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PEY YPEJHUKA

Jeretn Opoj yaconuca Mysukonoeuja 1ojaBbyje ce€ y TOIUHU KoOja
he ocratu 3anamhena no obesexkaBamy cTorouuImbuLe pohewa Jbyou-
1me Mapuh, jeqHe on HajymedaT/bUBHjMX YMETHHYKHX (PHUTypa CpIicKe
kyntypae ucropuje XX Beka. [Ton mokposuresbctBom YHECKO-a, kao
W CBHUX Haj3HAYajHUjUX HAMOHAIHUX HMHCTHUTYyUHja — MMHHHUCTapcTBa
KynType, MunucrapcrBa Hayke, Cekperapujara 3a KylaTypy rpasa beo-
rpaza u ap. — jyounapHa rogauna Jbyouiie Mapuh npoTekiia je y 3HaKy
HHU3a MHCITUPUCAHUX KOHIIEpaTa, Kao U JBejy 3Ha4ajHUX, 3alaKCHUX Ma-
HudecTanuja koje cy, y capanmwu ca CAHY, opranusoBanu capagHunu
Mysukonomkor uHcTHTYTa CAHY. Peu je 0 penpe3eHTaTHBHO] MU3J0K-
ou Tajua — Tuwuna — Teoperse aytopa ap Menute MuiuH, U3 ymjer me-
pa je u npBa oOuMHM]ja MyOMKanuja nocBeheHa KUBOTY U neny Jbyouue
Mapuh. 3a u3BpCHHU, MOJICPHH BU3YESITHH UICHTUTET U3JI0KOE, OPTaHN30-
Bane y ['anmepuju CAHY (4. HoBemOap—15. neuembap), Ounu cy 3aciy-
»kau Munan Jamuh nu Henag Mapkosuh. Mennta MunuH Ouna je u nHH-
LUjaTop U TIaBHU OPTaHU3aTOp MEhyHApOAHOT HaydHOT CKyma [Ipocmo-
pu mooepnusma: onyc Jbyouye Mapuh y konmexcmy my3uke mweHoz epe-
mena (beorpan, 5—7. HoBemOap). CBOjUM NMEAaHTHUM UCTPaKUBAmBUMA U
CBEXXUM IIOTJICANMA, YKYITHO JIBA/IECETLIECTOPO YUECHHKA CKYIIa, O] TO-
ra 4ak JBaHA€CTOPO EMUHEHTHUX MY3MKOJIOTa U3 MHOCTPAHCTBA, 3HAYA]-
HO j€ TIOMEPHJIO XOPU30HTE N0CaallbuX 3Hakha U OCBETIHIO 1eno Jby-
Oune Mapuh n3 HOBUX NEPCIEKTUBA.

JeBetn Opoj waconmca Mysuxorocuja npunpyxyje ce jyoumnejy. O
ToMe ToBopH Beh M HacloBHA cTpaHHULa, ca GoTtorpadujoM KOMIO3UTOP-
KWHOT PaJIHOT CTOJIA M KOJAaXXOM JOKyMEHaTa W3 JIMYHE 3a0CTaBIITHHE.
V¥ nocebHoj pyopuiu — Ilosodom jybuneja — unanak 3opuile MakeBuh
JOHOCH crienuduyaH moriesn ayTopke Ha My3uky Jbyoune Mapuh: ,,ypo-
IhCHA Y TajHY TIOYETKA U Kpaja... ’heHa My3HKa 00yXBaTa IIEeJIHHY BpeMe-
Ha ¥ [10cTOojama.

Y oBoromumImeM U3Namy, IeHTpanHa Tema 6poja — Mysuka y Kowu-
mexcmy epadcke Kyaimype — NPEACTaBJbEHA je ca TPH CTyauje. Y CBOM
UCLPIHOM, 60raTo JOKYMEHTOBaHOM panay, Becna IleHo, Ha oCHOBY Ha-
nuca y gaconucy ®Popmuec, peKOHCTPYHILE CIUKY O MY3UUYKUM IIPHIIH-
KaMa Koje cy Ha MMoYeTKy XX BeKa 0OJIMKOBaJle KyNTYpHY (QH3HOHOMHE]Y
ATnHe. 3aHMMJBMB je MPUIOT OpaswiicKOr eTHoMy3ukojora Camyena
Apayxa, KOjU IpeAcTaBba PE3yJITaTe CBOT HENOCPEIHOI MCKYCTBa Y
Puo ne XKeneupy, Te JOHOCH U MpeIIOTe HOBHUX TEOPHJCKUX M METOJIO-
JIOUIKKMX MpeMHKca 3a aJeKBaTHO NpoydaBambe EeHOMEHA TPaJIcKe My3Hd-
Ke KynType. YBaxaBajyhu, Takohe, Teopujcke moriene HOBHje eTHOMY-
3WKOJIOIIKE TIpakce, PacTko JakoBibeBuh y cBOM ecejy carenmasa Ioje-



JMHE aclleKTe pa3BOjHUX MyTeBa rajaamke tpagunuje y Cpouju, u TO y
CBETIIY jaBHOT ¥ MPUBATHOT My3HUYKOT HCKYCTBA.

Py6puky Varia orBapa npunor bpanke Panosuh, mocsehen mocnen-
B0j Komro3unuju Bacuimja Mokpamia. Tekct, Kao U IEJTOKYIHY nap-
tarypy llpenyoujyma 3a cono krapurnem, o0jaBibyjeMo y oBoay cehama
Ha YETBPT BEKa OJl CMPTH OBOT 3Ha4YajHOT CTBapaolia Ydje je YKyIHO Je-
JI0, UICTOBpEMEHO ca Kommosunujama JbyOune Mapuh, oGenexuino Haj-
ycIlenije CTpaHHIE CPIICKe My3HWKe MOJEpHHCTHYKe eroxe. Hapemna
cTyamja, u3 nepa Anekcanapa Bacuha, aHanuza je ecTeTHdke U UAEOI0-
HIKe opujeHTanuje ,,My3uyKor TJacHUKA®, MPBOI MY3WYKOI YacomHca
nokpenytor y beorpamxy mocne IIpBor cBerckor para, IOK ayTOpPH jOII
JeaHOT MY3HMKOJIOLIKOT pana — Jparana Jepemuh-MosHap u Asiekcanaap
MonHap, TeMEJBbHO UCTPAKyjy M TyMaue OKOJIHOCTH KOje Cy JONpUHeNe
na Apaonp lllen6epr (Arnold Schoenberg) He moBpiH cBOj OpaTopHjym
Die Jakobsleiter. 1lobe eTHOMY3UKOJIONIKHX HCTpaKMBarmba IPEICTaB-
JbEHO je ca aBa Tekcta. M3BpcHa crynuja Mupjane 3akuh, Teopujcku
yTeMeJbeHa Ha MPeceKy pes3yiraTa CEeMHOTHYKE, ,,leLITANT U TEopHje
nH(popMaIja, Kao ¥ KOTHUTHBHE IICHXOJIOTH]E, 1aje YBUA Y HAUMHE Op-
raHW30Bama U (PYHKIMOHUCAA MOSTCKOT U MY3HUYKOI' CUCTeMa y o0pe-
JuMa — OTXO0JUMa (KOAeOapCKOM, 1a3apuyKomM U Kpa/buykom) Ha TepH-
Topuju jyroucroune Cpouje. PyOpuky 3a0kpyxyje 3ajefHUUKH paj Jemne-
He JoBanoBuh u IlpBocnaBa Paanha, xoju, cBako W3 yriia CBOje TUCIIH-
TUIMHE (€THOMY3UKOJIOTH]ja, PUIIOJIO0THja), CIPOBOIC MUHYIIMO3HY aHaH-
3y jelHe TpaaulMOHAJIHE MeCMe KOMAaOHWYKOr pernoHa, yrephyjyhu na
j€ ped O PEeNHNKTy apXauvHe CPIICKE, JYKHOCIOBEHCKE M IMUpe, OamKaH-
cke oOpeiHe Tpaaulyje.

Kaxo je yoOuuajeno, u oBo muzgame gaconuca My3zukonozuja 00jaB-
Jbyje TEKCTOBE ca MpUKa3uMa HOBHjUX MyOJIMKaIMja U HAyYHUX CKYIIO-
Ba, KOjH CaMo TMOTBphyjy AMHaAMUYHY CIHKY O CBE OOTraTHjOj MPEXH Me-
hyHapomHe pa3MeHe HCKyCcTaBa M CBE INIOMHHU]O] capaiamu Mely mojenu-
HaYHUM JUCUUILTIHAMA HayKe O MYy3HIIU JIaHac.
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FROM THE EDITOR

The ninth issue of the journal Musicology appears in the year that
will remain remembered by marking the centenary of the birth of Ljubica
Mari¢, one of the most prominent artistic figures of the Serbian cultural
history of the twentieth century. Under the auspices of UNESCO, as well
as all the major national institutions — the Ministry of Culture, the
Ministry of Science, the Secretariat for Culture of Belgrade and others —
this jubilee of Ljubica Mari¢ was marked by a series of inspired concerts
and by two important, notable events that were organised by associates
of SASA Institute of Musicology, in cooperation with SASA. This was a
representative exhibition Mystery — Silence — Creation by Dr. Melita
Milin, who is also the author of the first extensive publication devoted to
the life and work of Ljubica Mari¢. Credit for the executive, modern
visual identity of this exhibition organised in SASA Gallery (November 4 —
December 15) goes to Milan Janji¢ and Nenad Markovié. Melita Milin
was the initiator and main organiser of the international scientific
conference Spaces of Modernism: Ljubica Mari¢ in Context (Belgrade,
November 5-7). With their profound research and fresh views, twenty
six participants, twelve of whom were eminent musicologists from abroad,
widened the horizons of previous knowledge and illuminated the work of
Ljubica Mari¢ from new angles.

The present issue of the Musicology joins in the celebration of this
jubilee. It is clearly shown on the front cover that depicts the composer’s
desk covered with a collage of documents from her private legacy. In a
separate section — Celebrating the Centenary — the article by Zorica
Makevi¢ brings her specific view to the the music of Ljubica Mari¢:
“her music is steeped in the mystery of the beginning and the end, which
meet in eternity... in its one tone and in its entire course, it grasps the
whole of time and existence”.

In this year’s edition, three articles are devoted to the Main theme —
Music in the Context of Urban Culture. In her detailed, richly documented
paper, Vesna Peno reconstructs the image of the musical events that
shaped the cultural physiognomy of Athens at the beginning of the
twentieth century. An interesting contribution is that made by the
Brazilian ethnomusicologist Samuel Araujo, who shows the results of his
direct experience in Rio de Janeiro, and suggests new theoretical and
methodological premises for adequate study of the phenomenon of urban
music culture. Taking into account the views of recent theoretical ethno-
musicology practice as well, Rastko Jakovljevi¢, in his essay, examines
some aspects of the bagpipe tradition in Serbia, at different stages of its
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development and in different periods, specifically focusing on rural and
urban contexts in diverse sociopolitical conditions.

The rubric Varia starts with a contribution by Branka Radovic,
dedicated to the last opus of Vasilije Mokranjac. The article and the
score of Prelude for clarinet solo are published on the occasion of
remembering the quarter century since the death of this significant artist,
whose opus, together with Ljubica Mari¢’s, marked the most distinguished
pages of the Serbian music modernism. The next article, written by
Aleksandar Vasic¢, analyses the aesthetic and ideological orientation of
the “Music Herald”, the first music magazine launched in Belgrade after
the First World War. The authors of the following paper — Dragana
Jeremi¢-Molnar and Aleksandar Molnar — thoroughly investigate and
interpret the circumstances which have contributed to Arnold Schoenberg
not having completed his oratorio Die Jakobsleiter. The ethnomusicological
section consists of two texts. An excellent study by Mirjana Zakic,
theoretically grounded in the intersection of the results of the semiotic,
gestalt and information theories, and of the cognitive psychology, gives
an insight into the ways of organising and functioning of poetical and
musical systems in rites (koledari, lazarice, kraljice) in the territory of
South-East Serbia. The rubric is rounded off with a paper co-authored by
Jelena Jovanovi¢ and Prvoslav Radi¢, who both, from the angles of their
disciplines (ethnomusicology and philology, respectively) performed a
detailed analysis of a traditional song from the Kopaonik region, confirming
that it is a relic of the archaic Serbian, South-Slavic, and wider Balkan
ritual traditions.

As usual, this issue of the magazine Musicology brings the reviews
of some recent publications and conferences, thus only confirming a
dynamic picture of a larger and larger network for the international
exchange of experiences, and of an ever-increasing cooperation among
individual disciplines of the music scholarship at the present time.

12



Tema Opoja

MY3UKA Y KOHTEKCTY
I'PAACKE KYJITYPE

The Main Theme

MUSIC IN THE CONTEXT
OF URBAN CULTURE






Becna Ileno ATnHa — HOBa NpeCTOHUIIA TPAAUITUOHAIIHE I'PUKE MY3HUKE

Becna Ileno

ATHHA - HOBA IIPECTOHHULA
TPAJUIITUOHAJIHE 'PYKE MY3HUKE’

(CBEAOYAHCTBA O MY3UYKOM XUBOTY
CITOYETKA XX BEKA)

Ancmpaxm: YBUIOM y Hamuce U cTyndje objaBibeHe y daconmcy dopmmure,
KOju je y Atuan uznazuo ox 1901. mo 1912. ronune, cTude ce HETOBUT YBHI Y
My3HYKe MPHUIMKE KOje Cy, 3ajeIHO ca IPYTrdM BHIOBHMAa YMETHHYKOT aHTa-
JKMaHa, 00JMKOBaye KyJITYpHH NMpoQuil HOBe Ipuke MpecToHuue. ¥ paay cy
Ha OCHOBY 0/1a0paHMX dYjaHaKa M3 MOMEHYTOI My3WYKOI JINCTA NPUKA3aHU
TJIABHU PA3JIO3U 32 MOKPETamke T3B. My3WUKOT IIHTama, OKO Kora cy ce I'puu
MOJETIIN Ha, YCIOBHO PEYCHO, HALIMOHAIIHO M €BPOICKU opujeHTucane. I1p-
BH Cy C€ 3aJlarajid 3a OuyBame U yHampeheme TpagulHOHAIHE NIPKBCHE U
(honktopHEe My3HKe, TOK Cy IpyTH, He oa0amyjyhu y IOTIIYHOCTH COIICTBEHO
MY3HUYKO MpeJiame, OWITN BHIIEC 3aHHTEPECOBAaHU 32 aUPMUICAHE EBPOIICKUX
TEKOBHHA, HAPOUYHUTO Y CHCTEMY MY3HUYKOT 00pa3oBama U y MPOMOBUCAKY BU-
nIerjacHe IPKBEHe My3HKe y OOToCIykOeHOj PaKCH.

Kuwyune peuu: Atnna, KoncrantiHomosb, EBpona, rpuku, BU3aHTHjCKO TIOja-
e, BUIIErTIacHa My3HKa, yaconuc, Gopmure, rearoruja, HalmOHAITHO.

Ilapcku rpam Ha bochopy je ca Bemmkom XpuCTOBOM IIPKBOM —
CpeIUILTEM IIApUTPAACKHUX MaTpHjapaxa, Kpo3 YuTaBy UCTopHjy Buzan-
THje, ¥ KacHHje, y 100a TypCKOT POICTBA, OMO CTEIHINTE YIISAHUX IIpP-
KBEHUX My3uudapa. Hajmo3HaTHju TPUYKHU I0jI U KOMIIO3UTOPHU CY, TIO
HEKOM HEMUCAHOM MpaBWIly, ojApeleHu MmepHoa CBOT MOjayKor CTaxka
MPOBOJMJIM 32 TIEBHHUIIAMa [APUTPAJCKUX LPKaBa U MO CBOjUM 3aciyra-
Ma M BEIITHHH HANPEJOBAIH Y CTHIAKY PA3TUYUTHX IOjadKUX TUTY-
na.' 3Hauaj KOju je M y HOBHjO] HCTOPUjH MMAO OBAj APEBHM TPAJ I0O-
TBphyje unmbeHnIa a je 0] IPBOOCHOBaHE Mojauke mKoie Ha danapu-
jy 1727. ronune, y Bpeme marpujapxa Ilajcuja 11, no kpaja XIX crome-
ha cuctemaTrcky 00yKy y HEYMCKOj HOTAllMjd W MPAKTUIHOM CaBIaja-
Baby jeAHOINIACHUX HAleBa CTEKAO BEJIMKH OpOj MOJIa3HUKA U3 Pa3iiu-

Cryauja je pe3ynTar paga Ha npojekty Mysuka na packpuihy — cpncku, 6aikancku u
esponcku okeupu, 6p. 147033, ¢unancupasor on crpaHe MHUHHCTapCTBa 3a HAYKy U
TEHOJOIIKHU pa3Boj Pemybmmke Cpowuje.

Xplotov Tlatpwiédn, lpwroydital, Aeumaddpior kel Souéotikor thy Meyding
Exxinoieg (1453-1821), Mvnpoolvn 2, (1969), 63-95. Christos Patrinenelis, ,,Pro-
topsaltai, Lampadarii, and Domestikoi of the Great church during the post-Byzantine
Period (1453-1821), in: Studies in Eastern Chant, ed. E. Wellesz & M. Velimirovié,
London — New York — Toronto 1973,141-170.
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2 . . . .

yuTHX JenoBa ['puke,” koju cy, Bpahajyhu ce y cBoje kpajeBe Kao ja-
CKaJI¥, YYCHUI[UMA MPEHOCHIIA HAJAIEKO TIO3HATH MaTPHjapIIHjCKHU 0-
jaaku udoc.

Ho, npemza je mouetkoMm u cBe no cpenuHe XIX Beka, y kome je
TPYKH HApOJ CTEKAO Jyro YekaHy cio6oay, KoHCTaHTHHOMOIh OHO TIeH-
Tap JellaBama Ha T0JbY [PKBEHE MY3UKE Y HCTOYHOM JIeNTy MPaBOCIaBHE
eKyMEHE, Y aKTYESJIHUM MOJIMTHYKUM U KYJITypHHM JellaBambuMa y KOjH-
Ma he ce pBUX nereHuja HapeaHor crosicha moa Bpiio MPUCYTHUM YTH-
najumMa ca 3amnaaa GopMHUpaTH HOBO TPUYKO JAPYIITBO, — ATHHA CTHYE, U3-
Mely ocraior, v oJpeAHUIlY I10jauKe IPECTOHHUIIE.

[Iporiec cBOjeBpCHE eBpoleH3alMje My3UdKe KyJIType JenuHa, Koja
je 1o n30opa eBpPOINCKUX AMHACTH]jA 32 HOCHUOLE TPUKE KPaJbeBCKE KPyHE
(pBO OaBapcCKOT, a 3aTHM W IAHCKOT IPHHIIA), TToApa3yMeBaga UCKIbY-
YHBO LPKBEHO I10jalkbe M HAPOJHY — BOKATHY M MHCTPYMEHTAIHY MY3H-
Ky,’ YHHH ce Ja je II0CTA0 HEMHMHOBAH, YIPKOC TOME IITO Cy 3ar0BOPHH-
Y TPAIUIIMOHAHUX BPEAHOCTH OWIIH JAJIeKO OPOJHHjH O/ OHUX KOjU CY
0e3 BEJIIMKOT BOYMJbEHA MPUXBATAIN W CHPOBOJMIN HOBE YMETHHUYKE
TEHJIEHIIM]e. 3amaJHOeBPOIICKA MOZET je Tpe cBera MocTao MPUCYTaH y
TEXIH J1a C€ YHAINIPeaIu U U3MEHH My3HUKa MeJaroruja, mTo je UCTOBpe-
MEHO TIOBJIAYMIIO U JPyTadu]jy MMEPIeIInjy 1 er3ere3y npeaamCcKe My3H-
Ke o7 OHOT Koju je ['purma 6uo 1o Tana ceojctBeH. Beh je pedopma He-
yMCKe HoTanuje, kojy cy 1818. o3BaHMYMIN apXUMaHIPUT U MOTOHHU
enickon Xpucant, ['puropuje IIpotorcant u XypMysuje, apxuBap Mpu
Benukoj upkBu, Ouiia y BEJIHMKO] MEPH YCTpOjeHa MpemMa MpaBuily CBOj-
CTBEHOM €BPOIICKOj, IIETOJIMHU]CKO] HOTAMjU: jelaH HOTHU 3HaK — jeiaH
ToH. W mipBe HCTOPHUOTPACKO-TEOPETCKE CTYAHjE€ LPKBEHOT MOjama —
Benuxu meopemuxon my3suxe, KOju je moJ, XpUCAHTOBUM MMEHOM 00ja-
BibeH y Tpery 1832. roguue,’ a motom u Ochos meopuje u npakce yp-
xeene mysuxe (Koncrantuaonoms 1864),” u Ilpunosu ucmopuju nawe yp-

20 nojaukum mmkonama y Koncranrtunomospy Bumetn: ewpylov 1. Iamadomoviov,

Toropikry émoxdmnowc the Bulavtivhc éxkinowaotikhc uovoikfc, éxd. Téptiog,
Katepivn 1990,% (€x6. 1n "Abfvar 1904, *A6nve 19772), 231-248.

T3B. yMETHHYKA — €BPOIICKA MY3HKa, HaKO je Y MPBUM JICICHHjaMa IIOMEHYTOT CTOJIe-
ha mzanma u3 kyha cTpanux koH3syna u ambacagopa, y KojuMa ce 10 Taja U jeIHHO
ylpakKiaBaiia, joIl yBeK HHje CTeKJIa JISTHTUMHOCT ca KOjoM OH ceé MOIJIa CBPCTaTh
Y3 HPKBEHO M0jarbe€ W HAPOAHY My3uKy. Bumern: Emipov Motoeviyou, Neoeddnvikii
Movowkr, A0ve. 1958; Kdota Mrapobte, H Movowkri Zwij oty Abive to 19
ave, Adfve 1992; Kaltn Pwpavod, EOvikrc uovoikrc meptriynoig 1901-1912,
uépog 1, ékd. KovAtipa, ABMva 1996, 7-12.

XpuoarBov, Bewpnrikdy Meya the Movoikiic, Tepyeotn 1832.

Octdwpov Ddwkaéws, Konmic tob Ocwpnrikod kel Ipakxtikol ths EkkAnoiaotikfic
Movoikrg, Kwvotawvtivodmoin 1864.
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keene mysuke (Atina 1890),° unju cy ayropu Teomop Pokaesc u I'eop-
ruje [lanamomynoc, HamucaHe cy MO MOJENY UCTOpHja MY3HKE Koje Cy
nperxoaHo y Esporn o6jasmene.’

Haj6osby eBuieHIIN]y Y BE3U ca HOBUM IPHIIMKaMa y KOjUMa Ce My-
3WYKa YMETHOCT HETOBaa y Tako)e HOBOM MY3WYKOM LIEHTPY — ATHHH,
npyxa Gorara My3uuKa HepHOIMKa 06jaBIbUBAHA y OBOM Tpady.” Y mp-
BOM IIEpHOJTy MPOIIBaTa M3JaBayKe akKTUBHOCTH, 710 baikaHckux parosa,
1912. romuue,’ mocToOjana Cy 9aK YETHPH Yacommca: Mysuuka HOSUHA
(Movoikny Edmuepic, 1893-1896), @opmuzc (®opuLyé, 1901-1912),
Amnonon (Amorrowv, 1904-1907. umm 1909.) u Hapoona mysa (EBvikn
Movoe, 1909-1910). BbuxoBa ypehusauka xoHIemnmja ouia je ycrpoje-
Ha y 3aBUCHOCTHU O] OTPE/C/beba 30 WIN NPOomue eBponeu3almje rpuke
mysuke. Ha jennoj crpanu 6umm cy Movoikn, Ednuepic u ®opuLyé, a Ha
apyroj cy oummm Amorrtowv u Efvikr Movoa.

dopmMurc ce u31Bajao CBOjUM OOMMOM M HAjAy>KUM IEPHOAOM IIy-
6rmKoBama,'’ kKao ¥ muprHOM 00yxBaheHHx Tema. FberoBu ypemHHIM,
Hajipe Joanuc [okmuc (Inavvng ©. TowkAng), a 3atum u ['epman Kupu-
asuc  (Ceppovoc  Kupwelnc) wu  Ilamajoruc  [[3aneac  (Ilavoyidtng
T¢avvénc),' GumM cy LPKBEHH TOjUHM M 3arOBOPHUIM OUyBAH-a HAIHO-
HAIIHOT MJIEHTHTETa TPUKe LPKBEHE M HapomHe Mysuke.'’ [IpecTHiHO
MecTo y ypehuBaukoj mommtuiim mMao je u Koncrantunoc Ilcaxoc
(Kwvotavtivog Paxoc), HCTaKHYTa JTHYHOCT MY3HUYKOT KHBOTA C Kpaja
XIX u mouerka XX Beka, Hajmpe y KoHCTaHTHHOMOJBY a MOTOM U y

Tewypyrov 1. Hamadémovdov, Xyufolatl eic v lotopiav the kad Tuds Ekkinoiaotikic
Movoiktig, *ABfvar 1890.

Vop. Kaitn Popavod, ras. oeno, 6-7.

My3H4KH 4acomucH Cy noctojanu u'y Asexcanapuju — Opdelc, n y Koncranturono-
Jby — MoUGLKT.

Jpyrum niepuogom ce cMatpa Bpeme on 1925. mo 1933. kana je 06jaBJbUBAHO joIIl
mect yaconmca: Néw ®oppLyE (1921-1922), Movoikr) Embedpnoig (1921-1922),
Movoike  Xpovikd (1925, 1928-1933), Movowkny AvBodéoun (1927), Mouvoikdg
Kéopog (1929-1930), Movoikr Zwn (1930-1931), Movawkn Hyw (1933).

W3na3uo je metHecTomHeBHO, o 1. okrobpa 1901. mo 30. jyna 1912. roxune, ca Tpu
npekuna (ox 15. cemrembpa 1902. no 15. janyapa 1903, ox 31. janyapa 1904. no 15.
mapra 1905. u ox 1. anpuna go 30. jyHa 1910. ronune.

On Op. 22 u3 aBrycra 1902. ypenHuk je 6uo camo Lloxmuc.

LlokITHC je cTyaupao MaTeMaTHKy W JAp»kao je meBHuly y npkeu Ceerux Teomopa y
Atian. Kupuasuc je 610 CTyIeHT TeoJiorije y ATHHH, a IO CBPIIETKY (aKyJITeTa mo-
CTao je apXMMaHIpPUT, 0K je J[3aHeac Hajupe CTyxupao GUIONOTHjy U OHO HMPOTOI-
cant y upksu Boropoauna Pomsic, a kKacHHje je XMPOTOHUCAH 3a jepeja. Ymop. Kaltn
Pwpowo?, nas. deno, 17-18.
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1 .
Atunn,” ¥ xycTpu monemuuap y ne6aTama ca eBpOICKH OPHjEeHTHCA-

HUM MY3W4apHMa, HApOYUTO OHUMA KOjU Cy Y IIPaBOCIaBHE LPKBE ATH-
HE, Ka0 M y HOBOOCHHBAHE IIKOJIE YBOIWIM YETBOPOIJVIACHY MY3HKY.
[peacraBuuny apyre cTpyje Ounu cy ypenHuk Hapooue mysze, XpucToc
Bnaxoc (Xplotog B)Lo'c)(og)14 U HETOB ITIaBHU CapaJHUK, JUPUTECHT U
xommosutop Joanuc Caxenapumnc (Iwdvvng 0. Zaxerdapiong).” Ouu cy
cBe 10 1909, kaga cy HOMEHYTH YacONKC MOKPEHYIH, Aa OU MMaJH COIl-
CTBEHO IJIaCHJIO y jaBHUM pacnpaBamMa ca [IcaxocoMm y Be3H ca NHUTambH-
Ma OKO KOjUX Cy C€ pa3MUMOWIIA3WIIM, CBOJUM MPUIO3UMa aKTHBHO yYe-
ctBoBanu y @opmurcy. Haj3an, ca mocBe eBpOICKOM OpHjEHTALMjOM Y
n3oopy rpahe m mHDOpMaIUja jeAHOM MECEYHO je V ATHHH H31a3H0
Anonon, 9uju je OCHUBA4 OHO TUPEKTOP HCTOMMEHOT MY3HYKOT YIpYyKe-
ma, Kineanruc 3anoc (Kieavdng Zovvog). OBa My3rdKa HOBMHA IPEICTa-
BJbasa je oprad Onuje Jlogep, KojoM je pykoBoaniIa OaBapcKa IMHjaHUCT-
knmba, Jlura don Joaep.'® Caapikaj cy YMHHIM mpe cBera MpPeBOAM CTpa-
HHX WIaHAKa WM KBUra U W3BEIITajH O KOHIEPTHUM aKTUBHOCTHMA TO-
menyTe Onuje, Ha KojuMa LPKBEHAa WM HapoAHA IPUKa My3HKa HHUje
“MaJa MecTo.

Hexonmko je KJbyYHHX TeMa OKO KOjUX CY TPUKU MY3HYKH MTOCIICHU-
11, KOJH CY, y3rpea Oyiu pedeHo, OWiIH BPIIo pa3iuuuTuX npodecuja, Ha
noyeTky XX Beka pa3MelhMBAIM MUILJBEHA Y IEPUOTULIN, OTIPENEIbY]y-

'3 Polenn KoncranTunonospar, Icaxoc (18667 — 1949) je Hajupe cTyaupao MeAUIHHY,
Ay je CBOje ycaBpIlaBame JOCTUrao yInpaBo Ha MOJbY My3uke. buo je Hajmpe nome-
CTUK Y Pa3iIM4UTUM LpKBaMa y KOHCTaHTHHONObY, ¥ TO Y3 BPJIO Ba)KHE TI0jLIE OHOTa
BpemeHa. [IpoTtoncant je mocrao y npksu CB. Xapanamma y Cmupau 1892. 3a meros
HAy4YHU pajg OWiIo je Of MpecyJHOT 3Hadaja TO IITO je JeJ0Bao mpu MeToxy CBeTor
rpo6a y KoHCTaHTHHONOJBY, I/ie je UMao MPUIKKE Ja NpoydyaBa JAPEBHE PYKOIIHCE.
Nmao je 3HauajHy ynory y ¢opmupamy LIpKBEHO-My3HYKOT YIpPYXKEHa, OCHOBAHOT
1898. y Koncranrunonospy. Bunetn: Mapkov Apayodun, ,Kwvetavtivog A. Payov®,
Aaoypapile, top. k8, 1974, 311-322.

Xpucroc Bmaxoc je mo npodecuju 6uo agBoOKaT, anH je aTHHCKO] jaBHOCTH OHO TO-
3HATUjH KA0 aKTUBHHU II0jall ¥ WIaH My3HUKOT yapyxema Cs. JoBan Jlamackun. Hbero-
Ba Guorpaduja objaBibena je y @opmurcy: ap. 1, 1903, 1.

Joanuc Caxenapuauc (1853-1938) je, y3 Ilcaxoca, OO0 Kjby4Ha JUYHOCT MY3HYKOT
*uBoTa ATiHE Ha npenasy u3 XIX y XX. IIpBe moyke u3 LpKBEHOT MOjama J00HO je
y ComnyHy, a TOTOM je ycaBpIlIaBame CTHIA0 y ATHHH T1e je y3 cTyauje Ha DPunozod-
ckoM dakynrtery noxahao u yacoBe eBporcke My3uke kox I'epacuma ManazaBrHOCA
(Cepaoipoc Mavt(oPivde). Kao mojan y upksu CB. Upune y ATHHHE 3amoueo je xap-
MOHH3aIMje TPaJULHOHAIHUX jeHOTTIACHUX HareBa, mpaBehM IBOTJIaCHE W TpOrJia-
CHE apam)KMaHe, KOju Cy, IpeM/a HauIa3uid Ha ofo0paBame jeHOT Jiella IpeICcTaB-
HHMKa aTHHCKOT rpal)aHCKOr IpYIITBA, U3a3UBAIH OIUTPE KPUTHKE, HAPOUMTO HIAHOBA
ATHHCKOT My3HYKOT ypykema. Ynop. Kwvotavtivov A. Katokbpn, O Movooypyds
Iwdvvng 6. Yaxellapione kar n Bugavrivyi Movoikr, Oecoarovikn 1988,

16 Bugern: Koota Mmapoite, nas. deno, 36, 59, 66.
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hu ce 3a HalMOHAIIHY, OJJHOCHO €BPOIICKY OpHUjeHTaNMjy My3uke. Lleno-
BUTH YBHJ y aKTyeJHa JelIaBamha Ha aTHHCKO] MY3HUKO] CIEHH MpYyXKa
gaconuc PopMurc, Koju je, Kao mTo caMm Beh moMeHysa, HajayxKe u3Ja-
3M0 U Y KOME Cy C€ HEPETKO 00jaBJbUBAIM HAMKCH KOjU CY MPETXOHO
MyOJIMKOBAHU y IPYTHM MY3MUYKHM JINCTOBUMA, & C [IUJBEM JIa CE YUTA0-
UMa yIyTe CBE HEONMXOAHE MH(OpMalMje y Be3u ca TeMaMa Koje Cy
M3a3uBalic jaBHE MMOJIEMHUKE.

JIBa cy riaaBHa pasiora 36or kojux je dopmurc mokpeHyt.' Ypen-
Huk [lokiuc je BepoBao Ja ¢ je[iHe CTpaHe MOCTOjU cipera usMehy ody-
Bamha My3WUYKE TpaauilMje W HEHOT yHampehema W, ¢ ApYyre CTpaHe,
VIUTUBA CTPAaHUX MY3WUYKHX YTHIAja KOjU Cy, HAPOUUTO HAKOH CTUIAA
Jp>KaBHE HE3aBHCHOCTH, JTOJIA3WIIU JI0 M3paxkaja y MPOMOBHCAY BHIIIE-
TIIacHe XOpcke Mysmke crpane I'pukoj mpaBociaBHoj npksu.'t Buio je,
JlaKJe, ToTpeOHO 00e30eIMTH JOBOJFHO MPHjEMYHBE, alld U JIOKYyMEHTO-
BaHE HamWCe M CTyAHje€ KOjU OM MPHUBYKIM MaXkHy IPKBEHUX ITIojama U
JOTIPUHENN HBHUXOBOM 00JbeM MY3MYKOM oOpazoBamy. Tako Ou OHHM Ha
HajO0JbK HAYMH OMJIM PerpyToBaHu y 60pOy 3a comncTBeHO Hacnehe.

OBako TMOCTaBJHEHU OKBUD JICJIOBaka 3HAYMO j€ 3aIpaBO CIIyxKOy
dopMurca y T3B. 2pUKOM MY3UHKOM RUMArY, KOje je, NaKie, MOKPEHYTO
nIa Om ce eTMMUHHUCANIA TONMH(OHA IPKBEHA MYy3HWKa M3 OOorociykOeHe
npakce,”’ u Koje je 6u1o mpalieHo HH30M aKTHBHOCTH ca KOjHMa Cy MpH-
MPEMJbEHHU YCJIOBH J]a C€ Y HOBUM IOJIMTHYKUM OKOJIIHOCTUMA TPAAHIIAO-
HaJHO] IPKBEHO] W HApOIHO] MY3HUIIH 00e30ear MECTO y 3BAHHMYHOM —
NIP>KaBHOM CHCTEMY 00pa3oBamba.

7 Vnop. Avri mpoypduparoc m ABavdorog YaxeArapidne, epl Sulavriantc povoikic
KkaL Tov yapaxtripog avrrg, ®opuLyE, étoc A, dp. 1, 1901, 1-2. O Tome ja cy 3a Ty-
XKHO CTarbe TPUKe My3HMUYKE CIIEHE, Ha KOjOj je €BUIEHTaH CTPAHH YTHIIA], OATOBOPHU
nomahin My3uuapu BUAETH wiaHak: Onolov to péoov, ap. 3, 1901, 1.

To nma ce y atmHCKUM 1pkBaMa mipen kpaj XIX u Ha moueTky XX Beka IMopex jemHo-
IJIACHOT TPAIHIIOHAIHOT 110jamka, MOTJIO IIPHCYCTBOBAaTH M Oorociyxemnma npahe-
HHUM BUIIETJIACHIM XOpPOBHMAa KOjH Cy II€BajliM ca rajgepuja, Bennka BehuHa ['pxa je
JO)KMBJbaBAJIa Kao O30MJbHY HPETHY MO HANMOHAJIHU M IPABOCIABHH HACHTUTET.
IMpemaa ®opmurc ussemTasa aa je jour oko 1860. CBeTH CHHOI TPaXKHO O MHHHU-
CTapcTBa 3a/y>KEHOT 3a I[PKBEHA MHUTama Ja 3a0paHu ynoTpeOy BHUILETJIAaca y aTWH-
CKUM IJpKBaMa, Y€TBOPOIJIaCHAa XOPCKa My3uKa ce ycranwia TokoMm 1870. y aBopckoj
karenn CB. [eopruja, 3a Bpeme kpasbuiie Onre koja je mopekiom Omia Pyckuma. Xo-
pOM y TOMEHYTOj Kameiau pyKoBoauo je Auekcanmap Karakysunoc (AAéEavdpoc
Kotekou(widc), koju je y MHOroMe cBOjoM AenaTHomhy yTHIAo Ha apupMHcambe
€BPOTICKE My3MYKe yMeTHOCTH Kpajem XIX Beka y Atunu. Bumern: Oepiotoking
Tladvkpatng, H tetpdpwvos povoikri év ) ékkinoia, &p. 5-6, 1910, 1-3; dap. 7-8,
1910, 1-2.

1 Vrmop.: Kaitn Pwpavoed, H avaxivion tov wovowod {nrijuarog, y: Has. deno, 31-95.
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VY mpeBuMm Opojeuma Popmurc aetasbHO MHGOPMUILE YHTAOLE O
yuemhiMa 4eTBOPOITIACHHX XOpoBa Ha ciyxbama,” nmeHyjyhu riasxe
aKTepe — JUPHUIeHTe, KOjU Cy HEPETKO 3a MeBHUI[AMA CTajaId U Kao Mpo-
Toncanty,” U yduTesbe, T3B. meampo3omene U mempagonucme,” Koju
Cy €BPOIICKY TEOPHjy B METOA CIIPOBOIMIN Y MY3HUKY IpaKcy. Y peaHu-
IITBO HHjE TPe3ajo O TOTa Jia 32 UCIYEHhe Ha3HAaUeHe MICH]E YKIbYIH
[PKBCHE YCIHUKE, AW W TOJHMTUYApEe, W Ja YIYTH jaBHU MO3UB CBUM
NojuMMa Jia ycTaHy y 3allTHTy Tpagunuje u cornctsene npodecuje. O To-
Me CcBeJode Hajipe oTBOpeHo mucmo CaGopy rpuke IpKBe™ y KOMe ce
TPaXXIIIO 3BAaHUYHO H3jalllhbaBamke apxujepeja Mo My3WIKOM IHTABY, a
3aTUM U OpOjHA TIO3UTHBHA pearoBarma Ha IPBE aKTe ca KOjuMa ce MOHO-
(oHO mojame mporiamasa jeIMHO NPUXBATIFUBUM 3a ['puKky mpaBociias-
Hy upkBy.”' Ca OYHINICHMM CHTY3Hja3MOM IOYCKHBAHE Cy U 3a0pame
JIENIATHOCTH BUIIETTIACHUX XOpOBa Yy IMOjeJMHUM erapxXujama, YHju Cy

2 BuurernmacHa My3uka ce MOrTIa uyTH y: Kamuukapeu (ynop. Movowkrj «ivioig, ép. 5,
1901, 4), Cs. Koucrautuny (‘Avaxaivnois tod povoikod (nrijuarog, 0L uovoikol
Jxopoi to0 ‘Ayiov Kwvoravrivov, ép. 23, 1906, 1), CaboproMm xpamy — MUTpOIIOIH-
ju (Inrriuace kel okégerg, &p. 11-12, 1906, 5; Movowkn kivnoig, 23-24, 1908, 8),
Cs. [luonucujy (Znrijuare kel okéfeis, ap. 5-6, 1911, 5), Xpucocnuneorucu, CB.
Teoprujy Kapunu u y Cs. Upunu (72 700 Sexarmerbijuepov, ap. 6, ap. 7, 1903, 4).
Bugern u: A. I. B., H molvgwvia év ty ékxkinowaorikn nudy uovoikn, &p. 16-17—
18, 1907, 11; Oeprotoking Hodvkpdtne, H tetpdgwros uovowkn év Ty éxkinole, &p.
5-6, 1910, 1-3; ép. 7-8, 1910, 1-2. BumiernacHa npkBeHa My3uKa Ouia je mpucyTHa
W'y JIpyruM TPUKuM rpagoBuma: Bomocy (Znrrjuate kel oxéyeis, ép. 17-18, 1903, 5;
Gp. 21-22, 1903; 5), Xankumu (Movowr kivnows, ép. 11-12, 1907, 8), Kpdy
(Movowkn kivnowg, ép. 10, 1902, 4).

2! Yime Joanuca Cakenapumuca ce HENPECTAHO MPOBIAYKIO HCIIOJ IITAMIIAPCKE MPece

dopwmurca, anu Ty Cy OWIM U PYTH HOjLH, YjeHO U IUPUI€HTH BUIICTIIACHX XOPOBa,
nonyT Temucrokmuca Ilomukparuca (GepuiotokAnc IToAuvkpdtng) u Hukomaoca Kana-
kaxuca (Nikorwog Kavakdakng). KpuTike BUXOBHX aKTHBHOCTH OWIle Cy TIABHHU Cajip-
xaj pyopuka: Mysuuxo dewasamwe (Movowkn kivnoig), [lemnaecmoonesne eecmu (T

v Sexarmevbriucowy) n Humarea u mucau (Znrijuata kel okéfeis).

22 Y OCHOBM HABENCHHX HA3MBA Cy peud Imo3opumTe (Pedtpo) M UETBOPOITIAC

(tetpadwvin), KOjuMa ce MPUNHUCYje MEKOPATHBHO 3HAYEHE; APYTHM PEYMMa, MpPO-
HUYHO Ce ITOJBJIaYM J1a NOKJIOHUIN BUINETJIaca TPAJUINOHATIHY IPKBEHY MY3HKY 3a-
MemYjy OHOM Koja, CXOIHO e(eKTHMa KOjH ce HOoMe IOCTHKY U MECTy ca Kora ce y
LIPKBU U3BOJMU — Trajiepuje, MpUIaja rnpe Mo30pHIITY, HErO CBEIITEHOM Xpamy. Bune-
™: AwePatng, OL Beatpiiduevor, ép. 1-2, 1906, 1.

z Averxalvnois tod povoikod {nriuarog, ép. 14, 1902, 2-3.

* Tpu Texcra o6jaBibena cy y Gp. 16 ca IOMEHyTHM pearoBamiMa O 3aGpaHH YeTBOPO-

[JacHE LIPKBEHE My3HMKe y Oorocnyxemuma: H éxylkliog ths Lvvdéov, 1
tetpdpwvos ketepyeitat, "H vikn tob matplov povoikns, 'H ybeowvri ovvélevois tov
évadvla kal mewpaiel Lepoyedtdy; ap. 16, 1902, 1-2; Bunetn u 2. X., 'H fudavrivy
povakn év EAAdoL, ép. 19-20, 1902, 1-2.
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TMOTIHCHUIM OHITH HAJUISKHH erncKoni.” HecKpHBeHO 0100paBame 13-
Ouja U3 ommca cKaHAaja KOjH je M3a3Bao HapoIHM MUHHMCTap Hukomaoc
Jlesuanc (Nikdroog Aepiong),’® kama je MPEeKUHYO HCIHT U3 LPKBEHOT
nojama koju je 12. maja 1902. y My3udkoMm ynpyxemy y ATHHH JIp:Kao
Joarnc T. Caxenapuauc.”’ Hajsan, ucnpesn kanuenapuja dopmurca je,
HAKOH MPETXOAHO MOMEHYTOr jorahjaja, OpraHU30BaHO MAaCOBHO OKY-
IJbakke Iojala Koju ¢y, odminazehu npkee y Kojuma Cy JeI0BaIU BHIIIC-
TJIACHU XOPOBH, Y3BHKHMBAJIH, U3Mely octanux, u cieaehe maposne: domne
uerBoporiac! Jlone cepenana! XKusena Busanrnja!™®

Uneja o HAIMOHAITHOM KapakTepy IPKBEHE W HAPOJHE MY3HKE Ce y
®dopMurcy rpaaud Kpo3 HaIlMCe ayTopa Koju ce OCBphy Ha maneky — aH-
THUYKY TPOLUIOCT U MpBe BeKoBe XpHUINNaHCTBA Y KOjuMa je 00IMKoBaHa
My3HuKa yMeTHOCT Jemuua.” daBopH30Bamke JPEBHOT MOPEKIIa IPE/ICTa-
BJHAJIO j€ CBOJEBPCHY aIlOJIOTH]y HAIMOHATHE BPEIHOCTH MY3HKE, TE
OTyJla YuTaBa Tpylla YiaHaKa y KOjUMa CE PacBeT/baBajy CBE IOTCHIIH-
jaJHe Be3e CaBPEMEHOT I0jama ca HalleBUMa M3 MPOLUIOCTH, U M3HANa3e
IpUMepH KOjUMa ce IIacHpaHe Te3e MOKyIiaBajy motkpernutu.”’ Ca

% Taxse ommyke noHenu cy Apxuermckon Kepkupe, CeBaCTHAHOC, KOjH je HATIOXHO 14

ce IPU MY3MYKOM APYIITBY Y TOM Ipajy MaXKmba ITOCBETH Yuekby LPKBEHOT I10jamba,
kao u ermckon Enpe (ynop. Movowr xivnowg, ap. 10 & 12, 1902, 4).

2 . .. . .
¢ JleBmmuc je 61O MEHHCTAp Ca Pa3THINTHM 3a1yKEHIMA y CBOjOj MOTHTHIKO] KapHje-

PH, Y KOjOj ce UCTUIIA0 Kao MOocBeheHUK HAIMOHATHO] uieju. Y DopMUrcy ce peaos-
HO 00jaBJbyjy HCTOBHU 3aXTeBH 0Opahama ypeIHUINTBA APUTPAICKOM MaTpujapxy Jo-
akumy Tpehem um Cunomy I'puke LpKBE y BE3U ca pelIaBalbeM MYy3HYKOI MHTArba.
Vnop. Movowkrj kivnoig, &p. 19-20, 1902, 8; 70 kabrxov tév dpuddiwy, ap. 21,
1902, 1; Movowke ypovoypagijuara, ap. 21, 1902, 4; ExkkAnoieorikn povoikn, &p.
22, 1902, 1.

Tom npuinkom CakelapuInc je YIeHHKe KOjU Cy MEeBaIM PAaTHO Ha KIaBupy. YIIop.
Leyovdra kal kploeig éml to0 emadéiov thg Movoikfc étaipeiag, ap. 16, 1902, 4.

27

2B Kait Popovot, nas. deno, 38-40.

¥ Vrop. *Abadaorog Tetpldng, H éxkinoiaorikny povoikn, Sudri Ovoudietar éBvikn

kal Puevrivn, dp. 17, 1902, 1; ép. 18, 1902, 1; &p. 19-20,1902, 2; Ilepi thc
Be0d0ToU 1oVOLKTIE WS EMLKOUPLKOD éoov TPog avdotaoLy EAAnroypLoTLavLauod, ap.
22, 1902, 2; A. Hamadiapdving, Amoondouata okéfewy, 6 éOvikoc yopdc kel 1f
povokn, ép. 2, 1903, 3; Xplotog BAdyog, EOvikds yopds kai éQvikr povoikmn, ép. 3,
1903, 2; ’ABavdoiog Iletpidng, Kpirikal tivec moparnprioers émi the EAAnvikhc
EkkAnoLaoTiIkfc UoVOLKTic Kaw 8 kete mpdtov ThHs doyeies [otoplac avtig &p. 10,
1902, 2—4; O0jeKTHBHOCTH PaJiH, HEOIIXOIHO je MOMEHYTH U ITOCBE CYIPOTHA MHIILBEHHA,
Koja Cy ce Takohe Moria Hahu Ha crpanmuama Popmurca, MOMyT OHOT J1a j€ EBPOIICKa My-
3UKa BPEJHMja O]l TPUYKOr LPKBEHOI M HAPOJHOT I0jarba, MPe CBEra 3aTo IITO jé HAYYHO
cucremarusosanuja. Ymop. N. Teyovdg, Movokoloyike, &p. 19-20, 1902, 4-6.

3% Beh ox npeor 6poja dopmurca emuckorn Joarne MapTHHOC oUHbe 1a 06jaBibyje Ha-

nuce Be3aHe 3a MOpeKao upkseHe mysuke (lwdvvouv Maptivod, H ékkinoiaorin
Hovoikn kal 1 kataywyn avths, &p. 1, 1901, 1; ép. 3, 1; ap. 4, 1; ap. 7, 1; ép. 8,
1; &p. 10, 1; ap. 11, 1-2; ép. 12, 1; &p. 15, 4; ép. 22, 3—4; ap, 23-24, 6-7), a ja Ou
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HCTUM ITUJhEM MIPUXBATA]y C€ 3a 00jaBJ/bUBAKE U CTYJIHjE O CTAPOTPUKO)]
po3oauju,”’ Kao B MUCTH aHTHUYKHX (GHIOCO(A O My3HIIH.

Hako Ou ce MOTJIO OYEKHBATH 2 Kao HajyOeAJbuBHja apryMeHTalu-
ja 3a oyyBambe IPaBOCIABHOCTH IIPKBEHOT I10jamba IMOCIYKE pa3lio3n Teo-
JIOIIKE TIPUPOJIE, O BUMa ce y DOPMHUTCy 3HATHO Make TIHCao,  3a pas-
JMKY O] TIO3WBaba HAa KOHKPETHE MYy3HYKO-TEOPHjCcKe Mapamerpe. Ympa-
BO C€ Y CBE€ MPHUCYTHH]jOj MOTPeOH Jia ce eIeMEHTH TeOopHje A0 Kpaja 00-
jacHe, nepwHMITY W Tako IpoIJIace MPaBHIMMa KOje Cy CBH MOJjIH OY-
JKHH J1a TIOWITY]jy, Y MHOTOME OJCTYIHJIO OJ IPEAarCKOT MPUCTYIIA Lp-
KBEHO] MY3HLH KOjH j€ Ha MMPBOM MECTY MOJIPa3yMeBao MCKYCTBEHH Ha-
YHH FBEHOT YCBajama U JaJbeT IPEHONICHba.

[pouec cucremarnzanyje My3uuke Teopuje je, MelyyTum, Ouo u3 BuIe
paziora Hy»aH. KoHkpeTad oBOJI OHITO je YKIbyUHBamE IPKBEHOT TI0jarha
Y HaCTaBHH TPOrpaM ATHHCKE OJHje Y K0joj Cy MpeIMeTH OMIH OpTraHu30-
BaHU CXOJHO YCTaJLEHUM E€BPOIICKHM CTaHIapAuMa. Y TPEroBOpUMa Koje je
mupextop Omuje Teopruoc Hazoc (Nedpyrog NéZoc)** Bommo Tokom 1903.

Ce JIOKYMEHTOBAJIA FeHA CTAPUHA M YKJbYYIEHOCT CTApHX JENMHA Y FEHO OOJIMKOBAIbE
ny6IMKyjy ce W paJoBM O MY3WIM y aHTHYKOj I'pukoj (ymop. Mioerid MioanAidng,
Kavdvee tivec Svovdnror thic doyeies éiinvikhc povoukhs, &p. 3, 1903, 1-2;
eddpyrog A. Taytikog, H povoikn év toig modeuots, ap. 11-12, 1907, 2-3), moceb-
HO O B€HOj Y103 y apamckuM komaauma (lecdpyLog A. Teytikde, H povoikn év ¢
dpyalw éinvikd dpduartt, &p. 5, 1901, 2; Ed. Sacerdote, H dpauarikn uovoikn kal
al paywdier o0 ‘Aigydiov, ap. 17-18, 1906, 5); mopeheme cTaporpuke U HOBHUjE
napoaue menomuje (H dpyaie EAlnvikn povokn kel ar Snuddels veoedinvikal
uelwdiat, ép. 1, 1903, 2).

On oktobpa mecena 1907, u kacHHje TokoM 1908. romiHe, peOBHO je 00jaBbHUBaHA, IO
nrmimjamma A. P. . K. B. X, crymmja: llepl thg dpyeies éinvichc mpoowdics kel
mapdfeoic avthc mpog Ty véav. Yuop.: ép. 5-6, 1-2; &p. 7, 4; ép. 11-12, 4-5; dp. 13,
2-3; &p. 14, 4; dp. 15, 4; 21-22, 1908, 7-8; sumetu u: A. P. I'. K. B. X., Iloowtéikn
Tt ThH dpyeias kel vedtepas OTLyoupyiag, oyéoels kal QUOLOTTC TIG METOLKTG
Suabéoews T dpyeiov GLoOY kel tov ékkinoleorikdr tuvov, &p. 9-10, 1908, 1-2;
6p.11-12, 3-4; Oikovdpouv Kwvotavtivov, ol moinrikfic mpoowding, &p. 7-8-9, 1911,
7-8; &p. 10-11-12, 1911, 7-8, ap. 13-14-15, 1912, 9-10.

V pyOputtu [ vwuka mepl povokfi, objabere cy muciu [Dnytapxa, Apucrorena, Codo-
Kia u cB. JoaHa Xpusoctoma (Gp. 2, 1901, 1; ép. 4, 1901, 1; &p. 6, 1; &p. 11, 1902, 1).

31

32

3 Bumerm: ®iivuvoc, “Apbpa Aoyiwy $iiouovody  éxkinowaoriky  povoky kel

elatodnrwy  oogioute, ap. 5-6, 1907, 387, Tapdafevos, Xpovoypagrjuara, 1
éxrAnoLaotikn uovoikn kel al lepal mapddooels the éxkinoiag, &p. 1-2, 1909, 1-2;
uctu, Xpovoypagnuare, 1 Pugavtivy ékkAnoLaoTikn LOVOLKY) elval lepd mapddoon,
&p. 5-6, 1909, 1-2; &p. 9-10, 1909, 1-3; Ielekind Beravididding, Xporoypagruara,
1 ékkAnolaotikn povoikn kel ai lepal mapddooeis th ékkAnolwg, &p. 3—4, 1909, 1;
uctu, Xpovoypagnuare, 1 uovoikn év toig Lepoic vaols, &p. 7-8, 1909, 1-2.

4 Kommnosutop, nupurent u My3nuku nenaror, ['eoprioc Hazoc (1862-1934) je my3ud-

KO 00pa3oBame CTeKao TOKOM Iyroroiuimmer 6opaBka y Hemaukoj, y Mumnxeny. Y
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roauHe ca narpujapxom Joakumowm Il u MuTpornoauToM aTHHCKUM TeoKIu-
TOM, Ka0 W ca mpencraBHHIMMa LIpKkBeHO-My3n4Kor yapyxkema n3 KoH-
CTaHTUHOIIOJhA, TTOCTAJIO j€ jJaCHO J1a Ce HajIIpe Mopa MPEMOCTHTH ja3 KOjH je
10CTO0ja0 M3Meljy eBPONCKOr M IPUKOr HAYMHA My3HUKOT 00Pa30Bakba.”

Yrpkoc OpojHHAM TIepHIIETHjaMa OJICEK BH3aHTH]CKOT Tojamka Tipu Omuju
3aroveo je ca pajgoM cenreMOpa Mecena 1904, kana je, Ha matpujapxoB Hpes-
nor, y Atuny crurao Koncrautuu Ilcaxoc.™® YV Hapense Tpu roamse, Tokom
KOjUX je y cBakoM Opojy dopmurca ypemHo W3BEIITaBao O MIKOJICKAM aKTHB-
HOCTHMA, OH j€ TIPUIPEMA0 HACTABHU MPOTPaM KOjH je Je(UHUTHBHO jABHOCTH
obenomarro 1907. romune.’” Tpeapuljenn mian 13a3Bao je pasimmanTe PeaKiy-
je Koje cy ce TaKolje HaIILTe Ha CTPAHHIAMA JATOT My3HUKOT YacOIHCa.”

Atuny ce Bparuo 1891, nocrasum gupekrop Oxauje. Hberosa 6uorpaduja o6jaBisena
jey 6p. 19-20, neuembpa mecena 1905. roqune (c. 4-5).

3% Ypramamreo ®opmurca ypearuk L[oKTiC je 06aBeCTHO 0 CEHHIA KOjy ¢y 25. jyia

1903. onprkaiy YIaHOBH MY3HUYKOT yIPYKeHa, Ha Yelly ca LapurpajJcKiuM matpujap-
XOM u aupekTopoM Aturcke oxauje, I'. Hazocom (Twavvne TowkAng, “Idpvots év o
Oéelw Epag Puiavriviic povokti, &p. 11-12, 1903, 3—-4). Mupexrop Onuje je npu-
JIMKOM CyCpeTa ca KOHCTAHTHHOIOJbCKMM MY3HMYapuMa TPaXHO Ja My paspelie TpH
IHUTaka: Kako ce TyMadyd HeyMcKa cumuorpaduja, Koja je TOHCKAa OCHOBa IPKBEHE
My3uke (TIpeMa KOM IITHMY C€ YIpaBibajy IOjIHN), ¥ KOje Cy HHTepBaJCKe BEININHE
3aCTyIJbEHE Yy JISCTBHIIAMa LPKBEHOT Mojama? Kako y oAroBopy Ha mocienme nura-
e MPUCYTHH HUCY Omin Mel)ycoOHO cariacHu, Hasoc je 3akiby4no aa y meaaroruju
L[PKBEHE My3HKE HE NOCTOjU jeJUHCTBEHN TEOPETCKU CHCTEM, Te Ja je TO IJIaBHA IIpe-

npeka ja ce npu Oauju yCTaHOBH KaTeapa 3a Mojambe.

3 Tlcaxoc je ATHIaHHMA GHO TIO3HAT ¥ TIPE HETO IITO Ce MPEceHo 13 KoHCTaHTHHOMO-

bay Atuny. Y ®opmurcy je mouetkoMm 1903. o6jaBibeHa meroBa Onorpaduja y Kojoj
je MpOMOBHCAH Kao JINYHOCT Kajpa Ja Mpey3Me JIMACPCKY MO3HLHjy y OOHOBH Hpe-
nambcKe Mysuke (ymop. ap. 6, 1903, 1-2). [Ipu ToM ypeAHHINTBO HHje Mpe3ano aa
yMamU 3Hayaj DOTaAallbuX KopHudeja aTMHCKe Mojayke CIeHe, MOMyT MPOTOoIcaiTa
npu Mutpomnonuju, H. Kanokakuca (N. Kavokdknc), 3a Kora ce HaBOJH J1a, HaKO UMa
JIen Tyac U ATHEbaHM Ta Pasio CIyIlajy, He MOXKe Jia Ce MOpeIy ca KOHCTaHTHHOIOJb-
CKHUM IojIiMa (MHCIH ce HapaBHO Ha [Icaxoca; oBaj KOMEHTap HaJa3y ce 0JMax n3a
IMcaxocoBe Guorpaduje y pyopuim Znrijuate kel okéyeic). Tako ce yHampen rpaano
IIcaxocoB ayTopuTeT, KOjU je OMO 3aCHOBaH Ha yBEepebY Ja je OH ayTCHTHYHU BH3aH-
THjCKH TOjall ¥ OIJINYHH MO3HAaBaJIall UCTOPHUje MOjarba, YAME MY je IPAKTUYHO OUII0
00e30eheHo yBaxkaBame OJ] CTpaHe KoJera y ATHHCKO] OJUjH, TTOJjeTHAKO M OHUX KO-
ju cy Ounm Ha mo3uIKjaMa ca KOjHX jé M OH HaCTYIIao, ajld ¥ OHHUX KOjH Cy CBOja WH-
TepecoBama BE3NBAIIN BHIIIE 33 €BPOIICKY, HETO 33 TPAJUIHOHAIHY My3HKY. Y WIaHKY
on 31. mapra 1905. y ®opmurcy, moa Ha3uBoM Ka jeOHoM yumy u noo jeOHum 6ohom
M03MBajy CE CBH OHM KOjHMa je CTaJo JI0 OYyBarma My3HUKOT Ipelama Jia ce yjeaAnHe
pykoBoheHu jenHuM BohoM Koju je HCKycaH U HcIpaBaH. [IcaxocoBO UMe ce He TOMU-
b€, AU je jaCHO HA KOT Ce MCKYyCHOT M MCIpaBHOT Bohy muciu (ynop. lpos éva
onuelo kat Vo éve apynyoy, ap. 2, 1905, 1).

3 Vnop. T mpdypauue tev pabnuddr the ayodic thc BuarTivivic EKKANOLAOTIKAS

povoiktg, &p. 1-2, 1907, 8. Illkona je Tpebano ga Oyne meropaspeaHa. Y MpBa TpH
pa3pena HacTaBa OM ce O/iBHjaja JjBa 4aca HEeJbHO, a Y YeTBPTOM U IIETOM TPHU Jaca
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Haxo je y mo4eTKy BeITo 07i01jao CyrecTHje, Koje je HapounuTO Y Be3u
ca MeTojiama IIKOJoBama Tiaca mpeznarao Hasoc, Ilcaxoc HUje HHUKaKo
MOTao0 Ja N30eTHe M1a y3 MpeaMeTe Koje je caM TPeayIoKHO (MCTOpHja My3H-
Ke, INTYPrHKa, XeOPTOJIOrHja, IPKBEHN THITMK M XMMHOJIOTHja), Y OCHOBHO
00pa3oBame yueHHKa OyIy YKIbYUEHH U TEOPHja eBPOTICKE MYy3HKE, YaCOBU
XOPCKOT TeBamka U CBHPAhe¢ HA MHCTPYMEHTY. Ha 3aBpiiHoM uchuTy KaH-
JWIATH Cy TPOBEPABAHK M Y TPAHCKPHIIIMjaMa MEJIOHja ca HEYMCKOT Ha

CBPOIICKO HOTHO MMUCMO, Yy YUTaby C JIMCTA U Y XapMOHCKHUM 3a/:[auHMa.39

Bynyhu ny6oko cBectan OpojHHX MPOU3BOJEHOCTH M JTMYHHUX TyMa-
Yema MMO3HATHjUX I10jala, KaKo Ha IUIaHy MHTEPBAJIICKMX BPEAHOCTH, Ta-
KO My U300py MENOJMjCKUX BapHjaHaTa U PUTMHUYKHX pemiema, [Icaxoc
j€ ¥ Kao HaCTaBHUK, M Kao capagHuk dopmurca mpeBacxomHo TEXKHUO yC-
MocTaBJbalby onmTeBaxehnx npaBuia unjuM he ce momToBameM BpeMe-
HOM yCTaJMTH jeIMHCTBEHA U YHHU(POPMHA I0jayKa TPaJUINja, U CAMUM
THM 00e30eIUTH HeHa TOCTOjaHoCT M Hampenak. Ho, y ocTBapemy mo-
CTaBJbEHOT 1IMJba, HA KOJH Cy MHAUe MHOTH yKa3uBaiu y Dopmurcy cma-
Tpajyhn ra HEONXOIHHM y HOBHM My3HUKMM IpHimkama,’ Ilcaxoc je

HCICJbHO. HpOFpaMOM cy 06yXBah€HI/I KIIaCHYHU MY3UYKH TCKCTOBU, a CB€ HOBOKOM-
IIOHOBAHE MeJIOZ[I/Ije Cy UCKJbYYCHE. ITcaxoc je cMarpao z[aje HEOIIXOJHO aa IMOJIa3HHU-

I IIKOJIE y4€ UCTOPH]Y MYy3UKe U [PKBEHH THUIIHK.

** 'V roaunn kana je Icaxoc 06e0IaHHO HACTABHH MPOTPAM H-ErOB AyTOPHTET je GHO

Ha BpxyHIly. Y ®opmurcy je objasisero mucmo Openka Youcuja (Frank Choisy, dp.
8-9-10, 1907, 5), HekamamImer HpenaBada y ATHHCKO] oAuju, koju 3a [Icaxoca mma
Hajoosbe peun xBane. U Yipyxewe EBanremuctpuac ca TuHOoca o6jaBibyje na je
CIIPEMHO JIa CTUIIEHUPA YUeHUKe Koju Ou 'y Onuju yunmu nojamwe (Movowkr kivnoig,
&p. 16-17-18, 1907, 12). [la ce o 3Hauajy mIKoJIe MPOYYJIO ¥ BaH rpanuia ['puke cBe-
Jl04e JOHAIMje Koje MPUCTIKY Of TPUKHX 3ajedHHna u3 aujacrope, Jlonnona, byky-
peurra, Kankyre, by Jopka u np. Mnak, 6uno je u kpurtrka Ha IIcaxocoB mporpam.
CgetoM cuHOay ['puke LpKBe YyIyTHO je MMCMO ca mpuMeadaMa 4iaH CHHOJCKE KO-
mucuje Xpucroc Biaxoc, kome ce y waconucy Hayuonanna my3a npunpyxuo u Joa-

nuc Cakenapuauc. Ynop. Keitn Pwpavod, nas. oeno, 116-117.

%YV ®opmure cy, mopen IeTabHEX H3BewITaja 0 paxy OjceKa 3a BH3AHTH]CKO I0jarbe

npu ATHHCKO] OJIUjH, HABOHEHHU CITMCKOBM Ca MMEHMMA KaHUIaTa U YJIaHOBUMA KO-
MHCHja Ha UCTIUTUMA, OLIEHE TTOKA3aHOT 3HAMa, 3aTHM OIMCH HACTABHHX jENUHULA Y
OKBHpY TpeIMeTa U KBaTM(pUKAIHje HACTABHUKA, a TOBPEMEHO Cy 00jaBIbHUBAHE U OH-
orpaduje u pororpaduje HajbosbUX yuenuka. Bunetn: Al éerdoeis thc fulavrivic
LovoLkTic ayoific, &p. 1-8, 1905, 6; Xnueidoeis tives mepl Thg LOVOLKTC TyoARs kel
TV pelnudtwr avtic, ap. 7-8, 1905, 6-T; "Evepéic uebnudtwr [ovoikdy ayoidy,
&p. 13-14, 1905, 3—4; O kabopiouds t@v mruyolywy év tow Qéeiw Puiavrivic
Hovokng, &p. 19-20, 1905, 6-7;, T mpdypauua the Siéeokalieg TV KadnynToy thg
v o Qéelw Puiavrivig povoikic oyoifc, &p. 1-2, 1906, 7; 'H povoikn) oyoldn tod
Qoelov, ap. 5, 1906, 1.

Ilepl 10D duoLduoppaws Yeiiery, uéya Snuoyngioua thc Doputyyos, ép. 13, 1907, 1;
To (ritnue to0 duotduoppws év tolg vaols ydidew, dp. 15, 1907, 1; Ztul.
XovppoOiog, Ilepl ketapriouol duoiduopgov cvotiuatos v te Ydilewy, 23-24,

40
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MOCerao 3a peliemhhMa Koja Cy METOJI0NIOTH]Y HacTaBe IPKBEHOT T0jamka
3HAYAjHO MPUOIIKUIN €BPOIICKOM y30DY.

Ha moyetky panma mxosne [Icaxoc je y TeopeTckoj HacTaBU KOPHUCTHO
npaBmia u3a kojux cy 1881. rogune cramyu umanoBu [larpujaprmjcke ko-
MHCHje, a KacHHje je TIOJ HEeroBUM MMEHOM H3alao YIOeHHK ca Hacio-
BoM [Ipakmuuno yuerve eusanmujcke ypkeene mysuxe (Ipexrikn
Awbeokedie e Bugawrivrc Exkinotaotikic Movouwkrc).”* Tpeba pehn ma
paj ImoMeHyTe KOMHCH]e, TIPe CBera Kaja Cy IpOpadyHH MHTEPBAJICKUX Be-
JMYMHA y TUTaky, Y ATHHM Ha [IOYETKY BEKa joIl YBeK HHje OHO MMO3UTHB-
o mpuxBahen.” Vipkoc [1caxocoBOM HECYMEGHBOM ayTOPHTETY, FETOBO
OTIpEZIeSbehEe Jia Ce Y IIJbY OOYKe Y JIECTBUIIaMa MPHPOIHOT JIECTBUYHOT
crcTeMa KOPHUCTH MOCeOHO KOHCTPYHCaH MHCTPYMEHT Ha KOME Cy MHTEpBa-
M yHANpeNT (PUKCHPAHH, IPYTHM PedrMa, TeMIIEPOBAHH, * H3HOBA je TIOKpe-

1908, 2-3; Kwvotavtivog Yayoc, Zképeic tivec éml thc kataordoews thc kad nuac
Budavtivic éxkinaoiaoriki povoikfg, ap. 15-16, 1908, 1-2.

