllihaBa Aa OHE HUCY HUINTA
BHIIE (MM MOXK/Ia M HUIINTA Mame?) 07l XOPCKUX ,,00pazama‘ 3a ompehe-
HU Opoj neBaua. Ty je oANKMKy Hajasbe MOTyhe TPaXKUTH U Y IOMEHYTOM
oabupy necaMa, Kako y TOTJIely TEMAaTCKOT, TAKO U Y MOTJICAY My3H4-
Kor canpxkaja (Hop. [lpecman, npecman huwuye v Koaapuhy, navu-
fiy), MOTOM KpaTKUM TpajalbeM CBaKe O] Iecama U jeJJHOCTaBHUM 3aXBa-
TUMa y ofHocy Ha DophesuheBe Mozene, KOHAYHO y 3aBPIIHOM ,,y31axy"
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Xopa ,,yMOpPHOM® 01 KaHOHCKHX TIpEIUINTama, Toj ,,Harmoj* u (3a pyko-
BETH) HEOUEKMBAHO] 3aBPIIHUIIM, KOja Kao Ja Tpeba Ja MOHHUIITH CBAKY
MoryhHocT f1a ce aeno cxBaTH ,,030upHO. Ha oBaj HaunH Paguh octBa-
pyje Jlello Koje caMo Ha IPBU IOTJIe]] KOPECIIOHIUpa ca 3aXTeBUMa Bpe-
MEHa M IIKOJIe, OJIHOCHO C KAHOHCKHMM ITOCTaBKaMma TPajaulldje CPIICKOT
HAI[MOHAITHOT POMAaHTH3Ma, JIOK Y OCHOBU peledUHUIIC U PEUHTEPIIpE-
THpa TPajHLHjy ,,M3HyTpa“, moa