1 To je 610 paznor 360r Kora je y npeux et 6pojea dopmurca u3 1905. romuse, 06ja-

BJbMBaH TEOPETHUKOH Koju je 1888. mramnan y KoHcTaHTHHOMOJBY MOJ HAa3MBOM
Zrovyerdone Avdwokeldin tne ExkiAnoixorikrc Movoikiic exmovn@eioa emi tn faon
tov Yadrtnpiov vrd tne Movoikrc Emitpomjc tov Owoyuevikouv Ilatpiapyelov ev
érer 1883. Tlcaxoc ce HajIpe OUTYYHO JIa y HACTaBY yBele Kopuinheme MOHOXOpa, a
KacHHUje je MPHUCTYNUO KOHCTPYKLHUjH MOCEOHOT MHCTPyMEHTa ca KJIaBHjaTypoM, Ha-
3BaHOT MAHAPMOHMO, Y HaaM Ja he Ha Taj HAYMH YHAIPEAUTH U OCUTYPATH CaM Ipo-
nec mysuuke neparoruje. Bumern: Kaltng Pwpavol, Ellnviky minktpogdpa dpyave,
Mooikodoyie, teby. 7-8, 1989, 27-45.

Bunern: Ayyelln, mpaxtikn Oidaokeiie  The  EKKANOLAOTIKAG HOVOLKRG  TOU
Kwvoravrivov A. ¥Pdyov. &p. 13—-14-15, 1905, 7.

Henpernenan je crmcak cryauja koje cy y @opmurcy objaBibuBaHe, a Koje Cy ce THLaje
npoOJIEMAaTUKE Y BE3W €A MHTEPBAICKOM CTPYKTYPOM JIECTBHIIA M TIPOPAYyHUMA UHTEP-
BJICKUX BenmumHa. Bumetn: Kwvotavtivog Wayoc, "Odiye tive mepl tdv Aeyduevawv
unudtwy kel mepl émoydool tovou, &p. 10, 1905, 1-2; uctu, llepi éldooovos kal
dyiorov tdvou, &p. 13-14, 1905, 1-2; uctn, 7w tetaprnudpie t0D tovoV €Lowydueve év
 Elpwmeixr povou, &p. 21-22, 1911, 2-3; X, Xouvpuol{iog, Haparnprioers éml tob
énoydoov tovov, ép. 13—14, 1905, 2-3; Anumtproc Tlepiotépng, Movotkoemornuovixe émi
toviaiwy Swwornudrwy | &p. 1314, 1905, 4-5; Erl thc mepl Swxornudtwy Gewplias tob
k. Hayeidov, ép. 23, 1906, 1-2; Baoiiclog 1. Tlamobiag, Meiérar émi twv Suaornudtwy
the Tuetépag povouchs, &p. 11-12, 1906, 2; &p, 34, 6-7; &p. 6, 2-3; &p. 7-8, 6-7; &p.
9, 1-2; dp. 11-12, 3-4; dp. 13-14, 3-4; Gp. 1920, 1907, 4-5; Gp. 23-24, 4-5; meplodoc
B, &toc I, &p. 1-2, 1907, 2-3; &p. 34, 5-6; &p. 7, 2; ép. 8-9-10, 6-7; ép. 14, 2-3;
meptodoc B, étoc A, dp. 1-2, 1908; 4-5; &p. 3, 1908, 4; Ilepl t0D OSarovikod Ty
Elinvwr yvévoug Omo  Taxaifov  mpwrtoyditou, &p. 13-14, 1906, 3—4; NikOioog A.
Podoowde, 70 évapudvior vévos el e Snuwon douara, dp. 3, 1908, 1-2; Kwvotavtivog
Tlomadnuntplov, 7@ uikpdtepa oD fuitoviov Swxotiate T éml TOD TEVTayOdUyio, &p.
7-8, 1910, 2-3.

Kpajem XIX Beka je 3a motpede LipkBeHO-My3HUKOT ypykema y KoHCTaHTHHOTIOIBY, a Y
CBPXY Jie(hMHKUCAabA MHTEPBAICKUX BEINUMHA KOHCTPYHMCAH T3B. KOHCTAHTUHOB ICAITHP.
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HYJIO pacrpaBy OKO TOTa KOjH Cy MaTeMaTHUKH [IPOPaYyHU MHTEpBaJia Tad-
HH, KOje ¢y pasiuke u3Mel)y MpUpOJHOT ¥ TEMIIEPOBAHOT CHCTEMA, U Ja T
¥X je Moryhe mpeOpoauTH, 1a TN ce Y TOCTaBJhalby MPaBHiIa PYKOBOIUTH
TEOPUjOM HITH 332 KPUTEPHU]YM Y3ETH 3aTCUCHO CTahE y M0jauKo]j MPAKCH, KO
Mel)y caBpeMeHHM IojIiuMa MOKe U Tpeba J1a OCTaHe y30p U CIl.

Benuky maxmsmy MpUBIaYWIO je MUTalke PUTMHUYKHAX MOJena y pa-
3HOBPCHMM IPKBEHHM M HAPOAHHM Menommjama,’® amm u medunucame
MCOHA, KOjH je, 300T 4eCTHX MPOMEHa JIeXKehnX TOHOBA, Y HOBH]jOj TI0jad-
KOj IIPaKCH CBE BUILIE MOIPHUMAO 3Ha4aj Apyre MejoAuje, U TyOuo mpBo-
6utHy ynory menomujcke mpatme.'’ My oBoM mocinenmem I[lcaxocosa
peu ce, nocpencrsom Popmurca, ganeko dyna. OH je, MITaBHIIE, CBOjE
Buleme NMPUMEHEe HCOHA Y jeAHOTIIACHO] IPKBEHO] MY3UIIH OBEKOBEYHO
cacTaBJpambeM KOMIUIeTHE Jlumypeuje, npeMa udocy Bennke Xpucrtose
LlpxBe, Kako CTOjU Y IOJHACIIOBY, Y KOjOj Cy Ce TOpel MEIOIM]CKIX JH-

WrejHu TBOpAI] OBOI MHCTPYMEHTA je HajBepoBaTHHje 61o Jleonna Hukokneye (Aewvidog

NikokAéoug), a huHancHjep je Guo cam Hapurpanackyu narpujapx Koncrantun V.

* Hemocpe/Ho ce y BE3M ca IONEMHKOM KOji Cy MHTEPBAIH HCIPABHHU [OCTABKIO H IIHTAESE

AyTEHTHYHOCTH T10jauyKOr MaHUPa KOjH CY HErOBaJIH HOBUjH KOHCTAHTHHOIOJBCKH TIOjIIH.
Jlo Tana cMaTpaHa 3a HENPUKOCHOBEHY, OBa T0jadyka TPaJulifja HalLIa Ce MO/ KPUTHKOM
KaKO CaMMX My3Huapa HerJallier LapcKor Tpaja, alld M CyHapOIHUKA C Jpyre CTpaHe
Typcko-rpuke rpanuie. [. [Taxtukoc mumre n3 Koncranturomnossa aa je unmhermne BU3aH-
THjCKE My3HKE Off CTPAHHX YTHIIaja BPJIO TEIIKO, T¢ Ja y IpkBamMa Ha danapy He MOCTOjU
poGJIeM ca 4eTBOPOIIIACOM, AllH je 3aTO CBHICHTAH YIUTUB OPHjeHTAJHE MY3HKe Y 10jad-
Ky npakcy (Boomdpwx Popuiyé, Movowe ypovoypadnuarte, 1 HOVOLKT) kivnows év
Keovoravrivovmoder, 19-20, 1902, 6-7). CiidHO je cTarbe 6o y cBUM BehuM rpagoBuMa
Tpakuje, a HajooIBH TIpHIMED je OHO AIPHAHOMIOIIIC, Y KOME ce jeANHO Y MUTPOIOIHjH —
cabOpHOM XpaMy Tiojasio ucrpasHo (yrop. Nikoiwoc A. Podoowde, H Phouryé év Qodin,
&p. 5, 1906, 4). Ma cy n KOHCTaHTHHOIIOJBIIM CXBATAIN J]a CE HHUIMJATHBA Y LIHJbY 04Yy-
Bakba TPAJMLIMjE BUIIC HE MOXKE OYEKHMBATH, HU cHpoBOMTH U3 Llapurpazicke marpujap-
mmje, Beh n3 oxrosapajyhnx ycraHoBa u3 AtmiHe, HemBocMuclieHO ToTBphyjy [laxTikoco-
Be peunt: ,,OHO 1ITO HUje Moryhe HaMa YHHHUTH OBJE, YNHUTE BU TAMO Y IPECTOHHUIIH TPY-
Ke KpajbeBHHE™ (Has. deno, 7). CBOjEeBPCHH IUIOA YTHUIIAja TypCKEe MYy3HKE, KaKO Cy HEKH
npumehnBaiy, OUIIo je cBe MPHUCYTHYjE Ha3aHO T0jamke, IITO je OMUIa joUI jeIHa Of TeMa
Ha crpanunama Dopmwurca. Bumern: H upovowkn Sudieéis tob k. K. A. Ydyov év
Ilewpalet, &p. 17-18, 1905, 1-2; FEi thc dudlefic tod k. ¥ayov, &p. 17-18, 1911, 2-3;
My TomaBavaconovdog, Hepl pvogwvieg, dp. 21-22, 1906, 7-8; &p. 23, 4; &p. 24,
1906, 3-4; uctu, H prrogwvia év tp povowkn, &p. 19-20, 1911, 6-8.

Hanmicu U cTynuje y Be3u ca pUTMOM YHMHE W3Y3€THO BEIIMKY LICIMHY, TaKO 1a Ou Ou-
JI0 HE00jeKTHBHO HABECTH TEK IOjeHE, a M30CTABUTH IIO/jeHAKO 3aHUMJBHUBE U
CBaKako OpOjHHMje ocTaje TEKCTOBE.

46

47 ’ g ~ s / [l s ) ) 3 3
N. Hayaveg, Kataprtiouos yopoy LOOKPET@WY Kol Kavovepywy €V T]) eKKAnoid, op.

23-24, 1902, 7; Kwvotavtivog Yayog, Hept Lood, ép. 6, 1905, 1-2; X. Xouppoi{Log,
Ilpos v @douryye, p. 7-8, 1905, 34; Kwvotavtivog Yayog, llaparnprioels émi v
mepl  loob kpioewy 00 Kov X Xouypuou(iov, &p. 11-12, 1905, 4-6; ’Avaor.
Tomodnuntplov, Erotolyieia Swatpufn, pie yvdun émt tob iood, dp. 5-6, 1907, 2-3.
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HUja 32 XOp U MCOKpaTe HalLIM U HeyMaMa MCIIMCAHHU BO3TJIACH U jeKTe-
HUje HaMemeHe jepejy u hakony.*

Axo ce MMa y BUIy TO Jia je, u3Mel)y ocTaimx Mepa ca KojuMa je BepoBao
na je Moryhe ypeauTu M yHalpeIuTH akTyelHd My3W4KHU JKHBOT, [Icaxoc Ha
TIOYETKY CBOj€ KapHjepe Mporarupao MpUMEHY HCKIBYYHBO KIACHIHUX MY-
3UUKHX KOMaja W 3a0paHy HOBOKOMITOHOBAHHMX HPKBEHHX KOMITO3HIIHja,
TMO/jeIHAKO M BUILIETTIACHUX U jeIHOTIACHUX, TaAa U3HeHalyje YnmbeHnIa 1a
je on cam 1907. o6jaBro momenyty Jlutyprujy,” kao u 1a je peBHOCHO yue-
CTBOBao y npahiehy TaKMHYCH:a 33 HajyCIeMje MEJIOJIMje KOje Cy Ha 3a1aTH
TeKCT ypenHuITBa DOPMUIca MICATH MAHE WIH BUILE TIO3HATH MY3HUapH.
[ocebny, mak, makmpy TpHBIade 00aBeITeka O KOHIIEPTUMA Koje je TIo 3a-
BpIIETKY IIKOJICKE TO/MHe nmpupehiBao ca cBojuM yuenmrmma,” ITporpamu
cy, y3 npuroaHe Oecene nupekTopa Hazoca u camor Ilcaxoca, obaBe3no nos-
pa3yMeBaiM HACTYIIE XOpa KOj! je M3BOJMO jeIHOIIIACHE IIPKBEHE XUMHE Ca
HCOHCKOM TIPaTHOM, Kao M oabpaHe mprMepe U3 HapOAHOT MOojama, ik
HACTyTIe OpKecTpa y KoMe cy ydelhe y3uMand mpe cBera npodecopy mKose
KOjH CY M3BOAMIIM MHCTPYMEHTAIIHE Bep3Hje LPKBEHMX KOMIIO3ULIMja I CY,
TIAK, YMHIIH HHCTPYMEHTAIHY HOIPITKY MOjIMMA.

* Bugern: Twdvvne 0. Todkdne, Movoun) émoxdmmoic tob Artavrog Eroue 1905, ép.
19-20, 1905, 1-2.

[caxoc je KOMIIOHOBamEM MeENIOIHja 3a ABOTOMHO U3Aame JIuTypruje, Koje je 3ao-
kpyxeno 1909 (ymop. Newl éxédoeig, ap. 21-22, 1909, 8), y cTBapn HMao Hamepy aa
3a MEHTPATHO OOTOCITYKEeHhe PKBE 00e30e/11 jeITMHCTBCHN My3U4KH 00pasall, 3a KOju
je BepoBao jaa Tpeba na Oyne ommrenpuxsaheH u ycBojeH. mak, peakuuje HUCY HU
oBora myTa usocraie. Bugern: 1. KoukoUAng, Zkéyerc tives kal kpioeig mepl tiig
Aetrovpyieg, dp. 21-22, 1910, 7-8.

49

* Pey je 0 TaKMHUYEHHMA KOja Cy TIO/[pa3yMeBaia KOMIIOHOBAE METO/IH]a HA CTHXOBE

HapoOJHMX IecamMa WM U3 APaMCKHUX KOMaja, a Koje je OlehUBata oceOHo ogabpana
KoMmHucHja ucnpen ypeanumrsa @opmurca. Harpahenn komanu o6jaBibiBaHu cy y ya-
COINUCY, ¥ TO Ha HEYMCKO] HoTanuju. KoHKypcH, Mpomo3unyje U pe3yaTaTd TaKMUude-

ma OWIM cy cTaimHa pyOpHKa TOKOM YHTaBOT Tpajama dopmurca.

> IIpBu jaBuu HacTyn ydeHuka omurpao ce 1906. roguse y MUTPONONMjH IPHIMKOM

CBEYaHOCTH HocBeheHe HAIMOHAIHOM M BEpCKOM Ipa3HHKy biarosectu 25. mapra.
IMpotomncant H. KaHokakuc je IUPUroBao XO0poM cacTaB/beHHM 07 ydueHuka Onuje, a
Ha nporpamy ce Harwia u [1caxocoBO KOMIO3HIIMja Ha peyr LPKBEHE XHMHE ca jyTpe-
wa — Cnasocnoswe, Kojy je 00jaBro DOpMHUrc y CBOM 3aceOHOM MOJIUCTY — MY3HUKOM
JOJIATKY ca HOTHUM TipuMepuma (yrop. H Aofoloyie the 25n ueptiov év tw v T
Mnzpomdiews, &p. 1-2, 1906, 1-2). V uctom 6pojy Popmurca, y3 IPHKa3 MpBOT KOHIEP-
Ta, HaIlAo ce W TpuKa3 ydenihe monasHuka [IIkose BU3aHTH]CKOT I0Ojarba Ha MpeIaBamby
Koje je 6. anpmuia ucTe rouHe oapikao [lcaxoc y Be3u ca TymaueweM JpeBHe xumHe [la-
JIe0JIora, OKO Koje je y jaBHOCTH BoaMo nedaty ca J. Cakenapuaucom (ynop. H év tw
[ldpracow émornuoviki) povoikrj avakolvwoic tod k. Payou, 2-3).

2 Ha KoHIIepTy 7. janyapa 1908. y3 npkBeHe, 10 NPBU YT Cy M3BEICHE U HAPOJHE Me-

noauje (lwavvng TowkAng, H év @ Qbciw ayolsj thic Bulavtivic éxkAnoLaotikiic
povotkric, 4—5-6, 1908, 7-10), a HapeaHe ToAMHE je y HacTymy 7. jyHa 1909. ygectBo-

27



Mys3uxkonoruja 9-2009 Musicology

OuurnenHo OACTyNamke O] TBPJEC HAMOHANMCTHYKE JMHUjE Kajaa je
y OuTamy ynorpeda IpPKBEHE MY3HMKE Yy HEOOroCiIy:KOeHE — KOHIEpTHE
CBpXe, ITpeM/Ia je TIPUBIAYMIO MAXKbY jaABHOCTH U MATUIINO3HE KOMEHTa-
pe cTapux NMPOTUBHHKA, UMAK HUje OMTHHUje YMAKWIO MOIITOBAE UCTE
npema IlcaxocoBoj nmematHoctu. Hberopa penyranuja je mely cyHapo-
HUIMMa O¥ia MOTBpheHa™ HAKOH INTO je Ha MeljyHapOIHOM OpHjeHTANIN-
CTHYKOM CHUMIO3HjyMy, Koju je 1912. ogpxan y ATHHH, W3TI0KHO TEO-
pHjy O cTeHOrpa)CKOM KapakTepy HEYMCKOI MHCMa A0 TMOCIEeNmE pe-
dopme ¢ mouerka XIX Bexa.”* OBy Teopujy je npeu miacupao jour 1870.
rogune I1. T'. Kunmsanuauc (I1. T'. KnAtlavidng) y crucy Kwyu cmapoz
memoda nwa Kwyu nawe ypreene mysuxe (Kiels tne Apyaies MeBosov
7 KAelc tng mop ‘nulv ekkAnolaotikijs povoLkTic) Koja je HarpaleHa Ha
Omuvnujckoj u3nox6u y Atuam 1890.>° Pykomuc je mmao oxo 1000
CTpaHHUIa, OJ KOjHX je cama Teopuja oO0yxBaTajia jeqHy NEeTHHY, a OCTa-
TaK Cy YMHIIN MY3WYKH TpUMepH, Mely KojuMa Cy Haj3Ha4ajHUju Onim

Bao, MOpE]] Xopa, U OpKecTap: YETUPH BHOJEC, [[Ba BHOJOHYENa, Xapda u KoHTpabac
(momoBuHy u3Bohaya umHWIK cy ['piu, a Apyry mojoBuHy crpaHim). Opkecrap je
IIpaTHoO XOp KOjH je meBao nonujenej Ha pexama sasunonckum. Opkectap je OHo aH-

ra)KOBaH M 3a KOHLEPT KOjHU je HAKOH JyHCKHX HMcruTa oApkaH 1910. roause.

33 TlapamokcanHa je unmeHHLA 14 je y ucTo Bpeme IlcaxocoBa megaromka kapujepa ou-

na Ha 3anacky. LlpkBeHa Omarajaa TokoM 1911. roguHe Bume Huje 6wuia y MoryhHo-
cTH Ja pUHAHCH)CKH ToapskaBa Llkomy Bu3aHTHjCcKOT Mojamka. Mutpononut Teokmut
HUje YCIIeo Ja M3JejCTBYje YaK HHM IUIaTy 3a [lcaxoca, Tako ma je yBeneHO Iumahame
IIKOJIapHHE Kako OM ce o0e30equiia miaTte HacTaBHIIKOM 0co0spy. bro je To mouerax
cuasHe myTame 3a [Icaxoca koja he noBecTH 10 HBeroBOT HamyInTama mkoiue. Ho, 3a-
jenHo ca TemkohamMa rovesa cy Jia pUCTYXKy M 3BaHMYHA NpH3Hamba [IcaxocoBoM pa-
ny. Hapurpancku narpujapx Joakum III my je 1911. nonenno 3Bawme npsu yeadicenu
yuumen mysuke u kuupuk Iampujapuuje npu Xpucmosoj Benukoj yprsu (Apyovtog
Evtipov Mouoikodidaokdiov kel KAnpuwod g Iatpiapyikic AuAig g Ttou
Xprotod Meyaing Exkinolog), o 4emy, kao mo obuuajy, casHajemo m3 dopmurca.
Vop. Movowkn kivnoig, ap. 9-10, 1910, 8; ucro, dp. 1-2, 1911, 8.

' OcuM ykasaHe 4acTH Ja Kao jeAMHH MPEICTABHUK TPUKHMX My3Huuapa y3Me yuemhe Ha

MeljyHapoIHOM Hay4HOM CKyIy, [1caxocy je Ipu3Hame CTHITIO U OJl HHOCTPAHUX HC-
TpaXKHBaya KOjU Cy UYyJH EErOBO IpelaBame. TOKOM Tpajama CHMIIO3MjyMa MHOTH
Meljy muma cy obunun 1Koy BU3aHTH)CKOT T0jamka U yrno3Hau ce ca [lcaxocoBom
30MPKOM HapOJIHHX T€caMa, a MOjeIMHU Cy TPUCYCTBOBAIM M H-TOBHM YacOBHMA Ca
yuenuiuma. Bunern: Movown kivnows, &p. 19-20, 1912, 8; Keitn Popavod,
Ebvixhe povaikric mepirjynorg 1901-1912, 121-122).

3% 1IpKBEHO-MY3HUKO yApYXKeme i3 KOHCTAHTHHOMOJbA TMOKPEHyIo je, Ha mpemior K.

Icaxoca n Hunea Kapanoca, jom 1897. ronuHe uznaBame oBor pykommca. Y ®dop-
murcy je Ilcaxoc, TokoM 1905. ronune, 06jaBJbHBa0 IOTOBOpE ca CeIHMIA, yKasyjyhu
yjemHo u Ha caapxaj Kwnmsanuamcose BpenHe cryauje. Bumetn: Kowvotavtivou
Yayov, 70 (rrnue the dpyaies povokhs yoagfic kel TO OoUyypauue  tob
Knit¢avidov, ép. 9, 1-2; dp. 10, 3; ép. 11-12, 3; &p. 13-14, 5; &p. 15, 3-4; dp.
17-18, 5-6.
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T3B. BEJIMKU HIIOCTACH, 3a KOje Cy 3aCTYIHHIM CTeHOTrpad)CKe TeopHje
BEpOBAJIN J1a IPEJICTABIbAjy YHTABE MEJIOIHjcKe obpacie.”

IIcaxocoBO Tymaueme CHHONTHYKOT HEYMCKOT MHCMa, KOje je Haj-
mpe 00jaB/beHO Y 300pHUKY pajioBa ca IIOMEHYTOI' aTHHCKOT CHMITO3H]Y-
Ma,” 1y Hu3y uianaka y ®opmurcy,” u koje he, nanocnerky, 1917. ro-
JIMHE TIPEpacTH y KILUTY MOJ Ha3uBOM Homayuja euzanmujcke my3uke

’ 7 7\ 59
(H Hepaonuevrikn tne Budevrivig Mouvoikrg),” noctahe TeMelb T3B.
rpuKe epMHUHEBTHUKE MeTozosoruje y mysukonoruju.”’ Jla je cucremar-

%% CunonTHYKA MM CTEHOrpad)cKa TEOPHja YTeMesbeHa j¢ Ha YHE-CHHUIIM 4 j& Y PYKOIH-
cuma on XVII Beka cBe NMPUCYTHHja TEHACHIM]a a Ce BEIMKH WM apOHH 3HAIM —
UIIOCTacH, W30CTaBJbajy, a Ja Ce HHXOB MY3WYKH Ca/Ip)Kaj aHAIUTHYHHjE OCeNemH,
ynorpeboM Beher Opoja MHTEpBAJICKMX 3HAaKoBa. Tako je MOCPENCTBOM IO3HATHUX
kommo3utopa, Hapounto n3 XVIII croneha, Ilerpa [lenomoneckor u Ilerpa Busan-
TUHIIA, kKao u JakoBa [Iporoncanra u 'eopruja KprhannHa, 3anpaBo npunpeMibeH Ho-
6u memoo — pepopma kojy he cnpoBectu Xpucanr, ['puropuje u Xypmysuje. HaBeme-
HO MHUIUBEELE JIETWIN Cy CBU 3HAYAJHUjH KOHCTAHTHHOIIOJLCKU TEOPETHYAPH U UCTO-
prdapu My3uke. PopMurc je, HapaBHO, CIIPEMHO 00jaBJBHBA0 CTyAHje Koje cy ce Oa-
BHJIE UCTOPUjCKUM Pa3BOjOM HEYMCKHX CHCTEMA M FbUXOBUM TyMauemnuma. Bumern:
Anpltprog Tleprotépng, 70 (rtnua the doyeies ypagic, ép. 7-8, 1905, 4; dp. 15,
1905, 1; uctw, Awdieéic év to Qbeiw mepl ths dpyaias povoikns ypaghs, ap. 15-16;
1908, 4-5; Enl tod {nrijuartog tic dpyaies ypedh, ap. 17-18, 1905, 1; Xplotog I
BAdyog, T2 Sidgopa ovornuate the élAnvikiic mepaonuavtikfc, &p. 19-20, 1905, 7—
8; &p. 1-2, 1906, 3-5; H mepl mopaonuavtikfc peiérn tod k. Xp. Bidyov, &p. 24,
1906, 2; 'H dpyaia povoikn ypagn, &p. 19-20, 1907, 1; Xovppod{iog Ltviiavée, H
mapaonuartikh the fuartivic povoikic, &p. 15-16, 1909, 2-3; I'. Bioddkmn, Melérn
Jvykpitikrl the vov év yprioer Movowis [ pagiic mpde tnv tod Ilérpov tod
Ileiomovvnolov kel mpoc tnv dpyetotéoar ypagny, &p. 3—4, 1911, 6-8; &p. 5-6,
1911, 6-8; dp. 7-8-9, 1911, 5-7; OeuLotokAng Holvkpatng, H onueoypapia év tp
LOUOLKT) &T0 TV dpyalotdtwy uéypl tdv kal judc ypdvwr, &p. 10-11-12, 1911, 1—
4; 13-14-15, 1912, 1-5; Nwnfrag Ilamveywdyne, Bdoig the EkkAnoLaotiko—
BUavtivhc TapaonuarTiKG KaTeoiaBike kel EAANVLKE JOVOLKOAELTOUPYLKE [VTIUELLR,
ap. 10-11-12, 1911, 4-7; ép. 13-14-15, 1912, 6-7.

57 Buperw: Actes du XIVe Congres International des Orientalistes. Session d’Atheénes, 1912.

58 ’ ’ 1 ~ 2 7 ~ ~ 7 ~
Kovotavtivov Yaxov, llept 100 dpyeiov povoikol orevoypadikold ovoThuetos thic

Pucavtivic povoiks, &p. 13—14, 1906, 5-8; dp. 15-16, 1906, 2—3 + HOTHH IPUMED:
H ypauur Tepeaybiooviar ék t@v Meyiotdr Avollavtdpiwy elc mévre eléwy
voagiic, Emrolyiaie Swatplf H Budavtavy onuetoypadin, &p. 1-2, 1907, 4-6; 70
(itnue ths dpyales povoikiic ypadhs, &p. 3—4, 1907, 2-3; 'H év o "Mdpracow”
émLoTnuovikn)  povoLkn)  avaxkolvworg tob K.  ¥dyov, ép. 1-2, 1906, 2-3;
Emornuoviky dvexolvwois yevouérn év to "ldpracow” tp 6 ampiiiov 1906, ap.
1-2, 1906, 5-6; ép. 34, 1906, 3-5; &p. 7-8, 1906, 3-5; H émornuovikn Oidieéic
00 k. K. ¥dyov mepl the dpyeias povoikiic ypagic, &p. 17-18, 1908, 5-6.

9 Jlpyro msname o6jaBuna je u3napauxa kyha Aidvuooc, 1978. roause.

8 TpeGa pelin 1a je IIcaxocoB HCTPAKMBAYKHM Paj 3aM0Ye0 3HATHO PaHHMje HEro IITO je

moyeo 1a o00jaBibyje HANKCE y BE3H ca HOTALMjOM, TauHHje, jOII JOK je pu MeToxy
npkse CB. 'poda y KoncranTiHONOIBY OMO Y IPpHUINIHN 1a pagy Ha BU3AHTHjCKUM My-
3WYKAM PYKOIHCHMa, OJ KOjUX je KacHHje I0jenHe AeIOBE NMPUIPEMHO U 00jaBIbH-
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CKM HACTOjao Jia TpUKe Mpoydasaolle, nocpeactsom dopmurca, ykibydu
y aKTyeJHE €BPOIICKE MY3HKOJIOIIKE TOKOBE, KOje je  caM BPEIHO Ipa-
THO, IPEM/Ia CE€ Ca MHOTHM 3BaHWYHUM CTaBOBHMa HHj€ CJIarao, CBeJ04e
OpojHM 00jaBJbEHM TMPEBOAM TEKCTOBA CTPAHUX HCTPa)KMBada Ha BPIIO
pasInuuTe TEME BE3aHEe 3a aHTUYKY W BH3aHTHjCKY MY3HUYKY MPOILIOCT,
aJTH 1 32 CIIOBEHCKY, aparicKy | jeBpejCKy IM0jauKy TPaJnlInjy.
[Ipernemom HacnoBa Koju ce Hajlaze Ha MPEKO OCAMCTO CTpPaHULA
dopmurca, KOJIUKO je y YKYITHOM 30Mpy OALITAMIIAHO TOKOM IIPBOT IIe-
pHoJa m3naxema, 10 1912, ronuue,” ¢ mpaBoM ce MOXe 3aKJby4HTH 12
cy ypenHuk L{okiuc u meroBu ONHMCKU capaJHHLM, KOjUMa je PEABOA-
HUK O0no KoncranTtun Ilcaxoc, y MOTITYHOCTH MCITYHWIIM IPBOOMTHO TO-
CTaBJbEHE LIUJbEBE, HA KOje CaM yKa3aja Ha MOYeTKy pajna. Y3 mpeicTa-
BJbEHE U YjeIHO TJaBHE TEME, OKO KOJHX C€ OABHMja0 MY3HUYKH >KHBOT
ATnHe Ha no4yeTKy XX Beka, Ha CTpaHHUIaMa oBe 1o (opmary riomasHe
My3W4YKe HOBHHE (KOja ce 3aCHUTypHO Hajuernhe unTana mpuyspirheHa Ha

Bao y ®opmurcy. Morio 6u ce pehu u 1a je [lcaxocoBa 3aciyra mTo ce moyetkoM XX Be-
Ka Meljy ['pliMa MoKpeHyIo HHTEPECOBArbE 33 PYKOIUCHY HOTUPAHY KEGUTY, TAKO 1A CE Y
dopmurcy 00jaBibyjy ¢ BpeMeHa Ha BpeMe IPHJIO3H O MOjeMHIM PYKOIUCHUM 30UpKa-
Mma. Bugetn: Kwvotavtivog Yayog, Anuooievois dpyaiwv yewpoypddwr, ép. 4, 1906,
5-6; ap. 7-8, 6; ap. 11-12, 7-8; ap. 17-18, 6-7; ap, 23-24, 1907, 7-8; Lnuetduara
Kowvoravtivov Ipwroydirov, &p. 16-17-18, 1907, 9; Ilépoc 6 Buldvriog
Tpwroyditne efg Meydine to0 Xpiotob éxkinoles kel t@ owldueva L[oLdyeipw
avrod yewpdypage, &p. 13-14, 1911, 2-4; Empldwv Iamayewdpyrog, 7@ év Everia
Hovoika  yewpdypage, Gp. 23-24, 1907, 3-4; N. Xofuapec & B. Meiduvng,
Kardloyos povokdv yewpoypdgwy etpLokduevwr év Xuun, ép. 9-10, 1909, 7; dp.
11-12, 1909, 4; ép. 13-14, 1909, 8; &p. 17-18, 1909, 7-8.

IpencraBpame pagoBa MHOCTPAaHUX NpoydaBanana y @opmurcy 36or obuma u 3Ha-
Yaja KOjU Cy MMajM Kako Ha (opmupame crernuduuHor npoduia rpuke YuTanadyke
nyOJIMKe, TAKO M Ha Pa3BOj IPUKE My3HKOJIOTHje y LIJINHH, 3aCIy)Xyje 3ace0Hy CTyIu-
jy. OBOM IPHIIMKOM HIIaK KEJIMM Jia IIOMEHEeM Ja cy ce y caapxkajy dopmurca Ha-
LUK, T2XEHE BPEAAH TEKCT O HAIMCHMa €BPOIICKUX MY3HKOJIOTa O BH3aHTHjCKOj He-
YMCKOj HOTaumju (BUAeTH: 7@ povoika ovyypduuata Elpwmaiwy uovoikodsigwy mepl
pucavtivic mepaonuervtikis, ap. 17-18, 1908, 5-6), ka0 U OpOjHH MPEBOIH CTYIH]a,
KOMEHTapy M pearoBama II0OBOJOM OAPEeHHX MHTama, y TO BPeMe PEHOMHpPAHUX
npoyvaBanana nomyt: @penka Yojca (Frank Choisy), Uro I'ajzepa (Ugo Gaisser), Ke-
cmmHa (H. A. Kostlin), XKan Baruct PeGypa (Jean Baptist Rebours), Apmanna Map-
cuka (Armand Marsick), Bosaecenckor (I. Voznesenski), Mopuk 1 Jlapa (Maurique
de Lara), I'acroa (Amedee Gastoue). Ca BUXOBHM CTaBOBHMA CY, KaKo jeé TO y OBOM
gaconucy Beh mocrama Tpaaundja, IIyTeM Iepa IOoJeMHCAH, 3a JUCKYCHje YBEK
copemuu I'pun.
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82 Jlpyru meprox uacomnuca, kome he y HacnoBy 6utH nogara u peu Hosu, Tpajao je cBe-

ra nBe roguHe, ox Mapta 1921. no kpaja 1922. I'maBuu ypenuuk 6uo je Koncrantun
Icaxoc, a mweros momohnuk 61o je Emanynn A. Tlesomyioc (Eppavound TleCémoviog),
npodecop CTaporpyuKor je3rka Ha ATHHCKOM yHUBep3uTeTy. KoHueniuja qaconuca je
ocraja HcTa, a ayTop Hajseher O6poja nmpuiora 6uo je cam Ilcaxoc.
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Becna Ileno ATnHa — HOBa NpeCTOHUIIA TPAAUITUOHAIIHE I'PUKE MY3HUKE

JipBeHH OKBHP),” HAIILE Cy Ce U CTANHE PyOPHKE O AKTYEITHHM My3HUKHM
JelaBambuMa y cBuM BehnM rpagoBuma ['puke u 'y manactuprMa Ha CBeToj
I'opu, amm 1 y kpajeBuMa Tjie Cy TOCTojalie TpUKe 3ajeHuIle, o Maie Azn-
je, mpeko Jlonnona, XKenese, Aycrpanuje, 10 AMepuke, 3aTuMm Ouorpaduje
CBHUX BHDEHHjHX MY3MUKHX IMOCIEHHKA, OMJIO Aa Cy NMpo(eCHOHANIH N
amarepn,™ BeCTH 0 M3/1aBAUKO] My3HUKO] ISTIATHOCTH, Ca JICTAJEHUM IPHKa-
3UMa KIbHTI'a U HOTHHUX H3/Iafha, KAa0 M BPJIO 3aHUMJBMBHU TIPOTJIACH TOjIMMa
y KOjuMa ce IpeyiaKy KOHKpEeTHe akuuje Koje Tpeba Mmpery3eTu y 3allTUTy
bHXOBUX IPaBa M MHTEPECa, y3 HEPETKO JyXOBUTE CaBETe JIeKapa H APyrux
CaMO3BaHMX €KCIIepaTa y Be3! ca MPABIIHOM HETOM IJIACHHX JKHIIA.

AKO ce peueHOM Haj3aj JioJia U TO Jia ce Y3 IPKBEHO Mojame y Dop-
MHUTCY PaBHOIPABHO ITHIIIC O HAPOAHO] TPUKOj MY3HIIH, = OCTaje 1ia ce 3a-
KJbYYHU /14 Cy HAlMOHATHO OPUjEeHTHCaHH ATHI-aHH Ha MOYeTKy XX Beka
JIa cBe of1 cebe a Ha HajooJbM MOTYhM HauWH MPUKAXKy BPEIHOCTH Tpa-
TUITMOHATTHE MY3HKe U Tako 00e30ese ycioBe y kojuMa he ce oHa 'y Oy-
nyhHoctn yyBaty. UnmbeHHIa Ja ce U AaHac y ATHHH, Ka0 YOCTAIOM H Yy
JOPYTUM TPYKHAM TPaJ0BUMa, HA MHOTO BHILE jaBHUX MECTa MOXE UyTH Lp-
KBCHa M HapoOJHA TlecMa HEro KOMITO3HUIIHje KOje TPHIIANajy PerepToapy
T3B. YMETHUUKE — KIIACHYHE MY3HKE, jecTe 3alpaBo MoKaszaTesb ja cy [ 'piu
npuOIKaBame EBpori mckopucTuiii a ce M3HOBa MpUOIMKE caMu CEOH.

Vesna Peno

ATHENS — NEW CAPITAL OF TRADITIONAL
GREEK MUSIC (TESTIMONIES ON MUSICAL LIFE
AT THE BEGINNING OF THE TWENTIETH CENTURY)

(Summary)
During its long Byzantine and Post-Byzantine history Constantinople was

the center for church art in general, but especially for music. This old city on the
Bosporus maintained its prime position until the beginning of the 20™ century

8 ®opmar @opmurca je 37x27 cm.

8% V3 Guorpaduje u Hekponore, y DopMHrcy Cy 00jaB/bHBAHE W BECTH O BEHUAMHMA,
IyTOBabUMa, TIOPOIMYHUM PATOCTUMA U TpareJujaMa BaKHUjUX JIMYHOCTH U3 My3H4-
KOT J)KMBOTa ATHHE, a IIPe CBUX capajiHMKa yaconuca. Tako ce HIp. ypeaHUK JoaHHc
Hoxmuc 1903. roguHe y MajckoM Opojy 3aXBallo CBHMA KOjH Cy MY YIIyTHJIH H3pa3e
cayuernhe ycnen ryourka opara ['eopruoca (ymop. ¢p. 9-10, 1905, 8), 10K je y3 Haja-
By n1a he ce 5. cenrembpa 1905. o6aBuTH nepemonuja BeHuama Koncrantuna Icaxo-
ca ca rocriohjunom EBantujoM AMeprkany, y @OpMHHTY 00jaBJ/beH U HEYMCKH 3aIIHC
XHMHE y YeTBPTOM IUIarajJHOM IJIacy, KOjy jé THM HOBOJIOM KOMIIOHOBao JIUMHTpHOC
IMepucrepuc (Anuitprog Ieprotépne) (ymop. ép. 13—14, 1905, 8).

% BpojHocT HACIOBA M PA3IMYHTOCT TeMa Koje cy obyxpahene y unanmma Dopmurca y

BE3H1 Ca HAPOJHOM MY3HUKOM 3aXTEBa 3ace6Hy CTyI[I/ij.
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when, because of new political and social conditions, the Greek people started
to acquire their independence and freedom, and Athens became the new capital
in the cultural as well as the political sense.

During the first decades of the 20th century the Athenian music scene was
marked by an intensive dispute between those musicians who leaned towards
the European musical heritage and its methods in musical pedagogy, and those
who called themselves traditionalists and were engaged in the preservation of
traditional values of church and folk music.

The best insight into the circumstances in which Greek musical life was
getting a new direction are offered by the numerous musical journals published
in Athens before the First World War. Among them, The Formigs is of the spe-
cial interest, firstly because of the long period during which it was published
(1901-1912), and secondly because of its main orientation.

The editor Ioannes Tsoklis, a church chanter, and his main collaborator, the
famous Constantinopolitan musician and theorist and later Principal of the De-
partment for Byzantine music at Athens musical school Konstantinos Psahos,
with other associates, firmly represented the traditional position. That is why
most of the published articles and the orientation of the journal generally were
dedicated to the controversial problems and current musical events that were
attracting public attention. The editorial board believed that there was a conec-
tion between the preservation of musical traditions and their development on
one side, and foreign musical influences that were evident in the promotion of
polyphonic church music, which had been totally foreign to the Greek Orthodox
church until the end of the 19" century, on the other. Tsoklis and Psahos were
resolved to provide enough reliable documented articles and theoretical and
historical studies on church and folk music to pull up the church chanters and in
such a way contribute to their better musical education. They assured that this
would be the best way to attract and recruit church chanters struggling to main-
tain their own musical heredity. The Formigs thus served primarily in the so-
called Greek music question, actuated with the aim of eliminating polyphonic
music from liturgical practice. However, it also assisted in national endeavors to
ensure that church and folk music would obtain separate status in official Greek
musical education, which had been significantly changed by non-traditional,
European methodology.

UDC 78(051)(495)“1901/1912¢

316.643.3(495)
DOI:10.2298/MUZ0909015P
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Samuel Araujo

ETHNOMUSICOLOGISTS RESEARCHING
TOWNS THEY LIVE IN: THEORETICAL
AND METHODOLOGICAL QUERIES
FOR A RENEWED DISCIPLINE

Abstract: This article focuses on theoretical and methodological implications
of the 20th-century epistemic turn in the humanities towards a more self-criti-
cal and politicized approach to the production of knowledge in academia. It
examines in particular their general impact on ethnography-based disciplines
such as ethnomusicology, arguing that this is felt even more intensely in work
being done in the cities the researchers live in, where their home institutions
are based. The article then addresses methodological alternatives for ethnomu-
sicology in the rather conflicting 21% century context, such as participatory-
action strategies eliciting new grounds for collaboration between academic
and extra-academic perspectives, based on ongoing initiatives undertaken by
an academic research collective in Rio de Janeiro, Brazil, which integrate po-
litical and academic dimensions in new disciplinary ways.

Key words: urban studies, music ethnography, participatory-action research,
politics in knowledge-building.

Ethnomusicologists working in towns in the early second half of the
20™ century had to come to terms with well-established disciplinary can-
ons and research models, stressing the vantage point of the outsider do-
ing fieldwork in demographically small, isolated social settings framed
as communities, i.e. implying a relatively stable and widely shared
worldview among its members. While urban studies among “complex
societies” would progressively claim relevance equivalent to conven-
tional research in relatively remote areas, the ideological and methodo-
logical problems posed by their “new object” were usually dealt with, as
we shall see further in this paper, through early anthropological common
practice in rural or even more isolated contexts. This may perhaps be
succinctly presented as an activity centered on participant observation of
a small-scale society, from an outsider’s supposedly neutral point of
view, producing data in a relatively short time, to be analyzed in a cul-
ture-sensitive way, and to be presented in an acceptable form of aca-
demic interpretation.

The 1980’s epistemic turn in anthropology and its related ethnogra-
phy-centered disciplines has timely criticized the empirically couched

fantasies and ensuing allegories surrounding these fields of knowledge
(Clifford 1981, Clifford and Marcus 1986, Marcus and Fischer 1986),
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pointing out their failure to produce real engagement with the researched
social bodies in their actual struggles, thus bound to represent them in a
misleading and politically disengaged concept of time, the “ethnographic
present” (Fabian 1985).

Since their initial encounters with non-Western cultural formations,
Western scholars were faced with the task of assessing the degree to
which non-verbal sound expressions foreign to their own did or did not
conform to notions of “music” and of “musical system” held in the West
(Blum 1991). The recent history of academic fields such as musicology
and ethnomusicology record the growing literature devoted to critically
dealing with the implicit prejudicial postures in this approach and with
the shortcomings of its results, sometimes generating even more preju-
dice and misconceptions about the dynamics of cultural diversity around
the world (Born and Hesmondhalgh 2000). But, for better or for worse, a
great deal of literature has been accumulated in ethnomusicology and its
related fields on the a priori assumption that understanding the musical
“Other” be among its ultimate goals. This premise has moved several
young music students from selected countries in Western Europe and
from the United States to start their respective research activity in places
and among peoples distant and, at least apparently, “different” from their
own locales, a move authorized by their training and research centers of
origin, and thus conferring a legitimacy stamp on their own competence
and job candidacies.

Approaching this situation from today’s standpoint, the geopolitical
grounds and asymmetrical power relations sustaining this trend seem to
have been thoroughly and repeatedly brought into question in ethnogra-
phy-based disciplines, ethnomusicology included (e.g. Barz and Cooley
1997), but it is key to this paper elaborating further, both theoretically
and empirically, one significant outcome of this major break in politico-
intellectual terms: bringing home ethnomusicology to the urban contexts
researchers live in demands addressing the ethical-political dimension of
research in new, academically reinvigorating theoretical and methodo-
logical grounds.

This article thus examines these theoretical and methodological im-
plications of working “at home”, based on the potentials and dilemmas
arising in two ongoing research projects being developed in Rio de Ja-
neiro, Brazil. Both experiences have been conducted through collabora-
tion between an academic collective and non-governmental, grass-root
organizations, in both cases aiming to raise the local population’s levels
of social inclusion and socio-political consciousness through education
in neighborhoods assaulted by daily social violence, drug traffic and so-
cial exclusion. Situating historically the emergence of an “urban ethno-
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musicology”, and grounding the argument on the writer’s simultaneous
experience as a researcher and, more recently, as a public sector policy
maker in the city he lives, Rio de Janeiro, one will argue the need for
acknowledging the political dimension of academic research, rethinking
its theoretical implications, and developing methodological answers
which affect profoundly the involved research institutions and the public
sphere in general.

“At home” in a big city; a few initial guidelines

The central question in this paper stems from the history of ethno-
graphic disciplines such as anthropology and ethnomusicology, located
in their dramatic focus shift from studying social bodies framed as rela-
tively small in demographic terms, culturally close-knit, and isolated
from industrial civilization paradigms, into working in predominantly
industrialized urban settings, with mobile individuals experiencing more
fluid, interchangeable and eventually contradictory social identities. By
contrast, ethnomusicology’s early emphasis on exotic “musical systems”
was a product of its own enclosure in research frameworks based in in-
dustrialized cosmopolitan centers, and was therefore, more than just a
strategic emphasis, its ideological dependence upon impressionistic, em-
pirical or, as often expressed, symbolical “data”. The emphasis on such
principles and procedures paid little attention, if any, to embedded politi-
cal and/or material interests, explicitly or implicitly deemed to be absent
or irrelevant in non-industrialized, primitive or non-capitalist social
forms. Exotic behavior and ideas were thus framed as starting challenges
to disciplining the world’s diversity from the academic viewpoint nur-
tured in urban industrialized settings in Europe and its satellite social
formations around the globe.

The first musical ethnographies within industrialized urban settings'
have typically focused on migrant ethnic/national enclaves, highlighting
adaptation processes which included rural-to-urban, language, occupa-
tional, and behavioral shifts, and aimed at discriminating what changes
or not in each specific process. At a certain point in time, there have
been attempts to draw workable taxonomies and legitimize coherent in-

' John Blacking’s brief and rather ironical assessment of studying “one’s own front

yard”, as opposed to casting light on otherwise forgotten or “disappearing” musical
cultures, in his posthumously published interview (Howard 1991) may be taken as a
relatively concise and representative reaction to this trend. Implicitly in his argument,
however, were the supposedly contrasting the “pains of socio-spatial displacement”
with the “comfort” of carrying research within a relatively close distance from one’s
place of residence, being able to develop conversation in the researcher’s mother
tongue, sharing of ideological views on all-embracing national issues etc.
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terpretations allowing broader generalization among the myriad of study
cases emerging since the late 1960s and 70s (see for instance Nettl 1978,
1985; Kartomi 1981). These were timely articulated with higher-level
theories of change being produced in the social sciences on the verge of
intense political events affecting the heart of industrialist countries on all
sides of the broader political spectrum, such as the Vietnam War, the
Parisian student/worker barricades, the US Civil Rights protests, the Pra-
gue Spring, or the South African anti-apartheid movement.

This state of affairs, however, would only gradually produce a more
profound and widespread impact on ethnography-oriented disciplines,
although it can be sensed earlier in cases such as the heterodox, interdis-
ciplinary combination of sociology, anthropology and the humanities in
the work of Pierre Bourdieu (see, e.g., Bourdieu 1958, 1962; Bourdieu
and Passeron 1964) and his associates. For the most part, urban ethno-
musicology continued to use derivations from older “pastoral” methods
and descriptive apparatuses, following the still dominant empiricism in
anthropological theories of change, while only expanding academic le-
gitimacy to objects until then either neglected or even deemed predatory,
such as mass-consumed popular music, some of which was based on
repertoires created within small-scale social groups, now distilled
through relatively standardized industrial procedures.

Being a world discipline under the hegemony of US institutions,
ethnomusicology had to face a hard call in the 1980s, when anthropology
in general, but particularly a number of its practitioners in North Amer-
ica itself, unveiled a new level of challenges to the canons inherited in
colonialist center-periphery relations. This emerging self-criticism raised
not a few exalted responses from established authorities in all ethno-
graphic fields, but it became evident that alternatives to older discipli-
nary indexes, such as the sole authority of the ethnographer, the central-
ity of cultural translation between an idealized Us vs. a stereotyped
Other, or the empiricist attempts to produce grounds of objectivity in
social analysis, were already in place around the world, including Latin
America. One particular outcome of such a disciplinary shift to be high-
lighted here was a critique of the epistemic virtue of socio-spatial dis-
tancing between researchers and researched, or, as one shall argue, be-
tween politically legitimized subjects and objects in social research (see,
for a counter-hegemonic Latin American perspective, Fals Borda 2000).

One problem, however, persisted in such critique, namely the reifi-
cation of a hardly conceivable “anthropological practice”, as if the many
practices still claiming links to an anthropological tradition might be ad-
dressed as a relatively unified theoretical and methodological entity. In
other words, the US-centered “self-criticism” was clearly unable to take
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full account of the variety of foundations and approaches then available
worldwide. Summarizing the argument above, it is time to ask whether
or not the challenges of so-called post modern anthropology actually
managed to offer new research models and frameworks (Hale 2007).

Ethnomusicologists working in cities they live in

In the mid-20" century ethnomusicologists started paying attention
to migrant communities in cities, following these populations’ increasing
activism for socio-cultural rights. This produced a parallel focus shift in
ethnomusicological studies, casting light on the socio-musical implica-
tions of displacement and adaptation. As suggested by Bruno Nettl
(1978), while the new object of study demanded shifting conceptual
frameworks (for instance, moving away from emphasis on social stabil-
ity to highlighting social change), due to evident intersections and nego-
tiations with the researcher’s own cultural backgrounds, the approaches
adopted in these cases mirrored the intercultural techniques (distanced
participant observation, non-evaluation, culturally sensitive translation
etc.) of by then standardized research work in rural and more remote ar-
eas. The latter was (and, in fact, still is) the case when the research is
carried out in a city—or, for methodology’s sake, any place—other than
the one in which the researcher lives. In this situation, the researcher still
experiences, even if only as part of his/her imagination (Anderson 2006),
a sense of distance, as if the evident negotiations with his/her own cul-
tural backgrounds were not also implicated by his/her own presence.
This becomes, however, progressively more difficult as the researcher deals
with individuals or social bodies that live in the same urban area and are also
engaged in many of the processes the researcher him- or herself is also
involved in on a daily basis, and not only for a few months or a couple of
years, but for indefinite periods, sometimes an entire lifetime.

If taking up the urban context itself as a research object already puts
at stake some of the pillars of ethnographic disciplines, carrying research
in the city one lives in certainly challenges standard ethnographic princi-
ples and methods even further. This statement, however, should deserve
closer scrutiny, since in not a few instances class-divided, multiethnic,
and populous urban contexts will present challenges to one’s under-
standing in many aspects comparable to the challenges posed by spa-
tially remote, demographically smaller, and apparently close-knit social
formations. For instance, in both cases the researcher’s mother tongue, or
his/her day-to-day differential use of a language only generally shared in
some with key interlocutors, may not only be understood as a hard-to-
follow sound sequence but also as an immediately recognizable, oppres-
sive communicatory medium in an urban context, no matter what the
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content of a specific conversation is. The same rings true for body pos-
tures, dress codes or musical tastes, aspects which tend to be neutralized
as politically charged indexes in far away situations, placing the re-
searcher in a more fragile position vis-a-vis his/her interlocutors.

One point, however, should be clear: a simple inversion of a worn-
out model is not being naively argued for here, i.e. living in the places
one researches is an unconditional asset, not a hindrance, to “objectiv-
ity”, and therefore academically trained researchers who do not live in
the areas they study are peremptorily condemned to superficiality in their
social analyses. The claim here is that, whatever their objects are, re-
searchers, in a strictly critical sense, should be aware from the start of the
implications of “being or not being there”, as an index of engagement for
good or worse. As much as there is nothing neutral about academic re-
searchers’ methods and actions in the field, as claimed by post-modern
anthropology and its related fields (Hale 2007), there is nothing neutral
either about the act of thinking reflexively upon reality and its many un-
folding questions (Araujo 2008).

In not a few instances so far, ethnomusicologists working in the
cities they live in (e.g. Reyes-Schramm 1987, Shelemay 1988, 2008,
Cragnolini 1999, Araujo 2006, Reyes-Schramm and Hemetek 2007)
have manifested their own negotiations of place and agency within the
research processes they were engaged in. The many, and often
intricate, political issues at stake in each of these demonstrate the
limitations of short-term research goals in long-term processes as well
as the potentials of newer research frameworks for inflecting new
theoretical and methodological directions in ethnomusicology. The
latter may include distinct, but sometimes combined, forms of
collaboration between academics and non-academics, such as
organizing festivals (Hemetek 2007), jointly carried research and co-
authorship of research publications (Araujo 2006a, 2006b), developing
public policies, short or long-term advocacy work in legal or paralegal
claims (Impey 2002, Newsome 2008), fostering participation in
academic forums (Silva et al 2008) etc.

While academic/non-academic collaboration is an unequivocally
growing trend in ethnomusicology,” there is by no means a consensus,
even among its practitioners, about whether or not it may be considered
as legitimate, i.e. knowledge-producing, research, quite often being
cast, if not derisively outcast, as an “outreach” or “educational”

2 See, for instance, the establishment of an Applied Ethnomusicology Sections within

the Society for Ethnomusicology, in North America, and of an Applied
Ethnomusicology Study Group within the International Council for Traditional Music.
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activity.” The term “applied” has been an index that the actual
“knowledge” was produced elsewhere, either in the university or in its
“object” communities, and not in the collaboration itself. In contrast, it
has been argued (Araujo 2008) that even research apparently kept silent
in selected library shelves is “applied”, if only to limited goals.

If the status of knowledge in contemporary ethnomusicology is to be
displaced from older romantic and modern ideals of “objectivity” (Pe-
linski 2000), the discipline should make room for more radical stakes at
self-criticism, overcoming its claims to neutrality (Araujo 2008), and
engaging in new experiments in intracultural research (Nettl 2004), fac-
ing its many internal dilemmas in interaction with its many interlocutors
worldwide.

Facing this necessity for new research equations able to address
more properly the challenges inherent in the post-modern era, Pelinski
(2000) outlines at least seven basic premises: 1) acknowledging continu-
ums between territorialized and deterritorialized music as well as be-
tween its virtual and real contexts of production, diffusion and consump-
tion, allowing new identity formations to emerge; 2) reconceptualizing
musical ethnography, moving away from “field collecting” and from
unveiling native taxonomies and systems, toward reflexivity, scrutinizing
the relationships between researchers and the social bodies they study; 3)
also moving away from studying the “foreign Other” towards studying
the “Other among us”, in the fractures of hegemonic social formations,
with emphasis on cultures substantially experienced by the researcher
(one might add, oftentimes in his/her own locale); 4) accounting for the
crisis of ethnographic authority, always asking “who represents whom?”,
and for the new politics of representation demanding the identification of
authors’ subject position; 5) deploying polyphonic textures in the text, by
juxtaposing different, and eventually contradictory, positions on key is-
sues; 6) writing collaborative texts, involving co-authorships and multi-
ple negotiations with other social actors implicated in the study; 7) inten-
sifying interdisciplinary approaches.*

3 This writer himself has been confronted, in not a few opportunities, with this posture

being taken by some distinguished colleagues even after seeing/hearing blind-revie-
wed presentations by heterodox (academic/non-academic) research collectives within,
say, “exclusive” academic forums worldwide.

It is not my intent here to confront Pelinski’s suggestion that interdisciplinary studies
represent a response to the discredit of totalizing theories, but only to suggest that
interdisciplinary approaches were instrumental to the discredited theories he seems to
be referring to, allowing us to think that both approaches and theories, now subject to
unprecedented interrogations, may evolve toward more significant stages of
formulation.
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Anthropologist Charles R. Hale (2007) has also reminded us how
simultaneously difficult and stimulating the researcher’s experience in
collaboration with extra-academic social bodies may be, comprising for
themselves conflicting interests, some of which will eventually conflict
with the researcher’s training and expectations. In practice, he argues
such conflicts quite often emerge as the politically charged interests of
extra-academic social bodies eventually collide with postulates of objec-
tivity and neutrality, embedded as icons of legitimacy in academic prac-
tice from undergraduate training to funding committees in research spon-
soring agencies. As suggested by Hale, the role of an “activist anthropol-
ogy” in this case, is not only to point out the political implication present
in every act of knowledge but also to establish the theoretical and meth-
odological quality leap offered by active involvement with social reality
through collaboration. In his own words:

...we [in the US] have sought and imagined a relationship of neat
convergence between anthropologists and our allies. When contradic-
tions have arisen, they have been cause for disillusionment, frustra-
tion, and even abandonment of the effort. Alternatively, I contend that
activist anthropology yields better research outcomes precisely be-
cause its practitioners are obliged to live and engage these contradic-
tions to a greater extent than are those who practice conventional re-
search methods. (Hale 2007: 104-105)

This situation tends to present truly dramatic challenges both to the
stability and recognition of collaborative experiments, but it cannot be
obliterated in a globally integrated political scene, and much less in
stances, such as research in the researcher’s home city, which have vari-
ous interacting subjects (researchers, communities, institutions) as politi-
cally interested actors in long-term social processes. New research sub-
jects, interdisciplinary strategies, multi-individual and multi-institutional
collaboration, changes in institutional practices, the creation of new in-
stitutions, but above all macro-political awareness of asymmetries, hier-
archies and exploitation, are key to this major reappraisal of theory and
practice.

The proximity and long-term interaction between academic researchers
and their non-academic interlocutors, even if just tacitly so, puts further
steady pressures on the premises and actual manifestations of academic
commitment to the individual and social bodies they work with, demanding
both intellectual and material action, not usually exercised exclusively
within the relative safety of academic environments. It also demands
close attention to a myriad of interests, alliances and strategies being
constantly recreated in fast-changing, complex contexts, revealing the
urgency of unorthodox methodological experiments in tune with more
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politically sensitive theoretical directions in human sciences. In the next
sections one such experiment will open itself to readers’ responses.

Grounding theory and method in a study case

Comprising senior researchers and both graduate- and undergradu-
ate-level student assistants, the Ethnomusicology Laboratory at the Fed-
eral University of Rio de Janeiro, this academic unit was offered partner-
ships by two local non-governmental organizations (NGOs), as a conse-
quence of previous internal reflection and a series of open public debates
it had promoted on the relationships between university-trained re-
searchers and their interlocutors in music research contexts. Both NGOs,
the Centro de Estudos e Ag¢des Solidarias da Maré (CEASM, Center for
Studies and Solidarity Actions of Maré), since 2003, and the Instituto
Trabalho e Cidadania (ITC, Work and Citizenship Institute), since 2006,
had been directing their respective actions to distinct, and spatially dis-
tant favela populations respectively: Maré, Rio’s second largest favela
conglomerate, and, in the ITC surroundings, two smaller hillside favelas
in the North Zone neighborhood of Tijuca, Salgueiro and Formiga, both
historically known as referential areas for samba practice. While
CEASM has maintained a stronger focus on educational and cultural ac-
tivities, ITC has emphasized professional training for youngsters. The
terms of these partnerships have varied according to circumstances such
as local history and the political situation since collaboration with the
university started (see Aratjo et al 2006a, 2006b; Araujo 2008; Barros
and Silva 2008), but both initiatives aimed to establish locally based,
joint research groups, comprising a majority of people residing in the
favelas and a smaller number of non-resident graduate and undergradu-
ate students from the university. The resident researchers were selected,
in the Mar¢ area, from a team of undergraduate and high school students,
and, in Salgueiro and Formiga, from high and junior high school stu-
dents. Following Paulo Freire’s (1970) principles of participatory knowl-
edge-building the non-residents in each situation, undergraduate and
graduate students trained in more conventional research and more fa-
miliar with the academic literature, were asked to act first as facilitators
of basic discussions among each group at large (about 27 people at Marg,
about 12 at Salgueiro and Formiga). This involved asking questions as
deceptively simple such as “what is music for you?” or “what have you
been listening to lately?” to asking what residents found interesting in
locally available music, or showing, and having a discussion on, videos
focusing on some kind of musical activity, either shot in the surround-
ings or depicting a relatively distant reality.
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Despite not being familiar with academic discussions on the power of
representation, or on the discursive struggles of post-modernity, the partici-
pants in these activities caught very rapidly the complexity of the process
they were entering into, and the results in terms of verbal discussion were in
both experiences meager for several months. Living oppressive daily ex-
periences, in between crossfire in their marginalized residential areas, and
subject to almost complete abandonment from societal alternatives, very few
people adventured a reflexive commentary in the initial months, beyond
expected immediate reactions (laughing, sighing etc.). Meanwhile, two non-
resident graduate students, who acted as the main facilitators in each of the
two research contexts, paid careful attention to all reactions and participa-
tory strategies arising in each of the joint group meetings. Their impressions
were eventually transformed into field notes which fed methodological dis-
cussions among facilitators and project coordinator in the interstices be-
tween the two weekly general group meetings. The content of such discus-
sions might vary, for instance, from highlighting a more detailed analysis of
a dance party provided by a resident to the war-ridden invasion one of the
favelas by a given drug gang, which would seldom appear openly in the
general discussions within the group-at-large. From these observations, the
university-based mediators would design, in agreement with the project
coordinator (this writer), strategies for the upcoming group meeting, either
going back to previously discussed matters, asking new apt questions about
them not raised before, or moving on to new issues, after grounding them on
the previous discussions.

Since “significant silence” (Freire 1970) was broken in each of the
research contexts, through initially short interventions, and progressively
through live discussions which increasingly reframed the participation of
foreign mediators in its time and nature’, differences within each group
were never entirely dissipated but constructively juxtaposed, to a possi-
ble extent.’ The internal relationships between members of this social
microcosm ranged from initial distrust to changing alliances, and so have
the relationships between the individuals who take part in the research
group and the available sound spectrum around them.

One concrete fieldwork experience may illustrate this process. Our
initially open-issue group discussions gave space for the identification of

The mediators had obviously less time for speaking as the other members in the group
started to provoke discussions among the group at large, and their interventions
tended to offer alternatives at given impasses, such as lack of more information on a
given issue or moderating group fragmenting conflicts.

It is difficult, at times impossible, to reconcile opposing positions within a collective
whose main challenge is to remain as such in a society divided by unequal shares of
property and power, along not only class criteria but also racial and sexual ones.
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a few major themes (generative themes in Paulo Freire’s own terms),
such as the hegemonic musical representations of favelas as violent
places, divided by opposing gangs’ rulings, imposing ostensive con-
straints on the appropriation of the social space by dwellers. As discus-
sions developed in the general meetings, the group eventually identified
and explored through scarce video sources on local cultural history the
historical importance for Maré of neighborhood-based Carnival societies
known in Rio as blocos carnavalescos, as significant instances of dwell-
ers’ social organization. The majority of these local societies were no
longer active, except for one, Gato de Bonsucesso, which had attempted
to grow into a more ambitious Carnival association, becoming a samba
school (escola de samba), but the general sense, even among its mem-
bers, was that it was never actually capable of capitalizing adherence
among Mar¢ dwellers at large, due primarily to the latent restrictions to
circulation in a context of extreme violence (see Duque 2007).

The Maré research team’s first field research experience in this lo-
cally based samba school exposed these issues in many ways: a) its lo-
cation ridden by one specific drug gang was interpreted as a more than
potential threat to participants living in other communities ridden by
other gangs; b) in such context, having community youngsters with two
digital video cameras and one digital audio recorder for interviews was
something to be negotiated directly with the samba school directorship,
certainly giving a start to other presumable negotiations, never tangible
though to the research team itself; c) the samba school’s festive rehears-
als for Carnival began by 11 pm, and lasted until 6 am the next day,
while the majority of the research group were minors (i.e. below 18
years of age), raising justified concerns among the latter’s parents and
relatives, some of whom refused to sign the individual authorizations
jointly prepared and signed by the university and its partner organiza-
tion, d) some of the research group members themselves kept
moral/religious opposition to participation in samba, demonstrating the
degree to which the term “community” was a category not always to be
taken for granted in social analyses of favelas. The group involvement
was difficult but, in the end, secured and, if it cannot be said that all ob-
stacles were removed, none of them was left untouched in the internal
discussions, in a few cases leading to the reversal of too close positions.
These obstacles led the group to deepen its collective grasp of how com-
plex the situation was, and perhaps the more significant result of all was
that accomplishing the team-worked research goals opened a new ground
for future participation to those group members who did not take part at
all in the first collective research experience.
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Later after Carnival, the samba school directorship asked our team
to show to a small internal audience the unedited videos shot during re-
hearsals and the Carnival parade. Since the show was over, some of the
directors criticized some of the shots made by the initiating researchers,
many of whom they knew as their neighbors, for ignoring many points of
interest which were not documented at all and for highlighting aspects of
no interest to a fine samba school performance. They then suggested
giving the research team a preparatory “course” in samba school opera-
tional procedures the following year, so that our work could help them to
improve their performance. Another idea, they added, was that the samba
school could create an internal research department, more or less like
ours and with our help, to keep up with the group memory but, above all,
to allow the prevention of further “errors” in Carnival competitions. Al-
though the preparation did not occur in the following year as we ex-
pected, our research team followed some of its notes taken the year be-
fore when documenting the samba school once again. As the samba
school directorship eventually changed from one group to a rival one,
many of the potentials arising in these interactions halted before they
could develop into new grassroots-up research initiatives, but in our re-
search team the power of participatory-action strategies to subvert appar-
ently accommodated worldviews became clear to all participants.

It is also important to stress here that this all too sensitive process,
which has been affecting this expanding collaborative work for almost
nine years now, strongly depended on the previously negotiated relation-
ships between the university and its partner NGO, and on the fact that
the research team is associated with two institutions established in the
same city, both remaining not only accountable for their joint actions but
also easily mutually reachable at any crucial point in the process.

From activism in punctual collaboration to public policy

A final aspect to be considered here, regarding the ethnomusicolo-
gist’s engagement in researching the city he/she lives in, is that the
commitment to transform as a closer reality through reflexive activism
(Fals Borda 2000, Hale 2007) may demand assuming new capacities
which defy academic interpretation, to demonstrate its pertinence amidst
often conflicting power struggles. Since January, 2009, I took office in
the coordination of music projects—including performance, research and
education—at the Secretary of Culture in the newly elected city govern-
ment of Rio de Janeiro, an enormous challenge, but simultaneously a
unique opportunity to put into practice, as public policy, the principles
and methods worked out through the Ethnomusicology Lab’s isolated
projects here in Rio. Amidst several of the coordination’s actions cur-
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rently in progress, I will highlight here just two, both for their ongoing
and prospective relationships with the previous discussion, and for es-
tablishing links between post-modern critical tendencies in the humani-
ties, participatory-action strategies and public sector work.

The Secretary of Culture runs a Reference Center for Carioca Mu-
sic, created by the previous administration in 2005 around the idea of
promoting one of Rio’s more reverberating ideological constructs: its
“distinct and world distinguished”” music. As resetting the Center’s
goals and policies was among the attributions of the music coordination
office, the first initiative was to align it with activist ethnomusicology
principles and methods, calling inevitably to question its originating
ideological fabrication. The newly nominated director then reoriented its
documentation activity® toward conceptual and methodological collabora-
tion with musical documentation initiatives, completed or in progress, by
institutions and individuals relevant to discussing the city, its people, its
past, present and future times, its boundaries, potentials and dilemmas.
The joint research teams working in the previously punctual projects in
partnerships with the university were promptly asked by the Center’s
new director to establish a theoretical and methodological collaboration
to feed the planning more encompassing public policies to allow new
collaborations with other groups not yet engaged in participatory-action
research.

Simultaneously, the Secretary of Education is launching in the first
semester of 2009, with help from the Secretary of Culture, a full-time
program in the municipal elementary school system (ages 4 to 14), cur-
rently based on a part-time (either morning or afternoon) schedule. En-
compassing initially 150 schools in areas with the lowest Human Devel-
opment Indexes’ in the city, this program will offer “cultural workshops”
directed by regular teacher and experienced community members to ful-
fill the newly enlarged school schedule. Taking part in the joint govern-
mental team working out the pilot program, and on the basis the Ethno-
musicology Laboratory’s accumulated experience I suggested the inclu-
sion of a musical documentation workshop for ages 12-14, aimed at
mapping out and reflecting upon the musical diversity around the stu-
dents’ locales. This may be conducted by any interested school teacher

Carioca is originally, and curiously, an indigenous term for “Non-Indian foreigner” or
“white man”, significantly resignified to mean the opposite: “native from Rio de
Janeiro”. In conformity with a century-long socially produced construct, samba, bossa

nova and choro were the mainstay genres picked to be highlighted by the Center.

8 Previously limited to video- and audio-documenting stage shows in its own space.

®  An index adopted by the United Nations Development Program in 1990 derived from

a combination of economic, educational and health indicators.
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or community member and may occupy diversified spaces, not demand-
ing either previous specialized training in music or special accommoda-
tion, not usually available within or close to public schools. The Refer-
ence Center, in turn, will be ready to act as a collaborating instance ac-
cording to the decentralized school reference centers’ particular needs
(training, equipment loans, seminars etc.).

Final considerations

Ethnomusicologists working in towns they live in should be as
aware as and responsive to the ongoing politics of representation and
fieldwork as those working in contexts spatially distant from their own.
However, by living closer to their interlocutors, the former will be asked
permanently and often dramatically not only to write reflexively on but
also to act incisively with the concrete social bodies and individuals who
directly or indirectly feed their research. In the history of ethnography-
based disciplines this was initially framed as a double-sided demand, by
assuming an implicit divide between, on one hand, the “actually aca-
demic”, knowledge-producing work and, on the other, the ethical-politi-
cal grounds of an implicit alliance between researchers and their inter-
locutors, often resulting in parallel forms of activism leaving the “re-
search itself” untainted, so to speak,. This equation was timely called
into question by critical tendencies in ethnography-related fields, as a
pastoral allegory that maintained intact a tendency to reify the complex
realities in focus, while maintaining the privileges of the informed uni-
versity-educated outsider.

Ethnographic studies of urban realities, and noticeably those under-
taken in towns where the researchers themselves live, have offered then
an avenue of possibilities for one to exercise reflexivity and socio-politi-
cal engagement, not as split aspects of knowledge-building, but as a sin-
gle process to be experienced reciprocally in theory and method as a
knowledge-producing praxis.

Comprising stable and long-term cooperation of academics and non-
academic residents in a single research collective, all of whom live in the
same city, share some views on their territory, while simultaneously con-
fronting each other on given aspects of reality, participatory-action
strategies such as the ones outlined above open a number of new per-
spectives on the representation of social bodies and their praxis in texts,
the engaged substance of research, and the political dimension of aca-
demic work. By taking up the challenges and risks implicit in these proc-
esses one should be equally open and prepared to assume new social
roles, and working in the public sector is just one possibility, demanding
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qualified reflexive knowledge to take an active part in broader processes,
deepening and refining, instead of compromising, its critical premises.
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Camyen Apayoico

ETHOMY3UKOJIO3U UCTPAXKYJY I'PAJIOBE
Y KOJUMA XUBE; TEOPUJCKA 1 METOJOJIOIIKA
[MNUTABA 3A OBHOBJLEHY JUCHUIIJIMHY
(Pe3ume)

ETHOMY3HKOJIO3M KOjH MCTPaXyjy Yy I'pajJioBUMa y APYroj MojoBMHH XX
Beka 0N Cy y IpWIMIHK Ja peBazul)y crapuje nmapagurme cBoje AMCLMIUINHE,
y KOjoj je uCTHIaHO npenMyhcTBo ,,ayTcajaepa’ Koju 00aBba TEPEHCKH pan y
MaJIiM, H30JI0BaHHM JIPYLITBEHUM IpyliaMa THIa 3ajeHuue. JJok HOBU 00jeKTH
HCTpakWBama 3a700Wjajy 3HAUaj €KBHBAJCHTAH JOCATAIIBUM, HICOJOIIKH H
METOZOJIOMIKH TIPOoOJIeMH KOje TOHOCH HOBa CHTYyallja yTIIaBHOM Cy OWIH II0-
CTaBJbEHH jOLI y BpeMe paHE aHTPOIOJIOLIKE Ipakce. HoBa mpakca ce Moxkaa
MO>KE€ OIHCATH Kao yCpeAcpeeHOCT Ha yUeCHHUKe, y3 MPETIOCTAaBKy O HeyTpal-
HOM TJICJIMUITY ,,ayTcajaepa’; Ipu TOMe, OH JIOHOCH TO/IaTKe y pelIaTUBHO KpaT-
KOM BPEMEHCKOM POKY Jia OM OHM MOTJIM OMTH aHaJIM3UPaHH Ha KyJITYpPOJIOLIKA
pelieBaHTaH Ha4YMH M OWJIM TPEJCTaBJLEHU Y NMPHUXBATHHBO] GopMH akaneMcKe
UHTEpIpEeTaLyje.

TokoM ocamyieceTx rojinHa, eMUCTEMOJIOIKN TPEOKPET y aHTPOIIOJIOTUjU
U B0] OJMHUCKMM, eTHOrpad)CKH YCMEPEHNUM IHCIUILIHHAMA, OJIarOBPEeMEHO je KpH-
THUKOBAO EMITUPHjCKH U3pakeHe (paHTa3wmje, a 3aTUM U aJICTOPH]je KOje OKPYIKY)Y OBO
TI0JbE 3HAA. YKAa3a0 je Ha HEeYCIeX Y IPAaBOM aHTKOBamY OKO IPOYYaBaHUX JpY-
IITBEHUX jE[MHULA Y FUXOBUM aKTyellHUM OopOama, M TOTOBO Ja WX je Ipe-
CTaBJba0 y oOMamyjyheM M MOJMTHYKK HEAaHTa)KOBAHOM KOHIIENTY BPEMEHa, Y
»eTHorpadckom npesenty” (Fabian 1985).

OBaj wiaHaK UCTPaKyje TEOPHjCKE U METOMOJIONIKE UMIUIUKAIIH]E 338 €THO-
MY3HKOJIOT€ KOjH pajie y TpaJioBUMa y KOjUMa U CaMH XKHMBE. 3aCHOBaH je Ha I10-
TEHIMjaJlMa ¥ JUJIeMaMa [ISCTOTOMUIILET UCTPAKUBAYKOT MIPOjeKTa, CIIPOBe-
neHor y Pujy ne XKaneupy, Bpasmin. OBo HCKYCTBO je CTEUEHO KpO3 Capaimy
JEMTHOT aKaJIeMCKOT' KOJICKTHBA ca HEBIAAWHOM OpraHm3armjoM y Mapey (Maré), y
OKpPYKEHY YTPOKEHOM CBAaKOJHEBHUM JIPYIITBEHIM HACHJBEM, TPTOBUHOM Hap-
KOTHIIAMA U JPYIITBCHUM H3O0MIITCHEM.

YcnocraBuBIIM CTAOMIIHY M yTOTPajHy capajmby akaJeMCKH 00pa3oBaHUX
1 OHUX 0e3 akaJeMCcKor 00pa3oBama, y HCTOM UCTPaXUBAYKOM TUMY — IIPH 4e-
MY CBH OHH )KHBE Y HCTOM I'pajy, Jeje ojpeleHe noriene Ha CBOjy TEPUTOPU)Y U
HCTOBpPEMEHO ce MeljycOOHO CyNpOoTCTaBibajy Y BE3H ca JaTHM acleKTHMa CTBapHO-
CTH, OBaj MPOjeKaT je OTBOPHO OpOjHE HOBE IEPCIIEKTHBE PEIPE3CHTOBAmbA JIPY-
IITBEHUX TPYyNa U HBUXOBUX MPAKCH y palOBHUMA, CyIITUHCKH aHT)XOBAaHOT UC-
TPaXUBaba M y TOJUTUYKOj TUMEH3HjH HAyYHOT paja.

(C enrneckor npeBena Jenena Jopanosuh)
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Rastko Jakovljevic¢

DEAD PUBLIC SPACES - LIVE PRIVATE CORNERS:
(RE)CONTEXTUALIZATION OF MUSICALLY
PUBLIC AND PRIVATE’

Abstract: The expressions of private and public musical life and experience
are mostly discussed separately. This article joins these two concepts into one
scope and surveys the identity of both. In ideal (utopian?) traditional context,
between private and public music experience (life), the context shows ideal
vitality and consistence, while in an ‘irregular’ context these two concepts be-
gin to distance themselves, opening space for marginality or so called ‘errors’.
This article studies bagpipe tradition in Serbia, at different stages of its de-
velopment and in different periods, specifically focusing on rural and urban
contexts in diverse sociopolitical conditions. Although bagpipe tradition still exists
in Serbia it is far removed from what it once was, and the idea is to represent
the contexts of that process, private and public, sociopolitical, and marginal
aspects, from the 19" century (or hypothetically before then) until today.

Keywords: private, public, marginal, bagpipes, identity, traditional, urban, rural.

Privately speaking

It is hard to balance personal private life with public life, and it is
even harder to grasp hold of ideals when one is aware that they do not
quite correspond to what is socially expected of us. It seems that the
‘work’ of a peaceful country life and corresponding moral codes are
blurred, so that today only the notion of these still exists and is advo-
cated. Many have lost their individuality in this transition, in the sense of
the influence that they once had in society. What happened to craftsmen
and artisans, village musicians or fortune tellers? This issue is not just a
question of individual authenticity, but of having an adequate role to
play in the community even if there is no need, and you do not possess
the quality to do so. The true shift happened during the move to a capi-
talistic, secular and urban culture. Even though everything was changed,
there were some fractures in the new system, some elements left from
the past. It seems that in the ‘error’ or social vacuum of today, there are
individuals or even communities that lie on the margins of public and
private life. The specific moment of that transition and beginning of mar-
ginalization of the bagpipers, are here investigated because in Serbian

This article is a result of the project Music at the Crossroads — Serbian, Balkans and
European Context, no. 147033, financed by Ministry of Science of the Republic of
Serbia.
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music/folk tradition they were once present, much respected, numerous,
well known. However, today there are almost entirely forgotten.

Private and public

Life is itself a shifting area of opposing private and public, reflected
in everything we do and everything that is done to us. It is an arena of
private corners filled with dead public spaces': the public is actually sur-
rounded with the private. But what can be considered as something pri-
vate? There are many different examples but let’s imagine one. When a
child takes his first steps this will be done in the private comfort of his or
her family; only later will he take a leap in the communal public space.
In that matter, the private action can be considered as some type of
learning or rehearsal for social actions that the subject will later
demonstrate and believe in public. That makes us believe that the “pri-
vate’ gives us some kind of security and equanimity while everything
that we do in public is subject to the critical eye of the community. This
also indicates that we need to be sure about what we want to present to
others or what deeds we would like to be remembered by. That practice
firstly needs to be processed through private experience. Private areas
give great opportunities to master all the skills of masking, because
people tend to show themselves as close to the ‘ideal’, or whatever soci-
ety would like to recognize in that person. The private realm thus be-
haves like a protected area of intimacy and ‘self truth’, meaning that
‘while man made himself in public, he realized his nature in private’?,
free from anxiety and social commitments.

On the other hand, even though public life is made up of individuals,
it is characterized as a process that depends on many factors such as
heritage, tradition, politics, or culture as a whole, modulated in a social
conglomerate or mass. Individuals need to be socially recognized and
accepted in order to be publicly visible. Public life is very selective. It
will willingly accept everything or anyone that fits into its matrix, but
discards everything that does not. Publicity has one body but different
faces, and includes many different individual destinies ‘...it meant not
only a region of social life is located apart from the realm of family and
close friends, but also that this public realm of acquaintances and strang-
ers included a relatively wide diversity of people.”® What is interesting is
that public and private can be considered within a wider context, such as

' Term used from: Richard Sennett, The Fall of Public Man (London: Penguin Books,

2002).
Richard Sennett, Op. cit., p. 18.
3 Ibid, p. 17.
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the opposing characters and potentials of cities and villages (urban and
rural life). Hence, dominant urban societies tend to attract rural ones and
to impose their social (behavioral) norms and mechanisms on them. In
that vacuum rural society can be forced to discard traditional elements
and to swallow all that is needed to meet absolute emergencies. If not it
will be marginalized and might invoke repression from inside the com-
munity. Thus far, rural communities have had the same fate and only a
few have managed to preserve their private, intimate profile. The extinc-
tion of old cultures or ancient regimes as Richard Sennett formulates in
the first edition of his mentioned study (1974) opened a space for the
formation of a new capitalist, secular, urban culture. What is paradoxical
is that villages today actually represent what cities once were, revealing
the cycle that is at stake. Social factors, activities, and mostly the media
downgrade rural areas in comparison with big cities, with their newly
created sense of existence. Almost everything that is publicly recognized
and supported by the media forms part of the urban milieu, while rural
actions can be treated as implication, or even irrational cultural moment
that does not adequately correspond to reality. It seems as if rural land-
scapes do not match our notions of real life, because they are so private,
distant and isolated. The truth is that villages embrace many urban pat-
terns, but these are perceived as fashionable intrusions.

At another level, the vast majority of rural inhabitants adopt urban
elements as a chance to be recognized and accepted in society as a
whole. That produces even more ‘errors’ in local communities because
once the village transformed into some kind of semi-urban communal
area it leaves behind (at least mentally) those people who have neglected
modernization, potentially marginalizing them — a problem that concerns
only them. A marginalized person or marginal man* was originally a person
who had abandoned his own (native) culture, and tried to get involved in the
new, ‘host’ culture, thus supposedly becoming some kind of transitional
figure. This is one of the reasons why Robert Park has described marginal
persons as some kind of racial or cultural ‘hybrid’. As he stated, the notion
of ‘hybrid’ involves many kinds of interference, caused by biological,
economical or political exchanges, usually connected with acculturation
processes or migration. The marginal man is a figure comprising various
identities, keeping his own native tradition and culture, trying to accept
some elements of the new received culture, but always staying on the
margins of both. However, society mostly serves as a sort of formatter of

* The term marginal man was key concept in research on marginality, firstly introduced

by Robert E. Park in his study ‘Human Migration and the Marginal Man’, The
American Journal of Sociology, Vol. 33, No. 6 (May, 1928): 881-893.

53



My3ukoinoruja 9-2009 Musicology

individual identities, imposing itself on us and remodeling our social
behavior and (re)actions to external social manifestations. Accordingly,
Robert Park identifies that ‘the individual’s conception of himself is, in this
sense, not individual but a social product.”’ Hence, marginalization is a state
that can be influenced by many different factors, such as social processes,
politics, individual heritage, as well as acculturation.

In his analytical examination of marginality, Everett Stonequist
clarified and systemized many features of this problem. He distinguished
two basic categories or types of marginality: (i) racial hybrid, in cases
when biological origin consists of two different racial types, and (ii)
cultural hybrid, when individuals are mediated by some sort of cultural
conflict i.e. globalization or higher intercultural differences.® The cases
that we wish to highlight at this point concern the second case, the cul-
tural hybrid, which is, according to some scholars, in its elements associ-
ated with globalization, ethnocentrism, or the predominance of western
civilization and its hegemony.” The cultural hybrid is actually a mar-
ginalized individual struggling to choose between two loyalties: (i)
loyalty to the old order and (ii) loyalty to the new order. It is supposed
that the marginal man will position himself as an apprentice of one cul-
tural milieu or ideology. Marginalization happens at a stage when the
individual rejects the socio-cultural environment and tries to live a pa-
rallel, intimate, life within those two cultures. In addition, the marginal
man demonstrates old habits and culture privately, while in public he
tries to disguise himself as a genuine example of the new order. In that
schizophrenic situation he is unwittingly being spread between his pri-
vate and public self. The only choice he has is to devote himself fully to
one loyalty side, becoming accomplished as a private or public figure; if
not he is doomed to remain in that transitional state of being — margina-
lity. This dichotomy of urban—rural or city—village life can be perceived
in the domination of eurocentrism or western cultural patterns, which
dominates all inferior social systems, practices and identities, remodeling
old values that are not perceived as suitable for the new order.”

One example of this urban impact could be the gradual loss of rustic
musicians, possibly affected by the media expansion of (semi)professional

Introduction by Robert E. Park in: Everett V. Stonequist, The Marginal Man (New
York: Russell & Russell Inc. 1961): xvii.

Everett V. Stonequist, Op. cit., 69.
According to: Everett V. Stonequist, Op. cit., p. 54.

More on those questions in: Andy Nercessian, Postmodernism and Globalization in
Ethnomusicology — An Epistemological Problem (Lanham, Maryland and London,
The Scarecrow Press, 2002).
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musicians on TV and radio, with whom village people cannot compete.
They therefore restrain from exposing their own ‘faulty’ musical skills.
For that reason people now prefer to listen to music rather than to
interpret it, distancing themselves from something that they cannot stand
for — the aesthetic needs of contemporary (globalized) society. The only
way out is to embrace public (or global) predefined ideals and to modify
‘private music’ so it becomes more suitable for the public ear.

In addition to this broad description, Adam Weisberger states that if
marginal persons take on elements of the dominant culture, then they
will eventually be unable to return unchanged to their original culture
group.” However, marginality can engage more allusive areas of human
interrelations. It can be formed as a product of a community that tries to
exclude or ignore one of its own members for specific reasons that will
be discussed below.

The bagpiper: The mask, the stranger, the shadow

In the consciousness of country people being a bagpiper implies not
just being a village musician but also a father, a neighbor, a respected
resident, and eventually, a well known individual or public figure. It is
evident that this musician comprises many identities, some private, and
some public. The bagpiper had been a true participant in one culture, but
many things changed and he suddenly lost one of his main roles in the
society. What exactly happened?

In Serbia, bagpipers and their instrument had existed centuries ago,
but the first ethnographic data do not confirm their presence before the
19™ century, in the writings of Vuk Karadzi¢, a Serbian linguist and eth-
nographer'®. At that time it was not surprising that almost every village
had several bagpipers among other musicians, at a time when private life
was lived in the midst of many different public activities and rituals. In
such societies much attention was paid to agricultural and communal
welfare, so people sought assistance and provision from gods of nature,
pagan gods, carrying out a range of religious rituals to please these gods.
Such ritual practices were highly developed, and almost every inhabitant

Adam Weisberger, “Marginy and Its Directions”, Sociological Forum, Vol. 7, No. 3

(Sept. 1992): 425-446.

' In his work “T'eorpadmuecko-crarictiaecko omucannje Cpbuje” (Januya, 1826—
1834, Ooabpana oena Byxa Kapauuha, xw. 8, IIpocsera, beorpazn, 1969:170) [Geo-
graphical-Statistical Description of Serbia] Vuk Stefanovi¢ Karadzi¢ (1787-1864)
stated: ‘Serbian folk music are bagpipes, to dance with, and gusle, to sing epic songs:
Every village has one bagpiper, and gusle player, especially in highlands towards
Bosnia and Herzegovina has almost every house’.
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believed it was necessary to participate in them, not only because of reli-
gious belief, but also for social recognition and acceptance. Those who
had an active role in rituals were considered to be special figures, or even
celebrities, enjoying not only social recognition, but good reputation and
respect, engaging themselves with the entire community and bringing
good harvests or fertility. In Serbian rituals or customs there were not
many places for men. Rather, in those customs and ceremonies women
were perceived as custodians of the traditional way of life, usually as
religious agents. However, in some areas and cases, men took this role,
representing the masculine principle in the performance of rituals.'' In
the past, bagpipers accompanied some of the most important ritual pro-
cessions such as koledari (a male ritual performed for the expulsion of
bad spirits and winter), lazarice (a female spring ritual performed to
preserve fertility), or an orgiastic custom called revena, where women
hovered through the village, singing and dancing. Revena formed part of
the vibrant bagpipe and vocal tradition in Vojvodina, and it was an
occasion for women to gather, but surprisingly there was a taboo on any
man joining in. The only permitted male was the bagpiper who played
songs for them.'? In addition, bagpipe music was essential in wedding
customs, not only in Serbia, but also in the whole Balkan Peninsula. For
example, the importance of some figures in the wedding ceremony was
indicated by the presence of bagpipers, one for every person closest to
the bride and groom.'

The main repertoires for bagpipes consisted of dances. Bagpipers
were especially important for social gatherings in villages. For some
Christian holidays like Easter, there were huge gatherings called sabors,
when everyone wanted to participate in dancing kolo (a circular dance
form). In some parts of southeast Serbia this dance was intended as a
form of initiation because girls and boys had to show their dancing skills,
communicating to each other first of all through dance before entering
into any other kind of exchange. The bagpiper was crucial because he

In Serbian traditional cultural context women were main participants of the rites and
rituals from spring to fall, while men were participating in winter ritual processions.

Information about this custom is from fieldwork interviews done in the region of
Banat — Vojvodina, but it is mentioned in literature, i.e: Selena Rakocevié, Vokalna
tradicija donjeg Banata [Vocal Tradition of Lower Banat], (Belgrade, Zavod za
izdavanje udzbenika i nastavna sredstva 2002); Danka Laji¢-Mihajlovi¢, Gajde u
Vojvodini [Bagpipes in Vojvodina], M.A. Thesis (manuscript), (University of Novi
Sad, Novi Sad, Academy of Arts, Department of Musicology and Ethnomusicology
2000); Srdan Asanovié, “Revena u Kikindi”, Etnoumlje, No. 3 (World Music
Asocijacija Srbije 2007-2008).

Dimitrije O. Golemovié¢, Narodna muzika Jugoslavije [Folk Music of Yugoslavia],
(Nota Knjazevac 1998): 104.
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created not just the atmosphere, but also changes in the position of the
dancers, the dance movements changing pursuant to the music he played.
We can believe that in sabor dances and other gatherings he was the
master of ceremonies, regulating social behavior, so that his activity had
direct repercussion on society. In all cases, bagpipers were perceived
socially as public figures, even though rituals were carried out in gaps
inside ‘ordinary’ public time, possessing very private attributes.

One of the contexts of that ‘private music making’ was when the
bagpiper played for himself, during long journeys or moments of leisure.
It is no wonder that those musical forms were rarely recorded in the
field, maybe because they were not performed frequently or were not
meant for everyone to hear. Various types of ‘travel music’ (putnicko,"
or rabadzijsko") not only provided the bagpiper with entertainment dur-
ing the trip, but the music had penetrating tones that, some believed,
protected him from harm and evil.'® For the same reasons it was impor-
tant to have bagpipers accompanying rituals since it was believed that
the loud tones and noises would repel bad forces and evil spirits wanting
to harm the community or individuals. What is interesting is that the
preservation of intimate and private features was very important for rit-
ual performances; the bride wearing a veil, the koledar wearing an ani-
mal mask, lazarica dressed in a costume etc. The bagpipers in some
traditional Bulgarian koleda wore animal masks like the other par-
ticipants. Perhaps this was not the same in Serbia, where bagpipers did
not wear masks any more, but still dressed ceremoniously and inadequately.
In that way they were able to disguise true identity, keeping private
appearance and attributes for some more intimate occasion. Bagpiper
wore that “‘unnatural’, mask every time he performed publicly.

Since the world has changed in modern times, people have found
many other means to make the harvest better, to make winter ‘go away’,
or to make a marriage successful. It was inevitable that the musical
context and the bagpiper himself should undergo some crucial changes.
Rustic musicians turned to more commercial repertoires, and, more
important, public ears wanted to listen to other kinds of music, more
suitable for their newly accepted aesthetic criteria. During the period
between two world wars, the people of northern Serbia (Vojvodina)

4 In Serbian: travelers [music piece].

'S [Music piece] of the rabadsija — waged workers, artisans who led oxen carrying

wooden materials.

' Mirjana Vukigevié-Zaki¢, Instrumentalno i vokalno-instrumentalno naslede Zaplanja
u svetlu tradicionalnog muzickog misljenja [Instrumental and Vocal-Instrumental
haritage of Zaplanje in the Light of Traditional Musical Thinking], M.A. Thesis (ma-
nuscript), (Belgrade, Faculty of Music, Belgrade 1993) : 29.
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started to enjoy tambura ensembles en masse, and it was just a matter of
time before the old bagpiper would be forgotten. The bagpipers lost their
position in the community and started to enjoy their music privately
rather than publicly. Because of the bad economic situation, some tried
to earn money playing in local taverns for some time. According to one
old bagpiper ‘the bagpipes used to feed the entire family, there were two
monthly wages from that’'’, but it seems that they had to find some other
more suitable means of existence. So once again the bagpiper donned his
mask, but this time not for religious purposes. It was not a matter of
choice but of adjustment, to avoid the disappearance of the public figure
he had once stood for. If he had no other skills he would be marginalized
and treated as a stranger in his own community.

Roughly by the end of big energy crisis in the 1960’s the last ge-
neration of old bagpipers had died, leaving only a few sons to play the
instrument today. They played in villages, but with no response from the
community; instead they started to play mainly for themselves, within
the private realm of family and close friends. When popular accordion and
brass bands came first to Serbian villages and then to cities it became
official — the era of bagpipe music was lost entirely... or so it seemed.

Recontextualization

The passionate upheaval arising from communism in former Yugo-
slavia affected and altered all spheres of public life, especially the reli-
gious practices of the multi-confessional social structure. Although under
the slogan ‘Brotherhood and Unity’, traditional elements and attributes were
unnaturally forced by communistic propaganda and its advocates, these
were not merely important — traditional elements were emblematic. Pub-
lic life consisted of everything that would not jeopardize the ideology of
the regime, and every practice that carried some sorts of religious or
nationalistically semantic value was treated as inappropriate and thus
offensive, censurable, or forbidden. From that perspective, it was very
hard to express any differences that would not fit to that system. For that
reason, some instrumental practices, like the gusle tradition, mainly sur-
vived within private circles of admirers, since the gusle was perceived as
an expression of national identity, the symbol of the Serbs or Montene-
grins. Even though Croats played this particular instrument, it did not
imply semantic links to their nationality. Bagpipers, on the other hand,
were treated differently because the boundaries of their practice did not

"7 Evidence of bagpiper Rada Maksimovié (1924-?), describing the situation of his
father; Srbobran (Vojvodina), interviewed and recorded by Danka Laji¢-Mihajlovi¢ —
private recordings.
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correspond to administrative lines'®, so there was no nation that could
claim them to be their unique traditional instrument.

During communistic regime, the rise of so-called cultural-artistic
societies'” was evident and notable, especially as an unavoidable element of
mass public ceremonies. No one can accurately recall, and there are no
recorded testimonies, that bagpipers were included in the programs of those
societies, and even if they were, they still did not catch the attention that
they deserved or that they had once had. Since the programmes consisted
mainly of stylized dances (kolo) it was expected that bagpipers would
participate, but there were three problems: either they did not have time,
being occupied with other jobs; or there was nobody who played bagpipes
anymore; or the prevalence and popularity of the accordion overpowered
them. In any event, time passed, and soon every village that had once had
this tradition lost its bagpipers, one by one, while in some other Balkan
countries such as Bulgaria, bagpipes were preserved and revitalized. The
traditional (Balkan) village gathering points became dead public spaces
within the models of new urban areas, intended for walking or light casual
incidental chats rather than colorful celebrations or ceremonies. Music
mainly moved from those public spaces into places that were actually
nothing more than solitary corners of musicians’ private lives, in which their
authenticity and identity eventually collapsed.

Among all factors that contributed this loss, the strength and vitality of
one survived, and paradoxically unexpected influenced the most. In the
1960’s, television and radio in Serbia began to extend from the capital, Bel-
grade, to other, distant parts of the country. The media not at first repressed
traditional music, but as time passed people started to prefer listening to mu-
sic rather than performing it. Several highly skilled performers of so-called
‘traditional’ music were introduced, but it was rather more stylized than the
original traditional music people had known before. Village musicians
where discouraged from performing locally, because nobody was good
enough to compete with radio or TV performers, as it was imposed by the
media and eventually by the public too. That affected not only the oral tra-
dition, but was reflected in the necessary education of the new generation of
traditional musicians. Thus urban culture gradually stepped into villages,
overlapping with many traditional elements and causing frustrations of
many different kinds, and people from villages subsequently moved to big-
ger places. The damage that the media caused during this period would have
been monstrous had the media today not had the chance to put things right.

'8 For example one type of bagpipes (Macedonian-South Moravian) were played across
Macedonia and Southeastern Serbia.

1 In Serbian kulturno-umetnicko drustvo, acronym KUD.
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After the fall of the communist regime, the countries comprising
Yugoslavia sought their independence and revival of national identity. That
included the creation and revival of forgotten or misplaced traditional,
national, and cultural identities in order to construct a super-national
identity. Soon after the war in the 1980’s and especially in 1990’s the media
was overwhelmed by old traditional songs, dances, movies with nationalistic
themes, with omnipresent political propaganda that had the same goal — to
reheat nationalistic spirits.”® During the MiloSevié regime in Serbia, which
tried to manipulate people with many types of ‘easy’ media-content for the
masses to distract them from reality, one good thing happened. The ‘error’
was that some content passed and perceived like something fresh and good
for people to return to, like it was with interest for traditional sound. Groups
gathered and started to produce music that was neo-folk music or ‘ethno’ as
it is called in Serbia. Among those groups there were still some
misconceptions and abuse of traditional music, but some interpreters tried to
raise it to a higher level and to emulate the true traditional music style.
However, those benevolent individual cases were not penetrating, so the real
revival of bagpipes happened when musicians succeeded in composing and
performing music containing elements of traditional music, combined with
elements of more commercial popular music genres. One interesting figure
is a student of wind instruments, Slobodan TrkuljaZI, who assembled a band
called Balkanopolis, performing ‘etho’ music using several traditional and
classical instruments, one of the most frequently played being bagpipes. His
music is mainly genuine, but can contain authentic traditional musical
elements. Even though the influence of traditional motifs in his music is
evident, he is regarded as a carrier of the ‘modern Balkan tradition’ or an
artist that ‘reshapes traditional Balkan music’.** Soon he caught the attention
of the media and inspired many musicians to do the same. Today there is an
expansion of ‘ethno’ sound and this is a true opportunity to revive bagpipe
music in Serbia. The progress is slow but it is hopeful and encouraging,

2 Some aspects of this and related phenomena and issues on retraditionalization are
described in: Slobodan Naumovi¢, ,,0d ideje obnove do prakse upotrebe: ogled o odnosu
politike i tradicije na primeru savremene Srbije” [From the Idea of Restoration to the
Praxis of Use: Essay About the Politics and Tradition on the Example of Contemporary
Serbia], Od mita do folka — Liceum (Beograd-Kragujevac, 1996): 109-145.

With Balkanopolis Slobodan Trkulja ‘introduced Serbian traditional instruments to
pop and rock music, as well as symphonic music, performing “modern traditional”
even with philharmonic orchestras. After 20 years of reshaping Balkan music, 14
instruments in his suitcase, a master’s degree in jazz and numerous awards and prizes,
Trkulja & Balkanopolis daring music has found it’s match in one of the world’s finest
orchestras — the Metropole Orchestra from Holland’. See: http://www.balkanopolis.com/
bio.html.

22 According to the authorities of Balkanopolis: http://www.balkanopolis.com/bio.html.

21
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which is evident in the initiatives of many cultural-artistic societies to search
for young bagpipers or musicians to learn how to play this almost forgotten
instrument. It was again the recreation of traditional life and the prominence
of public qualities that it posses, and attention that it deserves.

Publicly speaking

The problems discussed above are mutually connected. If private music
life is argued as a process, that anticipates the public product, then it can be
assessed as well balanced and ‘normal’. If the social system does not
recognize or support (individual) social activity, then private experience
stands alone, eventually leading to a state of marginality. However, it seems
that it is a circular system; private evokes public but then needs to be revert
to the private experience again — this is a quite natural and archetypal
system. Concerning the bagpipe tradition in Serbia, we can follow those
stages as: (i) bagpiper learns to play an instrument; (ii) bagpiper shows his
expertise publicly; (iii) bagpiper does not play anymore, or he plays in
private corners for pleasure. That can be a ‘normal’ process, but it seems
that in the cases presented here it does not really go like that. The chain is
broken because social needs and the public stage are insufficient, obscured
or even eliminated. The only result in this incomplete circle is marginality as
a product of emphasized omission. However, what is clear is that private
and public are both mutually connected and interdependent, and that without
one of them there is no system. In this case, marginality as a problem or
concept shift exposes our need to understand and direct our attention to it.
Private and public areas are those that are simultaneously well balanced and
articulate in social and individual reality. Even though that balance is for
many reasons endangered, the true solution lies in our interest and patience
to look for the right answer and to take right action, since there is no
individual problem that is not related to and eventually resolved by society —
the private needs to come to the public.

Pacmko Jaxoemwesuh

MPTBU JABHU ITPOCTOPHU - XXMBU ITPUBATHU YI'JIOBU:
(PE)KOHTEKCTYAJIM3ALIUIA MY3UUYKH JABHOT'
N ITPUBATHOI
(Pe3ume)

[Mutama NpuBaTHOT M jaBHOT Y OJHOCY Ha MY3HKY, y BehuHH pa3maTparba
npo0ieMaTu30BaHa Cy 0JBojeHo. Ihux He Tpeba cmaTpaTu caMo MUTakUMa WH-
JUBUAYAITHE aYyTCHTUYHOCTH Y Pa3IMYNTUM KOHTEKCTUMA, Beh ITarbuMa 3ay3umMa-
a CTaBa y Pa3IMIUTHM CHTYalldjaMa. 3HadajaH MPEOKPeT Y OMHOCY Ha TPAIHIII]y
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rajnama y CpOuju, Ha IKpeM IIPOCTOPY, JIOTOJMO Ce Ha MPENACKy Y KalnuTallk3am —
ceKyiapHo u ypbaHo npymTBo. Mako ce nocra Tora mpoMeHHIo, eBUJICHTHO je To-
CTojame ,,rpenaka™ y CHCTeMy, LITO je MOCIEanIa PUCYCTBa elleMeHaTa 13 Ipo-
ILIUTOCTH KOjH CE BHILIC HE yKJamnajy. Takas IpyIITBEHN BaKyyM IIOCTaBJbEH j€ yIpa-
BO Ha MapryHe jaBHOT ¥ MIPUBATHOT Y WHANBHUYaTHOM HCKYCTBY JaHac.

[TpuBaTHO ce YKpaTKO MOXKE OJPEIUTH Kao CBOjeBpCHa ,,Bex0a‘“ IpymTBe-
HUX aKuuja koje he moroMm OWTH MpHKa3aHe/neMOHCTpUpPaHe y jaBHOCTH. YWHK
ce Ja mpuBaTtHO 00e30eljyje moceOHn ocehaj CHTYpHOCTH M CTaOMITHOCTH, JTOK
CBE IITO CE jaBHO YMHH IMOJJIC)KE KPUTHIM APYIITBA M oKoiuHe. [losba mpuBat-
Hor oMmoryhyjy mojefMHIly IPOCTOp 32 CaBliaJaBabe BELITHHA MAcKUpama, jep
CBaKO TEXM JIa Ce Y jaBHOCTH TI0jaBU TakaB KakaB Ou Omo mpuxBahieH of cTpaHe
JpYIITBA, JAKJe, Ja ce MPUKIOHU IPYLITBEHOM HJealy WIM OHOME IITO JApY-
IITBO KM Ja IPero3Ha y keMy. [InTame jaBHOT W IPUBATHOT Takohe ce Moxe
NPEOYUTH U Ha IIUPEM II0JbY, Y ONHOCY ypOaHOT U pypasHor. InX0TOMHja THX
OJTHOCA YECTO j€ paclpaBibaHa M aHAJIM3MpaHa; YHHHU Ce Ja je CIeu(pUIHOCT y
OBOM CMHCJTy TPAHCIIaPEHTHH]a YKOJIMKO Ce M0CMATpajy YIIMBU TpaljaHcKe CBe-
CTH W eJIeMeHaTa KyJAType Y Ce0CKOj cpenuHu. MoaepHu3anuja, riiobanu3aiuja
Y HOBU CBETCKH IOpEJIaK YCIOCTaBJbajy HOBE HOPME Y PypaliHOj CPEIUHHU, TIPH-
MopaBajyhu TakBo JpYyLITBO Ha MPOMEHE KOj€ CBAKaKO HHUCY IIOCTEIIEHE U paB-
HOMepHO 3acTyrubeHe. Ceocke CpeinHe ITOCTajy IOJYrpajicke CpeanHe Koje
IpecTajy 1a Jude Ha cela, a He JIMde HU Ha rpajoBe. TakBa KOHCTENIAIMja OTBa-
pa MOryhHOCTH W TIPOCTOP 3a CTBapame CTama MapruHaIn3aluje, Ouio Kox 1o-
jemuHaua, OmiIo y ApymTBy. MapruHajiHy jeTUHKY YMHE Pa3HH (HaKTOpH, alu ce
OHa YKpaTKO MOJKE OMICATH Kao ocoba Koja HAITyIlTa WM je HAIyCTHIa CBOjE
MAaTH4YHO KYJITYPHO 3aiele U IOoKyIIaBa Jja yCIIOCTaBH OJNUCKe KOHTAaKTe ca HO-
BOM, JIOMHHAHTHOM KyJITYpOM, TauHHj€ Ja y4ECTBYje Y APYIITBEHUM IPOLECH-
Ma HOBe KyJaType. MaprunainHa ocoba ce, makie, MOXKe KBaIH(HKOBATH Kao
CBOjEBPCHA TpaH3MLMOHA QUTYpa y NPYLITBY.

Nako cy y CpOuju rajoamm Omim HapOdUTO ICHEeHe 0co0e, HAHOCOM HO-
BHX KyJITYpHHX HOPMH, OHH JIaHAC TOTOBO Jla HE IOCTOje, MK Oap He pediex-
Tyjy WACHTHUTET KOjH je CBOjeBpeMeHO 0mo opopmibeH. Ha BUXOBY MapruHanm-
3alMjy ¥ MOTHCKUBAmbe M3 HApOAHE IpaKce, a MOTOM U M3 APYLITBEHE CBECTH,
HUCY YTHLIAIA CaMO HaHOCH BpeMeHa, Beh Cy ToMe JONpPHHEIN U ApyTrH (akto-
pH, Kao MTO Cy nojaBa TamOyparra, XereMoHHja XapMOHHKAIIIKe Mpakce, 0yiex
opkecTapa, Me/uja uTA. To HUje yTHIIaI0 caMo Ha rajualiky mpakcy, Beh Ha Iie-
JIOKYIIHO YCMEHO CTBapalallTBo cefid. HEeKONMMKO K/bYYHHX M OPHjEeHTAHOHUX
Tayaka y pa3Bojy HaBEACHOI CHCTEMATCKOT ,,ACTpeOJbera’ moTmoMaxy mpahe-
€ OMIITHX TOKOBA, KOHTEKCTYaIU3allja U Pa3BOjHUX MyTeBa rajaanike Tpagm-
mje y CpOuju y cBeTIy jaBHOT M IPUBATHOT MY3HYKOT HCKYCTBA.

UDC 788.91:316.4](497.11)”18/20”
DOI:10.2298/MUZ0909051J
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Wsan Tabakosuh: [Topmpem Jbybuye Mapuh, uptex (19. mapt 1975), Apxus CAHY
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3opuna Makesuh CaetJ0CT CII0Ba Y ,,My3HKOCIOBIbY  JbyOune Mapuh

3opuya Makesuh

CBETJIOCT CJIOBA Y ,MY3UKOCJIOB/bY*
JbYBUIIE MAPU'H

Amncrpakt: Onyc Jbybune Mapuh Morao 6u ce roToBO y LEIMHHU Ha3BaTH
Mpysuka okmouxa jep, He caMO y LMKIIYCy KOjU HOCU OBaKkaB HacloB, Beh u y
0e3MaJl0 CBMM HOTOHBHMM KOMITO3UIIMjaMa, CBOj MEJIOIM]CKH MACHTHTET Hana-
31 y HameBuMa cprckor Ocmoenachuxa. Y My3MYKOM TOKY KOjH H3pakaBa
CBY CJIOXEHOCT, HEINO0jaMHOCT M POMEHJBMBOCT UCTOPHjCKOT M IICHXOJIOIIKOT
BpPEMEHA, MEJOANKA I0jamka JOKUBJbaBa Ce KA0 Kao CBETJIOCT caMor 0OXKaH-
ckor Jloroca — ka0 cMmcao, MCTHHA, CIOBECHOCT. [IpojaBe OBe CBETIOCTH
HnMajy O1aroeTHO JejCTBO ¥ CBOjy HApOYUTY AWHAMHKY, IITO y Gopmu nena
OTBapa IUMEH3Hjy HaJBPEMEHOT, IPUCYTHY y CBOj YMETHOCTH HPABOCIIABIbA.

Ksbyune peun: bor Jloroc, cernoct, cioBecHocT, Jbyonna Mapuh, Ocmo-
TIIaCHUK, My3uka okmouxa.

., ..MU nosnajemo boea koju je
ceemaocm y ceemaocmu Cnosa. “

.. OHO WMO je YYIHA C6eMIOC OKY,
mo je boe Jlozoc oywu. "

Ceeminoct u crnoBecHocT ClioBa y CBeMy je ca3[laHOM; OHA je Mepa
WUCTHHUTOCTH, CMHUCJIA ¥ BPEJIHOCTH CBAKOT' CTBApAJIAIITBA, CBAKOT BpE-
MeHa | JiesioBamba. Y Mysuiu Jbyouiie Mapuh oHa je cama Tema mpema
KOjOj ce uMa jezaH, ako ce Tako Moxke pehu, ,,My3UUKr CBECTaH U IOBE-
cran* omuoc. CTora je oBa My3HWKa Y UCTH MaX U ,,My3UKOCITIOBJbE".

% sk sk

Hajmormynawuje, HajayOspe 1 y U3pa3y HajjeMIHOCTaBHHU]E yICHE 0 00-
skanckoM CiioBy — Jlorocy nao je cBeTd amocrtoii JoBaH y MpoJory ue-
TBpTOr jeBanhesma (Ju. 1, 1-18). Yoyhyjyhu Ha Taj HajuucTHju U yBek
KUBH U3BOD TajHE W UCTHHE OTKpOBema came Peun boxje, m3noxuhemo
OBJIE HAjCAXETH]e U3BOJIE FHErOBUX TyMaueH:a.'

Hasun Ieposuh, ,,I[Iponosen cBeror Bacunuja Benukor o Xpucty®, boeociosme, CB.
1 -2, XLIX (LXII), Beorpax 2004, 19.

OBH U3BOM 3aCHOBAHM Cy NpeTexHO Ha Kiu3u Mupka b. Tomacosuha, boe Jloeoc,
Borocnoscku ¢axynrer CIIL, beorpax — Atura 2000. Octanmn n3Bopu: Hukomaj H.
I'my6okoBcku, boe Jlozoc, ca pyckor npeseo Munenko Ilanuh, ,,Otaunuk®, beorpan
2008; ,,Omunja ceeror Bacuiumja Benukor Ha npostor JeBanhessa o JoBany®, Hemu-
na, 16-18, 2006, 243-248; Jyctun Ilonosuh, Tymauemwe jesanhena no Josany, Mana-
ctup henuje, Beorpax 1989.
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(1-2) Jloroc® je Beuan u Gecroderan — cabecrioueran bory Oy u
Bory [lyxy Cserom; bor Otan koju ox nckoHU u3paxasa cede y 0oxaH-
ckoj Peun — xao BeuyHHM pa3yM KOjH je TIOTITYHO CBeCTaH cebe — paha Bed-
Hy Peu kao umH Te camocrosnaje.” Jloroc je muunoct CHHA, pa3IndHTa
on bora Oua u /lyxa Ceror, a oneT y Kpajibe IPUCHOM U CII000HOM
aKTUBHOM JbyOehem omnHocy mpema bory Omy, mTo ra v 4uHH BEYHUM;
Jloroc je mo npupoau umocracau JKusu Bor — Bor Jloroc — jemHocy-
mrad bory Ony u Jdyxy Cserom. (3) Cse kpo3 mweza nocmade U Kpo3
mwera ce jaBu. OH je Ca-Y3pok u Ca-TBopall 4nTaBOT CBETa, CBHX CTBO-
pennx 6uha u CBEKOJIMKE TBOPEBUHE, IIa TAKO U CaMOT BpeMeHa, IPOCTO-
pa ¥ UCTOpH]je; CBET je cTora Kao Ouhe U KUBOT jeIUHCTBEH, jep MOTHYEC
ol jenHe cTBapanauke u Jjpyoehe Jlnunoctu — bora Jloroca koju je me-
TOB TBOpaIll, TPOMHUCIUTEIh, UCKYNMUTEJb U 000kuTesb. OH je Hadeno,
CpeJMIITe M CBpXa — UCTHHA M cMHUcao (c)tBapu U uctopuje. [1o cBojoj
CIMIM U N0J00Mjy CTBOPHO j€ YOBEKAa U MOAAPHO MY CIOBECHOCT paau
JMYHE W cI00OAHE 3ajelHHIIe YOBEKa, a KpO3 Hera M LEeNOr CBeTa ca
JTUYHOCTHUM U ciobonauM borowm. (4) bor Jloroc je camu XKusot — xu-
BU, BEUHH, y jJeJHAKO] OJMCKOCTH HEMOCPEAHOT AeJaTHOT U JbyoOeher oa-
Hoca ca borom Ouem; mpoxuMa M CBY TBOPEBHHY CBOjUM XMBOTHUM
eHepTHjaMa, jep OHa HeMa JKUBOT y ceOU — )KMBOT j€ TUIHOCTAH U CJIOBE-
caH — Beh ra HenpekuIHO N00OHja Kao aap.

(5) XKusotBopHa cmia bora CnoBa jecte CBETJIOCT JbyIUMa; ,,CBE-
TJIIOCT TUITUYHO HM3/IBaja YOBEKa OJl CBUX JAPYrux Owha mo camMoMme Hero-
BOM JXHBOTY, KOjU C€ MPOCBETJbYje YHPaBO TaKO LITO jaCHO CIIO3HAje
cBoj mpam3Bop y Goxarckom Jlorocy*!. Ceern Bacunmje moucrosehyje
cBerioct 1 Pew, muranoct Peun win Ciosa.” On je CBeTinocT Hadseuna u
booicancka, ceemaocm muxa, HeTBapHa, UCTUHHUTA. Ceéemocm 00 cée-
maocmu. ,,boe je ceemaocm (1. Ju. 1, 5) u y ceemnocmu Jlyxa mu éuou-
Mo ceemnocm Jloroca, u 'y Hbemy, Ona ceemnocmu (Jx. 1, 17).“° Cse-
TJIIOCT OBa HEMPECTaHO CBETIH U cioBu CeojoM Jlmunomhy, oTkpuBa ce
0]l cCaMOT MOMEHTa CTBaparma CBETa M NPOHUYE TaMy YOBEKOBE CMPTHO-
CTH, TPeXa M TyXOBHOT CIENHiIa, ocTajyhu u Jajke y meMy Kao ,,ClInKa

Kon anocrona JoBana u3pa3 ,,Jloroc* je o3HaKa >xuBe JIMYHOCTH — INIHO Me borovo-
Beka Vcyca Xpucra — u crora je 3anpaso HerpeBoanso. [IpeBox ceere 6Gpahe Kupnita
u Meroauja pedjy ,,ClloBo®, K0joj y CaBpeMEHOM je3UKy oaromapa ,,Peu, Hajommxn
j€ M3BOPHOM 3Havyemy, MaJia poj OBUX M3pa3a Huje nmoronaH. Crora je emuckon by-
IUMCKH J{aHHMIIO TIPEe/IoKHO ped ,,CMUCao™, ITO MaK 3HAYCHEM He HCLPIUbYje OoraT-
cTBO u3pasa ,,Jloroc“. O oBome Buau y M. TomacoBuh, HaB. neno, 119-124.

H. H. I'my6okoBcku, HaB. aeno, 10, 15.

4 Hecro, 23.

Hasun [Teposuh, HaB. aemno, 21.

6 Hcro, 30.
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HeuspenuBe O0oxaHcke ciaBe”. Jep cy Jby0aB, CBETJIOCT M CJIOBECHOCT
HEOJIBOJUBE OJ1 KHUBOTA.

(6-8) Ceernoct je mehy Jpynuma nocBenourno ceetd Jopan Kpcru-
TeJb, Kao ,,CBETHJbKA KOja ropaiie u cBjerspamie’ (Ju. 5, 35), xao IIpere-
4ya u ,,unac Banujyher y myctumu (Ju. 1, 23), xoju mpomoBena u mpu-
mpeMa myT 3a jgonazak oaruiohenor bora Jloroca. (9) Hckpa cBetioctu
UCTHHUTE Japyje ce CBAKOM YOBEKY M CBAKH j€ YOBEK CIOBECAH U CBE-
tiorocad. (10) 1 mana ce 6oxkancko CIIOBO y CBEMY CTBOPEHOM Jhy0a-
BJbY W IIyHOLOM OTKpHBA Kao TBOpAIl, IPOMUCIIUTEb U YKPACHTEIh, TPe-
XOM NOMpAa4yeHHU CBET Ta HE MO3HAa, He NMPUXBATH, HE 3aBosie — Oyayhu
JUIIeH caMmor cmucia xuBota. (11) Hu xaga nohe nmmuHo, ca jpy0aBiby,
[[EJIOM CBOM CBETY, Ha HaYMH OJIN3aK, BUIJGUB U OIUIUBHB — Yy TEIy —
ceoju ea He no3Haie u xe npumuwe. (12) A onuma xoju ea npumuue —
KOjU Cy CBHM CBOjUM OuheM, JHYHO H cI0OOIHO YCBOjwiIM U JImgHoCT
IberoBy, a He camo yueme, U Tako ce ¢ bbuM cjenuHmIN — dade é1acm oa
KpO3 HempecTaHo y3pactame y bory nocmany djeya Booicja, moncroBe-
hena ca Unocracjy Cuna boxjer. CBuMa y KojuMa JMYHOCT HOOEIH ca-
MOJIOBOJFHOCT M KOjH Bepyjy | xkwuBe y me Hbheroro —y nme Mcyca Xpucra
Cuna Boxjer — bora Jloroca, ,,0BaruioheHOr, OYOBEUCHOT, MMOCTPAIAJIor,
BaCKpCIIOT, BasHeceHor u mpocnassberor™’ . (13) Koju ce pomumme ox Bora,
Jyxom Bberosum, u npummiie G1arogaTH Aap YCHUHOBJBEHA.

(14) ,Jloroc, ocrajyhu oHo mTO je OMO, OCTAO je OHO IITO HHjE
omo* (bmaxenu TeodwnnakT) — MOCTA0 je TENO, Y CTBAPHOCTH M MCTHUHU,
u cBojoM Jlnunomthy — TajHoMm XpHUCTOBOM — 00jE€IMHHO Y HECIMBEHOM
NPOXKUMamy ABe MpHPoAe — O0KaHCKY U (LETIOKYITHY ) YOBEYaHCKY, a ca
BUMa U BEYHO U BPEMEHCKO, HETBAPHO M TBAPHO, 3€MaJbCKO U HEOECKO.
,,O HoBoT cjeaumemal O gymHor cmajama!l OHaj Koju jecte — mocraje,
HectBopenu — ctBapa ce, HeoOyxBatibnuBu — 00yxBaTa ce pa3yMHOM Y-
oM Koja mocpenyje u3mel)y boxkaHcTBa M BemITacCTBEHOT tena.“® Jen-
HOM 3a cBarzaa xmacmanu ce mely nama — mely oxkymsseHuM oko Ibera
kao rnase Llpkse. ,,l BuIjecMo ciaBy HEroBy — CBEAOYH arocToll Jo-
BaH y uMe LlpkBe HEemocpeaHWM HCKYyCTBOM OYEBHIA — YIPABO Ipocia-
BJbae Tea l'ocrona ciaBe, 6OrouoBeYaHCKY ciiaBy o4doBeueHor bora
Jloroca xao Jeounopoonoea 00 Oya. CnaBy Koja noja3u of jby0aBu, 1a
CBOjJUM OTKPOBEH-EM OCJIO00U U CcIiace OHE KOjH Y BEpU U JbyOaBH MpH-
Majy borouoBeuancky Jlnunoct XpucTroBy W HeuckazaHu nap boxjer
cuucxohema. Y bemy je myHoha 6marogatv W MCTHHE jep C€ CBEIENN
Bor oparmuotno u ,,cama ce MctrHa, MpUMHUBIIK Hallle YOBEIITBO, HAMA

7 M. Tomacoswuh, Has. nemo, 251-252.

Ceetn Atanacuje Bemnku, O pojersy Xpucmosom, PG 36, 325 C. Llntupano nmpema:
HCTO, 272.
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nokasana“, kao Jby6as Boxja i Ka0 CMHCA0 ¥ MCTHHA HAIIET XKHBOTA U
ErOBa HOBA OHTOJIOIIKA CTBAPHOCT.

(15) O npense4noj, 60xkaHckoj, xkuB0j JImunoctu Jloroca cBeouu u
Buue JoBan KpcTuTesb ca pealHOT HCTOPH)CKOT pacKpinha Ha KOjeM Io-
crage OHaj Koju OxyBeK Oerie U Kpo3 Kojer je ce mocrtaino. (16) 1 Koju
o1 cBoje myHohe pasnaje Jbynuma (oHuma Koju ea npumuute — naxie Lp-
KBH) Oe3MepHO oOmibe Onarogaraux naposa. (17) Jep y Hberoeoj boro-
qoBeYaHCKO] JIMIHOCTH OJlaroaT W WCTHHA Jhy0aBHM boskje mocramorme
(uctopumjcka) crBapHocT. OH je xuBa Peu boxja — kao mto je Cam pe-
Kao: ,,Pujeun Koje BaM ja TOBOPUM IyX CY H KUBOT ¢y (JH. 6, 63). Ibe-
roBa Hayka je OH cam — Jlococ Kusoma (1 Ju. 1, 1) xoju Hac ocnobaha,
npenopaha u 3a BeyHoCT oxwuBJbaBa. (18) HenpucrynHa TajHa yHyTpanimer
Boxjer xwuBoTa ca nomackom Jloroca y cBeT JbyAUMa CE€ HEMOCPEIHO OT-
KpuBa, jep OH kao JenuHopoman Cun boxju Koju je y HajpucHujeM, Jbyoe-
hewm MBOM OMIIITERHY, MO3HABAKY U jeTUHCTBY ca OrieM, oBaruiohasa Imy-
Hohy Mcrtune xao JluuHocTH — cBery TajHy TpojuuHe Jby0aBU; OTKpHBA
HaMm bora kao Ona, a Hac kao Hberose cuHOBE — Ka0 jeAMHCTBEHE M HE-
MTOHOBJBUBE, JbyOJbeHE U JbyOche TMYIHOCTH — Ma OMCMO TIIeaH CIIaBy
BberoBy u npeoOpakeHNM yMOM CBe BUAETH y cBeTiocTu Jloroca.

k ok 3k

[onctuuaj ma mys3unu Jbybune Mapuh npuhemo ca oBor jeauH-
CTBEHOT CTAHOBMILTA HHUj€ JOIIA0, Ka0 IITO OM Ce OYEKHUBAIO, OJ TOBOP-
HOT opaTopujyma CIIOBO CBETIIOCTH, MaJa O IO CBEMY OBO JEJIO MOTJIO
Jla Hac Ha TaKBO caryeaBame nokpene. tberopu ayropu, 3opan Mumuh,
Jby6una Mapuh u Bnaga [lerpuh, roqunama cy (1960-1967) ca Hapoun-
ToM nocseheHomhy U TperneToM paauiii Ha CIEHCKO-PUTYATHOM YOOITH-
Yyapamky Hallle CPEAHOBEKOBHE IOE3HjE, jep CYy Y HOj OCETUIH ,,HEKY
YHYTapiby CBETJIOCT®, CIIOBECHOCT M CBETOCT, 3a KOjy Cy CTpaxoBajH Aa
he ce m3BohemeM ockpuaBuTh.' OCETHIN Cy U CBOjUM JEIOM YIIPABO
MPOHOCKJIM CMHCao U cBeTyiocT CloBa, Mako je Y OHOM IOTaMHEIOM
BpEMEHY HUCY Npeno3Haiy, Tpaxehn mweH u3BOp u3Hal Muena koje je
U3HAO C8aKOe UMEHA, Y ATICTPAKTHO] PUTYAIHOCTH, HA HEKOM ,,BUIIEM
eTHIKO-(PIIOCOPCKOM HHUBOY.

Cgeru I'puropuje Benmuku, Regula pastoralis, 11, 5, uutupano npema: ucro, 357.

Bunu HaBoze U3 peauTesbCKOT AHEBHUKA U Hamuca Biane [letpuha, nutupane y: Me-
muta MunuH, ,,Cogo cgemnocmu’‘. O ob6pednocmu y no3opuwimy, CTydja IpermTaM-
nmaHa u3 300opHrKa Matumne cpIicke 3a CIEHCKEe YMETHOCTH U My3HKy, 6poj 36/2007,
Hogu Cap, 38, 41.

Bumu: ucro, 39.
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Jby6unia Mapuh, 43 mmune nojarve, pykonuc, pparMeHT

Ljubica Marié¢, From the darkness chanting, manuscript, fragment
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U3 came my3uke JbyOurie Mapuh nomuia je 3aMucao aa joj Ha OBaj
HauuH NpUCTynuMo. CBETIIOCT U CIIOBECHOCT OHA MPUMA HEMOCPEIHO U3
TJIABHOT MU3BOpA CBOT MY3HYKOT HajgaxHyha — u3 HaneBa OCMOTJIACHHKA,
Kao 13 came nkoHe doxxkanckor CioBa. Meoanka CpricKoT IPKBEHOT I10-
jama IpPUCYTHA je Y CBUM KOMIO3MTOPKHHHMM 3pEUM OCTBapemuMa, a
nmoceOHO y TpunTuxy Mysuxa okmouxa, unja cy asa néna (Oxmouxa 1
/1958/ n Buzammujcxu xounyepm /1959/) Beh 3aokpykeHa mpe paaa Ha
opaTopujyMy, KojeMm hie moToM mo3ajMHUTH CBOje oasioMKe. CBUM CBOjUM
KBaJIMTETHMa OBa My3uka cBezoun npucyctBo Jloroca XKusota. Tlpe
CBera TUMeE IITO je U cama XKHBa, HEUCIIPITHA, HECBOIJbUBA M Hepaiiia-
BUBA — JIMYHA, Ca CBOjOM TajHOM 0 KOje aHATUTHYKH WHCTPYMEHTH HE
nonupy. OHa je 1yOoKo mpenamCcKa U CBEYOBEUAHCKA; 030UIbHA M HCTH-
HUTA; YOBEYHA, CTpaJiaiHa, XpUllhaHcka. My3HKa TIOBECHa U CIIOBECHA,
koja uma cBoj upeHturer U Mme. Oceeliena u noceehiena, My3uka cmu-
pema U ciaBe, TUIIMHE U AyOWHE, TpemeTa M TajHe, Koja BUAU BpEeMeE U
IITO je BaH BPEMCHA; WU3JIMBa Jby0aB M JYYH CBETIOCT. JeTHOM pedjy —
My3uka Jloroca, kKoju je caMuM cOOOM OCBET/baBa.

Jloroc cBetnm y ¢Boj CB0jOj TBOPEBUHM Kao0 ,,ACTHHA CTBapH'* — CBE
TBapH Cy JIOTOCH jefHe cTBapajiadke u Jjbydehe Jlmunoctu, bora Jloroca
— ,,06pasu u noxobuja Boxancrenux uaeja“.'” Momrosame u bydehe
MIPOHUIIAKE ,,JIOr0ca CTBAPHU* BUIJBUBO je y My3unu Jbyourie Mapuh Beh
y OJTHOCY TIpeMa camoj ,,3BY9HOj TBapu™. Y jelHOM jeTUHOM TOHY Haller
TOPLITAYKOT T€Baba KOMIIO3UTOPKA BUIHM TajHy CBHX TOHOBA — , KUBHU
3aMeTak” cBake My3uke."” Y meMy je CHIIa KHUBOT Tpajama, 00K Bpe-
MEHa, ofjeKk mpocTopa. U3 WmeroBux TpemnTaja W3BUPY AYTH OOPAYHU,
PUTMHU30BaHU TIEAAH, )KUBO YETBPTCTEIICHO MyJICHpamke YHYTAp ,,0MHe™
TOHA, CEKYHJJHO OCLMJIOBAamE Koje ce mojadaBa n0 Tpuiepa. OH ncujasa
YUTaB ,,CHOM' (DpEKBEHIMja, U3JIMBA CE€ Y yXapeHe XxeTepodoHe CcTpyje
Koje mpoJiamajy Heoo.

Kao ocHOBHa My3MYKa YeCTHIIA TOH OBJIe HHje TYKH CKCTPaXxOBaHU
W WJICAIN30BaHU 3BYYHH MaTepujal O]l KOjer ayTop Tpaiu CBOjE all-
CTpaKTHE MY3HWYKe 3aMHUCIH, Beh JKMBO je3rpo M3 YMjUX COKOBA M3pacTta
W TpaHa ce TOK YMTAaBOr Jena. HberoBuM TpemnepemeM MOKPEHYTH CY
OpojHu 00JHIM TpeMoJia U OCTHHATA, Ka0 M KapaKTepUCTHIHA MEJIOH]-
CKa OCLWJIOBaa BEIMKUX MHTEPBAICKUX aMIuuTyaa. OH je caM modye-
TaK, ¥ CBETJIM CBOJHUM JIOTOCOM, )KMBHU U JIMIIE CBOjOM MPUPOIOM, aypOM
cBoje 0oje u cBor om3ByKa. (KapakreprucTudau cy y mapTutypama JIyKo-

2 Bumm: M. Tomacoeuh, HaB. gemo, 172173, u Xpucro Janapac, A36yunuk éepe, ca
rpukor npeseo C. Jakmmh, ,,becena, Hosu Cag 2008, 65.

" Bumu: 3opuma Makesuli, ,Pasrosop ca Jby6umom Mapuh*, Hosu 3eyk, 1, Beorpan
1993, 9-10.
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BU KOjH BOJIC TOH Ka THIIMHHU CJIOOOTHUM O/3BYKOM, HAPOUUTO Ha 3aBp-
HIeIMMa CTAaBOBA, IJI¢ 3BYK HHIIOIITO HHjE OJCCYEH, OMIIO J1a MCHjaBa
CBOjy TIyHY CHary, OWIo Ja jemaBa IOCTYITHO M MIPUPOIHO, ocTajyhu 1e-
JIOBUT M HEOKpHmeH.) U3 3ByKa KiIaBupa pasiexke ce y Busanmujckom
KOHYepmy W TIPEINBa 3BOMmaBa, UCIPEajy TaHaHe U OecKpajHe HUTH Op-
HaMeHaTa; Xxapda CBe IPecBIadyll CPMOM TUIIUHE, IPEBOIN y HEIO3HATe
nyouHe... ['yIauku HHCTPYMEHTH UCKa3yjy ce eKCIPECHjOM TIeBamba WIIH
cBeTnouhy MCOHa, KOjMa XOpHE CBOjUM OOJIMM BOJIYMEHOM 2]y MyHO-
hy G6esmepnor. TpyOe u TpoMOOHH, HApaBHO, JOHOCE CHTHAIIHE U (aH-
¢bapHe MOTHBE, JIOK y IPBEHHM JTyBAauKUM MHCTPYMEHTHMA JKHBE 3BYIH
IUXOBUX JJABHUX MTPETEYa U CaB OHAj IPOCTOP ca KOjUM Cy CE OJIMepaBa-
. CBaku 3BYYHH MEOUjyM CJIOBM MCTHHOM M CMHCIIOM CBOT' JIOTrOCa,
HUKaI TIPU TOM HeE Tpena3ehm Mepy CBoje caapikajHe IMyHohe crosba-
LIEBUM CjajeM.

Texma a ce ocTaHe BEpaH ,,KUBOj UCTHHU " MOXKA je HajOUHTIIe -
HUja Ha MJIaHy PUTMa, KOjU ce omupe OWII0 KaKBOj MPaBUIIHOCTH, IlIeMa-
TU30BAHOCTH U MeXaHMYHOCTH. CBaKo MojeIMHaYHO TPajame Ce BOJIH, U
OHO a00HMja TMocebdaH CMHCA0 HW3MEIITAkEM M3 JICKUINTA ITyJIcallije.
CrayiHa HeTIpaBUIIHA CHHKOIIMPambha, YeCTe KOPOHe, ylIacly OMEpeHH Ha
Hajcnabuje Mecto (Apyra ocmuHa, Tpeha Tpuoja, YeTBpTa IIECHACCTH-
Ha), OeCKpajHO pa3HOBpCHE Mojene (01 OCMHHA 10 HOHOJA M BEIHKHX
TpHOJIa), YUHE CACBUM HEYIAJJLUBOM METPUUYKY OCHOBY, KOja je M caMa
MOJUIO’KHA YECTUM M CIOOO0JHUM MPOMEHaMa, WIH €€ MaK MOTIYHO I0-
BNauu, oxHocehu ca cobom M camy W3BECHOCT myJcanuje (KaaeHIa U3
Oxmouxe 1). Ho THMe HHUIIOIMTO HYj¢ YHUIITEH METPO-PUTMUIKH OOJIHK
JIeJia; HalpOTHB — JIOOUO je jelHy HEMOHOBJBbUBY, KHUBY U3PA3UTOCT I10-
MYT PEYHOT TOKa UM BUHOBE JIO3E.

[la 1 yKymHM MYy3WYKH TOK M3Makao jeé CBaKOj apXUTEKTOHHLHU H
KOHCTPYKTHBHU3MY Y ,,BPJIUHH MOTYHEHABAA CAMOBOJHE YOBEKOBE JIOTH-
Ke UcTHHE cTBapn™ '. HeMa TOC/IEHNX [OHABIbAA HH OMIIO KAKBHX Pa-
MUOHAMCTUYKHUX KaJlyla, Hi Ha MHKPO HU Ha Makpo IUIaHy; CCKBEHILE
Cy Kpajibe clo0oHe, rpajanyje KuBe U CrioHTaHe. To HUCY KOHCTPYK-
IIMje 3BYYHUX KyJia Koje rmapajy HeOo, Beh CBOJIOBH U JTyKOBH KHUBOT 3712~
1ha y KOjeM MaTtepuja rybu cBaky Texuny. Jleno je camo ,,rpymens®
y3eT U3 HellperyieiHe LelInHe BpeMeHa, 0e3 Opylema U riladama, y CH-

Xpucro JaHapac roBopu O acKETCKOM KapakTepy BH3aHTHjCKE YMETHOCTH, KOja ce
MOTYHHABA YHYTapHEM CMUCITY — ,JIOTOCY" MPUPOAHOT Matepujana (,,AnodaTuuko
0OTOCIIOBJbE U BH3AHTH]CKAa apXUTEKTypa™, ca TPUKOr mpeBeo emuckon bauku Upunej
/Bynosuly/, y: Ilpasocraémwe u ymemnocm, ,,Heanuka“, beorpan 2004, 164).

5 v ucro, 165-166.

U3paz Jb. Mapuh, koju ce 0THOCH KOHKPETHO Ha KIaBUPCKHU TpHO Top3o (1996).
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pOBOM cTamy HcTuHE OnBama. OHO je 3axBaheHO M3 CTBapHOCTH HCTO-
PHjCKOT U TICHXOJIOLIKOT BPEMEHA, M3 HEI0jaMHOCTH HEerOBE THHAMHUKE,
U3 HCTOBHX HEMHpPA U CMHUpEHA, TIOHOPA M MPOCBET/hCHA, U3 NyOuHA
HBETOBHUX M3BOPA U TAjHU K-ETOBHUX YBOpa, cBenouehn yBek oHy HEMPHKO-
cHOBeny Mmoh 0a 6yoe wmo 6usa.'’

OBe My3WYKe MOBECTH UCTUHUTOCT M IMYHOCHO CBOjCTBO OYHUTY]Y H
OpPraHCKOM BE30M Ca COTNICTBEHHUM TJIOM, IIPOCTOPOM, MTOPEKIIOM U Tpe/a-
EM Kao HENPEeKHUIHUM CTBapajladkuM KperameM. OHE y ceOu Hoce Ku-
BO ,iipenauko cehame (u3pa3 Jb. Mapuh), BUAMKE IparpocTopa, 3ByKe
JTABHUX CBHpaia M TOPINTAYKOT TeBama, ciaBy Hemamuha u mmpokor
BHU3AaHTH]JCKOT OKPHJba, BUTEIITBO PATHHUKA, CBEKOJIWKO CTpaJame W Be-
KOBja Xyjame M CBE INTO C€ KPO3 HEMPEKHUHYTO CTPYyjame BpPeMeHa O
WCKOHM ca0upa y Hama M JKUBO, OOTPJBEHO HAIIOM CaBpeMEHoInhy, Ha-
npesyje ka Oyayhem.'®

OOnuK M KpeTame, U CMUCA0 U MEPy TOM JKHBOM MOBECHOM TKHBY
naje yoBek — o bora HazHauen u Boxxanckum CiioBom mpocBehen, mo
BeroBoj cnumu ctBopen ma Oyne obnmuduje buha Hberosor. Hajuenrha
o3Haka Temna y mysunu Jbyourie Mapuh je cca 63, mito je ynpaBo ujie-
alHa Mepa doBeujer myinca.'’ Y  HOpMATHHM® CTamHMa OBE MY3HKE, Ka-
Jla TOBOPH caMa coOOM, a He WIIyCTPATHBHO M MPOTPAMCKH, U HAPOIHUTO
y TIO3HUM KaMEpPHHUM KOMIIO3UIIMjaMa, Taj TEMIIO ce TIOHEeKaJl YaK Ioapa-
3yMeBa (M Kaj HUje y MapTUTYpy Ha3Ha4yeH y u3Bohemy ce nmokasyje). OH
j€ BeYHa M yHHBEp3aJlHa Mepa OBOT My3HUYKOT BpEeMEeHa, Kao IITO je JbYA-
CKH JIaKaT M JbYJCKO TEJI0 Y BU3aHTH]CKO] apXUTEKTYPH jeMHA pa3Mepa
CBHX H-GHHX elleMeHara, 6e3 063upa Ha BenuunHy xpama.”’ [ToceGHO Ha-
3HauYeHE Y0BEKa Kao Ouha CBETIOCTH U 3ajeHHIE HCTHYE CE Y BHIIE Ha-
BpaTa y KaHTatu M3 mmune nojarve (1984), cazBydjemM KBUHTE €s-b, KOje
Kao CHOII CBETJIOCTU CJIIOBECHE Pa3rOHU HETNPO3HMPHE, JHUCOHAHTHE TOH-
CKe IPO37I0BE.

Ta cBeTJIOCT BUIJbMBA j€, TIPE CBEra, y caMoM mpucyctBy péuu. O
TOME Cca KOJIMKOM j€ MaXKibOM U Jby0aBJbY MPUIMKOM KOMIIOHOBAHA MPH-
CTymaja pedynMma ofadpaHrX MOETCKUX TEKCTOBA, HajBEpHHje MOpel My-
3MKE CBEJOYM KOMIIO3UTOPKA cama: ,,Ped je koa MeHe o Olemy Haj pe-

7" Crux w3 Ta6nuya Jb. Mapuh (uwuxnyc ,, TajaoBuTo c10BO T*).

'8 'O macrnelyy mpouocTH K20 XHBOM MOTEHIMjalTy BpeMeHa, cajianimer 1 Gyyher, ro-
Bopu Jb. Mapuh y: 3. Makesuh, Has. fgeno, 10.

19V unrepsjyy 3a Pammo ,,Ctyamo B¢, caumubenom 11. jyma 1995. (ayrop Hama Ilerpo-
HujeBuh — YoBuh), KOMIIO3UTOPKA y Ba HaBpaTa TOBOPH O YTHUIIAjy HAIIUX YHYyTap-
BHX PUTMOBA, @ HAPOYUTO OTKYLIAja Cplia, Ha CTBAPAE U JJOKHBIHABAHE MY3HKE.

2 Bumn y: X. Janapac, ,,Anopatinako 60rociIoBbe W BU3aHTHjCKa apXUTeKTypa‘, Ilpa-
gocnasmwe u ymemuocm, 164.
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YMMa ... 1a ped Y MyHOM CBOM 3Hadely MO Jia ce HCIoJbu. Peu 3aciy-
Kyje J1a U3 Hbe MPOUCTHYE MY3HKa ... U3 CaMe Pe4H, U3 HEHOT cajpiKaja,
U3 IbeHE JHHMjE, U3 MENONKe, U3 aKmeHTyanuje.”' Ped Kao CBETIOCT
CMUCJIa M carjacja, Koja pa3Mu4e MPOCTOPE U MPOHUYE BEKOBE, KOjOM
HajaJby, HEMO3HATH M HEeKaJallbH MocTaje HajONKH, cafallkby Opar,
ceemm y onycy JbyOune Mapuh u3 pa3sHux M3BOpa M pa3HHX BPEMEHa,
yIpaBo Kao Ta 4yJecHa M TPEHYTHA JIMYHA ClIoHa nu3Mel)y BpeMEeHCKU He-
nonupsbuBHX cBetoBa ([lecme npocmopa /1956/, U3z mmune nojame),
WM Kao HE Marmbe YyJIECHO OTKPOBEH-C JIMYHOCTH ONVKIBHX U caBpeMe-
HUX ([Ipae cna /1961/). Ped 3a01eHyTa CTHXOM U TIEBAIH-EM, B TaKO OBE-
KOBEUCHA, U3JIMJIA je CBOj CMUCA0 W CHEPTH]Y Yy MENIOJIU]y KaJapy Jia UX
camMocTajHO mpoHocu: 34 opkecrapcke Bapujauuje llacaxame (1957)
npoun3aluie ¢y U3 MACTHYHE HapoaHe necme u3 Ilomopasiba, 3acHOBaHE
Ha jeTHOM jeTMHOM (DPUTH)jCKOM TPUXOPY; ¥ BHIIE OJf TOTA: KapaKTepH-
CTHYHO (POJIKIOPHO MENOAUjCKO je3rpo, M30pYyIIEHO OJf UCTOT TOT TPH-
XOpZa — Y KOjeM je camMa eCeHIIHja )KHBOTa Ha OBOM Ty, FberOB HapOUH-
TH YKYC U CUMOOII HEroBOI' MY3HYKOTI' JIOTOCAa — JIYYH C€ YBEK W3HOBA
KpO3 YHTaB ayTOPKHUH MOTOHH OITYC.

Hamnopeno ca crpyjamMa pedn Kao cMuciIa ¥ PUTMHYKO-MEIIOIU]CKOT
u3pasa, Teue My3ukom Jbyouue Mapuh u ctpyja Jpynckor riaca. Mako
TECHO Be3aHa M Mel)yCoOHO yCIIOBJbEHA, OBa B TOKA UMajy MIIaK pa3iiu-
YHuTe MPUpOJIEe, Na Tako U oapehen oxnoc. ['nac, Kao MpBH HEMYIITH H3-
BOp CaMOCIO3Haje, Ye3HE 38 CMUCIIOM, HJICHTUTETOM M JIUKOM — yIIPaBO
3a peyjy, a OBa, ca CBOje CTpaHe, Xohe Ja ce OBaIuIoOTH, Aapyje U 00jaBH.
CBecT 0 OBOM XMBOM, IpHBiadeheM OIHOCY peur W riaca Kao HEeHOT
TeJa, 0 OJHOCY KOjU je HKOHA caMe TajHe XPHUCTOBE, U3paKeHa je Y Aey
Jbybunie Mapuh Ha yneyaTJbuB HaYMH.

..M mpen cam xoju He cxeama wimo nammu
U MPYHKA HA 6empy HENno3IHAMOM
u enac
u enac
u enac
u enac
u anac’

Y 0BUM CTUXOBHMA MPENO3HAjEMO Ty OTBOPEHOCT TJlaca KOjH TPaxH
CBOjy ped, a joIl M3pa3uTHje OHA je MOKa3aHa y YeTBPTOM enurtady u3
Ilecama npocmopa: TIacC ce jaBJba HAjIIpe caMm (Ha HEYTpaJHU CJIOT ,,a°

! Hapox n3 MMOMEHYTOT UHTepBjya 3a Pamuo ,,Ctynno b*.
22 TIpea mecMa u3 mukiyca , brorpaduja (36upka Tabnuye).
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KOjUM CTUX emnuTada MOvrbe), Y JIECTBUUHO U MOTHBCKH HeoapeheHoM,
JISITyjaBOM y3J1a3HOM KpETamy, Kao Ja TPakh CBOjy WHTOHAIU]Y U CBOj
JWK, TOK Haj3anm (Tek y 4eTBpTOj (ppaswm) He 3am00mje myHONy HMCKaza
KpO3 ped Koja My Jlapyje OOJIMK 1 3HAUCH-E.

OBaj 4yJIeCcHN MOMEHAT CYCpeTa U CjeIUbEHha Tilaca | JIOroca JIeyo
JbyOunie Mapuh cumOoiin3yje ¥ CBOjOM ILIEJIMHOM, U TO Y PaBHU HajIy-
Osbe ucTuHe. Y OTHOCY Ha Milajanadke aBaHrapIHE KOMIIO3MLHje W Ha
HocliepaTHe TPAAUIHOHAINCTHYKE PajioBe, [lecme npocmopa — Kao TpBO
BOKAJTHO-MHCTPYMEHTAJIHO JIEJI0 M Ka0 CHAXHU Mpo00j U3BOpHE JIMYHE
MOETHKE — MMajy €jCTBO U 3Ha4aj nmojase riaca. OHOT riaca Koju ce Kao
Baraj 3a MOCTOjarheM M WCTHHOM TOJke n3 nyOuHe Owha, u3 mpampo-
CTOpa, U3 KOpeHa XuBOTa. I'maca eanujyhee y nycmurou: Ilpunpemume
nym 'ocnoomu, nopasuume cmase thecose (Mk. 1, 3). Ilyt je Beh y lla-
cakasmu ,,IPUNPEMUIIA U TIOPAaBHIIIA™ CMUPEHA H, Y MHOTOOPOJHUM BapH-
janmjama, jeTHOJIMKA HapOIHA MEIIOH]a, ,, IPEBHA U TyOOKa Kao Ja caMa
3emspa meBa“ (Jb.M.). ,IlpunpeMuna u mopaBHUIIA® 3a 61a20C108€HO2
Koju oonasu 'y Mme I'ocnoowe — 3a Peu boxjy.

Kako my3uka cumbonmsyje oBaj nonazak? CeOu JOCTYITHUM HAYMHOM
U CBOjUM ,,je3uKoM"* — My3ukoM L[pkBe — mojameM. O ToMe Kako je Imojame
MOCTaJI0 HheHa My3uKa, Jbyouria Mapuh kaxke: ,,MOKpamUYeBH 3alkCH CPIT-
ckor Oxmouxa — OcMO2NACHUKA — TURHAITA CY HETZIe Y MEHH YUTaBHX 18 To-
muHa. ... OHza ce HeonospKBO mpoduno Tpehe neBame [IpBora riaca — 3a-
JeIHO ca HEroBUM TaMHUM, TYOOKHMM M BHILIE3HAYHUM IOUYETHUM TEKCTOM
(,,M3BEeAM M3 TaMHHMIIE AyIry Mojy — mpum. 3.M.), ¥ TO TieBame je (HapaBHO
63 TeKCTa) MOCTATIO OCHOBA 32 OPKECTAPCKY KoMIO3uImjy Oxmouxa 1%

W nacranmno ce 3zayBek y mysuiu Jbyoune Mapuh, majyhu joj myH
unentuter u — Mme xoje je usnad ceaxoz umena.”* Koje Huje m3roBopeto,
jep ce Tojame jaBjba caMO CBOjUM MY3HYKHM JIMKOM, JId U Tako Beh, Kao
3By4YHA MKOHA, HOCH BepHH ojpa3 OHora Koju ce 1eBa, theros nevar u qyx
u ciaBy. Tako je mysuka Jbyounie Mapuh ymia y cBoje ,,HOBO3aBETHO Bpe-
Me", GlarofaTHO M UCTUHUTO, M MOCTAJIa My3HKa HOBOI CBETa, KOjHU je ca
XpHCTOBHM JI071aCKOM caB noctao L{pksa.”’ CTeKaBIIM TeK THME MyHO JIM4-
HO CBOjCTBO U JKHBY CaBPEMEHOCT, OHA je y MCTH Max II0cTaja M JpEBHA,
uckoHcka — y Behoj mepu Hero y [lecmama npocmopa m llacaxamu, unju je

23 3, Maxkesuh, nHas. 1eno, 10.

** TIpema Joany RymuOpky, y uMeHy XpHcToBOM, KojuM o MMe Oria 0Gjasu byanma,
cabupajy ce KOHa4HO TJIaCOBHU Yy ped, ,,Kao Ja ce ClUjexke XyK cBake TBapu of Ilocra-
Ba“ U ,,A3AMKe y CBEKOCMUYKA UCOH" (,,O My3HIIM U BacIHUTamy", boeociosemwe, cB. 1
u 2, roquaa XLV 2001, 115-116).

2 Bumn y X. Janapac, ,,Anodatiako 60rociIoBIbe M BU3AHTHjCKa apXUTEKTypa“, IIpago-
craeme u YMETHOCT, 164.
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MOYeTaK Y KpajiblM JyOrHaMa BPEMEHCKHUM M 3eMaJbCKUM — jep je calia Ha-
nuia onaj cnodoxuu [ouerak (Ju. 8, 25), Koju je U3BaH U U3HAL OHOTA IITO
je cxBaTbHBO,”® KOju Gjere y bora — camor Llapa BekoBa.

Menoaunka nojama, kKao jequHcTBeHa Menoauja Jloroca, Haromnmia
j€ cBe MMMEH3Hje U caipkaje BeHuKor rukiryca Mysuxa okmouxa (1958—
1963), paznuna ce y JIMHUje U ca3Bydja, y 00je U 3ByYHE cacyJie pa3HUX
MHCTPYMEHaTa, TONPHMHUIIa MHOT€ KOHKPETHE KapakTepe — YKpPaTKo,
yIIUIa je Y Taj My3WYKH CBET M Y FETOBY MCTOPH]Y W CBE COOOM OCMH-
CIIMJIAa ¥ OCBETIHIA. Y HEHO UME ayTop C€ OJPEKao CONCTBEHUX MEIO-
JMja ¥ TeMa, HAIIABIIYM Y 0] jeAMHH UCTUHUTH MY3HYKH JIUK — OCHOB
CBE MEJIOIMKE U CBE TEMaTHKE M CBAKOT II€Bamba; Ma TaKO M OHOT JPEB-
HOT', HapOJHOT, YHjH Cy KpO3 BEKOBE MPOHUKIH OOJHIM jOII jEeAMHHU
WCTUHUTOIINY 3aBpelMiIv J]a y OBOj My3ulH kuBe. Oner caMmo Kao ,,My-
3WYKH JIOTOC* HapogHor Owha, Koju m3BUpE U3 jeauHor OoxkaHckor Jlo-
roca, Kao CJIIOBECHO M MITOCTACHO CTA0JI0 KOje HUYe U3 caMoTr KOpeHa I10-
BECTH, a YMja je KPOIllkha 3acBol)eHa HEOECKOM KyTojoM merosor [IpBo-
JIMKa, Ka0 HEerOBUM HCTHHCKUM H3BOPOM. Jep, GpHUrHjcKH TPUXOPA O KO-
jeM je Beh Omto peun u koju ce y My3unu Jbyourie Mapuh kpucranmiie
Kao CpK MEJIOJMKE HapOJHOT TIeBama, MPEMo3HajeMo U y KapaKTepH-
cTiunnM opMmynama HaneBa Ocyoziachuka,’’ koje cy Takolje y MO3HHM
KaMepHHM JIeIiMa U30pyIlIeHe 0 YMCTe €CEHIUje Tojama — Kao Oucep
M3 KOjer 3payd TajHa MMOCIeAmUX CTBAPH.

Tako ce jeman jeMUHA MYy3WUYKH JIMK OTKPHUBA M TIPEIINBA Y JIBE CBOjE
npupoJie: 00KaHCKO], HEOECKO], OECTPACHO], U YOBEUAHCKO], 3€MaJbCKO]j,
cTpafanuoj.” OHO mITO y ceGu HeMa Taj THK — HEMA JINKA YOMIITe — 6e3-
JIMYHO je, HEMYIITO, HEMPO3UPHO M OECIOBECHO: CBa OHA MEJOJIH]jCKa
Tperepermka, OCIUIOBakha, CTPEMJbEha M MOHHPamka, M CBa HErojaMHa
JUHaMUKa BpeMeHa y My3uuu JbyOurm Mapuh, uspa3s cy ucropujcke u
TICHXOJIOIIKE PEaTHOCTH >KUBOTA OTPEXOBJbEHE NMPHUPOJE, KOja y CBOjOj
OCJICTUBCHOCTH HHj€ M3TyOnya jOIl caMoO OHY eJIeMEHTapHY CHITy U Te-
JKIbY JKUBOTA J1a c€ TIOTBP/IH, OCTBApH, MIPETO3HA.

Ha TakBoj ,,tamMHOj]“ mo/I03M ,,0MCep* Tojarba 3padyd CBOjy MyHY
2 .
BpeIHOCT,” KOja ce JI0XKMBJhaBa Kao CIOBECHOCT, CMUCJIEHOCT, CBETIOCT,

%6 Ommmmja ceetor Bacumuja Bemuxor Ha npornor Jesanhema no Jopany, Memuna, 16—
18, 2006, 244.

2" Buam o oBome ommmpHEje y: 3opuua Makesuh, ,Jbybnna Mapih — HcTOM pexoM
BpemeHa“, Hosu 36yx, 14, 1999, 35.

2 TIposkiMarse OBHX BHIOBA IeBamba MOXIA j¢ HAJBHUBHBH]C y YydecHom munuzpamy
(1992).

¥ Mapadpasa JbyBHIMHE MECIH O OJHOCY XHBOTA H CMPTH (,,..XKHBOT ... cyouen ca
cMphy, 3paun CBOjy IyHY BpPEIHOCT — Kao JiparyJs Ha TaMHOj ocHOBH‘); Pokcanna Ie-
joBwuh, ,ITpojeknuje mponuioctu y nenmuma Jbyoune Mapuh*, 3eyx 1975/2, 23.
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CMUpEHE, carjacje, cno6ona.’® Ou je ,,0K0“ U ,,cple‘ aena, JI0JIa3u HEO-
YEeKHBAHO, Kao Jap, kao omaronar Jloroca u Jlyxa, a meroBe npBe mojane
y muKIycy Mysuxa oxkmouxa W3IUBajy W3HEHahyjyhy, m300miHy cBe-
TIOCT OTKpoBea.” Y (hOpPMarTHOM CMHCITY, MECTa HEHHX IpojaBa Cy
KaJIeHIIe (XapMOHCKE U COJIMCTHYKE — KIIABUPCKE) — YIIPaBO KAaO0 MOMEH-
TH carnacja n CMHpera,”” y Koje ce, Kao y KakBe 37eHIle, Cabupajy Bojie
CBETJIOCHUX THIIHHA...

JemaH o TakBHX UyIEeCHUX cacyna Oe3Mepja OTKpuBa HaMm ce Beh Ha
npBoj TpehuHU NpBOT of TpH cTaBa npee o1 Tpu Oxmouxe (!). [lpumpe-
MJbEHa KpaTKoM (hOpMyJIOM HameBa, Y ,,HETBAPHO]* CBETIOCTH (pIasko-
JIETHOT Ca3BydYja, Kao TMOCETOM CBHIIEC, HEOUCKHUBAHA KaJICHIIA KJIaBUpPa
YBOZIM Y HCKYCTBO OeckpajHe nyOnHe, MOHHpe y OakeHCTBa CII000e. ..
Janexo o cBakor CHOJbAIET Cjaja M BEIUTHHE, HATOIUbEHA Hajly-
OJBbMM CMHCJIOM, M3HAJ CBAKOT PUTMa, METpa M MEJOJuje, U3BaH CBaKe
dbopme, xaHpa ¥ BPEMEHCKOT TIOpPETKa — jeJMHCTBEHA ,,My3HUKa IIe/e-
cernnna“.” | M3nma3 u3 Gesnsnasa cera. [Ipenasak u3 GeCIHIbHOT TOKA U

KOBHT/Iaka BpeMeHa y myHohy GorkaHcke JbyGaBy i xuBOTA. >

[IpBu craB Busanmujckoe xonyepma — €molieje O YATABOM jeIHOM
napcTBy M 100y 3axBaheHOM HEOSCKHM 03apeHeM — YBOJAM HAC HEMo-
cpemHo y nyOWHY BEKOBa, a OBa C€ OJIMax IOKa3yje Y CBOjOj HCTUHHUTO]
CBETJIOCTH U CBOM IIAPCKOM JIOCTOjJaHCTBY: HajaBibeHe (aH(papama, HaJ
HCOHOM TOHA f, TEKY y cJI000IHOM TMPETUIETY Melouje Tpyoe U TpoMOo-
Ha Ha ocHOBH [[pyrora rimaca Ocmoenachuxka — kKao uKoHa TpojudHoOT je-
JUHCTBA U €N000JIe, Y30p UCTHHUTH U YCTPOjCTBO MPAaBO, KOj€ CBOJUM

30 EBo xaKo 0 HCKyCTBY Buljerba cBeTocTH XpHCTOBE Kasyje npermoxobuu Ciumeon Ho-

Bu borocnos: ,,0n je 6ucep. ... OH n3nydyje (McIymra) CBETJIOCT, Kao CyHIE, H ja
cXBaTaMm, Jla ce CBe ca3laHo caipxku y Hbemy; OH MM moka3syje cBe IUTO ce HalasH y
TBOPEBUHHU M HAJIAKE MU JIa YyBaM COIICTBeHY Mepy™ (Apxuenuckon Bacunmje /Kpu-
Bouteut/, [Ilpenodobuu Cumeon Hoeu Bozocnoe /949—1022/, ca pyckor npesenn Emu-
ckorn Jlonrud /Kpuo/ u monax Jasux /Ileposul/, Xunaugapcku ¢oun Borocnosckor
¢axynrera CIILI, beorpax 1988, 145).

O TakBOM [1€jCTBY CBOT IPBOT BHl)ema 00KaHCTBEHE CBETIIOCTH FOBOPH MPENOA0OHHU
Cumeon Hosu borocnos, a o Tome kako cBetioct xohe na ce oTkpuje, oH Kaxe: ,,CH-
jajyha cetnocT Buue u Banuje: Ja cam Omia CBETJIOCT CBETY, jecaM M Ouhly ¥ sKelnM
na Oynem BuspuBal“ Mcro, 143, 150.

31

32 TIpenonobun Cumeon ceha ce moyke CBOT JyXOBHOT oma Aa ce Bor jaBma ,jexuHo

CMHPEHOj U HeJbYOOIUTIBMBO] ¥ 61aroj IyImu u cpiy, ucro, 144.

3 M camo u3Boherme mujanucte 3nenka Mapacosuha (1959, PTC) 1eo je Tor jeamHcTBe-

HOT' U HCTIOHOBJbHUBOT HanaXHyha.

3* Teopruje M. Manasapiic roBOPH O AMMCH3H]H BEYHOCTH H HEOTPAHHHUCHE TyOHHE

KOjy ca XpUCTOBHM JJOJTACKOM ITOTIPHMA CBAKH TPEHYTaK MCTOPHUjCKOT BpeMeHa (Bpe-
Me u yosexk, ca rpukor npesenu ['ajo . 'ajuh 1 Maja Pamosuh, Xunangapcku Gpoua
Borocnosckor gaxynrera, beorpax 2003, 89).
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carjiacjeM oJiMax IMedvaTd CBETJIOCT ,,HeTBapHA™ — KaJICHIIA MCTOTra riaca
y puaxkoneTrMa xapde U BUOIHHE. 32 TUM TOYESTHUM H3JI0KEHEM HCTH-
HE TOK CTaBa yJIa3M y paBaH HapallMje, Y CTBApHOCT foraljama U CaoxKe-
HOT' MCTOPHU]CKOT TKamba, 00PEeMEHEHOT TPArukoM, 3JI0M U CTPaJamheM.
Boau y moHOpe BpeMeHa u cexXe IO CaMUX HBerOBUX HEMO3HATHUX Y3POKa,
rymm u 3amyhyje ,,cBeTocT ca ucroka“. Ho, oHa ce yBek M3HOBA jaBba,
Kao MHUp W yTexa, CBeXKHMHA U jjakoha caracja, Kao ,,ci1a00ct™ koja mooe-
hyje cBaky cuny. OmneT y KajeHlama, y Kojuma ce, Haj (IaKoJIeTHHM
CTpyjama Ty/ladKuX MCOHAa MMIIPOBH3AIMj€ KJIaBUpa CMHpPaBajy W caOu-
pajy y bucepHe Hucke menonuke Jlpyrora riaca, 3aTBOPEHE KOIYOM OJI
YKICTOT 3J1aTa — OJ ,,CBETJIOCTH CBUIIE™, Kao cariacjeM [/lyxa Ceerora (T.
51-57). Kapenua kajeniie, MEK1 CIIO00HU OJ3BYLIU — MUP KOjU HAOULA-
3U CBAKU YM.

Hpyraunje GmarogatHo nejcTBO MMajy ToHOBH llerora riaca Ha ca-
MOM TIOYETKY KaHTate [Ipae cha: CIIMBEHH y Ca3By4je MPHUjATHOT PErv-
cTpa, uuje ce 0oje IpenuBajy y HeKHUM HUjaHCaMa XOpHE U Xapde, OHU
IUIaBE W HaTamajy oJ MCTHX TOHOBA PEUYUTATUBHO HCIEBAaHE CTHXOBE: 3a
wybas onoea uemy cu obehan... — ypaBo Kao H3JIMBame MyHOhEe cCMHCTa
1 Jby0aBu came.

A Ostinato super thema octoicha (1963) oTKpuBa BEHO BEYHO IPH-
cycTBO: TOHOBH [lerora riaca Kpyxe y caBpIICHOM C(QEPHOM TOHCKOM
MOJby YMarhCHE KBUHTE, Y CaBPIICHO jeTHAKHM, JIJAKMM U MUPHUM Tpajamu-
Ma, OBaruIONeH! Y ONMUIJBUBOCTH KIIABUPCKOT 3BYKa, KA0 MKOHA 00KaHCKOT
Jloroca y kojeM Hema usmere Hu cenke 00 npomeHe Uy KojeM je ,,00uTaBa-
na cBa myHoha 6oxancTBa TenecHo (Ko 2, 9). ToM MUCTHYHOM HUCKYCTBY
,,HETIOKPETHOT TTOKpeTa* (MOTO KOMIIO3UIMje je: kpehyhu ce cmoju, cmoje-
hu kpehe ce) CymIpOTCTaBILEHO j€ Y OPKECTPY MCKYCTBO BpeMeHa Kao TMHA-
MHYHOT, TIPOMEHJBMBOT, HEMPO3UPHOT U IpamaTrdHor. Lleo Taj Tok kao aa
cumbonmzyje 6opaBak HaxBpemeHOr y BpeMeHy, Y HUCTOpPHjH, Y TPOLIHOM
Tey, CHUCXOleme Koje ce OKOHYaBa Mpey3uMameM OpeMeHa IIeTIoT CBeTa ’
CTpafiatbeM 3a HETOBO HMCKYIUbCH-e: HermomyheHo cBeTNa, MHUpHA W Jiaka
MyJIcaluja KJIaBUPCKOT OCTHHATA Y jeJHOM MOMEHTY, IIpe]] caM Kpaj KOMIIO-
3uIje, arcopOyje caB Tparu3aMm OpKecTapcKe JpaMe Jia Ta Y TEIIKAM JIUCO-
HAaHTHUM TPO3J0BMMA TOJHECE W YHHINTH, U Y3HOCH CE€ MOHOBO Y CBOj
MUp, OcTaBJbajyhu 3a coOoM y opkecTpy (IIPBH M jJEJUHU Y LETIOM JeNy)
MoTHB cBoje Menonuje (T. 114), kao 6maromatHo ceme YKuBota, Cmucia
u Mctune, K0juM ce caB cBeT mpemnopala u 000xyje.

Tako je y 0BOj KOMIO3HIIHjH — CBOjEBPCHO] HMHCTPYMEHTAIHO] ,,ITa-
cHju*, UCTHCAH jacaH OOJHMK KpPCTa Kao CHMOOJa CTpamgaHOT U KHUBO-
TBOpPHOT cycpeTa HaaBpemeHor ca BpeMeHOM, TBOpIAa ca TBOPEBHHOM,
Bora Jloroca ca cBojoM moTaMHEIOM HKOHOM. Taj 3HaK YTUCHYT je Iy0o-
Ko y My3uky Jbybunie Mapuh, kao Hajeha ucTuHa JbyICKOT )KHUBOTA, KO-
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JH1 je yBEK MeCTO caMor TpeceKka CMPTH U BaCKpCeHha, BEUHOCTH U KOHAY-
HOCTH, CTpafama U cnacema. Y Acumnmomu (1986) pacnumame xumep-
OoJie XKMBOTa yHyTap KOOpAMHATA KpPCcTa (MCLUPTAHOT AYro OPXKAHUM TO-
HOBHMa U Kpajibe pa3yjeHOM BepTHKAIOM) A00Wja BU3YETTHO yIeqaTIbH-
BY, FeOMETpHU30BaHy ¢opmy. Y AenrmMa Koja MpeacTaBibajy ,,KOHKpETHE
MIOBECTH >KUBOTA HAa OBOM TJIy, y HajIIMpeM — UcTopHrjckoM (Oxkmouxa 1,
U3 mmune nojarve, Buzanmujcxu konyepm), WA HajyKeM — JINYHOM CMH-
ciy (Moroouja okmouxa /1984/), u cum007 KpcTa 100Uja MPerno3HaTIbH-
BE peaJiHe OKBUPE IPOCTOPa KOjU HAC OKUBA U BPEMEHA KOje Hac ocio0a-
ha®, HocH yKyc HaIler MOCTOjara W HAIle MOBECTH — CTPAIIHHUX OHBa-
JHUX CTpajama M yTexa, Ty>KOalWla U macrtopaia, 3eMajbCKUX [TOHOpa U
HeOECKUX 03apema, TMYHUX IOABUTra U OOXAHCKUX MPOCBETIbeba. Jeau-
Ha Mepa CMHUCIIa ¥ HCTHHE OMBarma y TOj TEITKOj MY3HYKO] JTHjaTCKTHITH
YVKPIITEHUX BPEMEHCKHX TIpaBalia jecte ydemihie ClIOBECHE MEJIOMKE I10-
jama kao cumbona boxanckor Jloroca. Jloroca koju je npe cBera Jlnu-
HOCT — CBETJIOCT JbyOBEHOT IIO3HABaha U CEOETIPUHOLICHA — KOja CBE, 11
U caMmo CTpajame, OCBEeT/haBa M OCMHIIUbaBa, y3BoJehn kKa BEYHOCTH
cBaku KUBOT y theroso Mme.

Tum nuaauM meuaToM Menoauke OcMOTIacHWKa Pas3lIuKyjy ce y
mysunu Jbyounie Mapuh ,,cTpagame Ha MyTy NpaBAe W UCTHHE 01 OHOT
,,300T" HETIpaBJie U MPXKEbE Hallle™, TOXO/M CBETUX PaTHHUKA OJT OECIIOBECHUX
CTHXUja, UCTHHCKH MHUP H JIETIOTA OJ1 FbUXOBUX MpuBHa. Y ViMipoBu3anuju
u3 Oxmouxe I KajieHIIa KIaBUpa Koja u3BUpe u3 Menoauke [IpBora riaca,
YBOZIM Y MCKYCTBO HajIyOJber CMHCIA, JOK MEJIOANjCKU OecaapikajHa eru-
301a xapde u kaBupa (T. 58—66), YIIpKOC CBOjOj TAHAHOCTH U TajaHCTBEHO-
CTH, OCTaBJba yTHCAK 0€300JHOCTU M Tpa3HUHE. Y BEJIMKO] 3aBPIIHOj Tpa-
Jauuju MpBOT CTaBa Buzanmujckoe KoHyepma TPaTUMO TOKOBE IIBEjY
ONpPEYHMX CHJIa — HEYMOJbUBE, XaPMOHCKH U MEJIOJIUJCKH ,,HECYBUCIIE
MOTOpHKE KJIaBupa u n1o0pomodeane menoauke Ocmoeiachuka y XOpHa-
Ma, Tpybama u TpomOoHUMa. HbuXxoBO HapacTame ITOBOAU A0 KOHAYHOT
cyJapa M KaTap3W4HOT PaclpCKaBamba — Y XPOMATCKH TEPIHO-CPOJHY
aKOPJICKY Tapuaji y KJIABUPY H y eKCTaTHYHE CEKCTOe TpyDa u ryaada y
KOjlMa BpH CBETJIa MEJIOJIMKa M0jaka Y MHOIITBY HOBHUX (hOopMyIia — Kao
CTOCTPYKH POJ OHOT jeBaHN)EJbCKOT ,,3pHa MIICHUIIE".

Tako cBe 0Be My3MUKe TIOBECTH jecy jenHa jemuHa — noBecT Jloroca u
HETOBOT ’KHUBOTA U MIPUCYCTBA Y CBETY CBUX BPEMEHA; ITOBECT HAILIET OJHOCA
npema OorodoseyaHckoj JMyHocTH Mcyca Xpucra u ipema HaMa camMuMma Kao
Herosum nkonama. Ha nqpamaTidHOj TyTamH T€ MOBECTH, KOja U3paXkaBa CBY
TEXWHY CTpajarba y MajJoM CBETY M CBY CIOXKEHY AWHAMHUKY HCTOPH]CKUX H

3 [ecme npocmopa u Oxkmouxa 1 jacHo HIycTpyjy TO (EHOMEHOOIIKO CyIAPHUIITBO
n3mely npocTopa u BpemeHa, o koM rosopu I'. 1. Manmzapuauc (ucto, 31-36).
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TICUXOJIOIIKUX TOKOBA, MOKa3yje Ce jeJHa CaCBUM Jpyraudja — HajBpeMeHa
JIMHAMUKa OO0XKaHCKUX OTKpHBeHa. JIOK ,,ACTOPHjCKH™ (XPOHOJOIIKH) TOK
CTaBa CBOj BPXYHAIT JIOCTIDKE Y TIOCIIENEH0] TpehHM — Kao Ha TipeceKy KpcTa
— cabupameM eHepruje 3J1a JI0 KOHAuHOT cTpajama (y cBe Tpu Okmouxe),
npojaBe CBETJIOCTH, MUpa U myHohe cMmucia forahajy ce HMOTIyHO CIOOOIHO
1 HeodeKnBaHO Beh y mpBoj TpehnHM cTaBa, HE Kao TOCTUTHYhe FeroBor To-
ka, Beh kao urcTH aap u nocera ceuine. (IToaceTrmo join jerHoM Ha dyIecHy
KJIABUPCKY KazeHIly u3 Oxmouxe 1, Koja ce jaBJba Ha HEOUEKUBAHOM MECTY —
TOTOBO Ha CaMOM TOYETKY, Y JIelTy KOje YOIIITe HHje KOHIEPTaHTHO.) Y Ja-
JheM MY3WYIKOM TOKY OBa OJlarojaTHa JiejcTBa OMBajy clialHja W KpaTKoTpaj-
HHja, ¥ Ta TMHAMHKA FBHXOBHUX T10jaBJbUBAba KAPAKTEPHUCTIYHA je U 33 TO3HH
KamepHH omyc.’® HapounTo je uspasuta y KoMnosumuju Moroouja okmouxa
KOja y JIMYHOM, HCTIOBEZHOM TOHY IPEICTaBha TOK YUTABOT jEJHOT KUBOT-
HOT TIOJIBHTA: O] M3BOpPa )KMBOTa y camoM Jlorocy, o1 Kojer ce MmaJioM OJIBO-
jUO W cTOra MOTaMHEO, TaKO Ja ra caMo Aap O0KAHCKOT OTKPUBEHa MOXKE
OCBETJIITH | TIOOY/IUTH J1a ce cao0pa3y HCTHHU; TIPEKO TEIIKOT U YCKOT ITyTa
acke3e YCMEpPEHOT TUM OTKPHBEH-EM Kao0 jeJIMHUM CMHUCIIOM M jEJMHOM Ye-
JKEbOM; JI0 TIOHOBHE T10jaBe CBETJIOCTH KOja ce OMeT Japyje — Kao OJICjaj OHOT
TIPBOT J1apa, ¥ Kao TpajHu npenykyc Oymyher LlapcTtBa — 1 koja Ha 3amacky
’KMBOTA CBE NPUCYTHHja M Y UCTH Max CBE MUCTUYHH]ja OuBa.

Taxo ce Bpeme OBHX ,,HEOSCKHX YIUTHBA“ TIOKa3yje CBOJUM YCMEPEHEM
CYIIPOTHO XPOHOJIOIIKO] aKyMYJIalliju My3WIKOT TOKa. theros moverak je y
HaJBPEMEHOM, OHO Ce He Tpaau W He yoOinuaBa, Beh ce m3nmBa u3 cBoje
nyHohe; y ;eMy HeMa Cyko0a HU JpaMe, HA TaMe HUKAKBE, jep je CaBplIeHa
CBETJIOCT W JhyOaB; He Texu kKa Oymyhem jep y camoM ceOM WMa W CBOJ
kpaj’’. Y Toj OGPHYTO] MepCIeKTHBH BpEMeHa Koje ce He I'yOH y Ge3IHuHO-
ctu Geckpaja, Beh ce C/IMBA Y CaMO CpIIE YOBEKOBO *, IOUETHA, HEOUEKMBAHA
IITEIpa OTKPUBEHA JIOKUBJhaBajy ce Kao KyIoia Koja e 1 HaJ OCHOBOM
KpCTa y BH3aHTH]CKOj apXUTEKTypH. A ,rpal)eBUHA BH3aHTHjCKE IPKBE je
teno osarohenora Jloroca“”. | Jlomu zeo je nexehn xper — To je Teno
Boroyoseka. A ropmu A€o je Kymoia Koja npencraBiba theropy boxkancky
npupoy. ... Kymona, 6e3 nkaksux cry6oBa, JOCIOBHO je6au Kao HeGo... !

3% Mpenogo6bun Cumeon Hosu Borocmos ceemoun o pasitumi u3Meljy OPBOT IITEAPOT
n3nMBamba bokaHCTBEHe CBETIIOCTH M KACHHJUX HCHUX Y3Ap)KaHHMjHX IpoOjaBa Kao IUIoaa

cypoBe H cTainHe ackese (Apxuenuckon Bacunmje /Kpusomrenn/, HaB. ferno, 144).

37 Bumu: T. UL Manazapuauc, HaB. €10, MOrJIaBibe ,, XpPUCTOC U BpeMe*.

38 Vnopenu: Bragumup JoBanosuh, moroBop 3a kimury Jesrenuja Xepumana Buszanmuyj-

cka nayka o mysuyu, Clio, Beorpax 2004, 332.

3 X. Janapac, ,,Amo(aTHdko GOTOCIOBJbE M BH3AHTHjCKA apXuUTeKTypa“, y Ilpasocia-

éme u ymemuocm, 163.

" Ennckon 6ymuvcku Tamuno Kperuh, o apxurexrypu Caere Coduje y Llapurpany.

. Teonoruja u apxurexrypa”, y Ilpasocrnasmwe u ymemnocm, 170.
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A Kao KyToJa jeTHOT BEJTMKOT cabOpHOT XpaMa CaBUjla e HaJl YhTa-
BUM >KUBOTHUM omycoM Jbyouue Mapuh My3uxa oxmouxa — mumpoko 3a-
CcBoljeHa, HEMOHOBJFMBUM HajaxHyheMm wmcmymeHa, Hajsehum mMenom
Ha3BaHa. CBe ayTOPKMHE MOTOHKE KOMITO3HIIMjE HOCE jEJHO 3PHO MEIO-
JMKe TI0jarba Kao JparoneHo cehame Ha U3NHMBAKE OBE JEAMHCTBEHE MY-
3uuke Omarogatd, koja he ce, THIIAa W CBeJEHH]ja, ajyl jaCHO MpEIo3Ha-
TJPUBA, jJABHTH joIl jeAHOM: Apxaja 2 (1992) 3a nyBauku TpUO, U3MaKIIa
U3 3aMpILEHUX U 3aMOPEHHX TOKOBA BpeMeHa y AUMEH3H]y OyOuHe, Ou-
CTPUHE M CBEXHHE, CBa OJMIIE MEJIOAUKOM Mojama M cBeTiIomhy caria-
Cja; cBa je HOME 3aKBallleHa U IIOMHPEHA, CBE O caMe, 32 My3UKYy OBE
ayTopKe HeyoOu4ajeHe, TOHAITHE KaJIeHIIE.

KakBu cy nHave 3aBplieni KOMIIO3UIIH]ja, Y YeMy UX 3aTude Tumim-
Ha? OHHM cy yBeK cMHpeHH mpe] TajHOM, ypamajy Y lBeHY CEHKY, ylase
y ,.00kancky tamy“.'' (ITocimeama koMmosuuuja — KiaBHpckn TpHo
Topzo /1996/ cra je Beh ,,tamo*.) Menoaujcku 1k OCMOTITACHUKA BUTIIE
ce He pasza3Haje, HErOBH TOHOBH — OOABHjEHH HECTBAPHHM (QHIMOM
¢axxonera ¥ MUCTHYHOM 00joM Xapde — NPOHUYY BEYHOCT, ,,I1ajby IO-
cienmy crpeny y cpiue Tajae™, kao mTo 6u ce mecHuIkn u3pasuo Ilasie
EBnoxumos ™. Jby6una 61, ca cBoje CTpaHe, PeKiIa 1a je meopere ~ Mmy-
wa uz oka majue.” U Ty ce kpyr 3aTBapa u — otBapa: y TajHu racHy mo-
CIIe[IlEe CTpelle JbYJCKOT epoca, U3 me ce pahajy Myme TBopema. Y Ty-
nadxoj Apxaju (1992) mouerak u Kpaj Cy /ABa cMepa UCTOT II€Bama 3a-
CHOBaHOT Ha Menoauu Oxmouxa. Moxe M ce TayHHje HW300pa3uTH
Xpucroc Aagpa u Omeza, y KOjeM Cy TOYETAK U Kpaj CBAKOT BPEMEHA H
CBHX BeKOBa? A jeJHMM CBOJM TOHOM M CBOjOM IIEIMHOM My3HKa Jby-
6une Mapuh ,,rpiu 1eToKyIHy TBOpeBUHY“ — 011 uydecroe munuepama
JI0 KOCMHUKOT Ge3Mepja, 1 OHO yeno epeme’ — mmely mpenymra — ya-
pa ceoe yapcmea™® ¥ CBEeKONMKE MOBECTH, 0J] MOCTAmba 0 MOTOmer Ja-
Ha. OOyxBara ra u npoHuye, He cBojoM Qunocodujom, Beh camum 6o-
skaHckuM CIIOBOM, KOjUM je W ca3laHa — Ja o0jaBibyje cBemiocT bbero-
BOT cMUpewa U therose ciase.

41 . . . ..
,,BOF_]C KUB U CJ'IO60,Z[aH U1 3aTO )€ CYIITHHCKHA TaJaHCTBEH Y CBOJO) MPUPOJU. OHn Ko-

ju casepraBajy 6oxaHcKy cBeTiocT Buze bora xao Tajuy* (ITaBne EBnoxumos, ,,Amo-

(asza wim y3nasHu nyT ukoHe", y Ilpasocnasme u ymemuocm, 128).

42 ToBopelin 0 anodaTHIKOM aCIIeKTy HKOHE, KOja IPEBOM € OHY CTpaHy CIHKe; HeTo, 130.

BT abnuye, uukiyc ,,TajuoBuro cnoso T

* Mspas I'. M. Mammsaprzuca, o camom Bory Jlorocy u norahajy Boxjer oammohema;

HaB. 1eno, 70.

" Bumu 3. Makesuh, ,,Pasrosop ca Jby6umom Mapuli®, Hosu 3eyx 1, 10.

* Crux us Tabnuya.
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Zorica Makevié

THE LIGHT OF THE WORD IN LJUBICA MARIC’S MUSIC
(Summary)

Ljubica Mari¢’s music provides manifold encouragements for considera-
tion in the light of the Logos, according to the teaching exposed in the prologue
of the Gospel by St. John. It speaks of the essential inconceivability of time and
life, which have their cause in God and His Logos. Seeing through and praising
‘the logos of things’ guide all its aspects: the tone reveals itself as a vibration, as
the energy of lasting and existing, as the beginning of every time and motion;
the sonority of different instrumental media is freely expressed and mutually
determined in co-action with specific musical and contextual moments; the
rhythm evades every regularity and mechanicalness, by which both single dura-
tions and the whole metro-rhythmic course gain a vivid expression. The entire
shape of the work is also taken from the reality of psychological and historical
time, from its unreductable dynamics, being always in a vivid connection with
the space, origin and tradition. The respect for ‘the truth of things’, the awe be-
fore the mystery of time and existence, which call upon the very principle of life
in the divine Logos, are obvious in everything.

Designation of man as a being of light and reason, created in the image of
God to be the likeness of His being, is expressed in Ljubica Mari¢’s music by
the measure of human pulse taken as the basic tempo of her entire opus. Ljubica
Mari¢ expressed her consciousness of the reason as a special gift to the man by
extremely careful treatment of the words — its meanings, melodies, rthythms, which
she always considered the very source of music. The relation between the word and
the voice — its sonorous body — is shown in the cantata Songs of Space (1956) as a
mystery of the encounter of the Logos and the matter. In relation to her earlier
works, this one is a marked breakthrough of the composer’s authentic ‘voice’, which
will find its full identity only after receiving the divine Word, symbolized by the
melodies of the Serbian Octoechos in the cycle Musica Octoicha (1958-1963).
Thus, Ljubica Mari¢’s music has entered its ‘New Testament’ time and become a
specific story of the Logos and His presence in the world and history.

In the opaque and dramatic course of that related musical time, the me-
lodics of chanting is experienced as the manifestation of the light, meaning,
reason, freedom, awe. These graceful effects bring into the work a certain
beyond-time dynamics — inverse perspective of time — and, like a Byzantine
church dome, they bear witness to the divine condescension.

Ljubica Mari¢’s music is steeped in the mystery of the beginning and the
end, which meet in eternity, in the One who is Alpha and Omega; in its one tone
and in its entire course, it grasps the whole of time and existence — through the
divine Word itself by which it has also been made.

UDC 78.036.01:78.071.1 Mari¢ Ljubica

271.2-184.8
DOI:10.2298/MUZ0909065M
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bpanka Paoosuh

AL NIENTE
- HAJ HOCJIEAIUAM OITYCOM BACUWINJA MOKPAIBLIA
—IIOCJIE YETBPT BEKA

Ancmpakm: Ilpe 25 ronuHa HaIyCTHO HAC je M3y3€THH YMETHHK M CTBapasall
Bacumje Mokpaman. beroro mocnenme aeno crano je aa xuBH y cehamy
MKCIIa OBHX PEIOBa O] MPBOT W3BOhema, jep je 00eNeKnno He caMo Kpaj jea-
HOT 0oraror oryca M CTBapajJadkor pajga Beh u Halle My3HMKOJOIIKE OCBpTE.
Cehajyhu ce corncTBeHHX pedyn y TEKCTY HAIMCAaHOM IIOBOJOM KOMITO3HTOPO-
BE CMPTH, HAUMHWIN CMO jOUI jeJaH MOTJIe] yHa3al M U3 JaHallbe IepCrek-
THBE, jOII jeJTHOM 3apPOHIIH y ayTOPOB TECTaMEHT.

Kawyune peuu: nperynujym, KIapHHET, TECTAMEHT, MEANUTAIHMja, CMUCAO0, XKHU-
BOT, CMPT, YCYJ, CIIOJKEeHa IlecMa, JIATeHTHA XapMOHHja, PeLeIIija My3HKe

JemaH o TekcToBa 00jaBJLEHIX HETIOCPEIHO Iocie CMPTH Bacumja
Mokpatmlia OUO je 1 Halll, KOju CMO, YMECTO HEKpOJIOTa, MPE3CHTOBAIHU Y
TaJalImbeM My3MYKOM yacomucy Pro musica,' myGoKo moTpeceHH H3He-
HAJHOM U TparndHoMm cMphy kommosurtopa. XKenehu na ce Ha HEKH CBO]
W HECBaKUJAIIU HAYWH 00paTUMO ayTOpy W EErOBOM JIENy, Aa HE TIH-
nieMo yoOHuajeHe peyd XBajie W He MPaBUMO MY3HMKOJIOIIKHA OCBPT, HE
KpeupaMo in memoriam, oOpaTHIIM CMO C€ YMETHHKY ca KojuM je Bacu-
nrje MokpamaIr IeJIor )KHBoTa capaljuBao, KOMe je Jiejia IHUCcao U IMOCBe-
huBao, Koju My UX je, IOTOM, U U3BOANO, KiapuHeTuctu EpHecty Auky-
Hy. [IpBa uzaeja Ham je Onna ga cam AuKyH, Kao ONHCKM capaJHHUK U
HpHjaTesb yIyTH HAIIEM JIICTY IHCAHO CIOBO O CBOME TPAarn4HO MPEMH-
HYJIOM TIpHjatesby. MeljyTum, oBaj je To 01010 peKaBIy Aa He OH KeJeo
HHU MOTa0, 1a He yMe, jeTHOM pedjy, Hanaszehn OpojHe H3roBope, a oaMax
MIOTOM, BUJICBIIIM pa3oyapame Ha HaIlleM JINILY, TOHYHO HEIITO JPYTO.

Ha meroBoM paiHOM CTOXTy 3aTeKIIa ce MOCIeAha MprjaTebeBa map-
TUTypa. AUKYH je pekao: ,,JJa hy Bam je ca 3a70BojbCTBOM cBHpaTH. Hu-
cam je jour HUKOMe U3BOJNO, Baspaa he OutH npuinke...Moje je 1a cBu-
pam, Balle Jia mumeTe™.

Hamm cMo ce jeqHOT cyTOHa y HerOBOM CTaHy M YMETHHK je Ha
KJIapUHETY BHILE IyTa, Jujajorusupajyhu camuom, ca Bacom, ca nenum
KOCMOCOM O CMHUCITy ¥ TParuiy >KUBOTA, O IPY>KEHbY U NPHjaTeIbCTBY, O
Jby0aBU M HCHEIUTEIHCTBY, O CMPTH M JKUBOTY, MOXJa TMOHAjBHUIIE O
cMpTH, Aajyhu enunor BacuHoM, a MOKIa M COTICTBEHOM >KHBOTY.

! Bpanka Panosuh, ,,Han mocinenmum onycoM™, Pro musica, beorpan 1984, 123, 20.
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[Mpomwio je 4eTBPT Beka, a MU HU €aJia HE KEJIUMO Ja CBOAUMO Opo-
jeBe oIyca M MUTHPaMO MHOTOOPOjHE H3jaBe MOBOJOM CMPTH U U3 JKMBOTA
BEJIMKOT CPIICKOT KoMro3utopa. He »emMMo HU J1a ra MO3HIHOHHPAMO Y
HCTOPHjU CPIICKE MY3HKe, J1a 30pajaMo H3Bohema mberoBux jeia y mehyspe-
MEHY, HaKO CMO CKOpPO CBHMA MPUCYCTBOBATU. He jKeTMMO KITaCHYHHU TIOP-
TPET, OH j€ HAYHMILCH, HE KEIMMO MOHOBHO BPEIHOBAHE M UITYUTABAILE,
TO je HEJaBHO YUYHICHO Ha CHUMIIO3UjyMy MOCBEhCHOM HErOBOM ITUKY,
JieNy, CTBaparby, CBHM ITApaIeTHAM aKTHBHOCTHMA KOMITO3HTOPA.”

He xenumo naTeTuky, MEMEHTO, HE KEJIMMO UCTOPULIM3AM HU aHa-
JIUTUYHOCT, IIOXKENENN CMO 3allpaBoO Ja yCIIOCTaBUMO HOBU OJHOC IpEMa
Y30pKY, COIICTBEHOM TEKCTY OJ Ipe 25 roAnHa U CONCTBeHUM ocehammnma,
MHCJIFMA 1, MOTYhHM, HOBHM OTHOCOM TIpeMa UCTOM MOKparmbueBOM JeTy.

Illta je wcro, a mrTa apyraddje y HAIIOj MY3WYKO] jaBHOCTH, Y
CTpYYHHM KpyroBuMa u Meljy Mmo3HaBaoluMa U MOIITOBAOIMMA Y OJIHO-
Cy mpema KoMIo3uTopy? MHOro Tora ce mpoyduiio, HcKa3ayo, Haruca-
710, 320KPYKUIIO, O] IeroBe ouorpaduje 10 YKyIMHUX JAETaTHOCTH, BaH-
KOMIIO3UTOPCKHX U CTBapaiadkux. [lojaBuie cy ce HOBe CTyauje, KIbUTe
0 1IeJTHM U 3HAYajHUM JETIOBHMA OMyCa,” 3a0KPYKHBAHha CTUICKHX IEITH-
Ha JICO Cy HajHOBUjUX UCTOPHja HAIIMOHATTHE MY3HKE.

Pekno Ou ce, mpoyueH je omyc, 6ap y nenoBuMa. AKO HEMa KOM-
TieTHe Ouorpaduje, MojaBmwiio ce MHOTO TEKCTOBa, MOoJaTaka U3 JUCKO-
rpaduje u oubmuorpaduje.

ATy, MHOTO TOTa ce HHje IIOMEepPUJIO y BpeMeHy U npoctopy. Taj ma-
JICHU TIOCIIEY OIyC, HaMa TaKO PEUYHT U JParoleH, 0CTao je y PyKOIH-
Cy, Y BIacHUIUTBY nopoaune. M3BoleH je Buie myTa, yak je U Ha TaKMH-
Yemy YUeHHKa 0o U 00aBe3Ha KOMITO3HUIIH]a.

Pykomuc cMo MOMHO NOOWpHUBAIIM, Kao MPaBH Jparyjb, T€ aBHE
1984. ronune.

IToHoBO ra y3umamo y pyke. Hema Buiie HU BeroBor u3sohaua Ko-

JH je Y MHTHEMH CBOje co0e nenmo ca Hama y30yheme Haa MOCICIHUM
OITyCOM Jparor npujaresba U NemhEHOT KOMIIO3UTOPA, IheMy MocBelieHOM.

OcTtaBuiy CMO CacBUM IO CTPaHU CBOj CTapH TEKCT U3 yaconuca Pro
musica, pelIeHu Ja ra He YUTaMo BHUIIIE YOIIIITE, Ja ra 3a00paBUMO U J1a

JKusom u deno Bacunuja Moxparsya. 360pHHK ca cuMIIO3ujyma moBojoM 20 romuHa of
Komro3utopoBe cMptH, beorpan, 14-16. neniembap 2004, COKOJ-MULI, Beorpax 2005.

3 Ivana Medi¢, Klavirska muzika Vasilija Mokranjca, SKC, Beograd 2004.
Hcmopuja cpncxe my3suke, 3aBon 3a ynbenuke, beorpan 2007.

HajuoBujy Bepaujy kojy je HaumHuO Pajko MakcumoBuh uzBena je Crana Kpcrajuh
Ha ant ¢rayTu, Ha Konepty oapxxanoM 21. 09. 2009. roqune y I'anepuju CAHY. Hu-
je HaM ce yYMHIIIa yOeJbiBa Ka0 OPUTHHAIL.
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MOCIeBEeM OIycy mnpuljeMo moHoBo. Pe3ynrat Heka Oyzae kako Beh ma-
[ITa U WHBCHIMja HATaXy, MOXKIa MCTOBETAH, & MOX/Ia U y TOHEUEMY
pasmuunt. Tpynnhemo ce ma He Oymemo onTepeheHH CBUM TEOPHjCKUM
MOCTYMIIMMA U aHaJiu3ama Koje cMo y Meh)yBpemeny, 3a norpede HacTaBe
U CTy/IeHATa, BUIIIEC MMyTa HAYWHIIK. [[pUaa3uMo UCTOM Jeny APYTH MyT,
CTapHjH, HCKYCHUJHU, Ca UCTUM MOETCKUM MPETIOCTABKAMA, JEJTHOM PeY-
jy, U3 My3uKe caMe. 3aTo MOKYyIIaBaMo Ja ce ,,04MCTUMO O] HaHOca
MPOYMUTAHOT, YCBOjEHOT, 3HAHOT U OTKpUBeHOT 0 Bacu Mokpamily 1 1a
ce, Ye/IHU W HEYMYTHH, Y TOJMHHU jyOuiieja CacBUM MOCBETHMO HETOBOM
TECTAMEHTY 3a COJIO KJIapPHHET.

OHO WTO HaM OAMax ymaaa y O4M, TO j€ JIeBa CTpaHa MapTUTYpPE U
roceera ,,J[parom u 1emeHoM KoJieTH M TpHjatesby EpHecty AukyHy™ H
MOTIHC ayTopa. AJIM, U OMaX HCIOJ TOTa y JIEBOM YTy, AaTyM H MECTO:
,.beorpan 3 mapra 1984 6amr Tako croju, Oe3 Tayaka u3a peqHuX Opojesa.
He 6w 3aBpehuBano noceOHy nmakmy, Aa HUje 1 oaMax Ha cienehoj ctpann,
y TOPEEM JIECHOM YTy, OAIMax IMopej MOTIMCa ayTopa, jOII jeJTHOM aro-
cTpodupaH Mecel, caja PUMCKHUM OpojeM, ald WCTH, Ha3Ha4eHH, MapT
1984. 1o yemy je Taj MapT OMO Tako 3HaYajaH, MOKIa U ¢aTaan?

Komrmosurop je cebu mpecyauo Maja Mecera, y MapTy | anpruly HHje
BHIIIE ITFCA0, MO)KEMO CaMO TPETIIOCTABUTH J1a CE OMPAIITAO ca KUBOTOM, Y
ceOH, HHTPOBEPTHO, MHTUMHO, MOXKIa U pacrnonyhen nzmely cTBapHOCTH 1
JKMBOTHHX COKOBA, HA OHOj TAHKOj JIMHUjU KOja ce Ha Kpajy IpeceKa.

Ipenyoujym 3a cono xnapurem mucaH je y Temmy Andante sostenu-
to, y MeTpy KOjH ce Mea Takopehin y CBAKOM TakKTy.

OBO MaJeHO [1eJI0 MHCAHO j€ 3a COJI0 MHCTPYMEHT, 3a jelHOr yca-
MJBEHOT M JeZIMHOT COJICTY, CaMor ca coO0OM Ha clieHH. Mos/ia 1 He Ha
CIICHH, MOXKJIa Y UHTHMH CBOje co0e, Y KaMepHOCTH TPoCTopa KoMe He
Tpeba myOnuka. [lorpeOHU cy mpaBu ciyiraonu, caydecHuim. [lomu-
JbaMO J1a ¥ HHje TUCAHO 3a MyOIINKY.

Omno orncroju y HameM cehamy 1 AYKyHOBOM H3BOhemy Koje je 3a
Hac OCTaJ0 jeJIMHO ayTeHTHYHO, HAKaJIOCT, He3a0EJIeKEHO HAa CHUMKY,
IJIOYH, Kao0 J1a je MACAaHO caMo 3a Hac JBOje, 1a 3ByYH y CYTOHCKUM 00ja-
Ma YMETHUKOBE pajHe code.

Krnapuner je yecTo u oJ1 cTpaHe MHOTHIX ayTopa TPETUpaH Kao JbY -
cku riac. J{eno cMo camu BUILIE ITyTa CBUPATHN HA KIaBupy. Yak u Ha BU-
OIIMHU HEe O MOCTHUTIIO YTHCAK Kao Ha KIAPUHETY, jep OBaj MHCTPYMEHT
MOJKE J1a IIBWJIM M 2 jema, na O0JHO Ilade W KIU4Ye, Kao JbYJICKU Tiac.
Mosxe nia aconupa Ha JbYJICKH TOBOP M MEJIOAW]Y JbYACKOT IJlaca, Ha Tie-
Bame U IPIakbe, Ha TOBOPEHE U ANy TakbE.

Kana cMmo ra HemaBHO uynu Ha anT (uayTH, TO HUje OMO Taj 3BYK
HHUTH YTUCAK.
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[Mpunukom npBor u3Bolhema, Ouio je To y30yheme, MOBHUIICHU TO-
HYC, BHCOKa M3paxajHocT. M Tajga, a moroToBo caja, YYMHHIO HaM ce
YaK ¥ HEUITO JPYTO: /1 je JbYJACKH TJIac 3alpaBO KOHTEKCT OBE MHHHja-
Type 3a COJIO KJIapHHET, Ja HEJ0CTajy yIMUCAaHH CTUXOBH, PEYH, Jla My-
3WYKH TOK CUMOOJM3Yje M IUPEKTHO acolupa JbYICKH Tjiac, 1eB, 30B.
Moske ce Jak MPeTHOCTaBUTH JIMTEPAPHOCT TOTa Jieja, MOTIUCATH CTH-
XOBH, PEUH, MUCIIH, PEUCHHUIIC.

Mana cuiasHa CeKyHJia Ha MOYETKY, M KaCHHMje MHOI'O IIyTa ITOHO-
BJbCHA y IUMHUHYIIMJU U CEKBEHIIH, OJJMaX U Ha MPBO CIYIIAke acolHpa-
JIa HAC je Ha MUTamke ,,3amTo ?

[pBa peuennna je Mana, o] YeTHPU TaKTa ca jeTHOM [IPOMEHOM MeTpa
(ca 4/4 na 3/4), xao na ce Mema ABOCIOXKHA PEY Yy TPOCITIOKHY, ald MOIITO
je TocyeImha HOTa M3 TPOJEITHOT TakTa Be3aHa JIYKOM, Kao Ja je UCTOj peuH
OCTaBJHEHO 14 3BYYH JY>KE Y CBOM JIPYTOM CJIOTY. ,,3aIIT000 “?

To nuTame je MoCTaBFEHO YHCTO, XaPMOHCKH jE€THOCTABHO U jacHO,
JINjaTOHCKH, 32CHOBAHO HA CaMO jeIHOM MOJICKOM TPO3BYKY JHC MOJIA.

V uenom mpBoM neny Ilpenyoujyma dyjeMo 3Bydame TOT MHTamba,
kao oHor bax-6etoBeHckor ,,Mopa jau outu‘?

Mokpam4eBo je KOMIPUMOBAHO M CaApKaHO Yy CHUJIa3HOj MaJioj ce-
KyHIH re-uc.

Ieo npBu neo [lpenyoujyma xaneHypa Ha OBOj 3anUTaHOCTU. Bpa-
ha ce Ha uCTO MUTame 0e3 OAroBOPA, ,,KaJACHIUPA“ 32 TPEHYTAK PEIpH-
3upajyhul 0ceK HCTUM MOTHBOM-TTUTAEM.

bes 3akipyuka, 0e3 oAroBopa, CBe caMa IMUTama U yMECTO OJroBOpa,
JOTII jeTHO TUTamke Ha KaJeHIupajyhem oopty!

Cpenmu 1eo je y30yheHuju, CKOKOBHT, ca MOHABJbamhEM HCTHUX TO-
HOBa, peud, ca MpoMeHama JIBOJIea U TpoJjena y putMy U MeTpy. Ckok
KBapTe Oe-ec HaBHIIIE, Kao J1€0 MHUIIMjATHOT MOTHBA OBOT HOBOT O/ICEKa
¢opme oImoBprasa 3amMTaHOCT ca MOYETKa, Jellyje arpecUBHHjE M KH-
BoTHHje. Hym Heke HOBe COKOBE M HOBA peIleHa, YJINBa Haly, MpyXa
Tpauak cBeTIOCTH. Jla je To Tako cBemoun HeoOMuHa mojaBa. OjjenHOM
ce, y JpyroM JIely OBOT CPEeIEr OJICEKa, jaBiba y AaJbUHH, BUILE Kao ce-
hame, ka0 MeTaHXOJINYHA ceTa, Kao (JIenr Ha HajlIeNIIe TPEHYTKe KHUBO-
Ta, Ha WPy, IUIEC, PAJOCT, BAILEPCKHM MOTHUB Y TaKTy 3/4 ca 03HAKOM
Quasi danza i quasi da lontano.

Janeku 3Byl Iuieca Oyjae acolMjalldjy Ha jyHaka Mpude, jyHaka
¢unma 1 jyHaka clieHe KOjU M3 JaJbUHE IIeia Kako ce u3a nebenux 3aBe-
ca HEeKOT JBOpIia OJ[BHja IUIeC PaloCHUX U y30yheHux urpada, auia Koja
ce pamyjy KUBOTY W wrpH. IbuxoBm Kopaly, HacMejaHa JuIa, OJMCKH
(hM3UYKY KOHTAKTH 3HA4Y€ OHY BUTAIHOCT KOja CUMOOJIHN3Y]j€ HKHUBOT.
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Wnak, He omoBpraga jiu oBaj Quasi danza ojicek Hally mpBOOUTHY Te3y
0 TECTAMEHTY, O CIIHJIOTY, O OCTABJbAILY MOCIIEIHE OMOPYKE, MY3HUKOT TTH-
CMa M YMECTO CBera, JOIao je KIApHHETCKH enuTtad...mra he Ty Ba-
[IEPCKH PUTAM, KaJl Ce OYEKY]jy PUTAM M TEMITO TOCMPTHOT Mapiia?

Bepyjemo, mo3Hajyhu koMmo3uTopa, Aa je TMX0TOMHja JpaMe KUBO-
Ta M jeTHOCTAaBHOCTH CMPTH, MOTJIa OUTH HETOB KPeIo.

VYHyTpammke Oype W HECIIOKOjCTBA YBEK CalpiKe KIHIE PagoCTH,
MUJIMHE, UTPE, Y OBOM CIIydajy Mrpe Kao cCMMOoJIa JKMBOTa, MOK/Ia ¥ Kao
acolyjanyje Ha )KUBOT, IOCIeIber noriena Ha yenory. CeTmm cMo ce
AnppuheBor TpeTupama Urpe Kao KHBOTa U UTPe 3a KUBOT y MPUIIOBE-
M ,,Acka 1 ByK*. 1 Aunpuh je HocMO U3BECHY JAUCTAHIy IIpeMa CBETY U
3a1y0JbEHOCT y CONICTBEHE MHCaoHe cepe, y CBOje MUCAE U CBOJY HY-
TpuHy. OyBeK CMO BUJICNHU JIBOJUILY YMETHHKA Ka0 TyXOBHE CPOJHHKE.

CKOK KBMHTE HaBHIIIE, Ca TOHUKE Ha JIOMUHATY A JIMAWjCKOT, Ipe/-
CTaBJba Taj ,,30B KUBOTA™ W OKO TE JOMHHAHTE Bapupa I1€0 JIATCHTHHU
XapMOHCKH TOK, MpeJicTaBibajyhu u Hajehin Moryhu TOHAJIHU OTKIIOH Y
OJTHOCY Ha caMH HodYeTak fena. ToHaIuTeT AMC-MON M A JIMAMJCKU ce
Hajla3e y MOJIAPHOM OJHOCY, T1a Cy TO jOII Jyp M MOJI, IIa TOHAJIUTET U
MOJYC, U3 CBEra MpoUCTHYE JIa je Myalan3aM MaKCUMallHO 3a0IlTpeH U
onopTyHuTeT noTnyH. Popma, Ma Kako Omila MHUHHjaTypHA, Takohe ca-
JpXXKU TPOJEITHOCT CJIOXKEHE ITecMe, MPEeACTaBJbajyin HeH CpelulIbU
neo. Ha xpajy Tor ojiceka ce jaBjba KBHHTA ,,30B KUBOTA", casla ca Bapu-
paHUM HACTaBKOM, BapHpaHOM penpu3oM. Taj olIceK yTUXHbYje Y POco
sostenuto, delicatissimamente, Ha Tepuu ToHUYHE XapMoHHje E-mypa.

To cBakako HHUje KIaCHYHU TPUO U HE MPEICTaBJba MOTIYHO HOBH
OJICEK y TEMAaTCKOM CMHCIy, aJld Y OXHOCY Ha (mi1030()CKy 3alIUTaHOCT
ca [OYeTKa, IPEe/ICTaB/ba HOBO KAPAKTEPOJIOILIKO I10JbE.

CKOK KBHHTE Ce, HaMe, HACTaBJba y MOCTYMHY CUJIA3HY CEKYHY,
moJiako ce Bpahajyhu Ha TOH JIOMHHAHTE O] KOTa jé CKOK | 1moueo. Hosu
WHTEPBaJ ¥ HOBH MOTHB OBOTa IyTa U3PACTajy Kao CI0KEHa CTPYKTypa
OJ1 7IBa Mama Jielia, jeTHOT HOBOT (KBUHTE) U MPETXOIHOT (CeKyH/Ie), Tpa-
nehu HoBH TeMaTCKu B (popMaHH OJI0K.

Jpyra pedeHHIa MOYHHE UCTHM CKOKOM, Cajlda ANMHUHYHPAHUM H
MeE Ce 10 BUCOKOT PETUCTPA, 0 CONMPAHCKUX BHCHHA TJlaca M y MOCTe-
MIEHOM YCIOHY 3aMembyje IPeTX0JHe HHTepBalle 1 MOTHBE BEIMKHUM CeTl-
TUMHUM CKOKOBHMMa HaHIKe W HaBuine. O TOr JOCTUTHYTOT BPXYHIIA,
putam ce ykpynmasa. Cajga paBHOMEpHE YETBPTHHE Yy CTaKaTy CHIIa3e
y0eJbUBO, CHAKHO U OJUTYYHO /10 HUCKOT PETrucTpa.

Tpehu €0 0BOT CBOjEBPCHOT TpHja, KOju Takolhe mpencraBba Maiy
necMmy Tuma abal, cana ce jaBjba Kao HeKa BpCTa OOpHYTE penpHse, jep
Ha HKErOBOM Kpajy (Kpajy Te BapupaHe pernpHu3e) 3By H3MEHECHU 10 a
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ca MmoveTKa MIpavkor, Baiepckor ojceka. Cana je y Takry 2/4. Hekonu-
KO TaKTOBa IIOCJIe OBpAaTKa Ha TakT 3/4 jaBiba ce caMO MOYETHH MOTHUB
OBOT 0JICEKa, HEM3MEHEH, Y HaJTUIIIO] TUHAMUITH pp, KaKO j€ U 3aIoUeo.

YMecTo KopoHe, TakTa Imay3e U CIMYHAX MOTYhHX pa3Bajama J1eno-
Ba, TIOpPEJ 03HAKE 3a MTUMHUHYEHO Ha JeTHOM, 3aBPIITHOM TOHY, CTOjH je-
JIlaH MaJid anocTpod U3HAJ TOT TAaKTa, KOJUKO JIa Ce Y3ME Ba3ayX U Jia Ce
y penpusy [llpenyoujyma yhe XpoMaTcCKUM XOJOM y TEMIIO ca MOoYeTKa
JleNia, y ICTOM TaKTy, y HajThInoj qnuHaMuny. [logerak je 6uo pp, pemnpu-
3a je ppp-

Hcra nHTOHAIM]a, TOHAJTUTET — Y jeIHOj My3U4YKOj (pa3u OCTBApeH
je caB 4emep KHUBOTA.

Cunazae Maze CeKyHJIe TOHY y o3Haru smorzando sin al Fine y mu-
MUHYEHJY, 10 TOocleAmer 1yOoKor ToHa Koju Tpeba Ja ce u3ryou y ae-
KpelIeHay, Aa ce 3aucTa u3ryou, GU3NYKu HecTaHe, a Halll JyHaK y HEKO)j
W3MarjMiy No0erHe o/ JBOPIIA, Tieca, O]l )KHUBOTA, OJ] IPYTHX JbYIH, O]
cebe camor.

Ha xpajy Ilpenyoujyma cTOju CATHUM PYKOTIFICOM M CHTHUM CIIOBH-
Ma YIHUCaHO TaKO PEYUTO U MOCIEE ,,al niente. M3a HoTa, U3a OHE NBe
Kanvje Koje oMel)yjy TakT, 3aBpIlieTak KOMITO3HITH]je, jeIHa KalHjulla Tamba
1 apyra ne0spa, Ha Kpajy OHOT HajyKeT Jiejia Maka3uila Koje 3Ha4e JUMUHY-
€HJI0 CBeTa Ha CBETY, TOHA, My3HKe, )KUBOTA, Ieca, UTPe, CBera MITO KUBOT
3Ha4H, MOCJIC CBera Tora, >KUBOT MMa CBOj Kpaj U oH je BepOamHu. Ilocne
TOHa, OCTaJIe Cy Te JBE Majie, KpaTKe, a TAKO CUMOOINYHE PEUH.

Jep, cBe je otumuo ,.y HUIITA®, CBE C€ PaCIpCIO y IMpaxy Hedera
TO je OO KUBOT W TOH M My3HWKa U KJIApUHET M IHETOB MPHjaTeb KOjH
he Ty My3HKy O3BYYWTH, ¥ CBU JIPyTH MpPHjaTeJbH U CBE Apyre JbyOaBH,
CBE je TO Ha Kpajy OBOT TECTAMEHTA MaJI0 y HUIITABUJIO.

k ok 3k

Hexku mpenyaujymu y ucTopuju My3uKe OWIM Cy Hajupe WHBEHTUB-
HE WMITPOBHU3aNHje OApOKHUX MajcTopa Ha opryJhaMa M demOany, HeKH
cnoboHMje THCaHH, APYTH CACBHM Y CTPOToj MOJU(OHO] 00paaud HMH-
BeHIMje, U Yak ¢yre. Hekn camo yBogHE My3HWKE 3a IE€Bambe COJHCTA
WM X0pa y IPKBH, Tpehu JIUpcKe UCIOBECTH POMAaHTHYApa Ha KIABHPY,
YEeTBPTH — TPAHCIAPEHTHE CIMKE W KOJOPUTHE MYy3HUKe TabJie W MpHUe
UMITIPECUOHKCTA, TIETH — CJIO00AHM 0o0vIM THUIA (paHTa3uje, T/,

OBaj Mokpawues [Ipenyoujym uMa cacBuM Aedunucany Gopmy, oH
HUje MMIPOBH3ALMOHN HUTU (HE0)OapOKHHU, HHje HU YBOJIHH 3a HELITO
IITO CJIE/N, HUje HU POMAHTHYApPCKH U JIMPCKH Y OHOM CMHCIY Kako Io-
munsamo Ha [lloneHoBe npenue, a Huje HU 1eO0UCH]EBCKH PACKOIIIAH Y
najery 0oja, MOATEKCTA, MPUYE, CTUXA, CITUKE.
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OH je uImak 4BpCTEe CHOJbAIIHE POPME Y CBOjOj CIIOKEHO] TPOJICITHO-
CTH, ca YHYTapmhHM HEIPaBUIHUM MY3HUYKUM (pa3aMa, pedeHulama, ca
HEKOJIMKO MOTUBCKHUX YNOPHINTA KOja KaPaKTEPHUILLy UHTEPBAIN CHIIA3HE
cexyHze (TIpBH JIe0), CKOKa KBapTe (Ipyru aeo) u keuHTe (Tpehu neo).

OBo nenIie HUje MTAMITAHO, HUj€ U3IaTO, a U3 PYKOIHca je n3Bohe-
HO BUIIIE TTyTa, u3Melhy ocranor u Ha nmocnenwkoj TpuOuHN KOMIIO3UTOPA,
HoBeMOpa 2009. y camun Haponne Oanke. 3axBasbyjyhu momohu aupu-
reata Muojapara JaHOCKOT y KOMITjJYTEPCKOM CJIOTY je& TIPEIHCcaHo | 3a
OBY MOTpeOy HAIILIO CE Y YacOITUCY.

Pazmumsamo o nepuenmuju momahe, Cpricke My3uKe.

U3 cBakoHEBHE MpaKce My3UUKOT KpUTHYApa, OHOCHO XPOHUYApa My-
3WUUKOT J)KHBOTA, IMaMO CaCBHM TI0Yy3/[aHa Ca3Hamba Jia je HOBHX JIelia CBE Ma-
HE Ha IPOrpamMmumMa, Jia Ce CaBpeMeHe KOMITO3HIIMje TI0jaBibyjy y Behiem Opojy
JeIMHO TeTOM3MpaHo, Ha (heCTHBAIMM, CMOTpaMa M CIMYHUM MaHH(eCTaIu-
jama, a J1a caMo TTIOHEKa BeoMa JIOeparHo mara o0aBe3a u3Bohema JomMahnx
JIeNia Ha jaBHUM KOHIIEPTHMa, CKOPO CacBHM U30cTaje. M opKecTpr 1 COJUCTH
ce BeoMa c1abo 1 petko nocsehyjy n3Bohemy gomahrx fena, v Kaja To YMHe,
YIIIaBHOM, Kao 10 HEKOj MHEPIHjH, N3BOJIE OHA MTO3HATH]ja Jeia IPOBEPEHNX
ayTopa, pehe ce ynymTajyhiu y Ouito KakBy BPCTYy M3a30Ba.

300r mo3HaTe CHUTyaIldje y HamuM BomehuM cMMQOHUjCKUM OpKe-
CTpUMa U CaMUM THUM, CHM(POHHU]CKUM JenrMa, onyc Bacunuja Mokpam-
1a Jenu ucty cynouny. Hu merose cumdonuje, kao Hu cuMmponuje Pa-
juumha, Mumnana Puctuha, Anexcanapa OGpagoBuha n Ipyrux ayropa
HUCY Ha IporpamMuMa HallluX OpKecTapCcKux aHcambarna Beh Beoma Ayro
BpeMeHa. BpeaHocT nena M BHMXOBa MEpLENIMja O CTpaHe IMyOJIuKe
UMajy y My3HULIU Ty AOJATHY U BeOMa Ba)KHY KOMIIOHEHTY cBepouchu na
OHO Yera HeMa y ’KHBOM M3BOhemy M y CBaKOJHEBHOj KOHIIEPTHO] MPaK-
CH — TEMIKO J1a MOXe Ja U3JPKH CyJ BPEMEHA M UCTOPUjCKY TUCTAHILY
o1 cMptH ayropa. CamMo TIpBO U3BOHEH-E MIIM TEK jOII 110 HEKO — Y TEepH-
OJy OZ1 IBaJIeCeT M BHUIIE T'OIMHA, BEOMA j€ MaJIO.

V Haloj My3HKOJIOTHjH BEOMa BHCOKO MECTO 3ay3umajy o0a Benu-
Ka U Ba)KHA CTBapajadka 1ojba MokpamueBa, CUM(OHU]CKO U KIIaBUP-
cko. OnemuBaH Kao ,,KOMIIO3UTOP U3Pa3UTOT CUM(POHHU]CKOT CEH3NOMIH-
tera“,® CBOjEBPCHHX ,,TOHCKHX apama“’ — OJyBeK je MMao CBOje BHCOKO
MecTo Mehy cprickuMm cuMdoHndaprMa. Ha KOHIIEpTHOM MOIUjyMy U Y

’KHBOM U3BOl)ebY CAacBHM ce€ PETKO MojaBibyjy Aomahe cumdonuje. Hbu-

Menura Munus, ,,Cumdonnje Bacuimja MokpamIia y eBpoIckoM KOHTEKCTy™, [y:]
JKusom u deno Bacunuja Mokparsya. 300pHHUK ca cuMIIo3ujyma mosogoM 20 rojuHa
0J1 KOMIIO3UTOPOBE cMpTH, 14—16 menem6ap 2004, COKOJ-MULI, beorpax 2005, 27.

Vlastimir Perici¢, ,,Druga simfonija Vasilija Mokranjca“, Zvuk, Beograd 1966, 6p. 69, 505.
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XOBO BPEMEHCKO Tpajame HUje oanyuyjyhe y Tome jep ce, y mehyBpeme-
HY, U3BOJIC HA MHOTYUM YBE3CHUM TEIICBH3H]CKUM MPOrpaMHUMa ISITH 1K~
Kirycu ManepoBux cuMQOHHja 32 KOjUMa TIOCTOjU TPEHYTHO TOMOZap-
CTBO, & HCTO j€ TaKO ¥ Ha KOHIIEPTHUM MPOTpaMHUMa.

Wmak, unH" ce Aa je jemHo o Aena Bacwmmja MokpamIia IpeMOCTH-
JI0 BPEMEHCKY OapHjepy W Yyrpaauiio c€ y OHy MamKaBy M HEIOBOJHHY
rpymy aomahe My3uke koja ce cpehe y >KMBUM MHTeprperanujama. Mu-
ciumo Ha Jlupcky noemy” duja MOETHKA je OJl yOUEHOT JAPAMCKO-THPCKOT
KOHTpacTa y cuMmponujckum aenuma Bacunmmja Mokpamiia momepeHa Ka
JIMPCKOM, OAHOCHO, PEKIIM OMCMO CKOPO Ka (ppaHIlyCKOM TpeTMaHy Op-
KecTpanmje, y najgetu 0oja Koja acolupa HEOUMIPECHOHU3aM.

OpkecTapcKu HUKITyC M JKaHp ayTop j€ 3all04e0 BeoOMa PaHo CBOjOM
Lpamamuunom ysepmupom (1950), HacTtaBsbajyhu ucTa HHTEpECOBaka U
npoayospyjyhn ux, mocie ayxe mnayse, /Ipgom cumgponujom (1961), na
ou cBux ner cuMmponuja u Jupcka noema (1974) Hactane y nepuoay on
1961-1978. rogune. Tpu xoHueprantHa nena, Konuepmuno, Konyep-
manmua mysuxa v Iloema, cBa TpH KOMIIOHOBaHA U 32 KIIABHP KA0 COJIH-
CTHYKH HHCTPYMEHT, TIPEJICTaBIbajy KAHPOBCKU TIpelia3 Ka ayTOPOBOM
KJIABUPCKOM OITyCY 32 KOjU MOXKEMO Ka3aTH Jia je HajIPUCYTHHU]U HA KOH-
LEPTHOM MOAUjyMY, alH U JaJbe HH MO BPEIHOCTH HU MO YYECTAIOCTH
M0jaBJbUBaba aJICKBATHO ayTOPOBHM 3aciyraMa. 3 mpakTHYHUX pa3iio-
ra, To cy, uzy3eB Odjexa, yriaBHOM Jiesia Mamer 00uMa, IpucyTHa Hapo-
YUTO y IIKOJICKOj TIPAaKCH, y CaBla/laBamy TENaroikux mpoodiiema Kia-
BUPCKE TCXHHUKE U MMHjaHU3Ma YOIIIITE.

O Ioemu 3a kn1asup v OpKECTap HEH HHTEPIIPETaTop, HjaHucTa lyian
Tpbojeuh, rOBOpH Yak U Kao O MOCIEAHEM, TECTAMEHTAITHOM ey, Koje, 3a-
jexro ca Odjeyuma , ipumaa 3aBpiIHOj hasi MOKparbueBor cTBaparba.”’

dokycupaHa HHTEpECOBamba yMETHHKA OKO BEJTMKHMX TOJIUIIIEHUIIA, KaKBa
je 6mma 2004, ucrosbriia ¢y ce y IOHOBHOM OKpETarky OHUX MHTEPIIpEeTaTopa
KOjH Cy ce OIyBeK 0aBriii MOKpambYeBOM KIIABUPCKOM MY3UKOM, CTIELIHjall-
HO U 1oceOHo Oar mweroBuM AennumMa. Mehy muma [lyman Tpoojesuh u Puta
Kunka 3ay3uMajy moceOHO MecTo, jep Cy OBH ITHjaHUCTH HA CBOJUM PENepTo-
apriMa ¥ KOHIIEpTUMA NMaJT HA3 EeroBHX Jena, Mely kojuma Odjeyu 3ay3u-
Majy 1oceOHO MECTO M O KojuMa cMO Beh TOBOpWIIH Kao O eIy IMOociie Kora
HHIITA Y CPIICKO] KITABUPCKOj My3HIIH BUIIE HE MOYKEe OMTH UCTO.

CrapanamrBo Bacuimja Mokpamlia je ONEHHBAHO Y MIMPOKOM
CTWJICKOM JIWjaria3oHy o] HeOKJIaCHLIM3Ma, IIPEKO HEOPOMAHTU3MA, (hOJIKIIO-

8 O tome y Tekcry Busbane Munanosuh JpaMmarypiike 0coOEHOCTH 3peiior cuMdo-
9

HUjCKOT cTBapanamTsa Bacunija Mokpamwna®, [y:] Kugom u deno..., 38.

Jyman Tpbojesuh, ,,Mecto Onjexa u [Toeme 3a xiaBup u opkectap y omycy Bacumu-
ja Moxkpamua®, [y:] Kusom u deno..., 102.
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pa 1 ecKIpecHOHU3Ma, YaK M Y HaroBellTajuMa MoCcTMO/IEepHe, Tako pehu y
CBHM II0CTOjehuM CTHIJICKMM MpaBLKMa, HA Taj HAYKH LITO CY MOjeIHA Hhe-
TOBa JieNa ¥ nojeauHe ¢asze TymMadeHe CBUM IIOMEHYTUM TEPMHUHUMA.

Tako ce u oBoM MaiioM [Ipenydujymy MOTY CTaBUTH MPEI3HALN SKC-
MPecHje IO OIIITEM HAIPErHyTOM TOHYCY, 3aTHMM HEOKJIACHIIU3Ma II0
(dopmaiiHOj 3acBOh)eHOCTH U CTPYKTYpH, (HOJIKIIOpA MO MPOMEHJBUBOCTU
pUTMa U XapMOHCKHUM KajeHIlama, uTa. [IpeMa nucamy HalluX My3UKO-
yora, HeynmyheHn OM JTako MOTao M3BECTH 3aKJbYYaK O CTHIICKO] XETepOo-
TCHOCTH CTBapajalliTBa KOje BOAM Y CKIICKTUKY ¥ — Op3u 3a00paB.

CacBuM CympoTHO TOMe, CTBapanamTBo Bacuimja Mokpamia jeTHo
j€ O/ pETKUX OPUTHHAITHUX OIyCa Yy CPIICKOj MY3HUIIH, HETOB PYKOITUC 3a-
JOpXTao ¥ BUOpaHTaH, BEroB CIyX HANPETHYT U Y3HEMHUPEH, BeroBa MH-
Cao jacHa, TeYHAa, MEJIOAMjCKN y3HECEHa, BAJIOBUTA 10 HecIyheHUX Kyl-
MUHAILMja U YTHUIIAHA A0 MOHMIITEHA. M ca BEIMKUM OpKECTpOM U Y
KJIABUPY M Y CaMO jeJHOM II0jy COJIO KJIapHUHETa, ca BEJIUKUM anapaToMm
U ca CaCBUM CKPOMHHM, OH C€ U3PakaBao JINYHO, Kpajikbe CYOjeKTHBHO U
Kpajise nckpeHo. Ilo myOuHM Te MCKPEeHOCTH KOjy HOce camo HajBehn
YMETHHUIHM — 0e3 KanKynanuje, 0e3 ynTpa MOJEpHOCTH, a CACBUM Y IyXY
cBora BpeMeHa, Bacunmje Mokpamall je 10Takao U HEeKe CacBUM CaBpe-
MEHE TIOCTYIKE Y OpTaHM3aIliju My3Wdke MaTepuje, moickadoHHjy, Ha
npuMep, YCIOKIaBao jeé XapMOHCKH je3WK, Meliao 0oje Ha opKecTap-
CKOM IUIaTHY — CJIy’)KHO CE€ CBUM CpEICTBHMAa TEXHMUYKUX AOCTUTHYyha
cBora 100a y JOMeHy My3HUYKEe YMETHOCTH.

OHo mTo Ta U3/Baja HYje HU OpOj KEroBUX Jieia, HUTH CTHIICKA I10-
JUBAJICHTHOCT, W3/IBajajy Ta BHCOKH MPO(ECHOHATHN CTaHAApAN KOjUM
peanu3yje CBOje BEIMKE U OOMMHE MapPTUTYPE, i U HOTE HErOBUX MUHU-
jatypa, u3zBajajy ra BACOKM HAIlOH MCKa3a, UTpa KapakTepa M JMKOBa, Haj-
BUIIIM CTENEH EMOTHBHOCTH je/IHE IyIIe Koja je HarmaheHa OMIITOM CIIHKOM
CBETa M CBOjUM JIMYHUM YCyJIOM, CKOHYAJIa OCTaBJbajyhn HaMm pasrpaHa-
TH OIyC Jia T'a W3BOJMMO U CIYIIaMO Ha KOHLEPTHOM MOAMjyMy, Ja Ta
aHAIN3UPAMO M TYMa4uMO JI0Ka3yjyhu My )KHBOTHOCT ¥ BPEHOCT.

Konuko rox aa je mano mo Tpajarby ¥ MUHHjaTYPHO y KOHLEIIIH)H,
neno KakaB je Ilpenyoujym 3a kaapuunem cono Bacunija Mokpamlia 1mo-
Kazyje OHy JApYTY CTpaHy ayTOpOBe MPHUPOJIE, CKIOHOCT MUHHUjaTypH, Ja-
MUIAPHOM H3pa3y, aQOpUCTUYHO] MHCIH, IITO jeé CBE, KOJIUKO je Hama
MO3HATO W3 HU3Aa JIMYHMUX KOHTaKara, OWiIo BeoMa OJIMCKO HeroBOM Ha-
YHHY TOBOPa M Pa3roBOpa U HETOBUM MHCIIMMA, PEUCHHIIaMa y TOBOPY U
y mHcamy. YOpaBo 300T CBOje MHHHjaTYPHOCTH W JIAlIUAaPHOCTH, UMa
CBe IIaHCe Jla ce MHOTO 4Yenihe Hero \heropa Haj3HayajHuja Jiesa Koja cy
o0eJexnita cTBapajiaduke OIMyc, y TOMUHH jyOmieja, Hal)e Ha KOHIIEpTHOM
MOJMjyMy M JOKa)Ke UCKOHCKY Moh cBora ayTopa.
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Aparon it yemsenon Kogeri i npiifaressy Eprecry Aukyay
B. Moxpamat

"Preludio"
B. Mokpamau,

| 1984,
Andante sostenuto (e =c¢.c.. 70) 11 1984
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Branka Radovié

AL NIENTE — THE LAST OPUS OF VASILIJE MOKRANJAC
— AFTER A QUARTER OF A CENTURY
(Summary)

This year we mark the 25™ anniversary of the death of one of the most dis-
tinguished Serbian composers, Vasilije Mokranjac, whose diversified opus, of
predominantly symphonic and piano music, greatly influenced on composers of
his and subsequent generations. The last opus by this author is his Preludium for
clarinet solo written a few months before the tragic death of the artist, who, in
this as well as in his entire opus, expressed his anxiety over life and death, his
wonder at the sense and absurdity of the things man does, the things he longs for
and what he is preoccupied with. Written in a simple and clear form, the work
carries traces of excitement, expressionism and neoromantic dualism which is
the basic characteristics of Mokranjac’s composing handwriting.

UDC 788.6.086.1:78.071.1] Mokranjac V.
DOI:10.2298/MUZ0909085R
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Anexcanoap Bacuh

L,MY3WUKHU TJIACHUAKS (1922): *
ECTETUYKHU U WJIEOJIOIIKA ACIIEKTH

Ancmpakm: TlpBu My3WuKu Yacomuc TMOKpeHYT y beorpamy mocie IIpsor
CBETCKOT para 6uo je ,,My3uuku riaacHuK . M3nasuo je o janyapa 10 aeueM-
Opa 1922. roqune. ['maBHu ypemnuk 6uo je kommnosutop Ilerap Kperuh. Crymmja
JOHOCH aHAJIH3y €CTETHUYKE M HJCOJIOMIKE OPHjEeHTallje OBOTa TJIACHIIA, YHjH
Cy YpeIHHI U capaJHUIM HajBehuM oM OMIM TpaauIMOHATHO YCMEPEHH.

Kuwyune peuu: Mysuuku rnacuuk, Ilerap Kpctuh, boxunap Joxcumosuh,
CranucnaB Bunasep.

Yeoone nanomene

[TpBu My3muku yacomuc mokpeHyT y beorpamy mocie IIpBor cBert-
cKor paTa 6Mo je ,,My3HMuKH IIacHUK™. VpeIHHK je GHO KOMIIO3UTOD
Ilerap Kpcruh, a unanoBu ypehusaukor ondopa boxuaap Jokcumosuh,
Bnamumup P. Bophesuh, JoBan 3opko, CreBan Xpuctuh n Kocra Ma-
HojmoBuh. Yacomuc je n3na3no roguHy AaHa, jelaHIyT MECedHo, O]l ja-
Hyapa o aeuem6Opa 1922. ronune. OOuM MecedHe CBeCKe OHO je mmecHa-
€CT CTpaHMILa BEJTUKOT (popMaTa — ocaM CTpaHHUIlA TEKCTa M OcaM CTpa-
HHIIa HOTHOT JI0JaTKa.

Ypeauumrso ,,My3UUKOr INIACHUKA™ HUje UCTYNUIO Ca SKCIUTUIINT-
HUM TIPOIpaMOM U LUJbEBHMA CBOTa IJacuia. YMECTO TOra, IO3BaH je
Bornan [lomoBuh, Ham1 HajUCTAKHYTHjU TEOpETHYAP KEHMYKEBHOCTH OHO-
ra 100a, 1a CBOjUM TEKCTOM O0EJICHKH MOKPETahe HOBOT My3UYKOT 4aco-
nuca y npecrounuu Kpamesune Cpba, XpBata u CrnoBeHana.

VY cBome yBogHoMm cioBy borman IlomoBuh je ka0 KEW)KEBHUK H
€CTEeTHYap yKa3ao Ha OHO LITO je IPEACTaBIbaJI0 CPK HETOBE MPOCBETH-

Cryauja mpencraBjba pe3yirar paia Ha mpojekty Mysuxa na packpuhy — Cpncku,
banxancku u Esponcku okeupu, Op. 147033, koju ¢uHancmpa MUHHCTapCTBO 3a
HaYKy U TEXHOJIOIIKH pa3Boj Bnane Pemmybnuke Cpouje.

OBo je mpBa crymuja o ,,My3uukoM miacHUKY“. Jlo cama Cy caomITaBaHH Camo
OCHOBHH ITIOJIalli 0 oBoMe dacommcy; Bugetu: Crana Bypuh-Knaju, ,Jcropujckn
IIperJie/l jyrocIOBEHCKUX MY3WYKUX 4daconuca“, Mysuxa u my3uuapu, n300p diaHaka
u cryauja, [Ipocsera, Beorpan 1956, 85; S. . K. [Stana Duri¢-Klajn], ,,Muzicki gla-
snik, Muzicka enciklopedija, knj. 2: Gr — Op, glavni urednik Kresimir Kovacevic¢, Ju-
goslavenski leksikografski zavod, Zagreb MCMLXXIV?, 651; [Anonim], ,,Muzicki
glasnik®, Leksikon jugoslavenske muzike, knj. 2: Me — Z, glavni urednik Kregimir
Kovacevi¢, Jugoslavenski leksikografski zavod ,,Miroslav Krleza“, Zagreb 1984, 42;
Poxcanna Ilejosuh, Mysuuka kpumuka u ecejucmuxa y beoepady (1919-1941), da-
KyJITeT My3udke ymeTHocTd, beorpan 1999, 22-23.
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TEJHCKE MUCH]C — Ha 3HAUaj YMETHUYKE KPUTUKE U YMETHUYKOT BaCIIUTa-
Wa mupe myoiuke. Y TOM CMUCIY, OH j€ Y YaCOIMCHMa YOIIIITE, cala U
y ,,My3UUKOM TJIACHHUKY, BHUJIEO CHAXXHO CPEJICTBO 3a MOJMU3aAE KYJI-
TYpHOT HHMBOA HAII¢ CPEIMHE, ajlk U 3a Pa3B0Oj caMe YMETHOCTH. ,,KakBa
Ou Owmuia Hallla KEbMKEBHOCT , ITUTa CE€ OH PETOPCKH, ,,J1a — OJ1 CTO TOJMHA
Ha oBaMmo, of Jlemonuca Mamuye Cpncke, on Hanuye Hnupcke, n
Kparscke ITuenuye — uuje y Hac GHIO KibIDKeBHHX dacormca? Borman
[Nomosuh Huje OMO 3a10BOJbAH HECHCTEMATHYHUM M HE3HATAYKUM KPH-
TUYapCKUM OlleHaMa Hallle JIHEBHE IITaMIle, Y CTBapuMa YMETHOCTH, T1a
je Beh 1 3aT0 mo3apaBro MOKpeTame ,,My3WIKOT TITACHUKA .

VY cknamy ca CBOjOM IO3HAaTOM HAEJOM Ja jeAWHO 3HAWmE MOAMXKE
CTETIeH ECTEeTCKOT y)KWBamba, [lonosuh je y mupemy 3Hama BHJIECO TIIaB-
Hy MHcH]yY ,,] TacHuKa“. UnTaoiy Tpeba momohu ja cBecHHUje yKHBa y OHO-
M€ IITO BOJH (OBZIE j€ TO My3HKa), ,,T€ TIPeMa TOME H Jia BUIIE U 00JbE YIKHU-
Ba...“. Bormau IoroBuh je M3HEO M TPH MPEUIOra ypeIHHUIITBY, y BE3U ca
¢usroHomujoM HOBora yacomnuca. [IpBu je Ouo crpyune npupoxae. Haume,
npocsehrBame Mame yrmyheHnx untanana Tpedano 01, mpemMa BEeroBOM MH-
LJbCHY, W3BOAUTHU MPEKO MOIyJIApHMX WIaHaKa KOju OM — ca KOHKPETHUM
MpUMepHrMa U TMOjeIMHOCTUMA a HE allCTPpaKTHUM pediieKkcrjama — pacmpa-
BJbaJIM TOJMOBE M TEPMUHE M3 00JacTH XapMOHHje, puTMa, Gopme, HH-
ctpymeHTanyje u cii. Kao y3op 3a e u takse wianke bornan Ilonosuh je
MIPENOPYYNO KOHLEPTHE NporpamMe. Y peIHUITBO ,,My3H4KOr IIaCHUKA
HUj€ YCBOJUJIO OBY HETOBY UE]jY, AU CE 3aTO AP>Kaio OHOra IITO je OBaj
YTHLAjHH TIHCall U3HEO Kao CBOja JiBa JOJaTHA MpeIora.

[IpuBpskeH BpenHocTHMa rpaljaHCKe JEMOKpaTHje M ONXohema Koje
nmounBa Ha MeljycoOHOM TOo3HaBamy W yBaxkaBamwy, borman [lomosuh je
Hamrcao: ,,0OBaj gacommc Tpeda 3a AyKe BpeMEHa Ja OCTaHE YacOIUC
CBHX CTpyja M MHTEpeca y My3HUKOj YMETHOCTH y Hamoj orauOuuu“.’
OH je mo3apaBHO CYKOO MHIBbEHA Y MUTAlkUMa YMETHOCTH Ka0 KOPH-
CTaH 3a HaJlaXXermhe UCTUHE, ajli HUje NMPUXBATAa0 Ja Cy CYKoO M pa3mop
CHHOHUMHU. Y PEIHUINTBO ,,My3HUKOr TiacHuKa, Bujehemo, HHje ocIio-
paBajyio pa3lMuuTe MOIJIe[ie Ha €CTETUYKa U aKTyalHa IMHUTamka OHOBPE-
MEHOT MY3UUYKOT XXHBOTa, U OTBOPUJIO je BpaTa ayTopuMma Koju HUCY Ou-
1 Ha JUHUJU OIpenesbeha caMux wiaHoBa Pemaknwmje. Mctuam 3a BO-
Jby, Ta Bpara Cy y MOjeJMHUM NuTamuMa Owia camo oamkpuHyTa. Ho,

V. Boraaun Ilomosuh, ,,Hamr npeu my3uuku waconuc”, Mysuuku eracnux (y AajbeMm
HaBohewy: MI'), 6p. 1, ctp. 1. (OBaj Tekcr nperuramnad je y: borgan [lonosuh, O ymem-
nocmu u cmuy, npup. VBo Tapraspa /Cabpana nena bormana I[lonouha y miect kmwra,
k. [11/, 3aBox 3a yiibenuke u HacTaBHa cpencTsa, beorpan 2001, crp. 227-232.)

HUcro, cTp. 2.
Hcro, cTp. 2-3.
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MOK/Ia OW Ce Ipyrauuju TJIAaCOBHU jadye YyJIU JIa j€ YaCcOMKC U3JIA3U0 JIyKe
HETO IITO j€ M3JIa3HO0.

Tpehu npenyor bornana I[Tonosuha ypehusauku oxbop ,,My3uukor
TJIACHUKA TIPUTPIIHO je y moTiryHocT. Ha kpajy cBora wianka [lomoBuh
HCTyNHa Kao CHa)XXaH 3arOBOPHUK HCOJIOTHjE jYrOCIOBEHCTBA: ,, Ipeba
UMaTu Ha yMy Ja JlaHac BHIIEC HO WKaJ KOHCTPYKTHBHU €JIEMEHTH Hallle
3eMJb€, U Ha IIPBOM MECTY NECHULH, KIbIKEBHULIN, U HAYYHHULH, Tpebda
Ja OCTaHy HEpa3le/beH M HEepa3[esbUB CHOIl IIpeMa eJIeMEHTUMA Je-
cTpykuuje. Onu Cy OBY 3eMJbY YjeIUHHIIM, HEe MPOGECHOHATHH ITOJNTH-
JapH, Koju xohe J1a je pasjenuHe; U IpemMa ToMe OHH Tpeba U 11a je ouy-
Bajy yjermmeny“.’ ,My3nuku TmacHUK™ je cBe mokpajune KpasbeBuHe
Cpba, Xppara u CioBeHana mocmMarpao Kao CBOjy OTaiiOMHy; OKYIIHO,
KOJIMKO MY je TO OMJI0o MOTYhHO y IaTHM NpHIIMKama, capagHuKe U3 pa-
3HUX KpajeBa KpasbeBCTBa, M C OAyIIEBJEEEHEM NHCA0 KAKO O CPIICKO],
TaKO UCTO M O XPBAaTCKO] U CIIOBEHAYKO] MY3HIIH.

% 3k ok

Beh je Boraan Ionosuh y cBoMe yBOIHOM HaIucy 1odpojao pyopuke
Koje je ypehuBauku ondop mpeasuzaeo 3a ,,My3udku riiacHuK . ,, [ acHuK
j€ Ha YEeJTHOM MECTY AOHOCHO WIAHKE U PaclpaBe O aKTyaIHUM ITUTambUMa
MY3UYKOT KHMBOTA, IIKOJICTBA W CTajiexa, mpobieMcke M nH(opMaTuBHE
Halce O CaBPEMEHO] MY3HILH, STHOMY3HKOJIOIIKE CTYAHje, MOJIEMHYKE
TEKCTOBE O MY3MUKOj KPHTHLHM y Hac u Ap. 3aceOHy pyOpHKy YMHHO je
,,0ren ouorpad)ckor peyHUKa HAIIAX My3udapa‘’“, KOjy jeé peIoBHO WCIH-
cuBao Brnamumup P. HBophesuh. O neBere cBecke 00jaBJbUBaHa je, Kao 10-
cebHa pyOpuka, ,,I'paha 3a ucropujy Haire My3uke 3a Biane KHe3a Mmuio-
ma“. ,,I macHuK™ je mMao u oBe pyopuke: ,,I [prmosn‘ (Mcropuorpadeku, er-
HOMY3HKOJIOIIKM ¥ MEMOApCKH 3ammcH); ,,llprukazu (KpUTHYKH TpUKa3H
KIbHTa, YAaCOIICa, HOTHUX W3/1ama u Jp); ,,] JacHuK (Oenemke o uCTopuju
Y CaBPEMEHOM TPEHYTKY YCTaHOBa My3W4KoOr kuBoTa Yy KpasseBunu CXC,
i ¥ UTHOCTPAHCTBY; O MY3WYKHM IIIKOJIaMa M BOjHO] MYy3HIIH Y HAIIIOj 3€-
MJbH; O HOBUM MY3HUYKHM JeNMMa; Tperiie]] My3WiKe KYIType U HeHUX
npobiieMa y YHyTpaIllBOCTH 3eMJbE; TIOIalM O jyTOCIOBEHCKUM MY3U4apH-
Ma KOjH Cy Y OHO BpeME CTEKINM MY3UUKE YHHMBEP3UTCTCKE IHUILUIOME Y
Esponu u z1p); ,,Oniepe 1 KoHIEpTH ™ (My3H4Ka KpUTHKA); ,,bromiorpaduja‘
(peryien HOBHUX M3/amba C MOAPYYja My3uKe U My3ukorpadwuje), u ,,My3ud-
KU MIPUJIO3H" — ¢ MAakbUM KOMIIO3HLIMjamMa JoMahux ayTopa.

3a camMO TOAMHY AaHa HM3Naxema ,,My3HUKd TJacHUK™ je OKYyNHO
peko 4eTpaeceT capagauka w3 Cpouje, XpBarcke, CinoBenuje, bocHe,

5 HUcro, cTp. 3.
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Makenonuje u [Tosbcke. Mako cTpydHa My3udka peBuja, ,,My3ndKH ria-
CHHUK" je OTBOPMO CBOj€ CTpaHMIE M NHCLIUMa JPYrUX o0pazoBama U
CTpyKa, aKO Cy MY3UKY II03HABaJIM U YKOJHKO Cy CE HbOME Ha HEKH Ha-
ynH OaBwin. [lopen uwianoBa ypehuBaukor ombopa, y I macHuKy* cy
nucaiu 3arpedauku my3udapu AutyH Jlooponuh, Kasumup Kpenenuh n
®pamo Jlyran, Crnosenary Marej Xy0an, a ox cpnckux CranucnaB bu-
Huuky, [[Berko Manojnosuh, laununa I1. Kpctuh, Joan YpOaun u npyru.
VY ,,My31U4KOM IJIACHHUKY HCaIH Cy U KibmkeBHHLIM CTaHuciaaB BuHa-
Bep u paryrun J. Unuh, Munan ['pon, ynpaBauk HapogHor mozopwuiira
y beorpany, ernomor Tuxomup P. Bopheruh u npyru.

VY oBome pany okpeHyheMo ce aHaIHM3M JBajy KJbYYHHX aclieKara
,»] TACHUKOBE" My3HKorpaduje: ecteTHukoM (KOjU ce OTKpHBa Kpo3 ,,[ Ja-
CHUKOB' O/THOC IIpeMa CaBPEMEHO] My3HUIIH) B UACOJIOLIKOM acIeKTy.

My3uuku ponKknop, HAaUUOHAIHU CHIUIL
u suljere cagpemene my3uke

Tema koja je mpencTaBsbaia MOXKIa Hajay0Iby MIPEOKYTIAIH]Y peaaKIi-
je »,My3HUuKOr TJIacHUKa™ OHo je My3uuku ¢onkiop. Tpojulia o mecTopu-
ue wianosa ypenuumrsa — [lerap Kperuh, CreBan Xpuctuh n Kocra Ma-
HojioBrh — 0w ¢y ydenuim CteBana Mokpamiia. MehyTtum, u 3a ocraie
My3Uuape OKyIUbEHE y OBOME riiacuity MoKpamall je peiCcTaBbao y30p U
Ka0 KOMITO3UTOP, ¥ Kao TEAaror U OpraHu3aTop, 1 Kao eTHOMY3HKoJIOT. By-
KOBCKa M MOKPam-UeBCKa TPaIWIIHja MpeIcTaBibaia je odaBesy, 1 ,,] macHuK
€€ OKpPEHYO HallieM (OJIKIIOpY, FberOBOM HCTPKUBAGY H IIPOYYaBAbY.

Beh y nmpBom Opojy "acomuc je moHeo Tpukas Mzgewmaja o ¢horo-
2pAhCKoM CHUMATLY encKUX HapoOHUx necama y cpeowoj bocnuu u Xep-
yezoeunu, y nemo 1913. Matuje Mypka.® Ayrop npukasa, Bnagumup P.
Bophernh, xBamm MypkoB 3Ha4ajHW paj W TO3WBA Halle JHHTBUCTE,
(donKIopuCTe U My3Udape Ja MITO MPe HACTaBe C MPHUKYIUbAKEM H MPOY-
YaBamkeM MY3HUKOT Ojara Haller HapoJa.

VYcnenuhe wianak Tuxomupa P. HBophesuha, Ceuparwe u nesare y
Hawem napody no cenuma xao sawam.” Y Tome Tekcty Hophesuh omm-
cyje jemHy cnenu(uyIHy T0jaBy y CPIICKOj My3W4KOj Tpaauiuju. Hanuwme,
y HalleM Hapo.y, o ceauma, camo ¢y Pomu (Omim) npodecroHaiHu 1e-
Ba4M M CBHpayH, KOjU CBHPajy 3a ,Harpany. Y HOBHje BpeMe JOILUIO j&
JI0 M3BECHOT ITOMepama, 1a ce My3uKa jaBJba Kao ,,JJOIYHCKH 3aHaT", KO-
jU ce TIoJ U3BECHMM YCIIOBHMa paju 3a Harpamy. OBa TeMa, 3aHUMJbHBA
€THOJIO3MMAa M €THOMY3UKOJIO3UMA, HUj€ jeIUHH Pa3iior 300T Kojer OBle

S MT,6p. 1,6.
T M, 6p. 2, 4-5.
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nomumeMo bophesuhieB unanak. Hanme, oH je Ha kpajy mo3Bao ,,I macHu-
KOBE" YUTAOIIE Ha Capajiiby M CaCTaBHO CBOjEBPCTaH aHKETHH JIMCTHN Ipe-
Ma KojeM OW TTOTEHIHjaTHA CapaJHUIM W3 CBUX HAIMX KpajeBa Tpebdaio ma
cacTaBJbajy CBOje JIONHCE OCOrpajickoM 4acomucy Ha oBy Temy. [IpocTtop
KOjuM je ,,My3uuKu IJIaCHUK pacriojiara0 HUje MOrao OWTH JOBOJhAaH 3a
OTICe)KHE HaydHE CTyAHje (aKo MX je y OHO g00a 1 MOTIIO OWTH). AJH ype[-
HUIITBO HUjE JKEJIENIO JIa CE 33JI0BOJBH CaMO IMUCAHEM O TIO3HATHM YHEHCHH-
nama, Beh je HacTojajo a yHanpeau MMo3HaBame Halle HapoAHE KyIType U
HBEHNX 0cOOeHMX TojaBa. My3uuka eTHorpaduja cxBaheHa je kao obmact y
K0joj He Tpeba /1a MapTUITUIIAPA]y CaMO YPETHHIIH.

Nmrmyrnc 3a eTHOMY3HUKOIOIIKH paj ,,] TaCHUK™ je Mpy>KHO U CBOjEBp-
cHuM nHdopmucameM. Y tpehoj ceeciin boxkumap JokcumoBuh je nao mmu-
POK TIpHIKa3 cafpkaja 1 3aKjbydaka CTyauje Oenrujckor Mmysukonora Epre-
cta Kiocona (Ernest Closson) o cprickum HapoauM mecmama, u3 1920. ro-
mure.® | TIaCHUKOB® PeleH3eHT MakIbKBO je, ca 3axBaHomhy, IpeHeo ca-
Npaj paja jeqHor oJ] MATOOPOJHUX CTpaHAalla KOjU Cy CTPYYHO MHUCAIH O
Hauioj HapoxHoj My3unu. Hucy, melyyTum, nzoctane KpUTHUKE HallOMEHe,
TIpe CBera y BE3W ¢ HAPOIHUM MYy3WYKAM WHCTPYMEHTHMA KOje OCITH]jCKU
HAayYHHUK OYHTO HHjE IOBOJHHO MO3HaBA0. Y ,, I TacCHUKY MMa MaTproTCKOT
Ha0oja, aj He Ha padyH OOjeKTUBHOCTU. Y PEIHHLM Cy CMaTpaly a CBOjY
MY3HKY CBaKako Tpeba BOJICTH, aJli U MO3HABaTH: ,,OBO Cy Y KPaTKo pe3yJ-
TaTH MPOYyYaBarba CPIICKE HApOJHE My3HKe 10 Kojux je momao ['. Kiocon.
VY wuma he Hammm my3uyapu... Hahu 1 morpenIaka ¥ HeJjocTaTaka; ajau Kako
y Hac HHUje BpILCHA HU aHAIM3a CAMHUX HALIMX MENOHja, HUTH je BPILCHO
UXOBO Topeheme ca MeoarjaMa APYTHX OMMKUX W JaJbUX Hapoja, MU
CMO CMaTpaJIH 3a HOTPEGHO /1A MX OBJIE... CAOIITHMO. .

Capagauim u3 yHyTpammoctd CpOuje ona3Banm ¢y ce Ha DBophesu-
hes mo3uB. CTUIIM Cy 4jiaHUU O T3B. 0aHIaMa, CeJbauKUM MY3WYKHM
rpynama y okosmHu KmaxkeBla, Kao 1 0 XapMOHUKaMa, Y BE3H C TPHIIH-
KaMa y CMeIepeBCKOM Kpajy u ap.'”

»MY3HUKH TITaCHUK' 00jaBHO je W MPUIOTE O MEJOAMNjaMa 1 UrpaMa
y Crapoj Cp6uju u Makegounji.'' A Terap Kpcruh muje nponyctio aa
Ha BEJIMKOM IPOCTOPY NpHKaxke cBecKy 3arpedauke ,,Hose EBpome koja
je oHeNa TeMaT ca HH30M WIAHAKA O HAIIO] HAPOIHO] MY3HIIH. >

8 B. Jokcumosnh, ,,CpIicke HApOIHE MEJIO/IHje: jeHA HAYYHA aHATH3a H KOMITapaiHja“,

MT, 6p. 3, 1-3.

HUcro, cTp. 3.

0 E 71, LIpunosu. baune, MT', 6p. 4, 5; H. JI. M., ,,Ilpunosu. Xapmonuke*, M7, 6p. 4,
5-6.

" I1. 3. Vmuh, , TIpumosn. Mysuka y Crapoj Cpbuju u Makexouuju, MI, 6p. 4, 4.

12 Kp., ,,JIpukazu. Hosa Espona“, MI", 6p. 10, 7-8.
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Hucmo ciyuajno usHenu mperien ,,[ TacHUKOBOT pajia Ha My3Wd-
koM (onkiopy. MHTepecoBame 3a HApOJHY YMETHOCT U o0WYaje y Iu-
PEKTHO] je Be3m ca ,, | TaCHUKOBHM®® €CTeTHYKUM KaHOHOM, OHOCHO C
HBETOBUM OJJHOCOM TIpEMa CaBpEMEHO] MY3HIIH.

Ileropuma of mecTopurle ypeaauka ,,My3udKor TJIacCHUKA OWIH Cy
komnozutopu. OHUM Cy UMaliu CBOje ojpeleHe moriene Ha cUTyalujy y
KOjOj Cy ce CpIicKa U jyrociIoBEHCKa My3uKa Haruie mociie [IpBor cBeT-
CKOI' paTa, U UCTYNWIM Cy ca YBPCTUM Ipejuiosuma. Mako ,,I'macHuk
HUKazaa HI/IjC Imyucad0 Ha HCTOJICpaHTaH HA4YMH, U3 TCKCTOBA HHCTOBHUX
ypEeIHHKa U capaJHUKa HEJABOCMUCICHO C€ BUAU KOjH je TO IyT KOjHU CY
OHM OMIIM HAMEHWJIM HAIIOj MY3WYKOj YMETHOCTH.

VY npyrom 6pojy ,,I macauka“ ocBanyo je Hanuc boxunapa Jokcumo-
Buha, Hauwe myszuuxe npunuxe. JokcuMoBHh je OBJIE€ HCHHCA0 KpaTKy
UCTOPHjy CPIICKE YMETHHYKE MY3HKe, Te a0 TayHy olleHy pana Jocuda
ne3unrepa, Kopuemuja CrankoBuha, laBopuna Jenka, Jocudpa Ma-
punkoBuha u CteBana Mokpamia. JokcumoBuh cmarpa aa he HapenHe
TeHepalmje KOMIIO3UTOpa YYMHUTH jOIII BUIIIE 3a MY3WKY CBOTa Hapoja
3aTo mTO he ymo3HaTH My3W4YKH (DOJKIOP Ca YUTABOT jYrOCIOBEHCKOT
poCTOpa, a TO HUCY MOITH ocTBapuTH JeHko, MapuukoBuh nu Mokpa-
Al 3aTO IITO Y (bUXOBO BpeMe (DOIKIOPHO OJ1aro HHje OUIT0 MPUKYIIIbe-
HO U3 CBHX HalIMX MOKpajuHa. 3a TeMy KOja Hac OBJE 3aHMMa MHJIMKa-
TUBHA je moeHTa boxunapa JokcumoBuha, u3pedeHa Ha Kpajy TEKCTa:
,,IIpBO: Tpeba MPUKYIHUTH CBE MYy3HUYKO 0JIaro Harie 3emsbe o1 Mopa 1o
Mopa... Tpeba To 0;aro MpOy4HUTH, CXBATUTH U HBHME C€ MHCIHPUCATH
32 YMETHUYKO MY3WYKO CTBapame... Tako U caMo Tako, MU MOXEMO AaTu

. 13
CBOjy BEJIMKY MY3U4KY YMETHOCT".

Ja je HaUMOHANTHU CTWM PELIeHE NpobieMa CPIICKE U jyrOCIOBEHCKE
MY3WKe, YPEIHHIN Cy MUCIIIIN 0 Kpaja h3jaXkema CBOra Jacormca (Mu-
CITWJIA Cy TO U JIOLHH]jE, IITO C€ MOXKE YIMO3HATH M3 FbUXOBUX KOMITO3HIIU-
ja). Mumyhu, y okrobpy 1922, ommupan mpuka3 3arpedadkor dacomuca
,,HoBa EBpona®, cBecke Behum nenom nocsehene mysudkom onkiopy Jy-
rocnasyje, [lerap Kpcruh xaxe: ,,Kpos 11eo oBaj 6poj Hoge Egpone... Hajja-
CHHjE Ce MCTHYE je/IHA UCTa HJIeja, je/IHa UCTa OIIIITA KeJha, — JKeJbha 3a jy-
TOCJIOBEHCKOM MY3MKOM Ha HAIIMOHAJIHO] OCHOBH, Y HAlIMOHATHOM YMET-

HUYKOM CTHITY, KOja he Kao TakBa UMaTH CBETCKy BpeaHocT™, '

Pehin 72 je HaNMOHANHU CTHJ pelielke MpobiieMa CPICKe MY3HKe
HUje HU JOBOJHHO HU jacHO. Jep (POITKIOPHO] MENOAM]H Ce MOXKE TIPHUCTY-
MUTH Pa3IMYUTHM H3PAKajHUM CPEJICTBHMA, a KJbYYHO NHUTABE jecTe

M, 6p. 2, 3.
14 Kp., ,,JIpukazu. Hosa Espona“, MI", 6p. 10, 8.
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CTENeH MOJAEPHUTETa THX CpejacTaBa. ,,My3nuku riacHUK Huje mpehy-
Tao OArOBOP Ha OBO MHUTAE, U Ty JOJA3UMO JO KapaKTEPUCTHUHOT Of-
HOCA OBOTA Yacoluca peMa MOAEPHO] My3HIIH.

Y unanky O xapmorusupary Hapoonux menoduja llerap Kpcruh
yia3u y pa3roBop 0 M300py HAJIOMECHUJUX XapPMOHCKHX CpEICTaBa 3a
Hanre HapoaHe Menoauje. Kpetuh ykasyje na HapojHe Meloauje umajy
CBOjy MPUPOJIHY, Tj. JJATCHTHY XapMOHH]y H Jla JIAHAIIKBN XapMOHH3aTO-
pu Tpeba na ciene Ty NMPUPOIHY XapMOHCKY OCHOBY. MHnmkaTuBaH je
Kpcruhes ctaB na ce He Moke uhM Jjajbe OJf XapMOHCKOT pyXa Koje Cy
¢donxnopHoj menoauju nanu MapunkoBuh u Mokpamau. ,,Ilohe mu ce
KOpaK najke, OMIIo U3 HepasyMeBama CTBapH, OWIo HamepHo, Hawhu he
ce Ha HeycneX... OJieBeHe y eBPOICKO pyXo0, [HapoaHe Menoanje] HUCY...
y KBAJIUTETy HHINTA TOOWIIE, jep HapoHa MEJIoIUja MOXKe OUTH Jiema ca-
MO Y HapOJHOM pyXy*.

Temu oBora utanka Kpcruh ce Bpatno y oktodpy mcte roguse. '
OH ce 3ajaxce 3a HAMOHAIHU CTHJ M W3HOBAa CYNPOTCTaBJba MOJIEPHO]
MY3UYKOTEXHUYIKO] 00paay HapOIdHE MENOIH]je: ,,... MU [CMO] TJIeAnIITa,
Ja Yy YMETHOCTH y ommTe Tpeba 1a Biada MOTIyHa ci1obonxa, Kojy y
YMETHHYKO] MY3HUIIU U Y)KUBA]y ¥ FbeHU HajHOBUjU nipeacTaBHuny: [llen-
oepr, Koparomna, CtpaBuHCKH, OepiuHCKA Tpymna oko Menoca, ca lllep-
XCHOM Ha Yelly... MU JKeIUMo U OOpUMO ce 3a cllo00y HapoJHE MY3H-
ke... lbena cioboma He cMe na Oyne cryTaHa 'CBECHOM CaBpPEMEHOM 00-
pazgoM', oHa joj Mopa OMTH cadyBaHa y TEXHHUYKO] oOpanw, Koja je noo-
pelena cmuny u kapakmepucmuyu domuyunoza gonxiopa‘.”

Ha munmjn KperrheBux craBoBa HAILM Cy c€ M APYTH MY3HUKH ITUCIH
y ,,] TacHUKY" — TI0jeIMHN y3IpyKaHo, a MOje/TMHHU U C TPEeTepUBamEM. Xp-
Barcku kommo3utop Kasumup Kpeneauh nHuje cacBuM onbdanmo MoaepHy
My3uKy. OH cMaTpa J1a My3HdKa eBOJIyIHja Tede, alli 1a CaBpeMEeHa My3HKa
JOIII YBEK HUje Halllla CBOj MPaBU TUII U M3pa3, a HUje 0A0alo HU Pa3Indu-
Te BpCTE 00pajic HapOoIHKUX Menoauja: ,,Mi Slaveni... restauriramo svoju na-
rodnu (pucku) popjevku, koju zelimo eksploatisati — zaodjenuti u evropski
kaput. Da li to je pravi posao ili posao zablude ocjeniti ¢e nasi nasljedni-
ci..."® A Boxwunap Joxcumosuh ce y ,,ITacHuKy* IpeCTaBHO Ko My3Hdap
pesepBHcad npeMa MoAepHm3My. [lumyhn kputHuky npuka3 Oeorpaickor
KOHIIepTa JbyOspaHcKe [ 1a30eHe MaTuiie, ca JeniMa CIIOBEHaYKUX ayTopa —
Mareja XyGana, Anrona Jlajosuna, Emuna Amamuua m Anrtona IlIBaba
(Schwab) — kpuTHuap KoHCTaTYj€: ,,Y TOTrJieny XapMOHH]j€ Orviefia Ce y HH-

S M, 6p. 5, 2.

I1. J. Kperuh, ,,Oner o xapMoHU3Upamwy HapoaHuX menoamja‘“, MI, 6p. 10, 1-3.
HUcro, cTp. 2.

Dr. Kazimir Krenedié, ,,Neoklasicizam u muzici“, MT, 6p. 4, 2.
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Ma CBYJla UBPCTa U YKYCHA pyKa — u ako eefiunom Hogoea npasya [Kyp3uB:
A. B.] - Boljena Hapounto durmm ocehamem*."

VY jenHoj kacuujoj npwimiu boxunap Jokcumouh he otmhu joru
nasbe. [Iumyhu cBoj, oBae Beh noMumaHu WiaHaK O POMCKUM CBHUpPAYH-
Ma y Cpbuju, OH ce AUCTAHIIPAO HE CaMO O] MOJIEpPHE My3uKke, Beh 1 o
EBporie y nieniaun. Bepyjyhu (MCKJby4HBO) y CHAry HallHOHAJHE OarlTH-
He, a 3aHeMapyjyhu YMmbEeHUIY Ja CpIICKa My3HKa HOBOT 100a CBOje po-
heme m pa3Boj myryje ymnpaBo Cpenmoj u 3amamnoj EBporu, jeman on
ypenHuka ,,My3u4uKor IiIacHHKa“ Hamucao je: ,,[H, Koju cy HaM Janu
'amMajMjy’, K0ja Hac IUTHTU MPOTHB CTPAHOI OCBajarba Hallle YMETHHYKE

. 20
MY3HKE, Jecy: Hauiu 'ceupauu'.

[IpoTuBHUK aBaHTapae OHO je U ,,] TaACHUKOB® TPaBHUYKH CapaJHHUK
Bjexocmap Jlonuap. Y unanky Hajmooepnuja enazba oH ce YCIIPOTHBHO
€CTETHUIIH PY>KHOT M TI03Ba0 Ha y3/piKaH OJHOC MMpeMa MYy3HYKOM QyTy-
pusmy. Kao u Munoje MunojeBuh, Bonehu 6eorpagcku kputuyap Mehy-
patHor no0a, JIoHUap je 3aroBOPHUK MOBE3aHOCTH CaJall-OCTH U IPO-
uwtoctu: ,,He pesonyyuja xoja obapa, Hero esonyyuja, koja usrpalyje! >

Jlonuap he ce y jomr qBe MpUINKE BPATUTH MPOOIEMATHII MOJIEPHE
My3uke. [lomaBmm ca CTaHOBHIITA TEOJOTHjE U PETUTHO3HE WHCITHPA-
uuje, cMarpajyhu 1a je uusb U cBpxa yMETHOCTH IpociiaBa TBopIa, OH je
010a1M0 EKCIIPECHOHN3aM U CaBPEMEHY MY3UKY Kao HE3paBy.

Camo je jemaHnyT y ,,My3WuKOM TJacHUKY" oOjaBJbeHa H3PHUUUTA
aroJIoTHja MOAEPHE W aBaHTapJHE My3HKe. Y jYHCKOj CBECIH YacOoIHca
m3BecHu [I. MutpoBuh 06opro ce Ha AWIETaHTH3aM M HE3Hame Hallle
My3H4Ke KpUTUKe. beMy je HajBHIlle CMETaJI0 TO LITO KOJ HAaC KPUTHUKY
Uy HEeMy3WYapH, M 103Ba0 My3Huape 1a cy30mjy oBy mojaBy.” Peax-
IIFja je CTHUIJIa Kpo3 JBa Mecena, u To u3 nepa CranucinaBa Bunasepa.
BuHagep je M3HE0 YUTaB HU3 MPOTUBAPTryMEHATa: KIbIKEBHUIN U (HIIO-
30¢u, kao apn boanep (Charles Baudelaire) u @puapux Huue (Frie-
drich Wilhelm Nietzsche), ,,cmacin® cy my3uky XIX Beka o Cyxux KpH-

¥ B. I., ,,Onepe u xouuepru. Kounepru. Konnepr Glasbena Matica w3 Jby6mane, Ma-
wBexK, 12 u 13 maj*, MT, 6p. 6, 6.

2 B. Jokcnmoruli, »Ceupauu'y Cpouju*, MT', 6p. 9, 4.

21 Bj. Jlonuap, ,,Hajmodepnuja rnaséa“, MI', 6p. 7, 2. XpBarcka  jyrocioBeHCKa JIeK-

cukorpaduja He najy nogaTtke o BjekocnaBy Jlonuapy. C 063upom Ha TO Aa y ,,My-
3MYKOM TJIACHUKY®* TIOPEJ] HeroBOr UMeHa cToju TpaBHUK, U ¢ 003UPOM Ha TO Ja je y
nieBeToM Opojy ,,I macHuka® mucao o HagOuckyrickoj BeMKOj THMHA3HjH Y TOME Tpaiy,

MOJKE Ce MPETHOCTABUTH J1a j€ OH JIeJI0BA0 KA0 HACTABHUK Y TOM ILIKOJICKOM 3aBOJY.
22 Bugeru: Bj. Jonuap, ,,Excnpecnonmsam y kpurhanckoj mysumu®, MI, 6p. 11, 1; ,,3ap

rna30eHu Hu4en3am u OospmeBuzam?, MT, op. 12, 2-3.
I1. Mutposuh, ,,My3nuka kpurtuka y Hac*, MI", 6p. 6, 3.
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TH4apa, a BuHaBep HaBOIM 1 MMEHa MOJIEPHUX M3BPCHUX JIUTEpATa KOjU
numy o Mysunu (Pomen Ponan /Romain Rollande/, Aunpe Cyapec /An-
dré Suares/, Emun Busbepmo3 /Emile Vuillermoz/ un np). Melyytum, Bu-
HaBEpOB LIWJb HUje caMo OJI0paHa ,,HECTPYUHHUX * My3WYKHX THcCana, OH
ce Oopu 3a caBpeMeHy MY3HKY Ha CTpaHHLaMa YacoIKca KOjU TOj My3H-
11 HUje Ouo ckioH. BunaBep kaxe: ,,... AyX [My3udKe yMETHOCTH,] Taj
IMOJIET MOT'Y UCTUHCKH HM3pa3vuTU U OCCTUTHU CaMO ITpaBU AyXOBH — CTBa-
paony, yMETHUIM OYLIOM U CPLEM, a HUKaKo 4yBapu (Gopmyiia, IpaBo-
BEPHHU IpaMaTHyapy jellHe YCIOBHE IpaMaTHKe, Koja JaHac IyLa 1oJ Ha-
IIOHOM KOjH pacKanyIbyje cBe y demy mohHo Tperrn xusn xyx“.>* Bu-
HaBepOB IJIaC OCTA0 je ycaMJbeH; Ha ,,[ TaCHUKOBHM“ CTpaHWIaMa OH He-
Ma MPETXOAHUKA, a HU NOCICIHUKA.

O My3WYKHM ¥ €CTETCKUM aUHUTETHUMA YPEIHUKA CBEJOYC U JIBaJIC-
CeT YeTHUPH KOMIIO3UIIMje HAIlIUX ayTopa, 00jaBJbeHE y OKBUPY ,,| TaCHHUKO-
Bor* ,,My3wmukor npmiora®. To cy nena Mamer o0uMa, a pa3InIuToOr YKaH-
pa: ®EHCKH U MEIIIOBUTH XOPOBH, KJIABUPCKE MUHHjAType, KaMepHa My3HKa
u como mecMme. (JemaHaecT KOMITO3WIMja, Nakie Oe3Majio IOJIOBUHY Of
YKYITHOT Opoja, HUCY Hamucaan ypenaunn.) CBe cy To Jena yMepeHoT My-
3MYKOT je3uKa. Penakija je ocrana 3aTBOpeHa 3a OITPHjU 3BYK. bro je To
n300p MO CPOJHOCTH — YPEIHUINTBO je IICHUIIO OHEe Mel)y CBOjUM caBpeMe-
HUIMMA KOjH HUCY TOKHIAIH Be3y ¢ poMaHTH3MoM 1 XIX Bexom.”

Ha kpajy, peumo joir u To a yMepeHa u3pakajHa CpecTBa HUCY OH-
Jla TOBOJhHA Jla O jeaH KOMIIO3UTOp OMo mpuxBaheH y ,,My3WdKoM TJia-
cauky*. Ocmor HoBeMOpa 1922. y neopann My3uuke mikone ,,CraHkoBrh™
y Beorpaxy koHuepr je onpkao BronMHKCTa 1 Komrosutop [lerap Croja-

% Cranncnas Bunasep, ,,CTpydHa 1 KEWKCBHA My3ndKa Kputika®, MI, 6p. 3, 3.

2 Mys3HuKE MIacHEK" je o6jauo crenehe xommosummje: 6p. 1: B. Joxcumonuli, IHocko-

uuya, 3a memoBuTH xop; I1. Kpctuh, ITecma 6e3 peuu, 3a xnasup; 6p. 2: I1. Kpcruh,
Knuna... xnana, 3a memoButu xop; J. 3opko, Ycnasanxa, 3a Buonuny u kinasup; B. P.
Bophesuh, Bayprko muna... 3a knasup; 6p. 3: Ctr. bunnuku, Jan 3a oanom, cono y3
npatwy kiasupa; C. Xpucruh, Camapuja, 3a BUONUHY y3 npatiby KiaBupa; op. 4: K.
Krenedi¢, Ja ¢u ljubit... a bez nade svake, solo uz pratnju klavira; b. JokcumoBuh, Bu-
wirbuya, HapoJHa urpa 3a knaup; Mean Jomunuc, O, cmunyj ce, COI0O y3 NpaTky
kiaBupa; Op. 5: Jovan Urban, U tijoj smernoj molitvi, za klavir; J. Urban, Nasi dolaze,
uspomena na 1918 god. za klavir; 6p. 6: C. bunmuxu, Mura cruxo wena, cono y3
npaTly KiaBupa; Bapeapa Ceeunna-Kumencka, Hure cunu nebechuja 3a MEIIOBUTH
xop; op. 7: b. Jokcumosuh, /Jee marxedoncke necme (Xajme, mopu, momyu, Oj, desoj-
Ko...) 3a xeHcku xop; B. P. Bophesuh, Perpetuum mobile, eTuaa 3a BUOIMHY U Kila-
Bup; b. Jokcumosuh, Xop Cpnkurea 3a xencku xop; 6p. 8: J. Ypb6aun, Paou ycnomene
3a knasup; J. 3opko, bapkapona u3 ,,/leujec anbyma* 3a BUOMUHY U KiIaBup; op. 9: C.
Xpuctuh, Yobpasicenu 6onecnux, ceperana 3a cojo y3 nparmwy kiasupa; op. 10 u 11:
I1. Kperuh, Kocoscka mpazeduja: nponoe, 3a cono y3 mnparsy kinasupa; Op. 12: .
Homunnc, Ha cmydenu, cono y3 npatsy knasupa; Kapen Hanpasnuk, [lpenyouym 3a
kiasup; Kapen Hanpasnuk, boowcuh: a) Tponap,; 6) Konoax 3a MEIIOBUTH XOP.

105



My3ukoinoruja 9-2009 Musicology

Hosuh. [Mopen baxoror (Johann Sebastian Bach) Konyepma y E-0ypy, Men-
nenconoBor (Felix Mendelssohn-Bartholdy) Koryepma y e-wony u Xenano-
Bor (Georg Friedrich Héndel) Apuosa, cBupao je u cBoja mnena — ban [llam-
nemp, Pycxky ¢panmazujy v Mamepuncku jesux. Tlerap Kpcruh Huje 3ame-
puo CrojaHoBUhY TO IITO HE MUIIE Y HAIIMOHATHOM CTHIIY; aJId OH HHUjE MO-
rao Jia MPUXBATH JIaK, CAJIOHCKH CTHJI HAaBEeJCHUX Kommosuimja. OBe KoMa-
JIe 03HAYHMO je Kao ,,Jaeriacupane Mel)y ocranum 030M/BHUM Taykama Ipo-

. . 2
rpama‘, ¥ IIPOIEHHO Ja Cy ce Te KOMIIO3HUIIHje ,,0CEeTHO u3iBajane’.”

Hoeonowiku acnekmu: jyzocioeencmeo u cj108eHOQUACHE0

Wneonommku mporpam ,,My3udKOTr TITacHAKA OUITO je JyroCIIOBEHCTBO.
,,] TACHUKOBH'* YPEIMHUIIM HACTOjaiN J1a cy jaa Hahy capamgauke y Behum u
MamuM LeHTprMa KpasbeBune. JlaBaHa cy o0aBelTeha 0 My3HYKUM yCTa-
HOBaMa, YMETHUIIMMA, HOTHUM H3JalbUMa, KBbUramMa U IEPUOAUIIH, Ca YH-
TaBe TEPUTOPHje HOBE JIpKaBe. AKO je OWIIO MPOIyCTa M OTpaHHYeHha, TO j&
Omto camo 300T HEIOBOJEHOT Opoja capaHuKa y MOjeIMHIAM CpeArHama.

3BanmyHa uaeonoruja Kpasmesune Cpbda, XpBara n CiioBeHala Hije
JIO’)KUBJbEHA Kao mpucwia. EnanH, ma u erzanranyja KOju OMJIUKY]Yy TIPBE
roauHe nocie CBeTcKor para (Takohe ¥ roauHe your n3dHjama Tora pa-
Ta), y Tamanimoj (Oymayhoj) mp:kaBHO] 3ajeAHUITM, HAIIA j€ OA3BYKAa U Ha
CTpaHHLIaMa 0eorpaJcKoT My3UYKOT Yacomnuca. ,,[ TacHUK HHje MUcao ¢
JYroCJIOBEHCKE HIEOJIOomKe mardgopMe XIaaHo ¥ HH(POPMATHBHO; Y
MHOTHM YJIaHIIUMA IPUMETaH j€ TIOJMTHYT, EMOI[HOHAJIAH TOH.

O armoctepr oHOTa BpeMeHa CBeJIoue peyud U3 jelHe KpUuTuke y ,,My-
3W4YKOM TJIacHUKY'. Hamme, meriemOpa 1922. XpBarcko 1meBavko APYIITBO
»»J INCHHCKH" Ipupenuno je y beorpany nBa Beoma ycriena konueprta. [lerap
Kpcruh cBojy kputHuky Oejemiky 3aBpiuaBa cieachum peduma: ,.beorpan
je meBame Jlucunckoea mo3apaBuo OypHO M OQYIIEBJFEHO, XOPOBOhY H T1e-
Bade OKUTHO IBeheM U JIOBOPHMA, CPIAYHO M UCKPEHO Kao Opar Opata mro
TpeGa na no3apasu”.’’ A xama mume o Jocudy Pymanuny, ,[1acHHK™ 3a-
KJbyuyje: ,,Kommosutop cprcke Haponue xumue 6ro je CroseHan — JlaBo-
puH Jenko. Kommosurop xpBarcke HapomHe XxuMHe 0o je Cpoun — Jocud
Pymwanun. To Huje npocta ciaydajaoct. To je caMo JJ0ka3 KOJIUKO CMO MH,
Cp6u, XpBatu u CiioBeHIH, jefaH HApoOA, KajJ y 4acoBMMa HHCIIMpALHje
Ta4Ho ocehaMo M TAYHO M3paKaBaMO Heale jefan apyrora‘.”

% Kp., ,,Onepe u xouuepru. I'. Tlepa Crojanosuh™, MI, 6p. 12, 6. Ha cmuuan npujem I1.
CrojanoBuh je Hanmao u xox Munoja Munojesuha; yn. A. Bacuh, ,,I[Ipo6nem Harmonan-
HOT cTHIIa y HanmenMa Muntoja Munojesuha®, Mysuxonoauja, beorpan 2007, 6p. 7, 234.

2" Kp., ,,Onepe u xouueptn. Konnepru. Jhucuncku, XpBaTcKo MEBAYIKO yAPYKEHHE H3
3arpeba 5-XII“, MT, 6p. 1, 5.
2 B., . Jpunosn. [opeko Jocuda Pymanuna, MI, 6p. 1, 6.
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,»MY3UYKH TTIaCHUK™ TIPaTHO je paj My3UUKUX aKkajeMHuja u MIKOoJa y
JbyOsbanu, 3arpedy, Crmury; nucao je o ucropuju 3arpedauxor Konzep-
BaTOPHjyMa, O My3HUKHM Tpminkama y OcHjeKy, 0 3arpedadkuM I[pKBe-
HUM XOpOBUMa, 0 yacomucy ,,Ceera llenmmnuja“ (M3 Kojer je HEPETKO
npey3uMao wiaHke), o panxy HanOuckyricke Benuke rumHaszuje y Tpas-
HuKy uTa.” |, TIacHUK® HHje TM03/paBIbao 10jaBy MIAIHX My3Hdapa ca-
Mo u3 Cpbuje; ympago je u3 ,,Cere Llermuje” mpeysera Bect aa je Kp-
cto Ofak 3aBpIINO CTyIHje KOMIO3uLUje Ha MajcTopekoj mkoiu Jp-
aBHOT KoH3epBaTopujyma y Ilpary, y kmacu BuhecnaBa Hopaka
(Vitézslav Novak).*® C mpyre crpane, u3BecTHOM U3 TIIABHHX LEHTapa
HHUCY MPOMYIITAIN J1a YKaXy Ha MpU3Hamka Koja Cy UM CTHU3aia U3 Impe-
CTOHHUIIE. Y U3BELITajy O paay 3arpedadykor KOH3epBaTOpHUjyMa y LIKOJ-
ckoj 1921/22. roguHn HUje U30CTa0 MojaTak aa cy @pamo Jlyran, Bar-
naB Xymi, ®pan Jlotka (Lhotka), BjekocnaB Pozenbepr-Pyxuh (Rosen-
berg-Ruzi¢) u Jypo Txamunh oxmuxosanu Opaesom cs. Case.’!

VY ,,My3UuKOM IJITaCHUKY" WIAHIM CYy IITaMIIaHu NUPUIMYHUM U J1a-
TUHUYHUM IIHCMOM, a TIPHJI03U Kostera u3 JbyOibaHe Ha CIIOBEHAYKOM je-
3UKy. Y jeIHOj MPWINIH YPETHUIITBO je C ITOHOCOM 00jaBmio: ,,I1o Ha-
POYHTO] KEJbM JONMMCHUKOBO] JOHOCUMO OBaj gomnuc u3 3arpeda oj-

2
mTamnan hupummmnom®.’

Konuko je pemakuuja Oeorpajicke peBuje ApKaia JI0 jyroCiIOBEH-
CKOT' 33jeJTHUINTBA, HAjOOJbE Ce BHUIH IO €MOIMjH y 3aBPIIHOM, OMPO-
mTajHOM OpOjy: ,,YPEIHUITBO My3uukoe enachuxa HeMa pedd KojuMma
he m3pasutu cpehy mro cy Ha merosoMm npenysehy pamgumu u Cpbu, u
Xpsatu, i CJIOBEHIM — YATAB HALI HAPOA™.”

W3m1BK ayTEeHTUYHOT, UCKPEHOT O/TyILICBIbCHba HUCY OWIIM CMETHha KPH-
TUYHOCTU MY3WUKHX TIHCaIa y oBoMe vacornucy. CTpyKa U 3Hame O cy u3-

¥ M. H. [Matej Hubad], ,,['macauk. Glasbena Matica v Ljubljani®, M, 6p. 1, 1-2; Kp.
[[etap J. Kpctuh], ,Ilpukasu. Sveta Cecilija“, ucmo, 8; K. [Kasumup Kpeneauh],
L] TacHUK. 3arpe6ayku My3udkd HHCTUTYTH , MT, Op. 3, 5; Franjo Dugan, ,,[ macHux.
Nacrt povijesti kr. konzervatorija u Zagrebu®, MI’, 6p. 4, 6; Jlagucnas Ilnerem, ,,I ma-
cauk. Opamopujcku 300p CB. Mapka y 3arpedy, MT, 6p. 5, 5; H. H., ,I'nacauk. My-
smuke npwinke y Oceky*, MI, 6p. 5, 6; ,,[macauk. Kp. Konsepsaropuj y 3arpedy*,
MT, 6p. 8, 6-7; ,I'macauk. PoroCilo o delovanju konservatorija Glasbene Matice v
Ljubljani — v Solskem letu 1921-22%, ucmo, 7; B. Byparun, ,,I'macauk. My3ukaiHo-
Boxkanna-ITnactuyna Illkona 3a gjeny kox Hap. XKewn. 3anpyre y Crumury*, ucmo, 8;
B. [Bjexocnas] Jlonuap, ,,['nacauk. Bauxa aupa®, MI, 6p. 9, 7-8; JI. [Jlagucnas]

[nereuw, ,,I macuuk. Oparopujcku 360p cB. Mapka y 3arpe6y®, MT, 6p. 10, 7.

30 ,-CB. Lemmnuja®, ,,I'macauk. HoBu xommnosuropu®, M1, 6p. 9, 7.

31 I'macuux. Kp. Konsepsaropuj y 3arpe6y*, MI, 6p. 8, 6.

32 K. [Kasumup Kpenennh], ,,[macuux. 3arpebauxu My3maxu uuctutyta’, MI, 6p. 3, 5.

33 Ypenuaumrso ,,My3uukor ['nacauka“, ,,Hama 3aBpuraa pea”, M7, 6p. 12, 1.
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HaJl UJICOJIOTH]E, a YPEIHHUIIU CE OUMTO HUCY TUTAIIIH 12 he CTpydHa KpUTHKa
OWTH IPUMIBEHA HA HETIOBOJhaH, HETPUHIIMITHjETHO MOTHBHCAH HauvH. [Tuiiry-
hut OTBOpEHO M TIOIITEHO, PavuyHAJIH CY U Ha TakaB ofjek. Tako je Biaagummp P.
Bopheruh nzHeo npumyan 6poj oOpasniokeHux npumenada Ha Pjesmaricu —
Jjugoslovenke narodne popijevke za osnovne Skole Antyna Jlobpornha.>* A Au-
TyH JloOponuh je Oro My3nudap OCBEIOYEHOT jYTOCIIOBEHCKOT OIpe/eheha,
YeCT capaTHAK OeOTpaJICKHX JacoItica y Mel)ypaTHOM ITepHOTy.

EE S

,»MY3UUKH TTacHUK je 01O TPUBPKEH U CIOBEHO(DUICKO] uaeju. Y
9acONUCY HUCY M3AIIM IIHPOKO HOCTaBJbEHH, IPOOIEMCKH UM TEOPH]-
CKH TEKCTOBH Koju 0u oOpahuBanu oBy Temaruky. Mehytum, gacommc je
Ha pa3IM4uTe HaYMHE MOKa3ao Ja je Hacielhe cBECIOBEHCKOr MOKpeTa
JKMBO M y MOJIEPHHUM BpEMEHHMa, M Ja MOJEpHH3alrja HOBE IpPXKaBe,
HBCHO YKJbYUHBAHKE y €BPOIICKE TOKOBE, HUCY Y KOJIM3HJU C UICjOM CIIO-
BEHCKE y3ajaMHOCTH, ca uaejoM HacieleHom u3 XIX Beka.

Marepujamanm Hefahama HETOBOJPHO KOHCOMNHIOBaHe KpasreBuHe
CXC ,I'macHuk" je Hana3mo Jieka yKa3uBamkeM Ha MPUMEPE pellaBamba 1o-
noxaja Mysuke y jeaHoj YexocnoBaukoj.” Kama mume o ITosbckoj, Geo-
TPAJICKH YacOMHC Ca 3aJJ0BOJGCTBOM HABOAM Ja jé BapIIaBCKO H3BOheme
Baruepose (Richard Wagner) oniepe Baikupe OWlo Ha MOJBCKOM jE3UKY, U
na cy u3Bohaun Gumu [ossary.* Tlaxesy CBOjHX YMTATALI YPEIHHUIM CY 3a-
npxanu Ha [losbekoj 1 Tako mTo cy objaBmnn odumaHn wiaHak Emuna Caca
(Emil Sas) o caBpemeHOj 1MOJbCKO] MY3HUIIM ¥ FeHUM TJIABHUM IIPOTaroHH-
cruma (Jlynomup Pysxunku /Ludomir Rozycki/, Kapon Illnmanoscku /Ka-
rol Szymanowski/, Mjeuncnas Kapnosua /Mieczystav Kartowicz/).*” , I'ma-
CHHK" je 00jaBrO BeCT 0 ocHUBamy CaBe3a pyCKUX YMETHHKA Y JyTOCIIOBEH-
ckoj KpasseBunu, a Opury o cioBeHckoj Opahu, u3berioj mocie Oxrobap-
CKE PEBONIyLIMj€ Y Hallly 3eMJby, IT0Ka3ao je u peructpyjyhu xoxuept Ha-
postHe xeHcKke 3aapyre y CIUTATY y KOPHCT IIaTHe PycKe Jene.”

3% Brnan. [Brnagumup] P. Bophesuh, ,IIpunosn. Pjesmarica. Jugoslovenske narodne po-
pijevke za osnovne Skole. Sabrao i uredio Antun Dobroni¢. Cijena din. 7. Zagreb,
1922. Nakladom Pokrainske Uprave za Hrvatsku i Slavoniju®, MI", 6p. 12, 7-8.

,,CB. Lemunmja®“, ,I'macauk. My3uka y udexocioBaukoMm Oyuery 3a 1922. roguny®,
MT, 6p. 4, 7. Bugetn, Ha ucTOj CTpaHuM, U WiaHak Cyobuna Yewxe Durxapmonuje,
y npeBoay boxxumapa JokcumoBuha.

35

36 Cs. Lenmmmja“, ,,Onepe u xouneprn. Onepe. Bapmasa“, MT, 6p. 4, 8.

7 E. Cac, ,,CaBpeMeHa noscka mysuka (JIygomup Posuixu, Kaposs 3umanoBcku, Mu-

nucnas Kapnosun)“, MT, 6p. 8, 1-3.
8. P., ,I'nacuuk. CaBe3 Pyckux Ymernuka y Kpasmeuuu C. X. C.“, MT, 6p. 5, 6; B.
Byparun, ,,I'nmacauk. Mys3ukanno-Bokanua-Ilnactuuna Illkona 3a gjemy xox Hap.

Ken. 3appyre y Crumuty*, M, 6p. 8, 7.
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VY ,,My3uuKkoM INIAaCHHKY HajMame UMa 4llaHaKa W BECTH O 3amaj-
HOEBPOIICKO] My3ulld. Hucy o0jaBibeHH MOJIE OTICEeKHHjH TEKCTOBU KOjU
OM OBIAIIEM YUTATEJFCTBY NMPHKA3AIN 3HAa4YajHE JIMYHOCTU M CTHIIOBE
W3 UCTOpHje eBporcke My3uke. Hu BecTH, yoctaniom mManoOpojHe, Koje je
,] TacHUK noHeo o 3ananHoj EBpomnu, He mokasyjy nia je u3a Tora craja-
Jla HeKa HapO4YHTa KOHIIETI[Hja. Y MapTOBCKO]j CBECIH 00jaBJheHa Oene-
IIKa 0 HOBUM MY3WUYKUM u3namuma y Bennkoj Bpuranuju, npe 6u cra-
Jana y curiosa, HeTo LITO je TO MPEACTaBIbaJI0 OApa3 jeHe KOHTHHYHpa-
HE ypeJHIuKe Hamepe.” HauMe, ypeIHHUIITBO je caMo MPEHENo MoJaTaK
na je y Earneckoj Tokom 1921. roguae 00jaB/beHO IIE37eCET TET KEHHUTA
0 MY3HIIH, OJ1 KOJUX je cellaM MPEBEJICHUX ca CTPAHUX je3uKa U meT Opo-
urypa. ,,My3W4KH IITacHUK 00jaBHO je BecT O KOHLEPTY Koju je y Jlaj-
IUATY OpIKaH moBogoM cMpTH Aprypa Hukuma (Arthur Nikisch).* ¥
pYOpUKY KypHO3WTETa, JaKako IMPHBIAYHKX, JoNUIa OM Oenemka o
¢bpaniyckoM yaconucy ,,La Revue Musicale®, xoju je nenembapcky cBe-
cky 3a 1921. roquHy ocBetno Oanery. beorpanckom unraoiy ce ckpehe
naxma Jia je y ToM Opojy mucao u jenan Ilonm Banepu (Paul Ambroise
Toussaint Valéry), na je mok. Enrap [lera (Hilaire-Germain-Edgar De-
gas) 3aCTyIUbEH COHETOM Mepauuya u ap.

VY nBe npunuke ,,l macauk™ je nucao o Kamujy Cen-Cancy (Charles
Camille Saint-Saéns).* Mysuka oBora KoMmo3utopa 6uia je cpasmMepHo
nomynapHa y beorpaxy ¢ kpaja XIX u y mpBoj moioBuHH XX Beka.
,»] TaCHUK" je OMo JoCcTa rajaHTaH Kaja je oBOT ()paHIyCKOT KOMIIO3HTO-
pa OLIEHHO Kao ,,jeAHOr O HajOPUTHMHAIHUjUX U HAJUCTAKHYTHjUX Tajie-

HATA HOBHjE KOMITO3UTOPCKE rmKone y dpaniryckoj*.”

U 10 je cBe mTo je 6eorpascKu 1 jyrocIOBEHCKH YHTAsIal] MOTao /1 Mpo-
YHTa O 3aIaHOEBPOIICKO] MYy3HUIH Y ,,My3UUKOM TiIacHUKY . O4uTo, ypen-
HHIM HUCY BUJIENIM KAa0 CBOj MPHOPUTET paj Ha MOMyJIapru3alijy 3araJHoe-
BPOIICKE MY3HKE — TO j€ YHIGEHO Y APYIUM MY3UYKHM U KEbIKEBHUM Yaco-
MMCAMa 1 JHEBHUM JIMCTOBHMMA TIpBe ToyioBuHe XX Beka. Y (okycy ,,[ma-
CHUKOBE" Makibe OWITH Cy Jyrociasuja v, JIOHEKJIE, CIIOBEHCKE 3eMJbC.

39 .l macank. HoBa my3uuka nena y Bemukoj bpuranuju‘, MT, 6p. 3, 5.

40" 3. [JoBan 3opko], ,,Konuepru. Kouuepr nocsehen Jl-p Aptypy Hukumy y Gewand-

haus-y y Jlajnuury*, MT, 6p. 3, 7.

4, »IIpuka3u. La revue musicale”, M7, 6p. 3, 7-8.

42 Kp. [Ilerap J. Kpcruh], ,I'macaux. ¥ Lapa Kamun Cen-Canc“, MI, 6p. 1, §; B,
I[Ipukasu. Hervey Arthur — ,,Saint-Saéns®, London 1921, John Sane, ueHa 6 mmiuH-
ra“, MT’, 6p. 3, 6.

# Kp. [ITerap J. Kpctuh], ,,['macuuk.  Hlapn Kamun Cen-Canc™, MT, 6p. 1, 8.
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EE S

,»,MY3HWUKH TJIacHUK je 3acTynao onpeheHu nporpam. Y meMy cy
HajBOXHH]Y YJIOTY NOOWIM MY3WYKH (DONKIIOp, HAIMOHAIHA MY3HYKa
MPOILIOCT U OopOa 3a 00JBM MONI0XKA] My3UKE M My3udapa y HOBO] JIp-
JKaBHO] 3ajeHULH. ,,[ TaCHUK" je IPUTPIUO CaBPEMEHY €M0Xy OTBOPHB-
mu ce 0e3 ocTaTKa jyrocIOBEHCTBY, ajd HE U MOAEPHO], OJHOCHO aBaH-
rapiHoj My3uii. Mueosnomku ,,Hanpegan*, ,,My3udKku IIacHUK " ©Mao je
KOH3epBaTHBaH YMETHUYKH yKYC.

,»My3WUKH TJIACHUK * IPEICTaBJbA ,,yBEPTUPY * CPIICKE MY3UUKE IIE-
puoanke n3Mel)y nBa cBeTcka para. ako je u3na3uo camMo IBaHAeCT Me-
celM, OJUrpao je 3HauajHy ynory. JlaHac, 3a ucTopuyapa CprcKe My3UKe
u My3ukorpaduje, OH IpeIcTaBba AParoleH U3BOpP 3a II03HABAKE II0-
TJie/ia ¥ XTEHa jeJIHEe TeHepalije CPIICKUX My3nudapa Koja je Ouia Be3aHa
3a Haciehe XIX Beka, U KOja HaM je y OBOM YacONUCY OCTaBHJIa CIHUKY
JEOHOT TPaHMYHOI IEPHOAa, IIEpUoJa y KOjeM Cy ce IOUesn pa3suiIa3suTh
XIX u XX cronehe.

Aleksandar Vasic¢

“THE MUSIC HERALD” (1922): AESTHETICAL AND
IDEOLOGICAL ASPECTS
(Summary)

The Music Herald was the first music magazine to appear in Belgrade after
WWI. It was published monthly, for a year (January — December 1922). Its
editor-in-chief was Petar Krsti¢, a composer. Other members of the editorial
staff were Bozidar Joksimovi¢, Stevan Hristi¢, Kosta Manojlovi¢ (composers),
Vladimir R. Pordevi¢ (an ethnomusicologist) and Jovan Zorko (a violinist).

Over 200 articles were published in the magazine. It dealt with different
genres of music writings, such as articles, treatises, documents on the history of
Serbian / Yugoslav music, music criticism, polemics, necrologies and bibliogra-
phies. Twenty-four compositions by native composers were published in the
musical supplement of The Music Herald, among them the works of its editors
as well as those of other Yugoslav musicians.

The Music Herald dealt with three fields of interest: music historiography,
ethnomusicology and the current topics of its epoch.

When the magazine started, Serbian musicology was in its initial stage so
the editors were trying to foster its development. They published numerous bi-
ographies of Serbian 19" century musicians, as well as documents on Serbian
music culture during the reign of Prince Milo§ Obrenovi¢. Music folklore was
also very often the subject of interest in the magazine.
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The Music Herald was interested in current topics and covered the Yugo-
slav music school system, opera houses, military music, music associations, etc.
It was especially interested in choral societies, which in the course of the 19™
century took up not only an artistic, but also a political and patriotic role in the
liberation movement. After WWI, choral societies entered a period of crisis.
Their political raison d’étre was lost, so they were faced with the challenge of
achieving higher professional standards.

This study deals with two aspects of “The Music Herald”: aesthetic and
ideological aspects.

In terms of ideology, the magazine was strongly in favour of the Yugoslav
idea. Its correspondents (more then 40 of them) came from all parts of the King-
dom of Serbs, Croats and Slovenes, as well as from abroad (Poland). The music
culture of the Serbs, Croats and Slovenes was treated with equal enthusiasm.
The articles were published in both Cyrillic and Latin script, and in two lan-
guages (Serbo-Croatian and Slovenian).

The editors of The Music Herald were also Slavophiles. They wrote about
Czechoslovakian and Polish music, and also covered the works of Russian mu-
sicians who had emigrated to Yugoslavia after the October Revolution in 1917.

The so-called “national style” was fostered in The Music Herald, because it
was believed by the editors to be the future of Serbian and Yugoslav music.
Avant-garde music was treated with suspicion, although on one occasion a de-
fense of contemporary music by Stanislav Vinaver, a writer and a music critic,
was published. On the other hand, fostering the “national style” did not mean
that moderate means of expression sufficed for the positive evaluation of a cer-
tain music piece. That is why the compositions of Petar Stojanovi¢ were judged
as “drawing-room music”.

Although it lasted for just one year, The Music Herald has an important
place in the history of Serbian music periodicals. Its orientation towards music
historiography is, in this respect, especially important. It blazed the trail for the
Serbian musicology in its dealings with unknown music data in the past.

(Translated from Serbian by Ranka Gasic)
UDC 78(051)(497.11)“1922¢

78.072(497.11)
DOI:10.2298/MUZ0909097V
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Hpaeana Jepemuh-Monnap
Anexcanoap Moanap

O (HE)3ABPIIEHOCTHU IIEHBEPI'OBOTI'
OPATOPUIJYMA
DIE JAKOBSLEITER®

Ancmpaxm: Tlutawe 3amro Apuonn IllenGepr HUje IOBPLIMO OPaTOPHjyM
Die Jakobsleiter jom yBek je OTBOPEHO U 3aCIy)KCHO NMPHUBIAYH MaXHbY MPOY-
yaBajala. AyTopu OBOra 4iaHka cMarpajy aa cy IllenGeproBa penuruosHa
yoehema obarKoBaa IeJI0KyIaH npolec (He)3aBpiiaBama jaena. KoMmno3uro-
pOBa OJUTyKa J]a O/LyCTaHE O[] [IOYETHOT ILIaHa Ja KOMIIOHYje My3HKY 3a IpYTH
neo oparopujymMa (Tj. Ja OMY3HKaJId OCTaTaK JMOpeTa KOju je 00jaBJbeH
1917), noneta mocne IIpBor cBeTckor para, Ouna je AMPEKTHA MOCIEAUIA
NpOMeHe ’eroBor Weltanschauunga o5l HEOPTOIOKCHE TE€030(Hje U IIHPOKO-
Ipy/IOr KOCMOIOJIMTH3MA Ka MHOTO BHIIIE OBO3EMaJbCKU OPHjEHTHCAHOM M Ha-
MUOHATTHO OECKOMIIPOMHCHHjEM jynam3Mmy. Y CKJIagy ¢ HOBUM BEpOBambHMa,
[enGepr je KOMIIOHOBAO Benuku cumgonujcku unmepayoujym Kao IpaBo Mo-
pHUlame LEJIOKyHUX JbYACKHX Hamopa Aa AOCTUTHY TPAHCLEHICHIHU]Y U Kao
enuTad 32 pPOMaHTHIAPCKY ,,0eCKpajHy KyImbYy, KOja je TaKo CTPACHO IOKpe-
Tajla KOMITO3UTOpe IpoTekie ernoxe. [lokonan je 6mo, MehyTum, He camo My-
3WYKKM poMaHTH3aM, Hero W llleHOeproB coONCTBEHH ,,CII000AHHU aTOHATHH
MPOjeKT, KOjH je MPaTHO eroBa paHuja yoehema 1 KOjH je TOCTao ,,jepeTud-
KU IpeMa HOBOOTKPHBEHOM 3aKOHY JojekadoHuje.

Kuwyune peuu: Apnonp llen6epr, Die Jakobsleiter, pomantusawm, ,,c10601Ha“
aTOHAJIHOCT, Y3BHUIIICHO, T€030(Hja, jyaan3am.

IIpBa xpearuBHa peakiuja Aprnonga [llenbepra (Arnold Schonberg)
Ha HOBE PEJIMTHO3HE W OKYJITHE TOJCTHUIIaje, MOTEKIe MPBEHCTBEHO O]
Teo3oduje 3a Kojy je OMBao CBe MPUjEMUUBHjH, OO je HETOBO pa3MHU-
nubame ¢ moderka 1911. ga omysukanu pparmenr ,,Jakos ce 6opu‘ (Ja-
kob ringt) n3 Jlecenou Ayrycra Ctpunmbepra (August Strindberg). Ha-
penne rogune Llenbepr je, ucrpajaBajyhu Ha cBojoj uaeju, 3amomuo Pu-
xapna Jemena (Richard Dehmel) na mamume muépero.' Ilapanenso je,

Pan je macrao y okBupy mpojekara ,,CBETCKH XPOHOTOIIM cpIICKe My3uke“ (Op.
14745), xoju ce peanusyje Ha DakynTeTy My3udKe YMETHOCTH, U ,,IIpocBehenoct y
€BPOIICKOM, PETHOHAIHOM U HAIllHOHAJTHOM KOHTEKCTY: UCTOpHUja U caBpeMeHocT  (Op.
149029), xoju ce peanusyje y MHcTUTYTY 3a Qunosodujy u ApyIITBEHY TEOPH)Y, a Koje
(uHaHCcHpa MUHHCTapCTBO 32 HAyKy M TEXHOJIOIIKHU pa3Boj Bnane Pery6mmke Cpouje.

Y muemy Jemeny, ymyherom 13. nemem6pa 1912, llenGepr je npusHao aa Beh myxe
BpeMe JKeJH J1a HaluIIe ,,0paTopHjyM Ha ciefehy TeMy: Kako JaHallIlkHU 9OBEK, KOjH
je mpoIrao Kpo3 MaTepHjann3aM, COIHjan3aM, aHapXujy, ajli jé UIaK cadyBao KoMa-
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MeljyTrM, IoYeo Ja pa3MUIIJba U 0 KOMIIOHOBaWkY opatopujyma Seraphi-
fa, vHCcTIpUcaH ucrouMeHnM pomanoM Onope ne bamsaka (Honoré de
Balzac), a moce6Ho mocneamuM normasibem.” IlenGepry je meBojka m3
BanzakoBor pomaHa, 0 CBOj MPWIJIHIM, MPUBYKJIA MaXKky ca HEKOJIHKO
pasiora. [IpBo, Cepadura (Seraphita) je, HaBogHo, Omna Khepka Opartan-
na Emanyema CsemenOopra (Emmanuel Swedenborg), ayropa koju je
HanaxmwuBao llenbepra. JIpyro, oHa je, mpe Hero mro je y 17. roguHu
yMprna y jeqHoM asopuy y Hopemkoj, 003HaHMIa CBOjY MUCTHYHY BH-
3ujy. Ta Busmja je orkpuna Cepadutu na cmama mely ,,Buie aymie Ha
3emibr®, oHe Koje cy Beh moctane anljeocke Tj. aHAPOTHHE)' M MOTY Ia
npeaocere ,,yrmo30pema CMPTH, ITO UM oMoryhaBa aa ce Ha BpeMe
NpUIpPEME jayambeM CBOje BEpE, U TO TaKO LITO CEe OTHCKY]Y ,,Mehy obma-
Ke, rae cy cse crapu amcrpakmmje”.’ Tpehe, CepadUTHHO MHCTHYHO
HCKYCTBO HAJIMKOBAJIO j€ JIOKHBIbA]y JaKOBIbEBUX JIeCTBU U3 [IpBe KbH-
re Mojcujese (28, 12-13).” IToMeHyTe NecTBe — 1O KOjUMA CE ,, ey U
cunaze anhenmn boxju, a Ha dnjeM BpXy cToju cam bor — JakoBy cy ce

mh crape Bepe (y dopmu cyjeBepja), Kako ce Taj MOICPHH HYOBEK pacrpaBiba ca borom
(Bunetn Takohe Jakoswegy 60pdy on CtpuHadepra) v Ha Kpajy 0Ja3u 10 TOora /1a IMpoHa-
he Bora u ma mocrane pemrmosad. [la Hayum ma momu!“ (Arnold Schonberg, Briefe.
Ausgewdhlt und herausgegeben von Erwin Stein, B. Schott’s S6hne, Mainz 1958, 31). 3a-
HUMJBHBO je, Takohe, na je y jemHom mucMy u3 1922. Illenbepr TBpayo fa HUKaza Huje
OHO aHTUPEIUTHO3HO PACIIONIOKEH, ,,1a 3anpaBo HU apemruo3an’ (Hcro, §83).

Jan Maegaard, ,,Schoenberg’s Incomplete Works and Fragments®, [y:] Constructive
Dissonance. Arnold Schoenberg and the Transformations of Twentieth-Century Cultu-
re, eds. Juliane Brand and Christopher Hailey, University Of California Press, Berke-
ley, Los Angeles & Oxford 1997, 141-142.

Ha anbheocky npupony Cepadute ykasyje Beh u meHO nMe: oHa je cepdanm, mpunai-
HUK HajBHIIET pena anlena Koju JoHOCe TyXOBHY Jby0aB (HACYIPOT XePyBHMHUMA, KO-
ju cy 3amyxeHH 3a pazymeBame) (David Schroeder: ,,Arnold Schoenberg as Poetist and
Librettist. Dualism, Epiphany, and Die Jakobsleiter «, [y:] Political and Religious Ideas
in the Works of Arnold Schoenberg, eds. Charlotte M. Cross and Russell A. Berman,
Garland Publishing Ltd., New York & London 2000, 50). ¥ BanzakoBom pomaHy y
Cepadurty ce, 300r HBEHOT aHIPOTHHOT HM3rJeaa, 3a/by0sbyje He camo muaguh Bui-
¢bpun, Hero u neBojka MuHa, anu HamocleTKy 000je cxBarajy Jla cy mHuxoBa ocehama
Omta norpemnsa, nomro je CepaduTa yBeK MOIJIa ]a UM TIOHYIU CaMO TyXOBHY JbyOaB.

Honoré¢ de Balzac, Seraphita, www.gutenberg.org/1/4/3/1432. (Konuko Ham je mosHaro,
BamaxoBa Cepaghuma nuje npeBohena y Cp6uju. [loctoju XxpBaTcku IpeBoj, au OH je
o0jaBisen nocite pacnaga COPJ, u Huje cTurao y cprcke ondimoreke; Buger: Honoré de
Balzac, Serafita, s francuskog prevela Andrea Grgi¢-Marasovi¢, ,,Fabila nova®, Zagreb
2005. Hanomena mp Anexcandpa Bacuha, wiana peoaxkyuje uaconuca ,, Mysuxonoauja *.)

V jenHom apyrom jeny, o napuckoM kommo3utopy I'ambapu, ban3ak je 3actynao tesy
Jla ceé MUCTHYHO ca3Hame He no0uja 0e3 Heke Mepe MaTkhe WM HCKyllaBama. 1o je
Morao 6utH nobap myTtoka3 LllenOGepry — HapaBHO, MOJ MPETIIOCTABKOM J1a CE MaJo
Bumre 6aBuo bamsaxoBum omycom (Lydia Goehr, ,,Adorno, Schoenberg, and the To-
tentanz der Prinzipien — in Thirteen Steps®, Journal of American Musicological Soci-
ety, ron. LVI, 6p. 3, 2003, 607).
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yKa3zalle y CHY, KOjU ce 3aBpIINO 00KaHCKHM 003HAmBHUBAKEM [1a je€ ,,0/1a-
Opan“ ¥ na My NPEenCTOjU BeIHMKa MHCHja KOjy Tpeba 1a u3Bpiuu Ha 3e-
MJBH TIpe HETO IITO ce U caM ychHe y HeOo. M, HarocneTKy, 4eTBpTo, NMa-
jyhu y Buny lllenGeproBe HHTEIEKTYa IHE M MHUCAOHE NIPEOKYMAIHje U3 TOT
BpeMeHa, MOTYliHO je TIPeTIIOCTaBUTH Ja je ¥ OH caM, HajkacHuje 1912, mo-
4eo n1a raju Hagy jaa (momyT Cepadure u JakoBa) criaga mel)y ,,omabpane™ u
Jla My je TIoTpeOHO aa ce BHHE ,,Mel)y obnake, TJie Cy CBE CTBapH arcTpak-
nuje’, JOKMBU MHUCTUYHO HMCKYCTBO JaKOBJbEBHX JIECTBH W OHJa Ta
YMETHUYKH 00pajy y jeITHOM HCTUHCKOM U aTOHATHOM magnum opusu.

Y cenuyu Manepoee Ocme cumeponuje

Tl'ogure 1912. Illen6Gepr je y3eo yuemha y maBamy omaxa ['ycraBy
Manepy (Gustav Mahler), koju je npemunyo 18. maja 1911. Mako je ny-
ro uMao pesepse npema Manepy kao kommnosutopy, Illenodepr je Hajmpe,
1907, meros omnazak u3 EBpore oceTro Kao HEHaJIOKHAAWB TyOUTaK, a
notoM je, 1910, kaga je mpemujepHOo usBoheme Ocme cumponuje y
MuHXeHy 03HauMIIO BpXyHall MaliepoBe cTBapaiadyke KapHujepe, TeMelb-
HO PEBUAMPAO CBOj KpuTudapcku ctaB. LllenOepr je Taga, y3 momroBame
npema Majepy, IO CBOj IPHIIUIIM 1TOYE0 Ja pa3BUja U HEKY BPCTY HJICH-
TU(UKaLFje ¢ BUM; U TO 300T Tora mTo je Manepy, Koju je Takohe Ouo
KOHBEpPTHPaHU JeBpejuH, MOILIO 32 PYKOM Jia MOCTUTHE YCIeX W Ja ce
JIOKaXe y ayCTpOyrapckKoj MPECTOHHUIM (AaHTHCEMHTCKH CBE ,,3araljeHu-
jOj*) u 300r TOra MITO je Yy roJuHaMa Mpej CMPT KOMIIOHOBameM Ocme U
Jleeéeme cum@onuje, ka0 CBOjEeBPCHUX MY3HUKHX IaHIaHa PEJIUTHjCKO]
aJieTopuju JakoBJbEBUX JIECTBH, 003HAHMO 1a crana mehy ,,omabpane™.

IMon ytuckom Gnusune ManepoBe cmptu Illenbepr je y cBom oma-
XKy mocebHo amoctpodupao nocnenmwy, Hesemy cumgonujy Kao HajMU-
CTHUYHH]Y; Ka0 JIeJ0 y KojeM je Maliep HaBOJHO 1MOCTa0 OO0MYaH ,,MeIH-
jym«.® Uctuna je, MelyTiM, /1a je HeroBy Makby HEYMOPEIUBO BUIIE O
Jleseme pUBYKIIa MOHYMEHTAITHA, BOKATHOMHCTpYMeHTanHa Ocma cum-
¢onuja, xojy je 1912, ycreo aa mo mpeM Iyt 4yje, a Koja je, Kao mapTH-
Typa, Beh Ouna ocraBuna nyOok yTHcak Ha mera. ¥ Ocmoj cumghonuju Ma-

% Tocne xommonosama Das Lied von der Erde n KpaTKOTpajHOT OBPATKA OBO3EMAIBCKHM

crBapuMa, Masep ce, mpema LlleHOeproBoM MHIUBERY, BpaTHO Ha ITyT Ka OHOCTPAHOCTH
Jlesemom cumeporujom, Kpo3 Kojy BHIIIC U HHjE TIPOTOBAPA0 ,,Ka0 MHIUBUIYya™, HETO Kao
IJJACHOI'OBOPHMK HEKOT ,,CKpPUBEHOT ayTopa““. Tume ce HaBOAHO MOHaBJbasla npuya ca be-
toBeHoM (Ludwig van Beethoven) (am 1 Bpykuepom [Anton Bruckner]): na 6u ce morio
uhu npexo eBeTe cuM(OHHje MOpa Ce YMPETH, MOLITO OYUIICAHO Y IECETOj CTOjH HEIITO
[ITO, Ka0 CMPTHHUIIH, jOIII HACMO CIIPEMHH Jja ca3Hamo. ,,OHH KOju cy Hamucain JleBeTy
CTaJlM Cy TUK Tpex oHocTpaHomhy. Moxkna he 3aroHeTke oBora CBEeTa OMTH pEIICHE aKo
MX OHaj KOjU WX To3Haje Harmmie Jlecety. A To ce BepoBatHO Hehe moromutu (Arnold
Schoenberg, Style and Idea, Faber and Faber, London 1975, 470).
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nep je, npema llleHOeproBoM MUITBEHY, YCIIEO 1a 3aJpIKH CBOj ,,HICH-
TuTeT (MaKo je Beh moveo aa cTBapa ,,Kao pob BUIE MHCTAHIE™),” a H3-
0opoM KOpHUITNEHHX TEKCTOBa (CpPeAmOBEKOBHA ITyXOBHA XWMHa Veni
creator spiritus u I'ereoB /Johann Wolfgang Goethe/ @aycm) octBapmo
je CBOjeBpCTaH PEJIMIHMO3HU CHHKpeTH3aM, koju je Lllenbepry mocrtajao
CBe MpUMaMJbHBHjH Kao uzaeja. Ocum Tora, 3a Manepa, Koju ce OIMKHO
CMPTHU W TIpeaBao IIMMaMa MHCTHIIU3MA, ,,4aK W PEe3MTHallja [0oCTaje
NPOAYKTHBHA M y3amxke ce, Y Ocmoj [cumpoHUnju], y TIaopuduKanyjy
HajBUIINX PAJOCTH, TIOPUQUKAIH]Y Koja je jom jennHo moryha oHOMe
Ko Beh 3Ha 1a Te pagocTH BHINIE HUCY 3a Hera; Ko je Beh oxcyran; ko Beh
oceha na cy oHa camo aneropuja 3a jom Behe pamgocrtu, rinopudukanuja
HajBeher Ona)keHCTBa, KA0 IUTO OH TO EKCIUIMLUTHO U3jaBJbyje y MUCMY
CBOjOj 5KEHH Y KojeM o0jarbaBa moceme cuete @aycma.’

ManepoBy Ocmy cumeonujy lllendepr je cxBaTHO yjeTHO U Kao 00-
jaBy ,,)KyJIIb¢ YOBEYAHCTBA 3a CBOjoM Oymyhom dopmom, 3a GeCMpPTHOM
JIYIIOM, 3a PACIIPIIMBAKEM Y CBEMHPY — JKy/Ee oBe ayme 3a borom*.’
TaxBum TymMauewmeM Ocme cumghonuje Lllenbepr je, HECYMILHBO, KeJIeo
Jla 04yBa AMOKAIUITHYHOCT LEJNOT Jela — KOjeé eKCIUIMIUTHO 3a3WBa
Cynmwu nan. Kao yMeTHHK OH je, MelyTHM, TIOKa3nBao Majio MHTEpeco-
Bama 3a ,,0yayhy ¢opmy* HoBeuaHcTBa, a MHOTO BHILE 3a OYLIy CaMOT
nojenuHIIa. 300T TOra je Ha KacHH]je ONMCHBaKke MyToBama aymie y Llen-
6eproBom neny Die Jakobsleiter HeynopeauBo 3Ha4ajHUjU YTHUIIQ] OCTBA-
puia MaepoBa nepcrneKkTuBa ycKpcHyha nojeanHna (0IHOCHO ,,01a0pa-
HOT*’), y KOMOMHAIMjU ¢ HEXPUIThAaHCKUM OKYJITHHUM IIpefcTaBama O pe-
MHKapHALHjH 1 Kapmi.'© [losuuponupajyhn Maneposy Ocmy cumoru-
jy n3mely BeroreHoBe /[egeme cumgbonuje m cBor Oyayher magnum
opusa, 3a Koju je 3amounmao npunpeme,'’ Illenbepr je HMIIAIHpPAO ca-
JIpKaj TIOpyKe KOjy Cy CBa Ta Jiena Tpedao /a mpeHecy: CBOjCTBO ,,0/1a-
Opanoctu® oMmoryhasa nebaeme y KocMoCy, Koje BOJIU CyouaBamy ca bo-
TOM U, CAMHM TUM, CTUL[aBhy U3BECHOCTH Y OECMPTHOCT JylIe, OHOCHO
y cllaceme 01 HUIITaBMiIa cMpTH. MasepoBy outyky aay Ocmy cumeo-

Marep ,,ce ocehiao camMo kao poO BHILIE HHCTAHIIE, M0]] YMjOM MPHHYIOM HEIPECTaHo 00a-
BJba CBOj 1ocao. ‘Kao ma My ce qukTupa’, pexao je jersom Manep ia 6u omucao Kaxo je
0p30 U MOTYCBECHO CTBOPHO, 32 JIBa Mecela, cBojy Ocmy cumeonujy™ (Vcro, 447).

* Hcro, 469.

 Hcro, 464.

Bryan R. Simms, ,,My Dear Hagerl: Self-Representation in Schoenberg’s String Quar-
tet No. 2, 19th Century Music, rog. XX VI, 6p. 3, 2003, 155-156.

Ha 3aBpmrerky texcra In Memoriam Manepy, lllen6epr je nanmcao na he ,,Hajehu
JbyAU Kao mrTo cy beroBeH u Majep BepoBaTd y OECMpTHY Iylly CBE JOK CHara Te
Bepe He cHabe hoMe 4oBeuaHCTBO. J[o Taga nmamo GecMpTHa Jena. U 3Haliemo kako
na nx gyBamo“ (Arnold Schoenberg, Style and Idea, 448).
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Hujy yBpcTH ['eTeoB TekcT u3 npyror nena @aycma lllenbepr je pazymeo
yIpaBo Ha Taj HAYWH, O YeMy cBejpoue cieaehe peun: ,,'Beyno xeHcko
Byde HAC HaBHIIE — TaAMO CMO — OJIMapaMo Ce€ — IMaMo CBe IITO Ha 3e-
MJbH MOXKEMO JIa TIOKEJINMO, CBe ueMy Texkumo...” (Manep). To je jenan
HauuH Ja ce nocturHe umib! He camo y mucnnma, Hero kpo3 ocehaj na
ce Tamo Beh 3aucra ocusu. OHaj KO mocMaTpa 3eMiby BHIIIE HE JKUBH Ha
10j. OH je Beh noByuen Hasume”.'> JIpyruM peumuma, ,,BEUHO JKEHCKO™
BOJIM YOBeKa (MyIIKapla) fa ce OTHCHE O 3eMJbe U CTEKHE CIIACOHOCHO
ca3Hame, YaK U MO0 IeHYy BJIACTHTE CKOpe CMPTH KOja, 3arpaBo, MpeIcTa-
BJbA CaMO TPAH3MIHM]y Y HEKO HOBO CTame, Ipeja3 Ka HEKOM BUIIEM 00-
UKy nocrojama. To IlleHOeproBo pa3sMUIbAEKE CACBUM jJaCHO HCTHUYEC
nesypy u3Mel)y MHUCTHYHE BU3Hje MOcieqmuXx ctuxoBa ['ereoBor Day-
cma u nanHareje Manepose Ocme cumghonuje, ¢ jeTHE CTpaHE, U FHETOBE
OKYJITHE MHTEpIpETaldje, C Apyre cTpaHe. 3a pa3jiuKy OJi CBOjUX TPET-
xonHuka, lllenbepr je Tpakno mpaBH YMETHHUYKH JJOKa3 — TEMEJbEH Ha
WCTUHATOCTH MUCTHYHUX JI0KHBJbaja MOMyT oHor JakoBisbeBor mimm Ce-
paduruHOr — 0 IOOEU HAJ CMphy, HHCIIMPUCAHO] ,,BEYHO KEHCKUM U
Ha Kpajy NoTBpleHoj 0 cTpaHe HajBUILIE HHCTaHLEe, camor bora.

Ilpeu oeo Die Jakobsleiter

U nok je ManepoBy Ocmy cumehonujy TyMauno HaIaXHYTO, MAKCH-
MaJIHO aHTaxyjyhu cBojy ¢aHTaszmjy, y mpUIpeMama 3a CTBapame COIl-
CTBEHOT magnum opusa, Koju je Tpedaio ja moceayje He caMo YMETHUY-
Ke, Hero W OKynTHe kBanuTere, [llenOepr je BeoMa cnabo HampeaoBao.
Hberosa ambunmja ma oparopujym Seraphita mipencTaBba MOHyMEHTAII-
uu Gesamtkunstwerk, civuuas ,,apamu ¢ my3ukom™ Die gliickliche Hand,
om. 18, Ha K0joj je y OHO BpeMe paauo, HHje pealn3oBaHa, Ia je Of
[eJIOT TpOjeKTa ocTana camMo mecMma Seraphita, xao jenHa ox Yemupu
necme 3a opkecmap (om. 22). Pag Ha ceom magnum opusu 1llenoepr je
00HOBHO Tek MomTo je modeo [IpBu cBeTCKH paT (MaKo HUILITA HE yKa3y-
j€ Ha TIOBE3aHOCT OBa JiBa Jioralaja, u3y3eB MOXK/Ia MHTCH3UBHUPAhA TIPETHE
cmpTH). o m3maka 1914. [llenOepr je ycreo 1a OCMHUCIA HOBU MTPOjeKaT
BHUIIIECTaBaYHE MporpaMcke cuMdoHUje ¢ ydemheMm ComcTa U Xopa y
CBAaKOM CTaBY, KOjy je TpeOaso a W3BOAM OpKecTap MMIIO3aHTHOT CacTaBa:
JleceT 10 aBaHaecT ¢uiayTa, 0060a u (arora, 1BaHacT J0 IIECHACCT KIIapHHe-
Ta, IBAHAECT XOPHH U Ty0a, IecT 10 ocaM TpyOa U TpOMOOHA, JIBE WJIH TPH
KOHTpabac TyOe 1 YnTaB HU3 Xap(u, YeJIeCTH, 3B0Ha U KCHiodoHa, y3 10-
JlaTaK TPaJIMIMOHAIHOT CeTa yAapaJbKH, IBaJeCceT MyITOBA BHOJIMHA, JIe-
CeT J0 IBaHaecT ITyJITOBAa BHOJIA, BUOJIOHUYENA 1 KoHTpabaca. Cumponm-
ja je tpebano nma umMa jBa jaena. 3a npsu jaeo cumdonuje Illendepr je

12 Hcro, 470.
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npeaBUIeO TpU cTaBa, Lebenswende (JKusomna npexpemnuya), Leben-
slust (Kusomna paoocm), Schopfungsfeier (Ilpocrasa cmeaparsa,
npema Tekcty Puxapna Jlemena),”’ uHTepiIyaujym u mcanam, a 3a ApyrH
neo nBa craBa Totentanz der Prinzipien (Cmpmua uepa npunyuna) u
Glauben des Desillusionierten (Bepa onoea xoju je nuwen unysuja) (ca
oubnmjckum rutatuMa). Mehytum, Beh y janyapy 1915, xana je 3aBp-
muo nucamwe noeme Totentanz der Prinzipien, 1lleHOepr je mMpoMEHHO
TUIaH ¥ OBaj CTaB MOMEPHO C 4yeTBpTor Ha Tpehe mecto. Tpu nana kacHu-
je 3amoyeo je mucame TeKCTa 32 HOBU YETBPTH CTaB, MO HAcloBOM Die
Jakobsleiter. Pan Ha icamy TEKCTa 3a 0Baj CTaB MPOJIOHTHPAO CE CBE 10
Maja 1917, a y jyay ucte roarHe KOMIIOHOBamkbe cuMdonuje je aedhuHm-
TUBHO 00yctaBibeHO. Tekct Die Jakobsleiter je, y3 HOBe mpoMeHe, mpe-
pacTtao y TuOpeTo UCTOMMEHOT opaToprjyMa, 3a koju je Lllenbepr Bepo-
Bao Jla MOXE OWTH y JOTJIEJIHO BpEME IOCTaBJbCH, y3 AHTaKOBAMHE
Anonda Jloca (Adolf Loos) kao cueHckor nuzajuepa. Ta U3BECHOCT je
llenbepry nanma cHary Jia HOYHE Ja OMY3HKaJbyje HAIMCAHH JIMOPETO,
Tako aa je mo 19. centemOpa 1917, kazna je mo3BaH y BOjCKY, 3aBPILIHO
TOTOBO L0 MpBH Jco opaTopujyma Die Jakobsleiter (TaktoBu 1-603).
Hemro xacHuje te jecenu, mok je lllenOepr jom yBek OWo y BoOjcIH,
,,Universal Edition“ je o6jaBro mi6pero 06a nema oparopujyma.'* ITo mo-
BpaTKy u3 Bojcke, LllenGepr je, Mel)yTum, ycreo jour caMmo Jia 3aBpIiiv IpBU
JICO OpaTopujyMa M Jja KOMIIOHY]€ jelaH OJICEeK Benuxoe cumponujckoe un-
mepnyoujyma (taktoBu 610-685). V janyapy 1918. 3actao je ¢ pagom.”
Tek yetrpu roMHe KacHUje, 1922, TOKOMIIOHOBAO j€ jOIll IETHACCT TAKTO-
Ba Benuxoe cumeponujcxoe unmepnyoujyma (685-700), urmMe je 3aBpIIMO
0Baj cerMeHT Kommosunyje. JIndpero npyror nema oparopujyma HUje HH
o4eo Ja oMy3ukaibyje. 'omuae 1944, Ge3ycIientHo je moKyInao 1a 00HOBH
pan Ha opatopujymy (ycreo je ia pemuryje camo npBux 105 TakToBa npBor
JieT1a), a HeToCpeHo npen cMpT, 27. jyHa 1951, 3amonuo je jeqHor OuB-
IeT YYeHHUKa Ja 3aBpImd KoMro3unujy. Kako je Monba ocTama HEyCIn-
nreHa, [llenGeproBa cMpT 03HaUMIA je U NEPUHUTHBHO CTABJbAHE TAUKE
Ha 3aBpIIETaK MOHyMeHTaIHOT npojekta Die Jakobsleiter.

1 Hako je Jlemen 01610 moHy/Iy Ja Hammie tubepTo, oH je LllenGepry mocmao pamje
Harucanu Oratorium natale (IIpociasa cmeaparea), KOju je Hammao mMecto y Tpehem
CTaBy CHUM(OHH]CKOT IIPOjeKTa.

Ha ommyky na mubpeTto 00jaBu MPaKTUYIHO OJMAax MOIITO I'a je HAKUCA0, MOXK/IA je YTU-
naia ynmeHnIa aa je lllenGepr taga 6o (1 10 Kpaja )HUBOTa 0CTA0) CYIITHHCKH Clia-
00 3aMHTepecoBaH 3a CIEHCKa u3Bohema cBojux nena (ym. Karl H. Wérner, ,,Arnold
Schoenberg and the Theater, The Musical Quarterly, ron. XLVIII, 6p. 4, 1962, 445).

Lllenbeprosa BojHa ciayx0a Huje OWila HU OMacHa, HU Ayra (Tpajaja je caMo TPHU Me-
cena). Ho, u mopen Tora oH HUje OMO y CTamy N1a 0 FIbeHOM OKOHYAmy HACTABH KOM-
MIOHOBakE OPaTOpHjyMa, IITO yKasyje Ha MOCTOjame IPYTHX, H TO NyOJbUX pasiora 3a
HEOMY3HKaJBEHe 0CTaTKa OpaToOpHjyMa.
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C 003upoMm Ha TO J1a je MPOMCTEKA0 U3 TPOjeKTOBAHOT YETBPTOI CTa-
Ba cuMmdonuje, opatopujym Die Jakobsleiter canpixajHO ce HamoBe3yje
Ha TeKcT otentanz der Prinzipien, xoju je, moacehamo, y Toj cumboHUjU
Tpebano aa ce Halje Ha mecty Tpeher craBa. YV tekcry Totentanz der
Prinzipien 1llen0epr je mpukazao Urpy CMpTH KOjy Cy 3ariouelid MpHH-
wuny, ann 1 popme,'® penatuBu3yjyhu cBe mTo mOCTOjH (Y OBOM CBETY):
,,CBE KHBH, CBE MPTBO je xkuBo“'’ 1 ,,CBe je HCTOBPEMEHO e/l i Hepell.
Huje moryhe pasiukosary, a jom Mame omryuanty ce”.'® IToema je mpen-
Buljana Ja ce CTaB 3aBpIIN TPUHACCTUM YJapOM 3BOHA, KOJUM CBE HECTa-
je, oTBapajyhu mepcrnekTuBy y3ieTa y oHaj HeoapeheHn BaKkyyM, y KojeM
Ce 3ampaBo U OJIUrpaBa pajma oparopujyma Die Jakobsleiter.

IToctynat u3 bamsakoBe Cepagume — ,,OHa] KO ce MOJH TOCTaje
jemno ca borom* — IllenGepr jecte npeneo y Die Jakobsleiter." Meby-
TUM, HHje TPEABHUICO 12 Y OPATOPUjYMY — Y CBAKOM CIy4ajy, Ha HEero-
BOM ITOYETKY — OHAj KO CE€ MOJIVO, a 3aTHM HamycTHo 3eMJby, IpoHahe
Bora. JIe6nehn y Bakyymy, oH Moxe 1a uyje camo anhena Iaspuna® ko-
jU ra yBOJIM Yy MUCTUYHH J0KUBJbAj NEHhamka JaKOBIbEBUM JIECTBaMa:

,»JIE€BO MM IECHO, HATIPE] MK Ha3a/l,

l'ope nnu none — mopa ce uhw,

He nurajyhu mra ce Hana3u ucrpen Win mo3aiu.

To Mopa ocTaTH HEOTKPHUBEHO; TO MOJXKETE,

Mopare 3a00paBUTH, KaKo OW UCTTYHHJIH 3a7aTaK".

Haxo ce bor ca Te BUCHHE JIECTBH jOII YBEK HE MOKE BUJETH, OH ca-
CBHM HM3BECHO HHj€ OHAj IBOIIOJHH, ,,rpahancku bor*, xora je npeasuha-

,»Cana Hecrajy 6oje. @opme y3muuay* (Arnold Schonberg, ,,Totentanz der Prinzipien®,
[y:] Texte, Universaledition, Wien 1926, 24).

17 HUcro, 23.
18 HUcro, 26.

Berthold Viertel, ,,Schoenberg’s ‘Die Jakobsleiter’, [y:] Schoenberg, ed. Merle Ar-

mitage, Greenwood Press, Westport 1977, 173.

20 IIlenGeproBo ompe/esbere Ja y 0paTopHjyM YBpeTH apxanlena [aBpriia n3asusa He-

JIOYMHIIE, OIITO OBaj JINK UMa pasnuuute ynore y Ctapom 1 HoBoM 3aBety: y pBoM
j€ MHTepIIpeTaTop aloKaIUITHIKe BU3Hje, 0K je y APYroM JOHOCHIIAIL BECTH O polje-
wy O6orouoseka (David Schroeder, #as. deno, 45). Caceum je moryhe na je lllenGepr u
padyHao Ha OBY 3Ha4€HCKy aMOMBAJIEHTHOCT, ITOTEHIMpajyhy WHIUBHIYaIHO y3He-
ceme Kpo3 BakyyM (y IpaBily HeOeca), ajld He UCKIbY4Yjyhy HM aloOKalIUNTHYKE KO-
HOTALlMje TaKBOTI' CTama, Koje O ce THLaJe LeTOKYTHOr YoBeYaHcTBa. VIHAUKaTHBHO
je y ToM cmucny na I'aBpuiio TokoM OopaBka y BakyyMy KOPUCTU Sprechstimme, 1o-
IITO KOMYHUKAIMjH Y TAKBUM YCJIOBHMa OZroBapa camMo HEILITO LITO j€ CYCHPErHyTO
n3Melhy roBopa u neBama, usmely pannonamse peun u emotusHe mecme (Lydia Goe-
hr, Has. deno, 627), n3mely Hazme y KoHauHU cycpeT ca borom u crpaxa o1 u3HeBepa-
Bama Te HaJe.
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na Jlemenona IIpociasa cmeaparsa,”’ Tako na muTame uiaeHTHTeTa Bora
— Kao W muTamke aa U he OHaj KOjU ce ychuibe JaKOBBEBUM JIeCTBAMa
yommre ctuhu 10 bora — ocraje ma yie6au, Kao yoCcTajaoM M CBE IITO ce
Hanaszu y ToM Bakyymy. Ocum bora, y ToM mpocTopy ynaijbHBO HeIlo-
cTaje u ,,Be4HO keHCKo ™ u3 ['ereoBor @aycma u Manepose Ocme cum-
@oHnuje: yMeCTo BUX, Ty je caMO ayTOPUTATUBHM HapenOoaasal [ aBpu-
JI0, KOJU TPaKU MPAIMOHAIHY BEPY M aliCONyTHY MOKOPHOCT Y M€ Tie-
wama (HEeBUJBPMBHM) JIECTBAMa — 3a KOj€ ce caMo MOke HajmaTh 1a he
3aBPILUTH CyCpPeTOM ca borom, kao BpXOBHHM ayTOpUTETOM. [ aBpHiIoBe
pedw, Ipu TOM, HATHKY]y Ha peun koje je lllenbepr ymorpedno 1911. ka-
Ko OM 00jacHHO Ha4MH 3a MPOHAJIAKEHhe HOBE €CTETHKE MYy3HKe: ,,I1po-
HaljuyMo HOBY ecTeTuky. Mmu GapeM momapuMo crapy Ao hasona. 3aTo
IITO TIOCTOj€ JieNia Ha KOja cTapa eCTETHKA HHje IPUMCHIbIBA. AJTH HOBA
ecreTuka hie OMTH MPUMEHJbMBA U Ha cTapa Jena. He riepatu y mux, He
ocBprartu ce yHasan, u Beh he uhu“.** Melyytum, [aBpunose pedn HUCY
npezcraBibasie camo ojjek llleHOeproBe BiacTHTE MOTpare 3a HOBOM
€CTETHKOM MY3HKE, Her0 W IOTpare 3a HOBOM PEJIUIHjoM, Koja he kpo3
Ty My3uKy JohH 10 u3pakaja M OUTH y CTamy J1a IPY>KH KOHAYHU JO0Ka3
y MPUJIOT BEYHOCTH JTyIIIE.

HoBa my3uka, kojy je Lllenbepr KOMIOHOBaO y IPBOM A€y OpaTo-
pHujyMa, TeMeJbH C€ Ha MPHHLUIY cykoOa ,Buier (0XHOCHO ,,ACTUHH-
TOT*) Cca ,JtenuM*, u3paxkaBajyhu ["aBpuinoBy kputuky ymnyheny ,,Onome
KOjH je T03BaH‘ /1a je Tparao camo 3a ,JIeUM", a Ja je 3all0CTaBHO ,,BH-
e, Cyko0 ce My3W4KH H3pakaBa KpO3 CyuyesbaBame J[BA OCHOBHA MO-
THBa OpaTOpHjyMa: MOTHBA CAAPXKAHOT Y OCHOBHOM XEKCAaKOpIy, KOjU
pernpe3entyje ,,MICTUHY, 1 MOTHBA palloCTH, KOjU MeBajy ,,OHaj Koju je
no3san“ (,Moj KHBOT 6HO je mcrymen ceerayuajyhom pagomhy“)” u
xop (,,0, kaKo je nerno*).”* OBM MOTHBH ce H3/IBajajy U3 KOMIUIEKCHE MO-
TUBCKE MpEXe Jiena, najyhin My TMOKpeTadky JIpaMaTHKy, Koja HecTaje
TeK ¢ mojaBoM nymie (565-578): Tama XapMOHCKO KpeTame ,,3aMupe”, a

2! Julian Johnson, ,,.Die Jakobsleiter, [y:] Arnold Schonberg. Interpretationen seiner

Werke, xmw. 2, ed. Gerald W. Gruber, Laaber Verlag, Laaber 2002, 262; Mark Berry,
»Arnold Schoenberg’s ‘Biblical Way’: From ‘Die Jakobsleiter’ to ‘Moses Und
Aron’*, Music and Letters, ron. LXXXIX, 6p. 1, 2008,

http://ml.oxfordjournals.org/cgi/content/full /89/1/84.

22 1lur. npema: Joseph Henry Auner, ,,Schoenberg’s Handel Concerto and the Ruins of

Tradition®, Journal of American Musicological Society. ron. XLIX, 6p. 2, 1996, 311.
Ipu Tome ,,jeniHa KBa3uTOHaNHA My3uka y Die Jakobsleiter mpunana ‘OHOMe KOjH je
MMO3BaH’, KOjU je CyMapHO ONTY)KEH 3a IpedepHupame JernoTe y OIHOCY HAa UCTHUHY'
(O. W. Neighbour, “Schoenberg [Schonberg], Arnold”, [y:] Grove Music Online, ed.
L. Macy, www.grovemusic.com (mpuctymbeHo 2007).

Jean Christensen, ,,Schoenberg’s Sketches for Die Jakobsleiter: A Study of a Special
Case®, Journal of the Arnold Schoenberg Institute, ron. 1, 6p. 1, 1976, 113-114.

23

24
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,,HEO0ECKH aHacaMOJI 3alOYMIbE Ja TPATH MEIH3aM JYIIC U TPH KCHCKa
riaca, koju je (13 mabume) npate.” Y TOM TPEHYTKY YCIHEAIbE y3 Jie-
CTBE JOCTIKE HHBO Ha KOjeM Cy MPECTAJIN J1a TIOCTOj€ CBH PETHKTH OBO-
3eMaJbCKOT KHMBOTa — o] Tena ao auaHoctu ([aBpmio Ha To moxceha
OHOT KOju ymupe: ,,Tana je TBoje Ja n30pucano*) — u Ha KOjeM OTIOYH-
we QuHamHa ¢aza ,,Jedneher kperama’, MoCIeamba Mpe]l HCITYyHhemhe He-
JNe(UHUCAHOT 33/1aTKa, KOjH je CIIOMEeHYyo ['aBpuIio y yBOJHHM pednMa.

Melytum, npyru aeo nuOpeTa, KOju je Tpebaso ma yclieau Tocie
Benuxoe cumegponujckoe unmepnyoujyma U na BPXYyHH TPUjyMQaTHUM
OKYIJbaEEM ILIeJIOT YOBEYAHCTBA Y jeIHY LENUHY, OCTAa0 jeé HEOMY3HKa-
JbeH. Y TOM KOHTEKCTY TIOCTaBJba Ce MHUTamke Koja Ou Ouia mopyka jena
na je llenOepr cmorao cHare ga ra komrietnpa. OCHOBHA MPETIIOCTAB-
Ka 3a cpehHu pacmer Tpebasno je na Oyae MojaB/bUBamkEe UHIYKOBAHHX
,»,MarHeTHUX CTpyja AyXa“ — Kao MOJIEpHE PEHHTEPIPETAIUje MPUHIIHIIA
,,OHaj Ko ce Momm mocraje jemHo ca Borom“*® — koje rpemme myre,
ocio0OoleHe cBora Telia U era y TOM MUCTEPHUO3HOM MPOCTOPY, MOBE3Y|Y
ca BEYHUM O0KaHCTBOM:

»JEIaH JeIMHA BEJIMKHU BaJl IOKPEHYIIIE JKeJbe Ka BeuHom,
Koju MunoctuBo npuxsatu 1yOOKO MOTPECHE OYajHUYKE MOJIHUTBE.
[IpuxBarame u ondOujame Beh exe y 0COOM 1 MOJIUTBHY;

IIpen muM Cy CBe KeJbe jeTHAKE; CBE j€ CIPEMaH Jla caciryIa.
[NoBe3uBame ¢ UM OyaH IyTeM HHAYKIM]Ee MarHeTHE CTPYje LyXa;
Iyx ojayaBa mro yenihe oHe cTpyje,

Crtpyja ocHaxyje ca CBAKOM MOJIMTBOM,

JeqHUM TpeHOM HeGecKor cjaja yenmiu MouTBy Muaoct Boxja“.”’

Haxo je BpXyHHO Y 0BOMe cpehiHOM 3aBpILETKY, opatopujym Die Ja-
kobsleiter nmak HHje TPyXao KOHAYaH OATOBOP HA MHTAKE IIITA CE JIC-
IaBa ca JyIIOM HAaKOH H-EHOT Cjeinmeba ca borom: na i ocraje y oHo-
CTpaHOCTH WU ce Bpaha Ha3ax y oBaj cBer, y mocrojehn kocMoc (kakaB
0M ce MOrao MCKYCHUTH TI0 HANyIITamy 3eMJbe Y HEKAKBOM ,,Ba3/IyITHOM
Opoay*), y KojeM cy MHIYKOBaHE ,,MarHETHE CTpyje ayxa‘ CocoOHEe 3a
npousBoheme uyJa U ycpehnBame 1elor YoBeYaHCTBa. Moxkaa TO U He
O0m mpencraBsbasio mpodieMm ga IllenOepr HUje 3akopadyno y HOBY ¢azy
penurno3Hux MetTamMmopo3a, Koje cy YUHHHUIIE YITUTHOM LIEJIOKYITHY KOH-

Julian Johnson, nas. deno, 272.
> Berthold Viertel, #as. deno, 272.

26 Berthold Viertel, nas. deno, 173.
27

]

Arnold Schonberg, Die Jakobsleiter. Oratorium, Universal-Edition, Wien und Leipzig
1917, 32.
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LENI1jy Ha KOjoj je UCIpBa NmocTaB/beH oparopujyMm. CxsaTtajyhu na He
MOYXe JIa KOMIIOHYje My3HKY Koja fie ofpakaBaTi WHAYKOBaHE ,,MarHeT-
HE CTpyje myXa‘™“ axo He 3Ha wma oHe yonwme 3Hade, lllenbepr je omy-
CTao O]l U3BOPHE 3aMUCIU aa opaTopujyM Die Jakobsleiter 3aBpim mo-
MEHYTOM COTEPHOJIONIKOM BHU3HjOM.

Benuxu cum@ponujcku unmepyoujym

Ha jemnom mecty Haypma 3a Hogy ecmemuKky moHCKe YMemHOCmu
®epyyo byszonu (Ferruccio Benvenuto Busoni) 3amucao je: ,,Yommre,
TOHCKH TIECHHLIM CE€ MOHAjBUIIIE MPHONIMKABa]y UCTUHCKO] IPUPOIH MY-
3WKe y IPUIPEMHUM U TIoBe3yjyhuM oxcenuma (yBoarMa U Mpenia3zuMa),
TaMo TJIe Bepyjy Jla MOTY Jia TpecTaHy Ja ce 00a3upy Ha CUMETPUYHE
OJHOCE U TJIE CE YMHH JIa HECBECHO MOUMBbY c1000HO na aumy™.”® He-
Ma cymmse ja je lllenOepra pax Ha CBOjeBPCHOM ,,Iipenasy yHyTap opa-
topujyma Die Jakobsleiter — a ped je o Beauxom cum@onujckom unmep-
ayoujymy (3a 4uje 3aBpllaBambe My je OUI0 MOTPEOHO MET roJMHAa) — 3au-
cta (IIOHOBO) ,,IPUOIIKAO MCTHHCKO] TMPUPOAN My3uke™. Jep, nako je
Benuxu cumghonujcku unmepyoujym OpUTHHAIHO 3aMHIIJBEH KA0 My-
3W4Ka pekanurynanmja (,,0e3 peun’) AenaBama U3 IPBOT Jeiia OPaTOPH-
jyMa — Ipe Hero IWTo ycIeny ,,rpancdopMamja y cBeT apyror aena“,” y
KojeM je Tpebarno 1a ce gecu OokaHCKa o0jaBa criaca — OH Ce€ Ha Kpajy
M3pOAMO Y HEIITO MHOTO 3HadajHHje W y3BuineHuje. Jla Ou ce cxBatno
Taj BaxkaH o0Opar, MoTpeOHO je yKazaTH Ha oApeheHe KMBOTHE U Mpode-
CHOHAJIHE OKOJIHOCTHU y kojuMa je lllenOepr 3aBpmmo Beruxu cumgponuj-
CKU UHmMepayoujym 1, yjeqHo, 0ycTao o]l KOMIOHOBama My3HUKe 3a Ipy-
T JICO OpaTOpHjyMa.

VYV IllenbeproBoM >XMBOTY BENWKH 3HAa4aj MMAo j€ jeTHOTOAUIIEHH
nepuof ox jyna 1921. mo jyna 1922. Ha noveTky Tor BpeMeHCKOT HHTEP-
Basia IlleHOepr je mo mpBU MyT MOCTAO0 KPTBA 030MJEHOT aHTHCEMHUTCKOT
WHIU/ICHTA, TIOCNIE KOjer je y mpenyaujymy 3a Krasupcky ceumy, om. 25,
IO MPBH YT JOCIETHO YIIOTPEONO TBAHAECTTOHCKY TEXHHKY, HEOOHMYHO
U caMOyBepeHO Npopokyjyhu na he Ta mHOBauMja ,,0CUTypaTH CymnpemMa-
THjy HeMauke My3HKe 3a HapeIHHX cToTuHy roamna“. >’ Ha kpajy mome-

2 Ferruccio Busoni, Entwurf einer neuen Asthetik der Tonkunst, Verlag der Musikalien-
handlung Karl Dieter Wagner, Hamburg 1973, 14. (by30HujeB mo3Haru cruic nocToju
Y XpBaTCKOM HPEBOJLY, a M3amao je 3a nocrojara COPJ; Bunern: Ferruccio Busoni, Nacrt
nove estetike glazbe, s njemackog prevela Eva Sedak; lektor: Giga Gracan, Zvuk, Zagreb
1989, br. 4, 43-51; 1990, br. 5, 31-39. [{utupano MecTo Hanasu ce Ha ctp. 45. Hanomena
Mp Anexcanopa Bacuha, urana peoaxyuje uaconuca ,, Mysukonozuja “.)

2 Julian Johnson, nas. deno, 255.

3 Ilur. mpema: Ena Steiner, ,,Schoenberg on Holiday: His Six Summers on Lake
Traun®, The Musical Quarterly, ron. LXXIIL, 6p. 1, 1986, 39.
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HYTOT jeAHOTOIUIILET MEPHOJa 3aBPIINO je Beauxu cumgponujcku um-
mepayoujym, U 10 be3 npubezasarba 0odekaghouuju u 6e3 ocmasnbarsa
moeyhnocmu oa opyeu deo iubpema 06yde omysuxamern. TOKOM TOT Tie-
puona lllenbepr je peBuaupao, AONyHUO U 00jaBuO Tpehe usname YVue-
Fa 0 XapmoHuju. Y jeHOM OJ JONMCAHUX JEeNI0BA KEbUT'e OCBPHYO CE Ha
PacIpoCTpamEeHO CXBaTame 1a je JAyaTHCTHYKH TOHAIHUTET (IypCKH H
MOJICKH) KyJIMHHAI[MOHA TadKa MY3WYKOT Pa3Boja 3aToO INTO OJAroBapa
KaKo MOJHOM Ayallu3My (MYILIKH U KEHCKU POJ), TAKO U Ayallu3My ,,H3-
paxxajHUX 00JAaCTH 33J0BOJBCTBA M He3amoBosbcTBa“. IlomTo na cy oda
OBa TyallM3Ma YKOPEHEHa y NPHUPOIH, CIIOMHIbaEke TOHAIUTETa Y TOM
KOHTEKCTY UMAJIO je 3a IWJb Jia MOKaXe Kako je OH ,,jeTMHO MPUPOJIaH,
KOHa4aH, OHaj Koju octaje’. Lllenbepr je ondauno oBakBO CXBaTame TO-
HaJUTeTa, alld HHje OOpa3joKHO W apryMEHTOBAO CBOje HECIarame.
YMecto TOra, OH je y HACTaBKy JIOIMCAHOT JieNia Yuera 0 XapmoHuju
OMKCAao BJIACTUTY aTOHAJHY MY3HUKY, KOja je yIpaBo yjia3uia y JoJeKa-
¢doHCcKy (hazy: ,,3a MEHE BaXKU APYTO: QOULI0 ce baudce npupoou. Anm ce
jOII YBEK OCTalio JOBOJHHO JalieKo OJ] e: anheo, Hamia HaAlpHpoja,
GecronHa je; a Ayx He mo3Haje HesanoBosbetBo. ' 3a Illenbepra je, apy-
T'MM pe4yrMa, BAYKHIIO TO Jia Ta BeroBa MHTENICKTYallHa ,,HaJIPHPO/Ia‘“ BOJIN
Ka TOMe Ja roctaHe OecrionHu anheo koju ce, HaMK anhenmy ["aBpmry (1
Ioylama ,,onabpanux‘), y3auKe M3HaJ IENOKYIHe mpupoje, cxBaheHe He
BHILIE CAMO Y CMHCITYy 3eMJb€ U HCHUX MOJHO AUBEP3U(PUKOBAHUX CTAHOB-
HHKa, HEr0 'y CMHCITY JTyajM3Ma 3a[J0BOJECTBA U HE3aI0BOJECTBA. Dopmy-
Jianyja ,,JiyX He IM0o3Haje He3aI0BOJbCTBO HUje 3HAYMIA Ja ,,IyX [T03Haje 3a-
JOBOJBCTBO®, HETO JIa je YIpaBO M3HAJ CBUX OHUX aMOHMBaJeHIMja u3Mehy
3aJI0BOJBCTBA M HE33/I0BOJHCTBA, (JIyXOBHHX WIIH TEJIECHHUX) YXKUTKA M HEY-
’KUTKa, (TIOJTHE WM HEKe JpyTe) MPUBIAYHOCTH W HENPHBIAYHOCTH C60j-
cmeeHux dcusum pyouma. Mysuka koja je Ouiia UHAU(EPSHTHA ca CTaHO-
BHIITA JBYJICKOT 33/I0BOJBCTBA M KOja CE KpeTayia MpeMa WMIIEPCOHAITHUM,
€MOTHBHO HCIIPaKE-eHIM HyMEPHYKUM MPaBHIMMA TOHCKHUX HH30Ba Beh je
nocrojana y npeiyaujymy 3a Kragupcky ceumy, om. 25, 1 camo ce TocTa-
BJbaJIO MUTame 1a Ju he je lllenOepr npeyseTu u 'y He3aBpILIEHOM HHTEPITY-
mjymy 3a oparopujym Die Jakobsleiter. 11lenbepr je 3amodeo 1a KOMITOHY-
j€ y ToM mpaBity, oaBprasajyhr OCHOBHH XEKCAKOPJ CBE OICEKHHU]UM TPaH-
copmanmjama, Koje Cy Ha TPEHyTKe JOCTH3aIe U KOMIUIETaH JIBAHAECTTOH-
cku Hu3.”> Mako je cacBiM Moryhe /1a je OH 0 TOM pellierby PasMHIILIBAO jOII
TIPHTKOM KOMIIOHOBAFsa My3HKE 34 CTaB HHKAJa HeIOBpIIeHe cuM(oHHuje,”

31 Arnold Schénberg, Harmonienlehre. 111 vermehrte und verbesserte Auflage, Universa-
ledition, Wien und Leipzig 1922, 117.

32 Jean Christensen, nas. deno, 114.

33 Amrom BeGepn (Anton Webern) celiao ce na my je Illen6epr caommTio jomr ,,pane
1917%, a To 3Haum 10K je Die Jakobsleiter pyHKIIMOHUCAO KA0 CTaB cUMQOHH]E, J1a Ce
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OBOTa TIyTa je UMao CaCBHM KOHKPETHY ,,3aMHCa0‘‘ Ja OpPUTHHAITHU XeKca-
KOPZ IOIIYHH C MPEOCTANINX IIECT TOHOBA U Ha Taj Ha4YMH JIohe 10 cumboa
KOCMHYKOT jeIMHCTBA 3eMibe M Hebeca,”' ogHOCHO Jbymu U Bora. ITpema
munubey Tura Tomernja (Tito Tonietti), unHmIo ce kao xa lllenbGepr
,-Tpara 3a IpoJia3oM Ka [/IBaHACCTTOHCKOM| HHU3Y, aJld Y TOME HHje Y MOTITY-
HOCTH ycr1eo, Oarr kao mro je u ycriehe Ha He0o, mTo je 0o cMICao MHTEp-
JyHjyMa, MOPaio GHTH TeroOHO ¥ ormacHo™.” Y cTBapH, HeyCIIeX KOHCTPY-
ucama APYyror XeKcakopsa M, 3aTUM, KOMILUIETHOT JIBAHAECTTOHCKOT HHU3a,
onpaxasao je LllenOeproBy cymmy y MOTYhHOCT J1a ce Ha TeMeJby PEJIUTHO-
3HOI' CUHKPETH3Ma, KapaKTEPUCTHYHOT 32 OPATOPHjyM, YOIIITE MOXKE CTH-
hu 1o keJbeHOT jeMHCTBA, OAHOCHO JI0 U3BECHOCTH IPEBa3WIIaKeha HU-
mrraBuiia cMptd. HemoryhHocT nomamivBama HajBUILIE PETIUTHO3HE — J0JIE-
Ka(hoHCKEe — My3HUKE JIOIATHO je MOTphUBa0 M MOTHUB PajlOCTH, KOjH je Ha-
CTaBHO J1a IOMUHHPA U Benuxum cumgonujckum unmepnyoujymom,”® Gaua-
jyhH ceHKy Ha MCXMTpEHH CTaB Ja AyX HE MO3Haje HU 3aI0BOJHCTBO, HU He-
3a10B0JbCTBO. CymnpoTHO By30HH]jeBOj omoMeHM a KOMIIO3UTOPU MOpPajy
J1a BpaTe ,,y H3BOpHO ‘nebnehe’ crame™ My3HKy KOjy CTBapajy,’’ 0Max unm
NpUMeTe Jia IOUrbe Ja TocTaje ,,3eMasbeka’, Lllenbepr je y ,,A3BOpHO ‘11el-
nehe’ crame’ Bpahao My3uky Benuxoe cumgonujckoe unmepnyoujyma xoja
j€ TToKa3mMBajia MPOTUBPEYHE TCHIICHITH]E: M Ka (PETUTHO3HO CBE MpodeMa-
THUYHHjEM) ,,HEOECKOM™ M Ka ,,3eMaJbCKOM * (cXBahieHOM y CMHUCITY ,,CyTIPOT-
HOCTH IyXoBHOM''). 1 najpe yByUeH y OpOUTY 3eMaJbCKHX MyKa (KOje MoJ-
CTHYy Ha ,,JTyOOKO IMOTPEeCHE OYajHIIKE MOIUTBE , ’KeJbe 3a ,,TPEHOM Hebe-
CKOT cjaja“ u Bamaje 3a ,,muioirhy boxjom™), anu jour Heyoehen y moryh-
HOCT MH/IyKOBama ,,MarHETHUX CTpyja Ayxa“ y3 momoh ,,HaTIpUPHOIHHX
JIBAHACCTTOHCKHUX OCLIMJIaIMja (Koje ce Hajase ¢ OHE CTPaHe 33aJ0BOJbCTBA U
HE3a/I0BOJECTBA, JBYACKOT M HEe-JBYJICKOT, KuBoTa U cMpTH), IlleHbepr je
OJUTY4HO Ja c€ TOHOBO BpaTH OHOME INTO je OH CXBaTao Kao ,,ACTHHCKY
NpUpOAY My3uKe™ U IITO je Beh Jo1uio 10 u3paxkaja Ha MOYETKy craBa En-
triickung w3 /[pyeoe eyoaukoe keapmema. Y jeTHO) HOBOj CHTYaITHjH, Y K0jO]
Cy My € TIOHOBO — yj€IHO M TIOCIICABH My T — MPETUISIH CYHIIUIHH ,,HATOH
v My3uuka (antasuja,” [lenGepr je 3aBpmmo Bemuxu cumponujcku un-

,.HaJa3n Ha IyTy Ka jeJJHOj cacBUM HOBOj cTBapu‘ (Anton Webern, Der Weg zur Ne-
uen Musik, Universal Edition, Wien 1960, 47).

Tito Tonietti, ,,Die Jakobsleiter, twelve-tone music, and Schonbergs Gods®, 2002,
http://www.dm.unipi.it/~tonietti/schogodse2w.pdf

34

3 HUero.

3¢ Jean Christensen, nas. deno, 113114,

37 Ferruccio Busoni , #as. deno, 22.

8 . .
3 Mocnemma Manndecrarija cykoba XHUBOTY OKPEHyTe HhaHTa3Hje ca CYHIUIHIM HaTO-

HoM y IllenGepry Omna je Beh menepcoHann30BaHa M MOAWUTHYTA HA KOJEKTUBHU HU-
BO. YBOzHa HamoMeHa 3a ecej ,,Mys3uka“ (13 1919), kojy je lllenbepr Hamcao 1924,
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mepayOujym Ha jellaH BaHPEIHO jeJJHOCTaBaH i THM ©()EKTHUjU HAYWH,
Kao CBOjeBPCTaH OIPOIITA]j O] ,,CII000IHE" aTOHAIHE MY3HKe, KOjH CE MOXKE
yOpojaT Mel)y IeroBa HajycIelHrja KOMIIO3UTOPCKa mocTurayha. 3akiby-
qyjyhu na je Beh Ha Kpajy npBor Aena oparopujyma MmpecTaBuo 0cinodohe-
Be Jyllie ol CBUX OalacTa OBO3EMaJbCKOT JKMBOTA M J]a HE 3HAa Kako Ou
npezncraBruo cienehy crenenniyy Ha JakoBieBHM JecTBama, LllenGepr je
JIOIIA0 Ha W]y J1a MY3UKY C Kpaja MpBOT Jielia TIOHOBU Ha Kpajy Beaukoe
cumgponujckoz unmepayOoujyma’’ ¢ HeKiM GUTHAM JOALIIMA.

Mysuka craBa Entriickung kperana ce o1 yBojaHe ,,jie0aehe atmoc-
(depe Ka pUTMHUYKH yIIeUaT/bUBUjEM Tallacamy ,,MOpa HCKpUYaBe pajmja-
nuje”. Mysuka Benukoe cum@ponujckoe unmepayoujyma y opaTopujymy
Die Jakobsleiter nmana je cacBUM Apyraddjy IUHAMUKY, O YEMY CBEIO-
yu [llenOeproBa HanmoMeHa Ja ,,y jeTHOM TPEHYTKY Y HE3aBPIICHOM IICH-
TPATHOM HUHTEPIYIUjyMY [...] Tpyne HHCTPYMEHATa CMEIITCHE Y NaJby-
HU Tpeba na yhy y ‘nmedaehn’ (‘schwebend’) putam, KOju HHje YCHHXPO-
HU30BaH C PUTMOM IJIaBHOT opkectpa. CycrleH3Hja pUTMHYKE MIPOIYII-
3MBHOCTH CHUMOOIIN3Yyje pa3BpraBame 3eMaJbCKUX CIIOHA Ha Ipary OHO-
crpanoctn.”’ Bynyhu ma ce oBaj Moxyc 1e6nerma MOKa3a0 Kao Hempe-
BJIaJIUB, 10 Kpaja uHTepinyaujyma (koju je Lllenbepr 1okoMIoHOBao cpe-
muHOM 1922, taktoBu 685—700) HE caMo IITO HHUjE JOILIO JO OYCKHBa-
HOT' y3HOIIICHka Ha Hebeca HEero je cBepacnpocTupyhu BakyyM mporyTao
CB€ IIITO j¢ Y BheMy TIpe ToTa MmocTojaio. Jlebneme y BakyyMy, Koje je Ha-
CTYTIMJIO HAKOH ,,pa3BpraBama 3eMabCKUX CIOHA®, TOKA3aJio Ce Kao KO-
HAYHO CTame, KOje HHje HHKaKaB ,Ipar, Beh cama Ta OHOCTPaHOCT, O
KO0jOj Ce HHIITa CMHUCAOHO M He Moxe pehu, jep mpencTariba YUCTHIIAIITE
0]l CBaKOT' CMHCJIa, OJ] CBAKOT O0JIMKA U O] CBAKOT HAYMHA TIOCTOjamba.

Hemnocpenno momro he Ha Kopuilama HOBE CBECKE 3a CKUIIE HANuUCa-
™ ,,C Borom®, Lllenbepr je oaCTyNnHO OJl OpUTHHAITHE 3aMHCIIH 32 3aBP-
metak Benukoe cum@onujckoe uHmepayoujyma 1 KOMIOHOBAO MY3HKY

caIpXKy 3aHUMJBHB OIHKC CHTYyallMje 3a BpeMe rpaljanckor para koju je morpecao ba-
BapcKy mociie 3aBpuietka [I[pBor cBeTCKor paTta u KOjH je cBakako OHO peleBaHTaH 3a
HacTaBak paja Ha opaTtopujymy Die Jakobsleiter: ,,OBaj ecej Hamucao caM HeToOCpe-
HO TIOLITO je paTt M3ry0JbeH, KaJa je MoceJOBambe NeT PalOHATHUX Yyna OUIo yrpo-
JKEHO ¥ 3JIeCHa U CIIeBa OJ] cTpaHe OOJbIIEBH3MA: KaJa j€ IIe0 CBET JKyJeo caMo 3a ca-
MOYOHCTBOM Kao OMOhH  camo 3a (haHTa3MjoM Kao IIyTeM Ka HOBOj, 00Jb0j peaHo-
ctH, rpaaehu TBphase y Ba3ayxy, OTIOpHE Ha 6OMOApI0Bakhe U OCMUIILJBEHE Ja MITH-
Te Mo3ak oj Hamaza raagu’ (Arnold Schoenberg, Style and Idea, 369). Y npBum ro-
nuHama mociie [IpBor cBeTckor para, nakie, ,,1eo cBeT je [a He camo Llenbepr] xy-
JIe0 3a CaMOyOUCTBOM Kao IMOMONHK‘, anu HHje OCTBApHO Ty XKyIbY 3aTO IITO MY je
(anTasuja urpaauna ,,1Bphase’ Koje cy nednene y ,,Ba3nyxy u Koje cy uMaie Kibyd-
HY MEHTAJIHO-XUT'HjEHCKY YJIOTY.
3% Julian Johnson, nas. deno, 277-278.

0. W. Neighbour, nas. deno.
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Koja je mocrana cacBuM 0e300xHa. EberoBa ocHoBHa uagja, kako je Beh
UCTaKHYTO, OMJia je 1a TOCIOBHO IOHOBHU 110 MaTepHjall ¢ Kpaja IpBOT
nena oparopujyMa (TakToBH 565-578) U 1a Ha Taj HAYMH A00Hje MOTpe-
CHY W peyd JIMIIEHY BOKaNu3auujy nyuie. MelyTum, y 3aBpuIHy JeOHH-
ny uHTepayaujyma lllenbepr je yHeo Tpu KJby4dHE MPOMEHE Koje Cy ce
3HAYajHO OJipa3uiie Ha MOpyKy menor nena. [Ipe ceera, [llenGepr je y 3a-
BPIIHUILY MHTEPIYAUjyMa YHEO Iay3e, KOoje Cy NpOH3Belie aKyCTHUKU
edekar exa; Apyro, MOCTEIEHUM UCKJbYYUBAKEM T0jeIMHUX HHCTPyMe-
HaTa CTBOPHO je edeKkaT AEKOMITO3UIlMje My3HKe;, HaloCIeTKy, Tpehe u
HajBa)XHHUj€, VABOJHO j€ COMpaHe, TaKo 1a je ayIia qo0niia CBOjy IBOjHHU-
1y (alter ego 6uo je Hemoryh ¢ o63upom fa je ['aBpuio Beh Ha kpajy mp-
BOT efia 00jaBuo HecTaHak era). JImHujy nBa conpaHa Ha Kpajy Beaukxoe
cum@onujckoe unmepayoujyma y IoueTKy mpaTe TpH BHOJUHE, KOje ce Y
TakTy 691. cBOo/ie Ha jeJHY BHOJIMHY, Ka0 M OpKecTap KOju €€ Y TakKTy
693. panukanHo penyKyje Ha camo jenHy udenecty. CMmameme Opoja HH-
CTpyMeHaTa U puTMHYKa ckpahinBama cTBapajy edekaT hirue3aBama My-
3WKe, TaKO Ja ,,HAIOCIETKY JBa COMPAHCKa Tilaca JOCTHKY XapMOHH]CKY
U MEIIOJIUjCKY CTa3y y CB0joj npekianajyhoj ¢ — Ac ¢urypu, kpo3 xojy
BHCOKO C CTBapa Kpajie yoeabus 3akspydak™.!’ JlekoMIo3uImja My3u-
ke, MehyTum, mporpennpa cBe JOK Ha caMOM Kpajy He OCTaHE caMo je-
JIaH COTIPAHCKH TJac Jia jOII 3aKpaTKO OJPXKH BHCOKO C, MPE HEro INTO
CBE yTUXHE y MyKy npasHuHe. [llenOeprosa ymyTcTBa 3a CIIEHCKY peajiu-
3aljy 3aBpIIETKa OpaTopujyma 0arajy CBETIIOCT U Ha HOBH CMHCA0 KOjU
je aeno tpebaio aa g06uje. YaBajame comnpaHa Tpebao je a JonpruHece
ontuakoM edekty 1o kojer je LllenOepry ounrnenHo 61iao Beoma CTaio:
HanMe, OH je TPEIBUICO JIa Y 3aBPIIHUIM HHTEPITY HjyMa Ha MTO30PHHITA
ocTaHy (HeMH) MYIIIKH TT€BaYd U U3BOha4uM y TIIABHOM OPKECTPY, a Ja ce
U3a WwUX Nojasu Opyea CONPAHUCMKURbA, KOja je OYUreHO Tpebao aa
OJIP)KH KaKaB-TAKaB KOHTHHYHUTET Ca YOBEKOM MPEMUHYJIMM Ha Kpajy
pBOT fAena oparopujyma. OOpHYTO, CONPAaHUCTKHBY KOja je y MPBOM
JIeJTy OpaTopUjyMa MU3BOJAMIA JACOHUILY ayiie (Koja ce OJBOjHUJIa OJ1 YMp-
nor 4yoBeka) Lllenbepr je, ckymna ca >KEHCKHM XOpOM, IPECETHO H3a Ky-
Jca, Yy HOBOHACTANH ,,0pKeCcTap y BUCHHAMA™, OJIaKJIe jOj je 1ao MPHIIH-
Ky /1a cama 3aBpIIH J€JI0, JAJIEKO O] OUH]y ITyOJInKe.

Haxo je Omio mokymiaja kakaB je, mpuMepa pamau, oHaj [Iua Kpu-
crenceH (Jean Christensen) ga ce 3aBpuieTak oparopujyma Die Jakob-
sleiter uHTEpIIPETHPA Y KIbY4y TUXOTOMH]jE MAaTEPHjaJHOT U JTyXOBHOT,
Ka0 eKCTaTUYHO ociobaljame oJ Opura 3eMajbCKOT KHUBOTA M 3aKOpave-

1" Julian Johnson, nas. deno, 276. u 253. Taj 3aBplreTaK HATOBEIITEH je Beh y CKHI 3a
opkecTapcky necMy Seraphita w3 1912, y kK0joj CONMUCTHYKH COIPAHCKH TJIAc MPaTH
MaJu opkecTap (ucto, 262).
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e y CIHPHTYaTHO LAPCTBO ,,00%kaHCKe cBernoctn™, cBe roBopH y
MPWJIOT TIOTITYHO CYNpOTHE uHTeprpeTanuje. Mapk bepu (Mark Berry)
0mo je OMMKY UCTUHH Kaja je Hamucao: ,,OmdapaHocT je MOTIyHa YIIp-
KOC ()parMEHTapHOM Kapaktepy. U 3amcra, TEIIKO je OTETH ce YTUCKY
Ja Ta YyJHA U jeIHUCTBEHA OMYapaHOCT JUPEKTHO MPOM3Ia3Hu U3 He3a-
BPIICHOT CTama Jeja; jep, jeJHO TaKBO Je0, MO/ BIACTUTUM HHTEICK-
TyallHUM MpeMucama, MOXe Jia 1A caMO HEMOTITYH OJITOBOP Y TOTJICAY
OrpaHHYeH:a YOBEUAHCTBA MPIIMKOM CyouaBama ¢ eunomhy“.* Me-
hytum, Ta aranHa ,,0myapaHocT, o Kojoj nume bepu, 3ampaBo u HEMa
Be3e C ,,0rPaHMYCEHHEM YOBEYAHCTBA NPHIMKOM CyOodaBama C BEYHO-
uthy* (To o0jammene MHOTO 00Jbe¢ (DYHKIIMOHUINE Y OJHOCY Ha ONepy
Moses und Aron) eeh ca neussewhnowhy camoe cyouasarsa. lleo opa-
TOPHjyM 3aBpIlIaBa YIIPaBO TUM BEIHKHM 3HAKOM MHUTamba: J1a I Cy CBU
noOpojaHu CTENEeHUIM JaKOBJHEBHX JIECTBU YOIIIITE OJBENH JYIy He-
KyZa OCHUM Yy BJIACTUTY JAEKOMIO3HILH]Y, y CTallamke C BAKyyMOM, Y OHO
3actpamryjyhe crame koje je lllenbepr y Yuermy o xapmonuju HazBao
,,CaMoO CMpT“.44

Hako je MoXx1a IMao HaMepy Jia KOKETHpa C TEMOM aHJIPOTHHOCTH
(koja je omnukoBana MK bam3akoBe Cepadure U Kojy je cyrepucaio
N0jaBJbHBAKE APYTOT COMPAaHa y HEMOM MYIIKOM OKPYKEHY Ha M030p-
Huim), [lenbepr y cBakoMm ciiy4ajy HHje jKelleo Ja TOj TEeMH IOCBETH
3aBprietak opartopujyma. [la wmak, moJHM MOMEHAT 3aucTa je Ouo y
(oKyCy HeroBe Maxmke Y OHOj MEpH y K0joj je Ouo moTpebaH ma ce
OpaTopujyM 3aBpIIU BapUpameM POMAHTHYApCKE TEME ,,BeYHO IKEH-

42 Jean Christensen, ,,The Spiritual and the Material in Schoenberg’s Thinking®, Music
& Letters, ron. LXV, 0p. 4, 1984, 343.

* Mark Berry, nas. deno.

4 Jla je crpax o oBe ommuje orcTao o Kpaja paxa Ha opatopujymy Die Jakobsleiter

cBe/loud jenan kacHuju forahaj. Haume, 5. dpebpyapa 1926. Illendepr je u3 Beuepmer
mw3nawa Berliner Tageblatta ncexao unanak cienehe canpxune: ,,Jlocnenwy Bu3Mjy
Anonga Bunea, kako Hac U3BEIITaBa Halll KopecnoHAeHT u3 [lapu3sa, u3BecHe HOBUHE
[laHac Apyraduje npernpuyaBajy Hero jyde. Buiie, Koju je craBao HEKOIHKO caTH, Mpo-
Oyamo ce yjyTpo y 4eTHUpH caTta W morjienao mo cobu. Hberoro nuie je mMano uspas
caBpleHor Mupa. Pekao je, Benpo: ‘Ha myty cam. Jlebaum kpo3 obnake. CBe Bule U
pumre! Cana cam m3Hag Anma.” Harmmm mokpeToM, MarujeHT je ceo u yCTao U3 KpeBe-
Ta, ONrypyjyhin pyke Koje cy My IpyxKalie OCIOHAIl M MPUMAKao ce Mpo30py, Koju je
jour 6uo y Mpaky. ‘TlemeM ce BUIle U BUIE , pekao je ¢ uspasoM Besuke cpehe. ‘Cana ce
YCIIMI-EM PABHO, BUILIE U BHILIE, O€3 3acTajarba, Op30 Kao crpena — Ha Hebeca’. Taza je mao
Ha oz y tuiuHy. bro je mpras®. Illenbepr je wianak mpomnpatio ciexehnM KOMeHTa-
pom: ,,Mcekao cam ra 3ato 1TO je ympaBo To cMpT u3 Jakobsleitera « (iut. npema: Toni
Tonietti, #Has. deno). Lllenbepr je nHAa4YE BEpOBAO Ja TOKOM CHA AyIIa HAITYIITa TEJO U Ja
300r Tora MOHEKaga MPHIMKOM HEHOT ,,IIoBpaTKa“ (Tj. Oyhema) nomasu o Bemuke
Jie30pujeHTanyje y BpeMeHy u mpoctopy (Arnold Schénberg, ,.Stile herrschen, Ge-
danken siegen*. Ausgewdhlte Schriften, Schott, Mainz 2007, 401).
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ckor”.* Mehyrum, IlleH6eproBo KOHAYHO pEIICHE OHIO je CACBHM
Jpyravrje y OJTHOCY Ha OHO KOje je, IeceT TOANHA paHHje, OHYAHO Y
uHTeprperanuju Manepose Ocme cumgponuje M Koje Ta je, dbapem nme-
JTUMHYHO, WHCIIMPHUCAIIO ¥ Ha 3al0YHmbabe paja Ha oparopujymy Die
Jakobsleiter. I3BopHO je, HauMe, ,,BEYHO KEHCKO TPEJICTABIHATIO CAMO
JpYyTH Ha3WB 3a OHY ,,ACTUHHTY" cynpyry Marmiay, Koja CTOjU ¢ OHE
CTpaHe eMITUPHjCKHUX JIaXKU B oOMaHa (armocTpopupaHuX y TeCTaMEHTY
u3 1908) u maje cuary mymkapuy (1j. camom Lllenbepry) na u3apxu u
HajBehe WcKymeme u OTBOpPHU IMepcHeKTuBy mobdene Hax cmphy. Tome
HacyIpoT, 3aBpITHAIIA OopaTopujymMa u3 1922. mokasWBana je ma mymia
(wn, TavuHMjE, OHO IITO je OCTAJIO OJ] yMHpylhier YoBeka W MTO ce — Y
BUIY APYre CONPAaHUCTKUILE — U Jajbe HaJla3W Ha IMO30PHUIH), OLITO
HaITyCTH TPEMHUHYJIOT YoBeKa (MyIIKapIia), jeIHO BpeMe jOIT 3aapKaBa
KyIbY 3a JOCTH3AHBEM ,,BEUHOT JKEHCKOT™, KOja je, Kao YHyTpallikba
HaNeTocT, Mokpehe Ha HacTaBak yclnumbama (Ka pernpe3eHTaluju ,,Bed-
HOT JKEHCKOT‘, KOje ce, Ka0 OpHTHMHAJHA JyIla, HAJIA3U Y HEBHJBHBO]
,»,BACHHH", CKyIla Cca XEHCKHM XOPOM W MPHUAOAATHM OPKECTPOM), CBE
JIOK M OHA HAllOKOH HE yTpHE, Ka0 COICTBEHU €X0, Kao cBe Onehu ox-
Ollecak y HEKoj HeAe(MHUCAHO], HEIOCTIKHO] U 3aIIPpaBo HemocTojehoj
,,BUCHHHU“. OHOCTPAHOCT C€ TaKO IMOKa3aja Kao OeCIepCIeKTHBHO HU-
HITaBUJIO, U3 KOjer He MOCTOjU MOTYhHOCT UCKOpaUema U y KojeM HeMa
HUKaKBOT MPaBOT ,,HANPEAOBama" WIH ,,yClIHbama‘, 0all Kao MmTo He-
Ma HH bora, ¢ KojuM OM 4OBEK MOTao HAIOKOH J1a ce cycpeTHe. Taj 3a-
KJby4dak — Koju je Beh ykaszuBao Ha lllenGeproBo oxperame Ka ,,0BO-
CTPaHO OPHjEHTUCAHOM jyJau3My — CTaBJbao je NEPUHUTUBHY TauKy
Ha IIEJIOKYITHO POMaHTHYapcKo HarHyhe, KojeM ce y jeTHOM HepHOay
CBOT CTBapalamTBa M caM MPUKJBYYHO, J1a OM ra oHAA ,,IPO3pPeo’ Kao
HEOCHOBAHO, HEOCTBAPHBO, M4, HA Kpajy KpajeBa, W JIaxkHO. TuMe cy,
nocne /leseme cumgonuje, ne3aBynucana u nsa beropeHoa jena y Ko-
juma je Hlumepora (Friedrich Schiller) ecrernuka Teopuja mobmma cBo-
Jy HajIyuMIHUjy My3WdKy paspany — Sechs Gellert-Lieder n ['yoauxu
keéapmem OI. 132 — 1 y KOjUMa je yTaXXUBambe KyAHEe 32 TPAHCLIEHACH-
MjoM apupMHUCaHo Kao OWTHA MPETIIOCTaBKa HACTaBKa OYOBEYEHA Ha
3emspu. lllTaBuine, Ae3aByrcaHa je ¥ IEIOKYIIHA poMaHTHYapcKa (a-
CIMHAaNM]ja Y3BHILIEHUM, KaKo IOl /a je CycpeT ca TpaHCLUEHICHTHUM
Tpebaio 1a ce okoHYa, nmomto ce lllendepros cycper ca TpaHCICHCH-
IIAjOM Ha Kpajy CBEO Ha OPyTAIHY U TOTOBO EMITHPHjCKH BEPOIOCTOJHY
CIIMKY HMII4e3Hyha Jylie HaKOH CMPTH, HAAHpame XJIaJIHOT U 0J00jHOT
HUIITAaBWIA U Talllekhe CBAaKe HaJe Ja OM poMaHTHYapcKa ,,0ecKoHauHa

# Jennifer Shaw, ,,Androgyny and the Eternal Feminine in Schoenberg’s Oratorio Die
Jakobsleiter, [y:] Political and Religious Ideas in the Works of Arnold Schoenberg,
Has. deno, 73.
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KyImba“ y OHOCTPAHOCTH MTPOHAIIA OWIIO IITa MTO jOj Y OBOCTPaHOCTH
HenocTaje. Ha Taj Haunn yoOnuuen, opatopujym Die Jakobsleiter nmao
je 3Haueme enuTada My3MYKOM POMAHTH3MY, a, cKyma ¢ ibuM, u [lleH-
0eprogoj ,,cJ1I000HOj* aTOHAIHOj MY3UIH. ,,CII000IHO aTOHAIIHO MY-
3UYKO MYTOBame, 3armo4ero noj yruuajeM CBeneHOOproBe MHCTHKE,
ITOKa3ajo ce Kao HecrmocoOHo Omimo ma gomamm Hebeca (MM makao),
ouio ia ce, oboraheHO HCKYCTBOM TpaHCIUEH/ICHIMje, BpaTH HATpar Ha
3eMJby W MOJApH YOBEUAHCTBY HEKaKaB JAOOWMTAK Y ,,XyMaHOCTH' KH-
BJbCHa. Pelykiinja My3uKe Ha jeTHO BUCOKO C, KOjUM ce 3aBpliiaBa Be-
JUKY CUMDOHUJCKU UHMEPLYOujyM, MOXKE Ce Pa3yMETH U Kao MOBpaTak
y IpeIMy3udKo, IpUMOpIUjaHo U amoppHo ctame. Haume, cBa Illen-
OeproBa pasMaTpama O aJMKBOTHHM TOHOBMMAa TEMEJbMJIA Cy C€ Ha
IIPETIIOCTABIH [a Cy OHH LEHTPUPAHH OKO TOHA ¢,’C koju je Beh y HH-
TPOAYKUHjU Yy Entriickung moctao OCHOBHH TOH LEIOKYITHOT TOHCKOT
nemraBama.’’ Kpaj Benuxoe cumponujckoe unmepiyoujyma, oTHOCHO
oparopujyma Die Jakobsleiter, 3a0kpyxyje Ha Taj Ha4WH ,,cIO00AHO™
aTOHAJIHO KpETame, 3alloueTo Ha MOYeTKy Entriickung, MOBpaTKOM y OHaj
TPaToOH U3 KOjer je Iela My3HKa MoTekna,” y CBOjeBPCHO ,,KOCMHUKO
jaje* (mpamatepujy winu ilem). ,,Cno0ogHa“ aTOHAIHOCT TAKO j€ 1MOCTa-
JIa jeJlaH oJlcamaHu caH, KOjU je Y Kpajibe TParudHoj 3aHEMEIIOCTH Y-
e Ha kpajy oparopujyma Die Jakobsleiter nocturao Hajeehy y3Buiie-
HOCT, aJId ¥ HajBehy pe3urHanujy, Koja je BoAujIa YHUIITEHY POMaHTH-
yapcke ,,0eCKOHAYHE KyImbe ™ U paljamy jKeJbe 3a MOBPATKOM O] CKYTe
HEKE O] paCHOJIOXKUBUX, CUTYPHUX U TPAJAUIIMOHATHUX PEIIUTHja.

Hecxiion ga HacTaBM ¢ pEIUTHO3HUM CHHKPETH3MOM, KOjeM je Ono
HAKJIOWEH CBE BpeMme OaBibema opatopujymom Die Jakobsleiter, n non
cBe BehnM HCKylIemMa ja ce BpaTu Bepu CBOjUX mpenaka, Lllenbepr je
Ha Kpajy ocTaBHoO nymie HegepHuxa — Cepadure, CBenenoopra, Lltajue-
pa (Rudolph Steiner) u cBuX mHUMa CIMYHUX, allil H came XpUInhaHe — aa
ce u3ry0e Ha CBOjUM OHOCTPAaHUM CTpaHIyTHLama (Koje Cy MOHAKO BO-
e y 0e3u3iia3Hd BaKyyM), AOK je mox maposioMm ,,C borom* otBopmo

4 Martin Vogel, Schénberg und die Folgen. Band 1: Schénberg, Verlag fiir Systema-
tische Musikwissenschaft, Bonn 1984, 318.

Jan Maegaard, Studien zur Entwicklung des dodekaphonen Satzes bei Arnold
Schonberg, xw. 2, Wilhelm Hausen Musik Forlag, Oslo 1972, 107.

Hako je Koncrantun I'pyn (Constantin Grun) HECyMIBUBO y IIpaBy KajJa KOHCTaTyje
na je llentepr y BaruepoBom (Richard Wagner) Parsifalu umao mozen ,,Mucrepuje
criacema’, KOjH je JeIMMHYHO HACTOjao [a CIeIH CBOjHM OPAaTOPHjyMOM, H-EroB 3a-
KJbYYaK JIa je ,,HeCEMaHTHUYKO IeBabe mheroBux [Barneposux] Pajuckux khepu Ha mo-
4yeTky Rheingolda* ytunamno Ha lllenbeproBo ompenesseme na Beauku cum@oHujcku
unmepayoujym 3aBpmu BokanmmsanujoMm ayme (Constantin Grun, Arnold Schonberg
und Richard Wagner. Spuren einer aufsergewohnlichen Beziehung, k. 1, V & R Uni-
press, Gottingen 2006, 548) yuHE ce y IOTITYHOCTH HEOCHOBAHUM.
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HOBO TIOTJIaBJbE CONICTBEHOT MoBpaTka Oory Jexosu. Ha jenuny penurno-
3HY yTeXy MOTao je, CXOJJHO TOME, Ja pauyHa caMO OHaj KO j€ TIOHUIITHO
[EJIOKYITHY 3amagHy IHMBIIIN3alWjy, CKyla ca CBHUM HEHHM DEeIUTHO-
3HUM WHOBaIlMjaMa, U BPaTHO C€ jYAaUCTHYKUM KOPEHHMa U — CBAKOT
MHUCTULM3Ma JIMLICHO] — MUCHjH YCIIOCTaBJbama JApkaBe M3paen y oBo-
cTpaHocTd. A momTo je Beh OMO PacKpCTHO C TOHATHOM TPAIHIIN]jOM,
Koja je oOyxBarasia He caMo XpUIIhaHCKy U HOBOIIaraHCKY, HETO U jyJa-
UCTHYKY My3uKy, LlleHOepr ce HHje MOTao jeTHOCTaBHO BPAaTUTH jeBPEj-
CKOj CakpajHOj My3UIH (IITO O y HETOBOM TOJIOXkKAjy OMIIO HIICOTIONIKA
JEIMHO MCTPABHO PEIICHHe), HETO j& M3BPIIHO jeaH CHeupuIaH KOMIIO-
3WIIMOHM MaHEBap: CBOjY CKIOHOCT ,,CJI000/IHO]* aTOHAIHOCTHU, AyOOKO
UCIIPEIJIETEHO] y MPOTeKI0] (ha3u ca MUCTULM3MOM H PEIUTHO3HUM
CHHKPETHU3MOM, JXPTBOBAO j¢ Kako OM cracao caMmy aTOHAIHOCT (COII-
CTBEHO KOMIIO3HMIIMOHO JOCTHTHYlE, Koje je cMaTpao HEeyNMUTHUM W He-
MPUKOCHOBEHNM ), K20 U MOT'YHOCT H-€HOT TOMUPEHa C 0BO3EMaJbCKHIM,
JP>KaBOTBOPHUM jJYIau3MOM, OOHOCHO YUOHUBMOM KAO HAYUOHATHUM,
HUWMa marse He2o penucuo3num nokpemom. CTBapame aTOHAIIHE MY3H-
ke llenbepr crora yoyayhe nehe npeny3umaTu 6e3 jenHe 3HaYajHE KOM-
NO3UIIMOHE MHOBaIMje. M3BOpHAa TOHCKA LIEIOBUTOCT, OJMYCHA Y 37pYy-
’KEHOCTH CBHX QJIMKBOTa C OCHOBHHM TOHOM, Mopahe, HammMe, na Oyne
HENPeCTaHO OYyBaHa y JIBAHACCTTOHCKUM HU30BUMa, Koju he umaru JiBa
Ba)KHA PEJIMTHO3HA 3aJaTKa: Ja CIpeydaBajy ,,cI000JHy  JUCTIep3Hjy Koja
BOJM y OMAacHy OHOCTPAHOCT (10 YHjUX je KpajiHX, pazodapanajyhux
rpaHuiia Beh NMpUCTUIIIa pOMAHTHKA) M Jia HelpecTaHo ymnyhyjy Ha OBO-
CTpaHH KOJIEKTHBH3aM, Ha MpPEACTaBY KOMIAKTHOCTH, LEIOBHUTOCTH
HEOKPYHHBOCTH ,,i3a0paHOT HapoJia““, OKO KOjer je yBeK OMO IeHTpUpPaH
TpaAWIMOHATHU jyIdan3aM M OKo Kojer he ce yoymyhe dopmupatn u
[llenGeproso monexkadoHCKO MpaBoBEpje.

Dragana Jeremié-Molnar

Aleksandar Molnar
ON THE (IN)COMPLETENESS OF SCHOENBERG’S ORATORIO
DIE JAKOBSLEITER
(Summary)

The question why Arnold Schoenberg did not complete his oratorio Die
Jakobsleiter according to his initial plan, but instead decided to set to music
only the text from the first part of the work and to compose the Great symphonic
interlude, is still unanswered today and is quite worthy of continuing scholarly
attention. In this article the authors argue that Schoenberg’s religious beliefs
played a central role in both creating and (re)shaping Die Jakobsleiter. In other
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words, Schoenberg’s post-war decision to abandon the plan to compose music
for the second part of the oratorio (i.e. for the rest of the libretto published in
1917), was a direct outcome of the transition of his Weltanschauung from
unorthodox theosophy and open-minded cosmopolitism towards more earthly
oriented and nationally uncompromising Judaism. According to these new
beliefs, Schoenberg conceived the Great symphonic interlude as a real denial of
all human endeavors to reach transcendence and as an epitaph for the romantic
“infinite urge”, which so passionately inspired composers from the previous
epoch. By doing this Schoenberg abandoned the tradition of musical
romanticism, as well as his own “free” atonal project, which was counterpart to
his former beliefs and which, in different conditions, was found to be “heretical”
according to the newly revealed Law of Dodecaphony.

UDC 783.3.036 Schoenberg A.
DOI:10.2298/MUZ0909113J
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Mupjana 3axuh KomnnemeHTapHOCT OETCKOT U My3UUYKOL CUCTEMA...

Mupjana 3axuh

KOMIIVIEMEHTAPHOCT HOETCKOI' U MY3UYKOI'
CUCTEMA Y OBPEJHUM OIIXOAUMA TJOMOBA®

Ancmpaxkm: TexcT naje yBHJ y HauMHE OPraHW30Bama M (YHKIMOHHCAMA
HOETCKOT' U MY3UUYKOT CHCTEMa y o0peanMa — onxoauma (KoJaeaapcKoM, jasa-
PHYKOM M KpPaJbHYKOM) Ha TepUTOpHju jyrouctoune Cpouje. CrenuduaHoct
U KOMIUIEMEHTapHOCT OBUX CHUCTEMa TyMadH C€ Ha CHHTarMaTCKOM M Hapa-
JMI'MaTCKOM HUBOY, a IyTEM: CEMHOTHYKHMX 3HAKOBHUX onpehema, nHpopma-
TUBHE BPEOHOCTH W3 JIOMEHA Teopuje MHPOpMaIHja, ONaXajHUX MPHUHIHIA Y
,,TEIITAIT" TEOPUjU U pe3yNaTaTa KOTHUTHBHE IICUXOJIOTH]E.

Kwyune peuu: nenoratyM, crienn(puIHA U YHUBEP3AJIHHU JICCUTHATYM, CEMaH-
THuKa nH(opMalrja, HyMepuika HHPOpMaIHja, My3U4KH ,,[eIITaITH .

dopmupame roIuIIkBEeT, KaIeHIapCKO-00pETHOT Kpyra — Kao je/IUH-
CTBEHOT, YHHBEP3aIHOI MOJIEJIA U ,Mepe™ BpeMeHa' — IPOUCTEKIIO je U3
IIPEICTAaBE O CMEHUBAKBY IPUPOAHUX LUKIYCa Yy TOAWHU, HUKINYHOM
pa3BUTKY MPUPOJIC U HCHOM BeuHOM OOHaBJbamy. Pa3BpcTaBame Bpe-
MEHCKOT KOHTHHYyMa Ha ofjpeljeHe cerMenTe, 0a3upaHo Ha TMOJpa)kaBa-
By oOpazara nmocrojehux y mpupoan, MOTBphUBaHO je ImyTeM 00peIHuX
aKTUBHOCTHU, YMME j€ IPUPOHH MOJEJ BPEMEHA M0CTajao U JPYIITBEHO-
KYJITYpHHU MOJICIL.

Cumbonuuka ¢yHKIMja o0peaa — TpajuliMjoM yTBpheHor oOpacia
CUMOOJIMYKOT TIOHAIIaka Off KOjeT Ce OUeKyje MarujCcKu yYMHaK — TIOJ-
pasyMeBa HEroBO U3MEIITAkE U3 CBAKOJAHEBHOT, APYIITBEHO HOPMHpPA-
HOT' TOKa, Te Jpyraudje (,,JpyrocTeneno ) 3Haueme nocrojehux cyodjexa-

OBaj pan je pesynrat npojekra Mysuuxu u uepauxku acnexmu, 6p. 147031, punancu-
paHor on ctpane MHHHCTapCcTBO 3a HAyKy M TEXHOJOIIKH pa3Boj Biame PemyOnuke
Cpb6uje.

O TyMauery TOJMILBEr Kpyra Kao ,,Mepe’ BpeMeHa 3a CBE HUBOE TPAUIHOHAIHE Ky/TY-
pe Buzetu: Bukrop A. Jlanu, ,,0 MaciiTabax IHKIHYECKOrO BPEMEHH B TPAJULIMOHHON
kynbtype” [y:] Ilepsviii Becepoccutickuil konepec gomvknopucmos, ToM 1, TocynapcTen-
HBIH pecIyONIMKaHCKHI IIeHTp pycckoro ¢ombkiiopa, Mocksa 2005, 317-322.

O npupogHO KYIATYpHOM M APYIITBEHO KYJITYPHOM MOAENy BpeMeHa Buuetu: DuSan
Bandi¢, Carstvo zemaljsko i carstvo nebesko, Biblioteka XX vek, Beograd 1997, 117-119.
O oxHOCy M3Mel)y roguimer KaleHgapcekor BpeMeHa (puTMa okpyxyjyhe mpupose) u
OHMOJIOIIKOT BpeMeHa (pUTMa YOBEKOBE Mpupozae) BuaeTu: Mupjana 3akuh, Kazeu-
dapcku Yuxkiyc — koaekmugHa buoepagpuja Hapooa (pajy pyKoImucy, Ipe3eHTOBaH Ha
MehyHapomHOM ckymy ,,(Auto)Biography as a Musicological Discourse®, onpxaHoM y
Beorpany, y anpury 2008. ronune).

[Hupe o Tome Bupetn: Dusan Bandi¢, nas. deno, 122.
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Ta, o0jekara WM pajibH y OJHOCY Ha HHHXOBO 3HAYCHE Y CBAKOJHEBHOM
xuBoTy.! TakBo ,,IPUBPEMEHO ¥ HHKINIKH TTOHOBJBHBO MPEKOPAUCHHE™ pe-
JIOBHUX COIMjaTHUX aKTUBHOCTH TpaheHo je ,,MHHIHjarjckoM HH(opMa-
joM — HH(POPMAIIIjOM Koja ce TIOHaBJba, TPEICTaBiba moacehame 3a jen-
He, 1 yBoljerse Y CBAKOHEBHO CKPHBAHE TajHE CTaTyca rpyte 3a apyre™. Y
KOHTEKCTY JieNioBama MamMhema CBUX yYeCHHKA M CIIMKa Koje OBO mamhiethe
npuxBara, oOpe ce jaBiba ,,ka0 0e3BPEMEHCKO CTambe, U3BYYEHO M3 pea-
HOT [IPOCTOpa U PeasTHOT pefociiena forahaja, cTame Y KOME HheroBU aKTe-
P 1 yuecHuIH Takohje MOCTOje N3BaH ¥ M3Ha/ BpeMeHa. ..

Op cTpaHe caBpeMEHHX aHTPOIOJIOra, €THOJIOra M CEeMHOTHYapa,
obpes] ce TyMaud Kao KOMIUIEKCHA, KOHTEKCTYalTHO CIeIU(UYIHA, KOJIH-
paHa ¢opMa, Unji TOK je jacHO ypeljeH M yCTAHOBJHEH TPAMHIIHjOM.
CnoXeHH MperuieT CUMYJITaHUX U CYKIECHBHUX YMHOBA, KOju oMoryha-
Ba pa3MeHy uHpopmMmanmja Mely ydyecHHIIMMa y 0OpeIHO] KOMYHHUKAIIH-
jH, AICTHYE OCHOBHO CBOjCTBO 00pena — Kao KyJITYPHOT TEKCTa KOra YiHe
€JICMEHTH KOjU MPUIAJajy Pa3IndUTUM CHUCTEMHUMa (KOJIOBHUMA): TEMIIO-
pajTHOM, JIOKATUBHOM, MEPCOHATHOM, aKLMOHAIIHOM, IPEIMETHOM, BEp-
GanHOM, My3ndkoM, sukoBHOM.® CHakHa Meljy3aBHCHOCT CampsKaHHX
eJieMeHaTa, KOju Cy 00jeIMbCHU UICjOM J1aTe 00pEeIHE MPOIECYaTHOCTH,
JOTPUHOCH TOKHBIBA]Y ,jeIMHCTBEHE [ETHHE Y HHTEPAKIH]H™.’

Koncrantna CUMYJITAHOCT, TC OpPraHCKa IMOBE3aHOCT MY3UYKOI' U
HOETCKOT TEKCTa y 00pe/1y, YnHE J]a OBe KOMIIOHEHTE He IOCTOje Kao ca-
MOCTaJIHE, HE3aBHCHE KaTeropuje y CBECTH CPIICKMX HApOJHHX H3BOha-
ya. HajOospa moTBpsa Tora je moTIyHa HEMOTYHHOCT MHTEPIPETHPAhA
UCKJbYYMBO MY3WYKE, OJHOCHO O€3yCIelIHa, HEMOTIyHa WJIM TEUIKO
OCTBapMBa MHTEpIpETallfja caMo MOETCKe KOMIOHeHTe. [lonMarme Bo-
KaJIHe TBOPEBUHE Ka0 jEMHCTBEHE MEJIOIMOETCKE LIEJIMHE HEe 3HA4YM, Ha-
pPaBHO, M OJPUIIAEE AYTOHOMHjE MY3HYKOM M MOETCKOM CHCTEMY Kao
Pa3TMYUTUM MEIMjUMa, KOjU PacIoia)xy COICTBEHHM U3PaKajHUM Cpe-
CTBUMA y OOJIMKOBAabY IIPOCTOPHO-BPEMEHCKUX CTPYKTYpa.

OnHOC MOETCKOT M MY3HYKOT y OBOM pany pedepupa Ha crienudu-
YaH KaHPOBCKH KOPITyC MecaMa, Koje Cy u3BoljeHe y OKBHpY OOpeaHmX

Huxura Umsna Toncroj, Jesux crosencke xynmype, npes. Jbynmmmna Jokcumosuh,
IIpocsera, Hum 1995, 141.

¢ Hemo, 113.

Bunern, na npumep: A. K. baitbypun, I'. A. Jlesunton, Koz (b1) 1 06psa(s1), Kodosu
cnosenckux Kyamypa (ceéaoba), beorpan 1998, 6p. 3, 239-241.

Huxura Umsna Toncroj, Has. deno, 141.

Mupe o rome Bunern: Edmund Li¢, Kultura i komunikacija, prev. Boris Hlebec, Pro-
sveta, Beograd 1983, 5-15.
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OTX0Ja IOMOBa M HaMewHBaHe ojpeheHum nunmma, o6jekTuMa, moja-
Bama.'’ Peu je 0 mecMama Koje mpaTe KaneHZapcKo BPeMe O 3UMCKOT
IIO JICTEET COJICTHIIH]A, Tj. O pahama 10 KyJIMHHAIHje CyHUYeBe MOohH.
To cy: xonenapcke necme (y MyIIKMM omxoiuma TokoM banme, bo-
s)kuhae u borojaBibeHCKe Hemebe), Jiazapuuke necMe (y JABOIHEBHUM
WM TPOJHEBHUM MOBOpPKaMa MIIQJMX JieBojaka y mepuoay l[BetHe He-
JeJbe) M KpaJbuuke necMme (y MOBOpKaMa JeBojaka mpej ylajoM Koje
Cy, 3aBHUCHO O]l 00JIacTH, paKTHUKOBaHe: Ha DypheBnan, Tokom naHa
CEOCKHX IMpeciaBa U 3aBeTHHaA, Ha Tpojuiie). Apean pasMaTpaHux MpH-
Mepa, y CKIIOMy HAaBEIGHHX CPIICKMX OMXO0ja, ' 00yXBaTa TEPUTOPH]jY
jyroucroune CpOuje — mo3Haty mo HajOoOJ/h0j M HajaykO0j YyBAaHOCTH
OBHUX O0OpEeIHUX KaTeropuja.

WaeHTHYHOCT MM u3pa3uTa CIMYHOCT MOjeIUHaYHUX oOpena Ha
IIUPOKOM TIPOCTOPY TOBOPH, HAJIIPE, O HbUXOBOj YCIOBJBEHOCTH OJIrOBa-
pajyhoM cuTyanmjoM, OITHOCHO HJEjOM M3 KOje MPOUcXoje. Y OCHOBHU
CBUX 0oOpeAa W3 TOAWIIET KaleHAapa Hala3u ce Hieja IUIOJHOCTH.
HcroBpemeno, nudepeHuupame odpena noapasymMeBa 1 KOHKPETU3ALH]Y
OmIITe Hieje, K0joj mocTojehe HaydHEe aHANM3€e, Y H3BECHUM CITy4ajeBHU-
Ma, JIajy pa3linuuTa TyMadema. YpaBo MperuieT OpojHUX KOMIIOHEHATA,
MPOKUMAambe HCTOPUjCKU PAa3HOIUKHUX CI0jeBa, JUCKOHTUHYUTET WM pe-
JIyKOBame 00pemHOr TOKa (HapOYUTO O]l CpelrHe XX BeKa), OTeKaBajy
MIPEIM3HO U HEJBOCMUCIICHO ITOJMOBHO OJIpeheme MojeTnHaYHIX 00pe-
na. [Ipobnem ce akTyenusyje Beh caMuM MPUCYCTBOM Pa3MUUUTHX KyJI-
TOBA, a M3/1Bajambe 0a3sMyHOT Mel)y ’bHMa MOXKE J1a IOCTaHE MECTO Cycpe-
Ta CyNpOTCTaBJbEHHX HAyYHHX TyMmadema. [Ipobiemarnka ce, Hamasbe,
YCIIOXKHbaBa MOCTYIKOM HENOTIIYHE PEKOHCTPYKIIUje 00pesa, KOju MoYH-
Ba Ha HELEJIOBUTO] ETHOCKCIUIMKALM]H Y JIOKAIHUM AECKPHUIILUjaMa, 3a-
TUM TIPOIIECOM KYNTypHE WHTep(depeHInje pasTuauTuX 00IacTu U 00-
pelHNX CHCTeMa, WIH, TaK, 1M0jaBoM Mel)y)KaHpPOBCKOT TPOKHUMAamka Y
OKBHPY KaJeHAapCcKOr LuKiyca. HayuHe nHTepnperamnuje ce reHepaaHo
cBozie Ha cnenehe: Gopmupamy Koegapckor oopena AOMPHHENO je BU-
Ie KyJiToBa, Mo4yeB oJi 000XaBama CyHIIa U BaTpe, MPEKO XTOHCKUX U
TOTEMHCTHUYKHX, CBE JI0 KyJITOBa MEPCOHUPHUIMpPAHUX 0OKaHCTaBa; Ja-
3apUYKHU j€ MPOKeT eJIeMEHTHMa MHULMjalyje, npoduiakce ol 3Muja,
XTOHCKE W JIyHapHE MUTOJIOTH]C; Y KPAJbUIKOM j&, TIOPE MHHIIH]aIlHjCKe

10 OBPIM, JaKJIe, HUCY o6yXBaheHe IMEeCME y TO0JICKMM OIIXoauma, KOje, 1 Kaa Cy U3BO-

IjeHe ucapen HOje}:[I/IHa‘-IHI/IX JI0MOBa, HUCY HAMEBHUBAHE WIAaHOBUMaA I[OMahPIHCTBa.

"'V pamy Hucy pasmarpase poMcke HHTEPHpETALHMje Ta3apHHUKUX TIeCaMa, BeleiKeHe YIaB-

HOM 07 moyeTka XX Beka, HApOUUTO y CEBEpO3araJHIM M CEBEPOUCTOUHHM KpajeBHMa
Cp6uje, Oynyhu 1a oHe TpezcTaBibajy pasrpaljeHy Bep3ujy HeKaa CIIOjeBUTOT 0OpeTHOT
cucrema. Hucy y3ere y 063up HE AedHje Koleqapcke mecMe, Kao 3HaTHO TI0jeHOCTa-
BJbCHU HAUMHU U3pakaBama, QyHKIHOHAIHO IpenHadeHn y GpopMy 3abaBe.
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KOMITOHEHTE ¥ KYJITa BJIaJIaola, CHAYKHO M3PaXKEeH EIEMEHT OpavyHe WHH-
nmjaruse. '

VY KonegapcKuM MOETCKUM TEKCTOBMMA YECTH CYy MOTHUBH MYLIKOT
JIeTeTa WM MIIAZ0T KOKhaHNKA, KOJU CUMOOIMYKY TIPEICTaBIbhajy OOXKaH-
ctBo CyHua u mwerose aTpubyTe.” OBAKBY MM CIHYHM MOTHBH JOIPH-
HEIlM Cy ¥ TyMademy KoJieapCcKor obpena Kao KaJeHIapCKoT Mpa3HuKa
MYIIKE WHHLHjaluje, 0Jl CTpaHe MOjeJIMHUX CAaBPEMEHUX MaKEIOHCKHX
uctpakupaya.' Jlasbe, JOMMHALMjA CTOYAPCKOT KYJITA Y TIOETCKO] KOM-
MOHEHTH (Kao mocienuiia Hajoosbe OYYBaHOCTH YNPaBO OBUX TEKCTOBA)
HaBOJMJIA jeé M Ha CTAaHOBHIITE O XTOHCKOM KapakTepy OOrume Kojoj je
oBaj o6pen moceehen.'” JbyGaBHE MOTHBY Ca AHTUIMINPAREM GPAYHHIX
eJleMeHaTa, KojuMa O0MIIyjy J1a3apuyKd U KPaJbUYKH TEKCTOBH HaMEH-C-
HU MJIaJuM ocobama, TUpeKTHHje ymyhyjy, M0 MUIUbEHY HEKHUX Hay4-
HUKa, Ha T0jaM JXeHCKe WHuIMjanuje (y ciaydajy Jiazapuia pajd ce o
yBOheHBY MIIaIUX NIeBOjaka y KPYT 3peljuX NeBojaka, a y CiIy4ajy Kpa-
JbUIIA PeY j€ O MporJialliaBamy CIPEMHOCTH JIeBOjaka 3a Opax).

[Moercku TEKCTOBH IecaMa OBUX OOpEIHUX OMXOoJa IMOKa3yjy 3Ha-
YajHe MOAYAapHOCTH: MapKHUpPajy TPEeHYTKe JoJIacKa U OJJlacka M3 AoMa-
huHcTBa (HIp. YecTa HajaBa Jla3apHyKe Ipyle MpU YJIAcKy M MpU H3Ja-
CKy W3 aBopuiTa Tiacu: ,,0j, mazape, nazape/mo0po jyTpo y mBope’;
,,0j, Jazape, Jazape/ocTan’ 300roM U3 IBOPHU™); TUPEKTHUM oOpahameM
HaMeBYjy T00pe keJbe oMY, YiaHoBuMa qomahuacTBa (HIp.: ,,OBaj K-
ha Oorara...”; ,/lomahune Crojammue...”; ,.Cemu momue KpCTaTo...*;
»wABa ce maaou ornehyjy...“; ,,0j, desojue, kapabojue...”; ,, Jeme rpuse
jabyue...“; ,,3abmaja mu Gena Oerxa...”). BepoBame y HemocpeaHy Be3y
mmely nmeHa u o3HaueHnx Ouha 1 CTBap, Ka0 OCHOBHO IPETIIOCTaBIHEHO
CBOjCTBO MartjCKO-MHUTCKE CBECTH, UMILTUIIMPA J]a UME HUJE caMo U3pa3 Cy-
mTHHe, Beh U CPE/ICTBO JeNoBama Ha pedyepeHTHH 00jeKT. Y KOHKpeTHHM

upe o Tome BunetH, Ha npumep: Ulmupo Kynummh — [erap K. Ilerposuh — Huxo-
na [Maarenuh, Cpnexu mumonowku peunux, Homut, beorpan 1970; Slobodan Zecevié,
Elementi nase mitologije u narodnim obredima uz igru, Muzej grada Zenice, Zenica
1973; Mune HenespxoBuh, I'oduwru obuuaju y Cpba, Byk Kapanmh, beorpan 1990.
[upe o Tome Bunern: Slobodan Zecevic, Has. deno, 52-59; H. Yaycumic, ,,AHam3a Ha
CHUMOOJIMYKaTa ¥ MHUTOJIOIIKATa OCHOBA Ha ,,KOJICJIOBHOT IUKITYC™ IIECHH o1 ,,Bena Crose-
Ha-1I Ha BepkoBuk®, Maxedoncku gporxnop, Cromje, 1999, ron. XXVII, 6p. 53, 55-69.
Mako HUCY eKCIUTMIMTHO JOBEICHH y Be3y, U3 M3JIarama je jaCHO Ja ayTOPKHHOM pas3-
MaTpamby HHHULHUjaHjcKe CUMOONIHKe U yTBphHBamy crenuduuHuX oHOCa Ha IIHPEM
03HAYUTEJFCKOM HHMBOY MPETXOAM M aHAIIM3a MOETCKUX TekcToa. Jlunuja CrojanoBUK
Jladazanoscka, Homo initiatus (penomenom ua unuyujayujama 60 MaxeOoHCKama
HapooHa xkuudxcesnocm), Cxomje, 2001, 101-133.

Slobodan Zecevié, nas. oeno, 59-61.

Bojan Josanosuh, Mazuja cpnckux o6peda, Cerosu, Hou Cax 1995, 30, 31.
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Clly4YajeBUMa, UIMEHOBAH-EM CE MMHUTATUBHHUM MyTEM M3a3uBa 0J1arOTBOPHU
YTHII3] HA OIIITH HAMpPeaK MOPOIUIIE, POJHOCT M0Jba, IPUILION CTOKE H
CJ1., T MOTHBHIIIE TIJIOTOHOCHO JI€jCTBO MIPUPOTHUX CHJIA.

Omxox cBakor pomahnHCTBA TPENCTaBba PENETHIH]Y YTBphHEHHX
npaBuIIa ca, o cBeMy cyiehin, MPOMEHJBHBUM CIIEIOM MOETCKUX TEKCTO-
Ba W3BEJCHUX HCIpea cBakor joma. Ilo HajOpOjHMjHUM CBeAOYCHUMA,
MOYETHU TEKCTOBH HaMEHMBaHU Cy Kyhu um gomahuHy, JOK je IOTOWmH
penocnen muMKTHpaH on crpaHe momahmme.'’ To 3Haum 1a MoeTCKy
CTPYKTYpY OOpE/HE MPOLEeCyaTHOCTH YMHHU CI0j YTBPhEHUX MOYETHUX U
3aBPIUIHUX TEKCTOBa (IO31paBa Ha JOJACKY M oAJacKy) u Mel)ycoOHO pa-
3HOJIMKUX, CTPOTO HAMEHCKHX TEKCTOBA YMjH PEIOCIIeNl M KBAaHTHTET je
YCIIOBJbEH 3aXTeBUMa ykyhaHa. J[pyrum peunma, moercka CHHTarMaTuka
oBHX 00pena aepuHICcaHa je oTHOCOM u3Mel)y jacHO o0enekaHor MoYeT-
Ka 1 Kpaja (IpoliecyalHOr OKBUPA) U, y TOMEHYTOM CMHECITY, CIIO00IHH]e
KOHITUITUPAHOT CPEANIILET, IIEHTPAIHOT Aena. Y Be3U ¢ THM, CBAKH IIO-
€TCKH TEKCT IMyTeM IUPEKTHOr oOpahama (MMEHOBama) JICHOTHPA, Y
y)K€M cMHCIy, oapeleHn 00jeKT; CBH calIpyKaHHW TEKCTOBH JECHOTHPAjy
uaejy oopena, Tj. 0O3HAYEH I0jaM ce M3pakaBa TOMONy BHIIIE O3HAYHTE-
Jba. M3 Tora mpomsnasu a MHTEPTEKCTYATHOCT Ha CHHTarMaTCKOM HH-
BOY — IOCMaTpaHa Kao 3HAYCHCKH OJHOC TEKCTOBa BepOaimHor (TMoeT-
CKOT) CHICTEMa — YHHU JIeTIOTBOPHUM CBaKH OOpeTHH leoraljaj.18

KoMnapaTuBHU TPUCTYI TOETCKUM TEKCTOBUMAa HCTOT JKaHpa W3
PasTHYIUTHX 00JIACTH yKa3yje, Hajipe, Ha CYMTHHY (HYHKIHOHAIHE JTH-
MEH3Hje KOoja MPOU3BOIU HE caMO HUXOBY Mel)ycoOHO caapikajHy momy-
JapHOCT, Beh U, CXOJHO AWjaIeKaTCKHUM OCOOEHOCTHMA, aHAIOTHY CHH-
TAKCHUYKY OPraHU30BAHOCT. Y HCTO BpeMe, KOMIapalyja OBUX TEKCTOBA
MOTBphyje BHCOK CTENEH BapHjaHTHOCTH, KOja TPEACTaBJba MPUPOJAH
HAuYWH er3UCTUpPaka U BAXKHO 00€eNeKje YCMEHE HAPOAHE KIbMKEBHOCTH.

On moceGHOT 3Havaja je BenHKa aHainoruja Mely MOeTCKUM TEKCTOBH-
Ma pa3IMYUTHX KaHpoBa (KOJEJAPCKOM, JIa3apUuKOM U KPaJbUUKOM), KaKo
y jelHOj 00JIacTH, Tako W Ha MHUPOj TepuTopuju jyrorcroune Cpouje. Taksa
MOYAapPHOCT, pa3yMe ce, MPHUCYTHA je y TIOETCKIM TEKCTOBHMA 4Hja je Ha-
MeHa UCTOBeTHa (0 ueMy cBeode npumepu Op. 1, 2, 3 — ynyhenu opady).

7 To je ounrnenHuje Ha HUBOY TEKCTOBA JA3aPUUKOT XKAHPA, KOJH CY CE OKA3aIIH 3HAT-
HO BUTQJIHUjUM Y nopeherby ca KpaJbHUKHM M KOJIEIapCKUM TEKCTOBHMA.

'8 Amamorso ,,roBopHOM goraljajy* y THHIBHCTHYKO] TEOPHjH, MO ,,00peaHuM gorala-
jeM™ Moxe ce Moipa3yMeBaTH YKYITHOCT KOMYHUKAIIMOHUX aKTUBHOCTH U OJTHOCA Me-
hy OCHOBHMM KOMIIOHEHTaMa y JaTOM IIpolLecy cropasyMmeBama. CariacHO MCTOM
MIPUHIINITY, ,,00pEIHHU aKT (YMH)“ 03Ha4YaBa CBaKy jeqWHUILy morahaja (Wi jemHy ,,aKk-
jy y OKBHpY HeJNOKynHe uHTepaknuje). O ,,roBopHOM forahajy” u ,,FOBOPHOM aK-
1y“ Buger: Milorad Radovanovi¢, Sociolingvistika, BIGZ, Beograd 1979, 51-59.
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(F'oTOBO) MICHTUYHU MOETCKH TEKCTOBH JIA3aPUYKOT M KPaJbUUKOT
oOpena peructpoBanu y uctoM kpajy (Jlyxuuua, loopuy, 3amname, Jle-
CcKoBauka MopaBa) HajIupEeKTHH]E YKa3yjy Ha MPOKUMAE OBHUX KaHPO-
Ba, IITO j€ YECTO HCTUIIAHO Y E€THOMY3HMKOJIOIIKMM pajoBuMa. TakBe
ciydajeBe Moryhe je TyMauuTH M Kao MOCIEAWIy AOMHHALM]E jeIHOT
oOpenHOr cucTeMa M TpaHc(hopMaIyje ApPYror, OJHOCHO Kao MPOIYKT
XOMOTeHHU3aIMje y HOBHjeM BpeMeHy. C Jpyre cTpaHe, lbUXOBE aHAJIOTH-
je Ha mWupoj Teputopuju ynyhyjy Ha Mel)y’KaHpPOBCKY KOXEPEHTHOCT Kao
Ha Tpar Ipa/iaBHe 3ajeJHIYKe OCHOBE cao0pa3He jeIMHCTBEHO] U/ejH Ka-
JIEHAAPCKOT IUKITyca. Y TOM KOHTEKCTY, 3Ha4ajHe Cy U onacke Muozpa-
ra Bacubesuha, norom u Henana JbyOunkoBuha, 0 konenama Kao Heka-
JallmkeM OMIITEM Ha3WBY 3a IJIaBHE OOpeAHe olxojae nocBeheHe mioa-
HOCTH KOjuMa cy oOelexxaBaH! TJIaBHHU Toyiokaju CyHIla y TOIWHU: 3a
pasuKy OJl OYyBaHHMX 3MMCKHUX KoJiella, IpeMa OBOM TyMmadewy, Hpo-
nehHa 1 neTwa Kojeaa Cy y CpPICKOM HapoIy BPEMEHOM MPETBOPEHA Y
Ja3apuiKe, OHOCHO KpaJbUiKe M JO/I0JICKE OIXOJIE.

VY nopehewy, Aakie, ca MOETCKUM CHHTarMaTCKUM IIJIAHOM OCTBape-
HUM HHU3aHBEeM Pa3HOBPCHUX TEKCTOBA, IENIOKYIMAH MOETCKU CHCTEM IT0-
MeHyTuX oOpena (KOJeaapcKor, JIa3apruuKor M KpaJbU4KOT) MOCMaTpaH
Ha MapaJurMaTCKOM HHUBOY — KpPO3 OJHOC TEKCTOBa oAroBapajyhe Hame-
HE WU, MPeIU3HKje, Kpo3 01adup jeNMHHIA U3 PACTIONI0XKUBOT CUCTEMA
— MOXeE ce OKapakTepucaTu kao mojaenyjyhu ca ysehanom pemyHaas-
oM. To moTBphyje na je cama enacTHYHOCT MPUPOIHOjE3UIKOT U3pa3a,
KOja MpeacTaBjba YUCTO je3MUYKY EHTPOIWjY, TOABPIHYTa BaHjEe3HUKO],
CEMaHTHUYKOj, HHPOpMAITHji — Ka0 HAYNHY YHUBEP3ATHOT, HOPMHPAHOT,
CHMOOJIMUKH ONMCHBAHOT 06jekTa.”’ Y TOM CMHCIy, MOXKE CE FOBOPHTH
0 NOCTOjamby JIBE OMOHEHTHE TEHICHLMje: TeHICHLIN]e Ka Pa3IuIUTOCTH
y TMOETCKO] CHHTarMaTHIld Koja MOoJpa3yMeBa BHCOKY KBAHTUTATUBHY

1 TIpema: Muompar A. Bacussesuh, Hapodne menoduje reckosauxoz kpaja, Hayaro ne-
1o, beorpan 1960, XV (mpearosop), 9, 10; Henan JbyOunkosuh, ArpapHa ronuHa u
HapOIHM Kanenaap, Januya, Cpncku HapoOHu unycmposanu kanenoap 3a 1997. 2oou-
ny, beorpan, 1996, 252, 253. Bunern u: JI. K. Baxauna, ,,CnaBsiHO-HacJIaBsIHCKUE T1a-
pajuteH peIUrHO3HBIX MOTHBOB HOBOTOJIHEH 00pSIa0BOi 033U, MakedoHcku ¢on-
xkaop, Cromje, 1991, rog. XXIV, 6p. 47, 256.

Ha ocroBy Genenike Byka Kapanumha na cy ,,xonena“ (uumasa xoneda) o3HauaBajia u
MHOIITBO JbY/U, MOXKE C€ MPETIOCTABUTH CE OBAj HA3WB KOPHUCTHO 3a OpPraHU30BaHa
OKYIUbama, T¢ U TeHepalHo 3a obpeane onxone. Byk Cred. Kapauuh, Cpncku pjeu-

nuk, Homut, Beorpan, 1972, (beu, 1852), mox kozredo.

20 PasrpannuaBame aBejy BpcTa HHPOPMALIIje — CEMAHTHYKE (HEECTETCKE) M HyMepH-

Ke (ecTeTcKe) — M BUXOBa 3aBUCHOCT O /IBa BHUJA EHTPOINHUje — OHE KOja HPOUCXOAN
13 MOTYRHOCTH Jja ce MpeHece BaHje3ndKka WHPOpMaIrja U OHE KOja J0JIa3u W3 ela-
CTUYHOCTH CaMOT MCKa3a — YMHE OCHOBY CABPEMEHHX HCTPayKMBaHKba MPHPOJHOT je3H-
ka. O tome Bunern: HoBumna IlerkoBuh, Enemenmu xroudicesne cemuomuxe, Hapomana
kmura — Anda, beorpan 1995, 32-35.
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WHQOPMATHBHOCT M TEHACHIIMje Ka YHUPOPMHOCTH Ha TapagiurMaTCKOM
HUBOY TMOCETCKOT CHCTeMa HaBEACHUX oOpena rie PeAyKIHUjy TaKkBe WH-
dbopmarmje mpatu mopact penyHnanie.” N3paxkeHO peayHIAHTHO CBOj-
CTBO jecTe MoKa3aresb BUCOKO O3HavaBajyhe, cOIMjain30BaHe U KOAHUpPa-
He 0BbpeIHe IPOLIEeCYaTHOCTH. ™

KoncTaranuju a ce cBako 0O3HaU€HO M3pa)kaBa IyTeM BHUINE O3Ha-
yuTesba (MOETCKUX TEKCTOBA) MPUAPYXKYje ce, Aakie, W 3alaXame Ja
CBaK{ O3HAYMTEJb MOXKE Ja yIyhyje Ha BUIIEe O3HaueHHX. Bumecmucie-
HOCT IOJMCEMUYKOT je MIIaK KaHAJINMCaHa KOHTEKCTOM: C jelHE CTpaHe,
npatehuM, OZHOCHO CUMYJITAHUM MY3HUYKUM TEKCTOM, a, C Ipyre, Lelo-
KYITHOM KOHTEKCTYaJTHOM CHTyanujoM. Ha Taj HaumH 3Hak mo0uja 3Hade-
e Y QYHKIH]HU KOjy IPOU3BOIN CUCTEM Ka0 KyITYPHU KOHTEKCT.

IllnpuHa ymorpede jemHe CHHTAaKCHUYKE jeduHHIEC, Behe CTUXOBHE
KOHCTPYKIIMj€ WJIK KOMIUIETHOT MOETCKOT TEKCTa MOTBphyje cumOonny-
KO CBOjCTBO BepOaJIHOT CHCTEMa M CHEUU(UIHOCT caMor cumOoia Koju
je ,,canpikajHuji YKOIMKO My je MHOrosHauxocT Beha“.” TakBa m3pasu-
TOCT YMCTOI CMMOOJIa HECTaje Ha OHUM IMOSTCKMM MECTHMa KOja jacHO
ynyhyjy Ha enemeHTe KOHKpETHOT oOpenHor goraljaja, Te ycrocTaBibajy
OJIHOC MHIEKCHYKHM 3HAKOBHHM ozpehersem.”’ DyHKIm]y HHIeKca, 0f-
HOCHO WHICKCHYKE pedepeHie (pernpe3eHTannje KOHKPETHE CHTYaIld-
je)” umajy: pedpenn (koredo; aazape; 003; 1a00; /beb0); KAHPOBCKHU
crienM(pUKOBaHW OKBUPHU CTUXOBH (HIp. ,,0j, na3zape, nazape’; ,,Pa3su
KOJI0, KOJIOBOh)O®, OJTHOCHO ,,YBH KOJIO, KOJIOBOHO®...); JIeKceMe Kojuma
ce UMEHYjy caMu ydecHuI (HIp. ,,...JloOpu cMO TH rocTH AONUTH/I00pU
TOCTH — Koaedapu...”; ,,...bpe nu3aj ce u naneHue/orya uny razapuye...;
,ATpaj kpawe, Gapjakrape...). OBe WHAECKCHUYKE pedepeHIle jecy 03Ha-
YUTEJBH JKaHpa, Ka0 U caMHuX HareBa (y HapOJHOj MPAKCH j€ YeCTO UMe-

2! Ha BaxHOCT OBHX MelyCOOHO CYNMPOTCTABIbEHMX TCHICHIMja Y CBHM TEKCTOBHMA
KyJIType MOCeOHO Cy yKa3uBaiu coBjeTcku HayuHuuu (M. baxrtun, J. Jlorman u apyru
cemuoTH4apu y okBupy Jletme mkone y Taptyy). [Ipema: David K. Danow, ,,Bakhtin
and Lotman Novel and culture, Semiotics of Culture, ARATOR INC, Helsinki 1988,
242, 243; Masao Yamaguchi, ,,Center and ,,periphery* in Japanese culture — in light
of Tartu semiotics®, Semiotics of Culture, ARATOR INC, Helsinki 1988, 204, 205.

O penyHIaHIM y KOMYHHKAI[HOHOM IIpOIieCy, TeHepaiHo, BuaeTn: Pjer Giro, Semiolo-
gija, prev. Mira Vukovi¢, Prosveta, Beograd 1983, 17.

22

3 Bpanucnara Munujuh, Cemuomuuxa ecmemuxa, WHCTHTYT 32 KEHKEBHOCT H YMeT-

Hoct, beorpan 1993, 90.

2O ceMHOTHUKHM 3HAKOBHEM (yHKIHMjaMa y oGpeay Buaeti: Mupjana Bykuuesnh-3a-

kuh, ,,3HakoBHE (yHKIHUje oapeherma xaHpa mecama 3UMCKOT 0OpemHor moiryroha®,
Mysuka kpo3 mucao, DMY, beorpan, 2002, 133-139.
Wupexcnuke pedepenne, no Y. C. Ilepcy (Ch. S. Peirce), umeHoBameM ckpehy ma-

Kby Ha pedepenTHH 00jexT. [Ipema: José L. Martinez, Semiosis in Hindustani Music,
Helsinki, 1997, 138, 139.

25
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HOBame 00peqHOT 21aca npeMa pedpeHy WM OKBUPHOM CTHUXY). DyHK-
[MOHAJHA Pa3JIMYUTOCT OCHOBHOT (YUCTOT) CTHXa W pedpeHCKe Win
okpyxyjyhe dbopmyne campkana je y ciemeheM: OCHOBHH CTHXOBH jeCy
03HAaYMTEJM 00pea TIIOJHOCTH YOIIITE, U TeHEPATHO TIIeaHo (U3y3eB
y Clly4ajy eKCIUIMLUTHOT MOMHIbamkha YUECHHKA) He MOCELyjy CBOjCTBO
nmokaszatesba oapelheHor obpena; CympoTHO ToMme, pedpeHr U criernudu-
3UpPaHW OKBHPHH CTUXOBH HMMAjy YIIOTY HJCHTH(QHKATOpA KOHKPETHOT
oOpena mnogHoctu. [lopen oBe TUCTUHKIMjE, MHTPUTAHTHUM CE€ YHHU U
penaiyja Ha HUBOY JICHOTHPamba CaMHUX 00jeKaTa: OCHOBHM CTUXOBH Ha-
MEHCHU CYy JIUIMMA, TPeIMETUMA WM TI0jaBaMa U3 CBAKOJHEBHOT JKHUBO-
Ta, Tj. OBOCTPAHUM CHTUTECTUMA; 3a Pa3IUKy O] HBUX, pehPCHCKUM JICK-
cemaMa (T1a ¥ IOETCKMM OKBHPHMa) YCIIOCTaBJba C€ Be3a ca (PUKTUBHUM,
MPETIOCTABILEHUM, OHOCTPAHUM TTOjJMOBHUM CBETOM.

VY, HE TaKO PETKHUM, CIIy4ajeBMMa N30CTaHKA )KaHPOBCKUX OJPEIHH-
I1a WHICKCHYKOT CBOjCTBA, IMOSTCKH TEKCTOBH, JaKje, UMajy CBOjCTBO
YHHBEp3aJTHUjer 00peJHOT 03HAYHMTEIha, KOjU Kao CBOJEBPCHH MOETCKU
MOJENU OCcTBapyjy GyHKUHMjy oOpahama KOHKpEeTHHM oOjeKTuMa (IpUH-
IIUIT HEABOCMHCIICHOT ,,9NTama’ HAMEHe — OMIITeBaXehm 3a TekcToBe
KOJICIAPCKHX, JIA3apUYKUX U KPaJbHUKUX onxojia). To je CBakako OdYH-
IJIeHMje Y TIPUMEpHMa ca jeIHAKOM METPUYKOM OpPraHH3allijoM y OKBUPY
CHMETPHYHO OCMEPAYKUX KOJIEAPCKUX, CeIMEPaYKuX M OCMEPAUKHX JIa3a-
PUUKHX ¥ KPaJbHUKUX " 1, 3HATHO pelje, IeceTepaukux 1a3apuuKuX recama.

PedepupameM Ha KOHKpPETHH 00jeKT (IyTeM oarorapajyhux jekce-
Ma — kyhia, domahun, desojue...), MOCTCKH TEKCTOBH JICHOTUPA]Y YIaHOBE
omnute uieje mIogHocTu. MehyTim, 0coOEHOCT CEMHOTHUYKOT HE 3aCHH-
Ba ce caMO Ha MOTYhHOCTH J1a ce UMe JIOBe/ie y Be3y ca I0jeInHAYHUM
o06jexToM, Beh Ha TIOCTOjamy MPUHITUIIA MW TPAaBHIIA KOjUMa CE€ OKOJIH-
Ha ,,[IPeBOJIU‘‘ y TIOJMOBHE jeIMHUIIC. Y CIIOCTaBJbabe THX MPaBHiIa UCXO-
o1 13 motpebe 3a 00pa3oBambeM CTPYKTYPHHX pellalija y PealHOCTH.
YmpaBo panrdiamuBame U CETMEHTHPAmE CTBAPHOCTH, KOje TOMHUHAHT-
HO KapaKTepHIle je3W4Ky KOMYHHKAaIHjy, IOTMPHHOCH Ja ce BepOasHu
(TIOETCKM) CUCTEM IOCMAaTpa Kao HAjTIOTITYHU]H CEMHUOTUYKH €KBUBAICHT
(Mozein) peanHocTH.”” HeomxoqHOCT cerMeHTHpAa PEaTHOCTH y 00pe/-
HOJ TPOLIECYATHOCTH TIPUTIaJa, 1aKie, OKBUPY BEpOATHOT CHCTEMA, IITO

% Kpamuuxe necme u3 jyrouctoune Cpbuje pasiuKyjy ce off IeCTepauknux KpabHuKuX

IpUMepa M3 CEBEPOUCTOYHUX M ceBepHHX KpajeBa CpbOuje. lllupe o Tome Buuaeru:
Mupjana 3akuh, Ob6peone necme 3umckoe nonyzoha — cucmemu 36V4HUX 3HAKOBA Y
mpaouyuju jyeoucmoune Cpouje (HeoOjaBibeHa NOKTOpCKa IucepTanuja ogOpameHa
2007. va Karenpu 3a etHomysukonorujy ®MY y Beorpany; mentop: npod. ap pa-

rocnas Jlesuh).

27 Iupe o Tome Bumern y: Ivan D. Ivié, Covek kao animal symbolicum, Nolit, Beograd

1987, 272-284.
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j€ Y IUPEKTHO] BE3U ca KOMYHUKATUBHUM MOTCHIU)jAJIOM jE€3UKa, TC Hhe-
TOBUM 0a3WYHUM TPUHIUIIOM CHUMOOJIMYKOT MPEICTaBJbatha BaHjE3UY-
KuX mojasa.”®

Bynyhu na momeHyTa cerMeHTaIyja iMa 3Ha4eHhe CaMO YKOJIUKO Ce
JICJIOBY TIOTYMHABajy MpaBHIIMMa CTPYKTYpe, MOETCKU UCKa3H HUCY WH-
JMUBUyaIHO, TIPUBATHO OOeJexkeHU, Beh HOCE CBOJCTBO JPYIITBEHOT,
CTaH/IapIM30BaHOT MCKycTBa. [[oeTCKu TeKCTOBM cBaKor o0pe/a, a Hapo-
YUTO OHU KOjH IEHOTHPAjy UCTE 00jEKTEe y CKIIOIY Pa3IHMUUTHX 00pel-
Hux jnoraljaja, cBef0Ye O KOJCKTUBHOM CHUCTEMY PEIPE3CHTOBAmA Ca Jie-
TepMUHHIIYhOM ¥ TIPENo3HAT/HHBOM ,,ceMaHTHYKOM cdepom™,” umja ce
JICKCHYKa CTPYKTYPHPAHOCT TeMeJbM Ha pedepeHIUjaTHOM CpOJICTBY.
Jpyrum peurMa, KOHBEHIIMja TPEACTaBbamba M3rpalieHa je Ha OCHOBY
WHTCHIIMOHATHO CTBOPCHUX IMpEJICTaBa 0 00jeKTy KOje Cy pe3yiTar oja-
Oupa U penpoaAyKOBama HEKUX YCIIOBa MepIerije 00jeKTa, Te KOHCTPY-
rcama TaKBe IEPIENITHBHE CTPYKType Koja oMoryhaBa mHXOBO Mel)y-
co6HO mperno3HaBame.” Tymauehu, THMe, OCHOBHH TOETCKH TEKCT Kao
WKOHUYKH CUMOOJI, PYHKIIM]y HKOHUYKOT carjeraBaMo Ha HUBOY MOJIe-
JoBarba 00jeKTa (ITyTeM MPe3eHTOBAbA HEKNX IeroBux ocobuna).”’ Cre-
[IEH MPUCYTHOCTH 00jeKTa y METa00jeKTy (Tj. Y TEKCTYy Kao 3HaKy) Ipo-
MOPIUOHANAH je CTCIEeHY CEeMHUOTHYKE WH(pOpMAIlMje KOHKPETHOT TEK-
cta. CXOIIHO TOME, ,,y OJTHOCY HA O3HAYEHHU O0jEKT CEMHOTHYKA WHPOP-
Malja jgara nmomohy nkoHa Beha je ox oHe Jare momohy WHJIEKca, a OBa

orer Beha o1 oHe Koja je 1aTa momohy cumGoma“.*

KBaymTaTBHa 3HAKOBHA CBOjCTBA, CHMHTAarMarcKe KOMOHWHAIHjE |
ypeheHOoCT cTUXOBHOT HU3a ynyhyjy Ha mocTojame reHepatHuX MpaBuia
cUHTaKcuuke (popmamnuje, xKoja MedUHUITY IAaTH OOPETHO-TIOETCKU CH-
CTeM U KO0ja Cy MaTepHjaju30BaHa y CBAKOM II0jeIMHAYHOM ITOETCKOM

2 W3 Tor pasnmora cMaTpa ce Ja CeMHOTHUYKA KOMYHHKAIHja Y OHTOTCHE3H HHje IMyKH
npeobpaxaj adpekTUBHE KOMyHHUKaluje (Koja je 6a3upaHa Ha (HU3MOJIOIIKHM ayToMa-
TU3MHMA U y CIPE3H Ca YHYTPAIlbUM CYOjeKTUBHUM cTamuMa), Beh je meH HajHero-
CPeIHMjU M3BOP NMPAKTHUYHO-CUTyallMOHAa KOMyHHKaluja (koja obe3behyje pasmeny
KOTHHUTHBHHX 3HaueHa y TOKY 3ajelHHMYKE IpaKTUYHEe JejaTHOCTH). Bunern: Hemo,
173-178.

Iox oBMM TEpMHHOM Y JIMHTBUCTHIM C€ MOJpa3yMeBa CKyI peul KOjU ce OJHOCe Ha
HCTH 1I0jaM, HCKYCTBO WJIH TTOJpy4je akTuBHOCTH. Bunern: Gaetano Berruto, Seman-
tika, prev. Iva Grgi¢, Izdanja Antibarbarus, Zagreb 1994, 101, 102.

Ha TaxBe nepuentuBHe peraluje Koje Cy y Be3H ca HKOHHYKMM 3HaKOM HapoOuHTO je
ykazuBao Ymb6epro Exo. Bunern: Umberto Eko, Kultura, informacija, komunikacija,
prev. Mirjana Drndarski, Nolit, Beograd 1973, 122—132.

Ha cnennduany MozaenatuBHy Moh MpHPOIHOjE3HUYKOT U KEHKEBHOT TEKCTa Moced-
HO ynyhyje caBpeMeHa JMHIBHCTHYKA ceMuoTHKa. Bunmern: Hosuna IerkoBuli, Has.
deno, 53—74. [lerasbHuje 0 HKOHUIKOM cuMmboury Buzetu: Ivan D. Ivi¢, Has. deno, 25-28.

29

30

31

32

BpanucnaBa Mummjuh, nas. oeno, 187.
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TEKCTy. JaCHO je J1a MOTIyHO 3HAYeH¢ OCHOBHU CTUXOBU J100Ujajy y Of-
HOCY TpeMa KapaKTepUCTUIHUM, HETPOMECHIbUBUM JieKceMaMa — pedpe-
HUMa W JKaHPOBCKH crielin(U3NpaHUM OKBHUPUMA, OJHOCHO (hopMyrama
JetepMuHUIITYher 3HaKOBHOT CBOjCTBA, YHja WHIEKCUYHOCT je Y3POKOBa-
Ha BE30M ca ,,CleNu(UIHIM JIECUTHATYMOM (HIEjoM JaTor odpena).
MoryliHOCT pa3narama crelu(@UIHOr TeCUTHATYMa Ha JICHOTATyMe (aK-
TyeJHe, Moje/JMHaYHe 00jeKTe) MPE/ICTaBIba, Kao MTO je Beh UCTaKHYTO,
TJIABHO CBOjCTBO TOETCKOr cHcTeMa. VICTMM CBOjCTBOM, Ha OMILTHjEM
HUBOY pedeprpama ca YHHBEP3ATHOM UMILTUKAIM]OM, TIOSTCKH TEKCTO-
BH OCTBapyjy Be3y ca ,,yHHBEP3aJTHUM JECUTHATYMOM™ (3ajeTHUIKOM
HJIEjOM TLIOJHOCTH y CBUM oGpenuma).”> V3 Tora cliequ 1a NOeTCKH CH-
cteM omoryhaBa auepeHIMpame CBUX HHBOA 3HAUCHCKHUX pelalnja
MMaHCHTHUX OOpEIHO] TMpakCH: Ol JCHOTaTyMa (aKTyeITHWX, PEeaTHUX
oOjekara Ha koje ynyhyjy 3ace0HM 00peHH YMHOBH), IPEKO crienudud-
HOT' ISCHTHAaTyMa (3ajeHUYKOr MojMa aaTor obpena, KOjH je O3HaueH
nmocrojehuM neHoTaTymMuMma), 10 YHHBEP3AJIHOT JIEeCUTHAaTyMa (OTIITET
mojMa CBMX 00peja, KOju je O3Ha4yeH Creud(pUIHUM JECUTHATYMUMa U
caZpkaHuM AeHoTaTymuma). M3 Tora Takohe mpousnasu Aa 03HAYCHO
MOCTaje 03HAYNTEIh HA HAPESTHOM HHUBOY.

3a pa3nuKy oJi MOETCKOT TeKCTa KOjH, O CTpaHe HapOIHUX HM3BOha-
Yya, HHje MOCeOHO MMEHOBAaH Kao OOpEeIHO-MOETCKa IIeNTMHA, MY3HYKU
TEKCT HOCH (pyHKIMOHAIHO oAroBapajyhe TepMHHOIIOIIKE OApEeaHHIE.
Tako ce moJ1 HA3UBOM 2/ac He TIojjpa3zyMeBa (caMo) 3ByK, Moh riaca (me-
roBo (pu3MYKO CBOjCTBO), WM Menonuja mecme, Beh, Hajupe, oxpehen
(GYHKIMOHAIHO YCIOBJ/bEH) HAYMH MY3HUYKO-TIOETCKOT W3PaKaBamba.
[ocTojehnt CHHTArMaTCKU CKIONOBH (nasapuuku enac,”’ Kpamuuku

3 Tlojam ,,necurratyM™ (OHO HA IUTA CE 3HAK OJHOCH) M3 CEMHOTHUKOT KOHIenTa Yap-

nca Mopuca (Ch. W. Morris), pa3iioeH je Ha Ba HUBOA: ,,crielii(pUIaH TCCUTHATYM
U ,,yHHBep3aJlHH JecurHatym. Buie o Tome Bunern: Mupjana 3axuh, O6pedne ne-

cme 3umckoe noayeoha..., 62, 63.

3* Illnpe o Tome Buzery y: Dimitrije O. Golemovi¢, ,,Narodna pesma kao melopoetska

zajednica®, [y:] Etnomuzikoloski ogledi, Biblioteka XX vek, Beograd 1997, 5-22.

Haponmo noumame ,.eraca Kao MENO-THIIA, OfH. MeTI0-)OopMysie Y 3BY4HOM aCIEKTy
onpehenor puryana“ wiycTpyjy U pedd IeBaduna: ,,10j TH je HaYMH HA KOjH Tepall
necmy*. Bunern: Jasminka Dokmanovi¢, Zenske obredne pesme za plodnost u srp-
skom delu centralnobalkanskog Sopluka (oblasti planinske Gornje Péinje, Krajista i
Vlasine), (HeoGjaBibeHa Marucrapcka tesa omopamena 1990. na Katenpu 3a My3uko-
JIOTHjy ¥ eTHOMY3uKonorijy @MY y Beorpamy, Mentop: npod. ap Jlparocias lesuh).

35

36 Pagmuna Ilerposuh, Cpncka napoona mysuxa (Ilecua xkao uspas HapoOHO2 MY3UUKO2

muuwerna), CAHY, Mysukonomiku uHctutyT CAHY (IToceOHa m3pama, k. DXCI-
II, Onememe mpymTBeHNX HayKa, Kib. 98), beorpax 1989, 37, 84, 85; JIparocnas Jle-
Buh, ,,Hapomua mysuxa®, [y:]Kyamypua ucmopuja Cepmuea, 11, Cepeur — Hapogan
ynuBep3urer, Hum — I[Ipocsera, 1992, 431, 440.
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anac,”’ konedapcku enac’®) yxasyjy Ha 3Haueme enaca Koje je ycrocTa-
BJbEHO Y OJMHOCY IpeMa JaTOM U IIeJIOBUTOM 0OpenHoM jorahjajy y Ka-
NeHapckoM 1uKitycy. Mcre onpenuuiie ynyhyjy v Ha Be3y My3HUKHX cajp-
JKaja ca CIIOJbHAM €HTUTETOM, OJTHOCHO Ha YCIOBJHEHOCT MY3UUKHX TEKCTO-
Ba pe)epeHTHIM BaHMY3HUYKUM oOjekToM. OBe Meofiuje, NaKie, HUCY Hey-
TpallHe; OHE Cy KOHTEKCTYyaln30BaHEe, OOPEIHO CrelM(pUIHE U MPEro3Ha-
whuBe. OyHKIMjy Moryher noxatHor ozpehema azapuyIKor U KpaJbHIKOT
2naca iMajy: pedpeHn U MOSTCKU OKBHUPH (Tako ce qudepeHnmpa iazapuy-
KU 21ac Ha 003, 003 — CBOJCTBEH OCMEPAYKUM CTPYKTYpama, OJ Ia3apuiKoe
2naca Ha of, aaszape — y cenMepavykuM MpUMeprMa, OJHOCHO, 21ac Ha o),
ybasa, mana moma ON 2naca Ha oj, yoasea, y6asa); CTENECH MPUCYTHOCTH
puT™Ma ToKpeTa (IIeCMe Ha wemayki W HA U2PauKu 21ac ce PasIiKyjy
O] OCTAIHX 4Hje M3BOeme HUje MpaheHo Ha3HAYCHOM JHHAMHUKOM TIOKPE-
Ta);" KapakTep My3MUKOr TOKa (Pa3BYUEHH QyequKi 21ac HACTIPAM CTPHUKT-
HUjeT, cCUJIa0u4HO OPUjEHTHUCAHOT Kpamkoe 2naca). OBakBe OIpeqHHLE
ahUpMUIITY CBECT HAPOJHHUX U3Bohadya O MOMEHYTUM KapaKTepUCTHKaMa
MY3HYKOT cucTeMa U ynyhyjy Ha 3Ha4aj My3HYKe KOMIIOHEHTE y 00pe-
HoM %uBoTy."! V HPHIOr pedeHOM My M eKCILIHIHTHE Ha3HaKe 10ce-
HUX 3BYYHHUX CKCIpecHja y KBATH(PHUKOBAHY OOPEIHUX MecaMa: MeIoIu-
je Ha uzeuxauku (y n3Bohemy KpaJbHMUKHX IpyTia u3 jyxkHor [lomopasiba)
obenexxeHe Cy, Aakie, U3BUIMMA, T€ CAaMHUM Ha3MBOM CYNPOTCTaBJbEHE
OHHMMA y 4HjeM TOKY H30CTajy OBH H3DAXKajHH eTeMEHTH.

Hayunum Tymauemem ernaca xao onpeljeHor THIa WM MOZENa OCcTBape-
Ha je HajuBpiha Be3a ca HapOJHNUM CXBaTameM OBOT IojMa. M camo HapoaHO
TTONMarbe 2aca TIOTBphyje 1a OBU MOJICTIM He €I3UCTHUPA]Y Y MUIILBCHY Kao
T0je/IMHAYHH, M30JI0BaHu 3BYLIH, Beh Kao cucrem omHoca ToHoBa. HapomHe
MeJIOJMje ce MamTe M MPEHOCe Kao 3BYYHO OPraHHW30BaHE LIEIMHE, YIME CE
o0janrmaBa TTOCTOjaHOCT MY3HUYKOT KOJa, OHOCHO OYYBame MYy3HYKOT ,,3a-
muca’ y TpaJIUIMOHAIHOM YCMEHOM Ipeamy. HecyMmHBO je U Ja ce My3ud-
Ka TIOpyKa OIaka Kao LETOBUTH 3BYYHO-MaTepHjaIHi KBauTeT. ETHOMY3u-
KOJIO3H CY, JOJYIIIE, YECTO UCTUIIAH ,jJeJMHCTBEHOCT MEJO/HjCKOT TOKa™ y
TIEPIETIINjH1, 7T HUCY HAIIA3WITH OITOBOPE HA MIUTALE Y CKIIAJTy ca KOjHM 3a-

37 Panmuna Ierpouli, nas. deno, 42, 44; Ana Xo(MaH, Komynukayujcka gyuxyuja

kpamsuukux necama Jlyascrnuye, (Heo6jaBibeH mumiuoMcku pax onopames 1999. na Ka-
Te/Ipy 32 MY3UKOJIOTHjy U eTHomy3ukonorujy @MY y Beorpany, menrop: npod. np
Jumutpuje 'onemosuh).

3 Pagmuna [erposuh, nas. deno, 84.

Sk Hcmo, 42, 44.

40 Hcemo, 37.

! Opom muramy noce6uy naxmy nocsehyje Juvurpuje Tonemonuli y: nas. deno, 10.

2 Papgmuia Ilerposuh, Has. deno, 42.
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KOHHMMa OTa)kKaMo TIpe CBEra HeJIeJbUBO JeIMHCTBO U LIETIOBUTOCT Meloauje (a
HE paIIwIambeHOCT eJIeMeHaTa Ha MUKPO(OPMaIHOM IUIaHy).

Onaxame apTUKyJIHCaHE LeNWHEe, HauMe, jeflad je of (QyHIaMeH-
TAJIHMX 3aKOHA ONa)kajHUX TOTAJHUTETa y TelTaiT Teopuju. Excrepu-
MeHTanHa oTkpuha ,remTant® ncuxonora® cy ympaBo IeTOKYMHOCTH
CTPYKTYpHHX €JieMEHaTa MPUITHCaNa CBOjCTBO ,,IPBOCTENICHHX TI0/IaTaKa 3a
onaxame™.** Onaxkame ToTanuTeTa, KA0 jeIHA O YHHBEP3ATHAX OCOOHHA Y
JbYJICKO] MEPLENLMjU 1 Ba)KaH €IEMEHT y KOHCTUTYHUCAY HNEPLENTHBHOT
KOJIa, IPOXKKUMa ce ca IpyruM, Takohe ONTHUM HauenmMma, Mely kojuma cy
3aKoHM: J00pe (opMe, KOHTHHYyaluje, CIMYHOCTH, CUMETpHje, OIU3HHE,
OKpYKeHba, IPErHAHTHOCTH, jeTHOCTABHOCTH 1 CTaBHITHOCTH. "

bapehu ce ncnutuBameM APYIITBEHUX U MCUXOJOMIKUX YCIOBa MOA
KOjUMa HacTaje 3Ha4eHmhe M IO KOjuMa MY3HKa YCIIOCTaBJhba KOMyHHKA-
uyjy, Jleonapn Mejep (Leonard Meyer) npumemyje Behinny OUTHHUX Ha-
YeJia TelITalT IICUX0JIOra Y aHAIN3U MY3WYKOT ONaXkama U JI0KUBJIbaja.
OH ucTHYe J1a 3aKOH MPErHAHTHOCTH (KOjH TO/pa3yMeBa TEKIbY yMa Ka
[EJIOBUTOCTH M CTAOMITHOCTH 00NMKa) (PyHKIMOHHMIIE ,.y OKBHPY mmamhe-
’Ba, KOje UMa TeHACHIH]y Ja JTOBPIIM OHO IITO je OMII0 HEJOBPILIECHO, 12
YUHHH TPABHUIHUM OHO INTO je OMII0 HEMPaBWIIHO M Tako nasbe. IlltaBu-
11e, oOJTUITH KOju HUCY J0OpO OOJIMKOBAHM M Koje TTaMheme He MOXE Ja
‘UcrpaBu’, JOBPLIM WM YIYHMHU CUMETPUYHUM, MMahe TeHACHIH]Y Ja ce
3a6opage.“*® Mejep Harnmamapa NpeIUIMTAmbe M YECTO YKPIITAme (yHK-
Ija Hadella OlMaKama;, TaKo, M KPIIeHke 3aKoHa IennHe (YIeTumbermha)
TOTOBO IO MPABHJIY TpeTNocTaBiba nopemehaje y gpakropy 1o0pe KOHTH-

* Mspas ,Gestalt (Hemauka ped 3a 0OMHK WIH (GOPMY) ,,IPUMEIbYje Ce O MOUYeTKa
OBOTI' BeKa Ha IpyIly Hay4YHHX Haueja M3BEJCHUX YIJIAaBHOM M3 OIJIE/ia O YYJIHOM Ola-
xary“. CHCTEMaTCKU CTaB TELITAIT TEOPH]je je 1a Cy MCUXOJIOIIKE 1T0jaBe OPraHu30-
BaHe, HE/ICJbUBE, apTUKYJIMCAHE LEIMHE WK ,,relTant (popMa MoXe [1a ce OHOCH
Ha (U3MYKE CTPYKTYpe, (PH3HOJIOIIKE U MCUXOJIOIKe (GYHKIMje WIN Ha CUMOOIHYKE
jenmnune). ['emrant ncuxosnoruja je ox camor noderka (ox pagosa M. Beprxajmepa,
B. Kenepa, K. Kodxke) nokasana 3anuMarme 1 32 YMETHHYKY GOpMY, jep Cy IICHXO0JIO0-
34 YBHJENHU Ja ,,MCTa Hayesla Bake 3a Pa3sHe MEHTaJHe CIOCOOHOCTH 3aTO LITO yM
yBeK (hyHKIHOHUIIE Kao HenuHa. CBako omakame je Y UCTH MaxX U MHUILUBEHE, CBAKO
pacyhuBame je HCTO Tako M HHTYHIIHja, CBaKa OICepBalyja je 1 MHBeHImja. Bueru:
Rudolf Arnhajm, Umetnost i vizuelno opazanje (Psihologija stvaralackog gledanja),
prev. Vojin Stoji¢, Univerzitet umetnosti u Beogradu — SKC, Beograd 1998, 12; Leo-
nard B. Mejer, Emocija i znacenje u muzici, prev. Simo Vulinovi¢-Zlatan, Nolit, Beo-
grad 1986, 122; Zan PijaZe, Strukturalizam, BIGZ, Beograd 1978, 63—67; Doris Stoc-
kmann, ,,Some Aspects of Musical Perception®, Yearbook of the International Folk
Music Council, 1977, Vol. 9, 67-79.

* Rudolf Arnhajm, nas. deo, 44-46.

* Daniel Chandler, Semiotics for Beginners, enexkrponcka Bepsuja, 67—72; Zan PijaZe,
Has. oeno, 1978; Leonard B. Mejer, nas. deno, 121-256.

4 Leonard B. Mejer, nas. deno, 129, 130.
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Hyauuje,” uMje MOMarbKarme 3ampaBo U y3pOKYje JOKHBIbA] HEIETOBH-
TocTH My3uuke crpykrype.”® JJoOpa 0GIHKOBAHOCT CTHMYJIYCHOT HM3a
(FeroBH HAYMHU KOHTHHYAIHje, YIECIHBEHha U 3a0KPYKEHOCTH, HEroBa
JUHAMHUKa pa3Boja ca (azama aKTUBHOCTH M MHpPOBama, IOCTOjambe
YPaBHOTEKEHOT OJIHOCAa HM3Mel)y HMCTOOOpa3sHOCTH M Pa3IMuUTOCTH...)
,,CTBapa MCUXOJIONMIKY aTMOC(epy M3BECHOCTH, CHTYPHOCTH M OYECBHIHE
CBPXOBHUTOCTH, NPH YeMy cIymanall uMa ocehaj KOHTpOJIE W CHare a u

. . 49
ocehaj cienmpuyne TeHaeHIMje u oapeheHor cmepa“.

OO0peaHe My3uiKe CTPYKTYpE Ce, aKie, U IaMTe U OIaxajy Kao My-
3WYKH ,,TEIITAITH WM Kao apTHKy/IHcaHe enanHe (ykibydyjyhu u mpo-
CTOpPHY M TEMIIOPAIIHY W CHenu(pUIHO M3pakajHy KOHTHHYaIHjy) Koje
Hoce mH(popmarujy. Haunn mamhema u omaxama (y HEpUENITUBHOM H
KOFHUTHBHOM CMHCITy)’’ OBHX HareBa 0asupaH je Ha oxpel)eHOM cHcTe-
MY 3BYYHHX OZIHOCA, Tj. MOZIENTy Ha KOME, YOCTAJIOM II0YMBA M HAPOIHO I10-
uMame enaca. My3udke CTpyKType MpelCcTaB/bajy CeMaHTH30BaHE CHHTAK-
CHYKE BEJIMYMHE, YHje 3HAUCHE j€ ICTEPMUHNCAHO OJipel)eHUM KOHTEKCTOM.
ba3nyno, 0BM My3MYKH MOJENIH ACHOTUPAjy OOpeIHE >KaHPOBE, a KOHOTH-
pajy U3BECHE KyJATYPHO MPOMEHJBHBE KOHIICTITE — Kao CTHII onpeheHe oba-
CTH, UICTOPH]CKOT TIEPUO/Ia WU TI0jeITMHAYHOT ,, MJTHOJIEKTa™.

IMTocTojame XKaHPOBCKUX MY3HMUYKHX Mojena (KaHPOBCKHX MHTOHA-
[1ja) yCIOBJBEHO j& IaTOM KOHTEKCTYaJIHOM CUTYallljOM, U3 Yera clelu
u onpehrBame My3UUKOT TEKCTa Ka0 CTUIIM30BaHE €KCIpecHje uaeje 00-
pena. Crennduyna ekcrpecrja (oape)eHO eMOTHUBHO CTarmbe) AUPEKTHO
j€ Y3pOKOBaHa HJejoM 00pesa, T MOCTaje KIJbYUHU UMITYJIC 3a TPOIAYKO-
Bame cucreMa obpena.”’ Taj NpUMapHM eKCIPECHBHH MMITYJIC, IETA/bHO
pasMaTpaH y TeopHjaMma,’” TeHepHIle U oxroBapajyhy 3BydHy MaTepHjai-
HOCT. IloceOHO pazMarpajyhu nmutame IpupoaHOT 0mHOCA M3Mely 3ByKa

47 3akoH K06pe KOHTHHYyAIHje, y TeIITANT TEOPH]jH, TIOAPA3YMEBa Ja ONAKEHH CIEMEHT
MMa TEHJICHIU]y Ja Tpaje Y CBOM YCIIOCTaBJbEHOM OOJIMKY; y AUPEKTHOj je BE3H ca 3a-
KOHOM 100pOT 00JIMKA HJIM 3aKOHOM 3a0KpYyskemwa. [Ipema Mejepy, ,,lIpoLiec KOHTHHY-
amyje je HopMa My3WYKOT KpeTama, a mopeMehaju y KOHTHHYalHju jecy TauKe O/CTy-
nama“. B.: Mcmo, 134-174.

® Hemo, 133, 175-178.

49 Hemo, 216.

50 Omnaxame 3BYYHHX €JIEMEHATa Y KOHTEKCTY LCJIMHE U BbUXOBO pa3yMEBaALE Yy CKIany

ca (yHKIHjaMa y OKBHpPY TOT KOHTEKCTA IPEACTaB/ba 0a3HYHO CBOjCTBO KOTHUTHBHUX
nporneca. Bugern: Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, Ox-
ford University Press, New York-Oxsford 1990, 3—15.

Taxse penanuje Manfred Clynes 30Be ,,ecernujamanm popmama“. [Ipema: John Blac-
king, Some problems of Theory and Method in the Study of Musical Change, Yearbo-
ok of the International Folk Music Council, 1977, Vol. 9, 1-26.

Bunern, Ha npumep: Robert S. Hatten, Interpreting Musical Gestures, Topics, and
Tropes (Mozart, Beethoven, Schubert), Indiana University, Press, 2004, 93—110.

51
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u ocehama, M. UmOeptu (Michel Imberty), B. Kapoycuuku (Vladimir
Karbusicky) u P. Monen (Raymond Monelle) Tymaue adexkTuBHy ekc-
HpecHjy y My3HIHU Kao apXeTHIICKy (GOopMy 3HaKa U, C THM y Be3H, Ofipe-
Bhyjy uBaeKcHuKy (yHKIHMjy Kao Ga3sMuHM HaumH curHudukanuje.” ITo-
MEHYTH OJHOC, Kako HaBoau KapOycHIIKH, HUje MUTame CIMYHOCTH, Beh
JIMPEKTHE Be3e My3uke U ocehama. ,,3HaKoBHa (yHKIHja OBE TpyTie ‘-
HAMHYKOT MHJIEKCA’ je CHHEPreTCKa, 3aCHOBaHA HE caMO Ha KOHTHUTBUTE-
Ty Beh Ha KOHTUIBUTETY-y-KpeTamy... "

VY TpeHyTKy BUXOBOT NMPHUXBaTamka U MPENo3HaBamka 0] CTpaHe KyJl-
Type, (My3W4KH) 3HalK OPepacTajy y KyATYpHO KoaupaHe (3aKOHOMEPHO
MHIIJbeHe) KOHBEHIHje nim cuMbore.” Tako ce eKcrpecHja Tpero3Haje
Kao KOHBEHIIMOHAJHO TIOBE3aHa ca W3BECHHM cajipikajeM. [Ipermo3HaBa-
BE OJHOCAa MY3WUYKE M TOBOPHE WHTOHAIWjE, My3UUKOT U MIPAYKOTl I10-
KpeTa, My3H4YKOT ¥ aKIIMOHATHOT TecTa oMoryhyjy neprenTiBHE CTPYK-
Type, Tj. MOJCIIH HKOHWIKUX TIEPIENTUBHUX peramuja o0pa3oBaHuX ap-
TUKyJalKjoM oJipe)eHNX eeMeHaTa JaTuX CUCTEMA.

Y nopehemy ca MOETCKUM TEKCTOBHMA, KOjH, Kao IITO jé KOHCTa-
TOBaHO, Y OJCYCTBY pedpeHa, KaHPOBCKH CIEHU(PHUIUPAHUX OKBUPA
WK oJroBapajyhux nexcema, HUCY YBEK )KaHPOBCKH IPETO3HATIEUBH —
MY3HWYKH TEKCTOBH j€Cy CTPOTO >KaHPOBCKH onapeleHu. 3a pa3nuky, na-
Kiie, o4 MOryhuX MOETCKMX MOpyKa jeJHAKOI cajpiaja HaMEHCHHX
UCTHM JMIUMa HIM O0jeKTUMa y KOJEAApCKUM, JIa3apUuKHUM H Kpa-
JbUYKHMM OIIXOJMMa, My3HYKe MOpyKe OBHX oOpena cy anpepeHTHE n
JNETCpMUHHUCAHE HUXOBUM clelupuuHUM aecurHarymuma. OTyna ce
MPEeBACXOJHO MY3HMYKHM TEKCTOBMMa OBHX OOpEIHHX Iecama MPHIIH-
Cyje CBOjCTBO XaHPOBCKHUX uaeHTH(UKaTopa. OHU cy, Kao mTo je Beh
pedeHo, JOoKamHO crenudu3upaHu, Te KOHOTHPAjy CTHUIIOBE Pa3lIu4H-
TUX 00JacTH.

JudpepeHTHOCT MoeTCKe U My3WdKe WH(POPMAaTUBHE BPEIHOCTH —
ceMaHTH4Ke (Mo KOjOM ce MOoJpa3yMeBa 3HaueHme, OJHOCHO MPHUCYT-
HOCT 00jeKTa y TeKCTy Kao 3HaKy)™® M HyMepuuke (Koja 03HadyaBa Hy-

%3 Ipema: Raymond Monelle, Linguistics and Semiotics in Music, Harvood Academic
Publishers, New York 1992, 211, 212.

[purmcyjyhu 3Bynmma komorHammjy INepcosor cumbona u nkone, C. Jlanrep (S. Langer)
MY3HUKY Ha3UBa ,,JIOTHYHOM CIIMKOM €MOLIMOHAIHOT xuBoTa*. [Ipema: Hcemo, 212, 213.

54

35 CeMmuOTHYApH HCTHUY 1a CHMGONM OGMUYHO HACTAjy OF MKOHA, KOje YBEK YKIBYUYjy

W3BECTaH CTereH KoHBeHHUoHanHocTH. O Tome Buaetu mmpe y: Daniel Chandler,
Has. oeno, 14-16.

,»CemaHTHUKa MH(OpMaLHKja“ ce 3acCHUBA Ha YHHBEP3aJHHM CBOjCTBHMA Ipenaje U
MpujemMa mopyke; IpeBOINBa je Ha JpyTe je3uKe, a MpaBmia U CUMOOIH KOjiMa ce KO-
PHCTH OIITENO3HATH cy oxpeheHnM mpumaorMa ropyke. I[Ipema: A. Mons, Teopus
ungopmayuu u scmemuyeckoe gocnpusmue, Mup, Mocksa, 1966, 195-209.
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MEpHUKY KOJHYHHY HHOBAIMje Y TEKCTy)’ — UMHH ce Takohe 3Hauaj-

HOM KapaKTePUCTUKOM y MCTHLAY jeANHCTBEHOCTH LEINHE OBUX CH-
58

cTeMa.

VY ceMaHTHYKOM CMHUCIY, U My3HW4Ka (y OJHOCY IpeMa HJEjH JaTor
o0Opena) u moercka mopyka (mpeMa KOHKPETHOM 00jekTy M moryhe —
uzeju Jator oopena) jecy BUCOKO MH(pOpMAaTUBHE. Y HYMEPHUUKOM CMH-
Clly, TIaK, BPEJHOCTH OBHX IOPYKa Cy Pa3In4UTE.

My3uuka nmopyka Ha HUBOY MHHIIMjaTHOT Mojena (MoYeTHor oOpa-
cia) moceayje BUCOKY MH(GOPMAaTUBHOCT Y OJHOCY Ha BaHMY3HUYKHU IO-
jaMm (mecurnatym). Bbena aHymepuuka nHpopmaTtuBHOCT, Mel)yTHUM, 3HAT-
HO cJ1a0M TIOHABJbAKEM MOJIENA Y AaJbUM MEIOCTPOGUYHUM H3JIarambu-
Ma. Jlpyraunju je npuHIMII TOETCKOT CTPYKTypUpama, r1¢ KOHTUHYHpa-
HU TOK HOBHX CTHXOBa (HOBHX cajpikaja) omoryhasa mopact mHpOpMa-
uje. TakBUM MOCTYIIKOM Ce, y TePHENTHBHOM CMHUCITY, yOnaxaBa BHCO-
Ka pelyHIaHTHOCT MY3WYKOI Mojena. PeayHIaHTHOCT MY3HUYKOT cap-
JKaja, 3ampaBo, UMa QYHKIM]y YTUCKHNBamwa, yrpahuBama y WHAUBHyall-
HY U KOJIGKTHBHY MeMopHjy. Beh 1 oBa mapanena cBe1ouu 0 4eCcTO NCTH-
1aHOj IU(EPEHTHOCTH HeBepOATHUX U BepOATHUX KOMYHUKAIIMOHHUX 00-
JIMKa, UCKAa3aHOj M peuuMa Jia IpH IpeHocy uHopmalyja ,,cCHHTaKca He-
BepOaHOT ‘je3nka’ Mopa OMTH 3HATHO jETHOCTAaBHH]a OJ CHHTAKCE TO-

BOPHOT MJIH IUCAHOT je3uKa“.”’

Crioj TOMEHYTHX pa3IMYMTHX MPHHINIIA UMAHEHTaH je Kako M3BO-
hewmy cBake IojeMHAYHE MECME, TaKO U IEIOKYITHOM MY3HYKO-TIOET-
CKOM TOKY oOpenHor norahaja. PeructpoBame Bennkor 6poja TEKCTOBA U
(TOoTOBO) YHHBEP3aTHOT MY3WIKOT MOJIena Y jemHOM obpeay (Ha HCTOM
JoKanIuTeTy) yrnyhyje Ha KJby4HY ITOBE3aHOCT MOETCKOT CHCTeMa ca Io-
jeauHaYHUM 00jeKTUMa — JeHOTaTyMuMa Koju 00e30elyjy cuHTarmMaTu-
Ky 00pezHe MpOoLEeCyalHOCTH, Ka0 U Ha IIOBE3aHOCT MY3HWYKOI' CUCTEMA
ca criequpUIHUM JECUTHATYMOM KOju o0enexaBa MmapajaurMaTuky oope-
na. Pagu ce, nakie, o pa3nuuuTHM QyHKIMjaMa OBHX CHCTEMa, OTHOCHO
BUXOBUX KOHKpETH3alWja — MY3HMYKHX M TMOETCKHX TEKCTOBAa — KOjU
KOMITJIEMEHTApHO, CHHKPETUYKH JOMPUHOCE JICTOTBOPHOCTH OOpEITHOT

>V teopuju uapOpMALHje, KOja II0Na3M 01 TyMauerma HHdopMaruje kao Mepe Moryh-
HOCTH M300pa y CeleKIHju jenHe Mmopyke, ,,AHpopManyuja“ je yBeKk HOBOCT, HHOBAIH-
ja; OHa He moJpa3yMeBa 3Ha4YeHE KOje Ce CAoIIITaBa, Behh HyMepHiKy KOJHYMHY WH-
¢dopmanmje. Bunern, na npumep: Umberto Eko, nas. oeno, 31; A. Monb, nas. deno;
Maks Benze, ,,Sazeti temelji moderne estetike®, Estetika i teorija informacije (prire-
dio Umberto Eko), Prosveta, Beograd, 1977, 49-74.

8 Wmajyhin y Buay BakHOCT OBe TpobieMartHke, n3HeHaljyje /a je TakBa KOHCTaTammja
M3MHIANIa 10CaJallb0j eTHOMY3HKOJIOMKO] Haynu. O ToMe mmpe, BUACTH: Mupjana
3akuh, Obpedne necme sumckoe nonyeoha..., 269-271.

% Bugetn: Edmund Lig, nas. deno, 19, 20.
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Toka. Peu je o apyraumjeM koaupamy My3HUYKE M IMOSTCKE KOMIIOHEHTE,
pa3INYIUTHM UH()OPMATHBHUM acleKTUMa bHUXOBUX MaHU(ecTaluja Ko-
j¥ BOJie Ka 00pa3oBamy jeANHCTBEHE OOpEIHE TMTOPYKeE.

Bucoka Hymepuika HH(QOPMAaTUBHOCT ITOETCKOT CHCTEMa UCXOMU U3
BUCOKE CUMOOJIMYHOCTH MPHUPOIHOT je€3WKa, OJHOCHO FETOBOT BEIUKOT
KOMYHHKATHBHOT IMOTEHIMjala KOju HOCH JHCKpEeTHA (KOHTHHYHpPaHA),
KOHBEHLMOHAIHA M apOuTpapHa CBOjCTBAa. TakaB OCHOBHHM HPHUHLIUI
CHMOOJIMIKOT PEeNpe3eHTOBama BaHj€3NYKUX TI0jaBa, Te MOTYNHOCT cer-
MEHTUpPamka PEaTHOCTH, jecy BaXKHE OJpEeAHUIlE MoeTckor cuctema. [o-
ceOHy naxmy 3aBpel)yje unmeHuna ia je GyHKIHja MOSTCKOT CHCTEMA,
CXOIHO Ha3HaUYE€HUM KapaKTepHCTHKaMa, MOTIYHO CHelu(uIHa U pas-
JUYWTA OJ1 AETEPMUHHAIITYNIX BPEAHOCTH OCTAIMX OOpeAHHX cucTeMa. Y
KOMOWHAIIUjU Ca TTOETCKUM CHCTEMOM U HeTOBOM (DYHKITHjOM JHUCKPET-
HOCTH, MY3HUYKH CHCTEM C€ JIOKMBJbaBa KA0 CUMYJTaH, [EJOBUT U CIa-
[{janad, a, CXOIAHO TOMe, M Kao (YHKIMOHAJTHO KOMIUIeMeHTapaH. Ta-
KBa CBOjCTBA MPUIIKCYjy CE€ KJbYYHO CHCTEMHUMA YHja ¢(PUKACHOCT TIOYH-
Ba Ha MOTYNHOCTH Ca’KUMama TEMIIOPAJIHOT TOKA y jeZlaH LEeJOBUTH Mep-
nenTHBHA 10kuBIHA)." Byayhn 1a ¢y KOTHHTHBHM KanaluTeTH OrpaHH-
YEeHH, OBAKO YCIOCTAaBJbEHA KOMIUIEMEHTAPHOCT Y KO0jOj MY3HYKH CH-
CTeM MMa OTpaHUYEHY HyMEpPHUYKY MH(POPMATHBHOCT, T€ MPEy3UMa yIIO-
Ty TJIAaBHOT HOCHOIIA CEMaHTHYKe WH(OPMAaTHBHOCTH, JIOBOJU /IO YTH-
CKMBama caapkaja oapel)eHuX IeCUrHaTyMOM y AYTOPOYHY MEMOpH]yY,
Tj. ,,y KOMIIOHEHTY cHcTeMa 00pajie nHdopMalja y K0joj je TpajHO ycKia-
JIMIITEHO HAIIE ‘LIETOKYITHO 3Hame 0 cBery’™.’' V ckiamy ¢ THM, My3HuKH
CHCTEM jecTe aHaJIOTaH JPyTUM OOpEIHAM CHCTEMHMA y KOjUMa je u3pa3u-
THja QyHKIMja HeBepOATHUX, MKOHWYKHX peNalyja U KOjH Cy IMOTOJHHjU
3a u3paxkaBame LeJOBUTOCTH obOpenHor norabhaja. TakBa moBesaHocT
pa3IMYUTHX THIIOBA JAUCKypca y oOpeay jecte y ITUPEKTHOj BE3W ca Ty-
MauemkeM 00pEIHOT CHHKPETH3Ma — Kao jeIMHCTBA Pa3IMIUTOCTH.

0 Tvan D. Ivi¢, nas. oeno, 246.

! Anexcanmap Kocruh, Koenumuena ncuxonoeuja, 3aBoj 3a yuOeHHKE M HACTABHA
cpenctBa, beorpan, 2006, 230.
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IIpumep op. 1: xonedapcka bp3a (Jleckosay)

N
bl |
b |

ol

O, y-06a - BAa mMa-nga MO - Ma, 0, y-0a - Ba Ma-ja MO /ma/

0j, yoaBa, Maiia Moma!
Opau ope pajHO MoJbe,
pajyo My je NIMMIIUPOBO,
a 0CTaB My CTPYK OOCHIBaK,
a BOJIOBU COKOJIOBH.
0j, ybaBa, Mmaira Moma!

P. IlerpoBuh, Cpricka HapoaHa My3HuKa (IlecMa Kao u3pa3 HapoIHOT My3HYKOT
munsema), CAHY, Beorpan 1989, 33 (mpumep 0p. 12).

Ilpumep op. 2: nazapuuxa Mexuw ([lobpuu)
J =120

Qj, y-06a-Be Ma-Je MO-Me, O], y-0a-Be Ma-Jie MO -Me!

0Oj,yb6ase, mane Mmome!
Opad ope paBHO MMOJbE,
BOJIOBH MY JIBA jeJIeHa,
japaMm My je 9yIHO JPBO,
Y9yJHO JPBO jaBOPOBO,
HaJHIe My )KyTe KeHKE,
payio My je jacaH Mecerl,
ceMe My je CHTaH Oucep,
cejad My je Oenu Berap,
OCTaH MY je CTpyK OOCHIbaK,
OpaHe Cy My CHUTHE IIIUBKE,
CUTHE IIMBKE JICBOjayKe.
0j, ybase, masie Mmome!

M. I'ajuh, Jlazapuuxo nesarve y yenmpannom oeny JJobpuua (HeobjaBibeH TUIIIOMCKH
pan onbpamen 2003. Ha KaTenpu 3a My3HKOJIOTH]Y B €THOMY3UKOJIOTHjy DMY y
Beorpany; menrop: npod. ap Aumutpuje I'onemosuh) (Menoxuja op. 19, Texer 6p. 61).
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Ilpumep op. 3: kpavuura Tackosuhu (3annarpe)
=7
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0j, ybaBe, mane Mmome!
Opad ope paMHO TOJbE,
BOJIOBH MY JIBa jeJIeHa,
pajio My je 4yJHO IpBO,
YyJHO APBO jaBOPOBO,
0CTaH My je CTpYK OOCHJbaK,
naiuie My HIAMIIUPOBE...

0j, yoase, majie Mome!

C. Pagunosuh, Cmapo osoenacho neéarve 3annara (HeobjaBibeHa Marucrapcka tesa
onopameHa 1992. na Karenpu 3a my3uxonorujy u etnHomysukoiorujy @MY y Beorpany;
MeHTop: npod. xp parocnas [esuh) (menoauja 6p. 26, Texct 6p. 139)

Mirjana Zakié

THE COMPLEMENTARY NATURE OF POETIC AND MUSICAL
SYSTEMS IN RITUAL VISITS TO HOUSEHOLDS
(Summary)

Analysis of poetic texts of the ritual — processions (koledari, lazarice, kra-
ljice) in Southeastern Serbia has proved that poetical systems facilitate the dif-
ferentiation at all levels of semantic relations connected to ritual practice: from
denotatum (the current, real objects to which the individual ritual acts refers),
specific designatum (mutual concept of given ritual, marked with existing de-
notata), to universal designata (general concept of all rituals, marked with spe-
cific designata and content denotata).
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However, with the frequent absence of indexic references (refrains, specific
frames and lexemes), poetic texts have become universal in the denotation area
of the general idea of fertility among all rituals, and the possibility of fragmen-
tation/analysis and reality segmentation, which derive from the high communi-
cation potential of the verbal system, which contributes towards making key
connections with denotata on the syntagmatic plan of the ritual process. In con-
trast with that, musical texts (as articulated entities or music “gestalts”) are al-
ways contextualized and ritually recognizable on a paradigmatic level.

In this article the differentiation of poetic and music informative values are
stressed: semantic (under which meaning, the presence of objects in the text as a
sign, is considered) and numeric (which assigns a numerical quantity of innova-
tion in the text). In a semantic sense, the musical message (in relation to the idea
of the ritual) and poetic message (according to a concrete object and possibly
the idea of the given ritual) are highly informative. In a numerical sense, again,
the values of this message are different. The musical message, at the level of the
initial model (starting pattern) holds a highly informative value relating to extra-
musical concept (designatum). However, its numerical informative value is
rapidly reduced by model repetition in further melo-strophic appearances. A
different principle is at stake when it comes to poetic structuralisation, in which
a continuous flow of new verses (new content) produces increscent information.
With such a mechanism, in a perceptual sense, the high redundancies of the mu-
sical model are being commutated. This redundancy of music content has the
function of impacting and integrating it into individual and collective memory.
The very thought of this parallel testifies to the frequently stressed differentiality
of non-verbal and verbal communicational forms. During informational transfer
“syntax of non-verbal ‘language’ has to be much simpler than the syntax of spo-
ken or written language”.

The combination of stated different principles is imminent to the perform-
ance of each song, and the total musical-poetical process of the ritual. The reg-
istration of a high number of texts and (almost) universal musical model for one
ritual (at the same location) leads to key connections of the poetic system with
specific objects — denotata — which ensure the syntagmatics of the ritual procession,
and the connectivity of the music system with specific designatum marking the
paradigm of the ritual. The different functions of these systems, their concretizations
— music and poetic texts — complementarily and syncretically contributing to the
efficiency of the ritual process, are noted. It is a matter of the different coding of the
music and the poetic component, different informative aspects of their appearance,
leading towards the creation of the integral ritual message.

The high numerical information value of the poetic system originates from
the highly symbolic value of natural language, precisely its great communica-
tional potential, which carries discrete (continuous), conventional and arbitrary
features. Those basic principles of symbolic representation of extralingual ap-
pearances, those kinds of reality segmentation, are the fundamental determinants
of the poetic system. The fact that the function of the poetic system, based on
stated characteristics, is unique and different from the determinant values of
other ritual systems deserves special attention. In combination with the poetic
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system and its function of discretion, the musical system is perceived as simul-
taneous, integral and spatial, and because of that, functionally complemented.
These features are assigned mainly to systems whose efficiency rests upon the
possibility of temporal comprimation into one total perceptual experience.
Whereas cognitive capacities are limited, this kind of complementarity, in which
the musical system has limited numerical informative value, taking the role of
main carrier of semantic information, leads to content implementation (deter-
mined by designatum) into the long-term memory, “in component of the sys-
tematic information processing in which our ‘total acknowledge of the world’ is
permanently stored”. In accordance, the music system is analogous to other rit-
val systems in which the function of non-verbal, iconic relations are distinctive,
and which are more suitable for the expression of ritual event totality. That con-
nection of different types of ritual discourse is in direct connection with the ex-
planation of ritual syncretism — as a unity of differences.

UDC 781.7:398.332(497.11-12)

519.76:159.9.019.2
DOI:10.2298/MUZ0909133Z
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Jenena Josanosuh
IIpsocnas Paouh

TAMO I'OPE MATJIMTA IIJTAHUHA:
ETHOMY3UKOJOWKO-®UJIOJOLIKH IMTPUJIOT
O JEJHOJ IECMH N3 KOMAOHUYKOI' KPAJA®

Ancmpaxkm: Y pajy je ca BOjakor — €THOMY3HKOJIOLIKOT U (uitonomkor —
CTaHOBHHUINTA aHAJIUTHYKH oOpaljeHa TpaauIMOHAIHA ClIaBCKa IIPUIIOBEIHA
necma u3 pernoHa Komaonuka. Pesynrtatu ynopemHor cariiefaBamba HEHUX
oco0KHa MOKa3yjy /ia je ped O PeJIHKTY apXaudHe CPIICKe, jyKHOCIOBEHCKE U
mupe, OankaHcKe oOpeiHe TpauLHje.

Kwyune peuu: npunosenna necma, 6anaza, ciiaBcka necma, Konaonuk, ko-
COBCKO-PECaBCKM JIMjaJIeKaT, CPIICKA JAMHAPCKA BOKAJIHA TPaJHLHja, YKPACHO
J, pepeHcka may3sa, cpebpHa cBupana, Paxyse u Jama, nentpannu bankan.

Hwnsb 3ajeqHAYKOr pajga JBOje ayTopa jecTe Ja ce MyJITHIUCLIUILIU-
HAapHO NPEACTaBH €THOMY3HMKOJIOIIKYA U (UIIONOIIKK 3aliC jeAHE apXa-
U4YHE ceocke recMme. Kao mpBu Kopak y TOM IMpaBIly, aHAJM3HPaHA je Hhe-
Ha MYy3W4Ka, IOETCKa M 3Ha4YelCKa KoMIoHeHTa. [Ipu Tome je ykazaHo
Ha IOKa3zaTesbe reorpadcke pacHpoCTPAmEHOCTH OaTOT MEJIOAU]jCKOT
MoOzeNa W JAPYTHuX KJBYYHHX CTPYKTypHHUX OCOOMHA HhEHE My3H4Ke
CTPYKTYpeE, Ka0 U 0COOMHA roBOpa UCIOJBEHUX y TEKCTY U EErOBOT I10-
€TCKOT cajipkaja.

IMecma Tamo eope maeruma nianuna 3abenexena je 1987. rogune
MPUIHKOM (HUITONONIKMX TEPEHCKUX UCTPAKUBAKA Y KOTAOHUYKOM Kpa-
jy, y cemy Mpue. Kasusana jy je, Taunuje neBana, Cynrana (3BaHa Cyt-
ka) Casuh (pol). Mumuhesuh, 1903),' KojoM NpUIMKOM je IecMa U CHH-
MibeHa. McrnuTanuna je 6uma poaoM u3 obmmkser cena IllTasa,” a yia-
joM je mocriena y Mpue. buna je pamo BuljeH roct Ha ciaBaMa W OBY Iie-
CMY je M3BOAMIIA Yy THM MPUIHKaMa.

Cryauja je pe3ynTat paaa Ha npojektuma Mysuka na packpuihy — cpncku, 6aikancku
u esponcku oksupu, 0p. 147033 u Emnuuka u coyujarna cmpamugpurayuja barkana,
Op. 148011. O6a mpojekra cy ¢puHAHCHpaHA O CTpaHe MHHHCTapCTBa 3a HAYKY U
TEHOJIOIIKHU pa3Boj Pemybmmke Cpouje.

B. [IpBocnae Pamuh, [fpmuye o 2o6opy cena Mpue y kypuwiymaujckom kpajy, Cprcku
nujanexTonomku 30opauK, XXXVI, Cpncka akagemuja Hayka u ymeTrHoctd u WH-
CTHUTYT 3 CPIICKOXPBATCKH je3uk, beorpax 1990, 71-72.

Haxanocrt, Henocraje nmogatak o ToMme rae je Cynrana Casuh necMy dyna v HaydHIIa.
BepoBaTHO je 1a mecMa rnotude U3 BeHOT poaHor cena Illtasa.
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Oga npunoreHa necma (Oaaaa), Mo eIeMEHTUMA MY3UYKe CTPYKTYPe
Y TI0 HaYMHY H3BONeHha, MPE/ICTaBIha N3Y3ETHO BPEaH U 3aHUMJBUB IIPUMEP
cTape cpricke CeocKe MeBauke Tpauimje. EBo leHOT HOTHOT 3arTvca:
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Hanomene y3 nomnu 3anuc:

TokoM u3BOhema MmecMe, TEMIIO je CBe OpKH; JI0 MOCHEIHhEe MEJo-
ctpode nocrike Op3uHy M. M. Jd = 120. CxoxmHo TOMe, U may3a usmehy
MEJIOCTHXOBA Ce TpeMa Kpajy mecMme mocrerneHo ckpahyje. Moxe ce mper-
TIOCTaBHUTH JIa je yOp3ame TeMIIa TOoCiIeInIIa TieBamba Pajii TOHCKOT CHAMA-
Hha, BaH OPUTMHATHOT KOHTEKCTA; UITaK, OCTaB/baMO MOTIyHHOCT MocTojamba
jot Hekor (Y OBOM TPpEHYTKY Hama HETO3HATOT) pa3jiora OBOT yop3ama.

V npunesHOM pedpeHy,’ Ha riacy j, O YETBPTE [0 MOCIEIEHE Me-
noctpode yMecTo MEIOANjCKOT TIOKPETa TepIle HAHMKE jaBJba Ce KpaTak
W3BUK, ca GYHKIIUjOM OpHAMEHTA.

HapomuMmo TekcT mecme y neman.

TepmuHu ,,ipurieBHE pedper”, ,,yneBHE pedper™ u ,,pedpeHcka maysza“ ynorpedsne-
HU Cy IpeMa KiIacupHUKaluju U TeOpHjcKoM yTeMesberwy y: dumurpuje O. ['omxemo-
Buh, Pegppen y napoonom nesamy 00 obpeda do 3abase, Penome — bujespnna, Aka-
nemuja ymjetHoctr — bama Jlyka, Beorpax 2000, 35, 61-64.

Ycraspena €THOMY3UKOJIOMIKa IMpaKCa HaJIaXKe€ J1a C€ CaMO IIPBU IIE€BAHU CTUX 3aIlUIIC Y
LCIINHU, Ca CBUM IIOHABJbalbUMa U pe(i)peHI/IMa. HHTepIII/ICIH/IIUH/IHapHI/I NpUCTYIT HeBaHOj
TIECMH, MehyTI/IM, HOKa3yje NpEAHOCT MHTEIrpaJIHOI 3alrca CBUX IE€BAaHHUX CTUXOBa U
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Tamo rope Marjiura IUlaHrhHa...

Tamo eope of, maznuma niaHuHa
Maenuma naanuna
Tamo 2ope o], desojko moja

Jy nranune oj, 3enena ausada
3enena musaoa
Jy naanune oj, desojko moja

Ty mu nacy oj, Padynose osye
Paoynoge osye
Ty mu nacy oj, desojko moja

U k00 wuma of, Padyne wobanue
Paoyne wobanue
H ko0 wuma oj, degojko moja

“Jy pyka my oj, cpebpano ceupajue
Cpebpano ceupajue
Jy pyka my oj, desojko moja

Kao 3aceupu oj, oonexo ce uyje
Joneko ce uyje
Kao 3aceupu oj, desojxo moja

Yax cy uynu oj, uz 2ope " ajoyyu
U3 2ope “ajoyyu
Yaxk cy yynu of, desojxko moja

Yum cy uynu of, o0ma dompuanu
Ooma doompuanu
Yum cy wynu oj, 0esojko moja

Beszawie my oj, pyxe naonaxo
Pyxe naonaxo
Bezawe my oj, desojxo moja

Jbymo nucny oj, Paoyne yobanue
Paoyne yobanue
Jbymo nuchy oj, degojxo moja

Yax je uyna oj, myba Padynosa
Jbyba Padynosa
Yax je uyna oj, 0esojko moja

Yum je yyna of, 00ma dompuana
Ooma oompuana
Kao je uyna oj, desojxo moja

Jbymo monu oj, uz eope ajoyye
U3 2ope ajoyye
Jbymo monu oj, desojxo moja

Ihywmume mu oj, Paoyne wobanue
Paoyne yobanue
Ihywmume mu o, 0egojko moja

An xajoyyu mo necy eeposanu
Hecy geposanu
An kajoyyu mo uecy eeposaiu

He nywmuwe oj, Padyne wobanue
Paoyne uwobanue
He nywmuwe oj, desojko moja

Yxeamuwe oj, my mezogy Yoy
Ty wezo8y Yoy
Vxeamuwe oj, 0esojxo moja

Yxeamuwie oj, na je obecuwe
Ila je obecuute
Yxeamuuwe oj, desojko moja.

Ha jesuukom miany mecma Hajupe ymyhyje Ha KOCOBCKO-PECaBCKH
JIWjaIIeKaTCKH TUT KOjU JOMHHHpPA y KOMTAOHUYKO] oomactu. O Tome cBe-

pedpeHa, yTonMKO ITO oMoryhasa Jia ce yode eBeHTyallHe NPOMEHE Y H3rOBOpPY WM
apTHUKYJIAIHjH TOKOM IIeBarba TIOHOBJEEHHX JIEJIOBA T0jeIMHHX TEKCTYAITHHX IIeNHHa.
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JIOYU JOCJICTHU]H €KaBCKU pediiekc crapor riaca jat (JIOK. jy niaxume,
npes. Hecy), yoOuuajeHe BOKAJICKE 3aMeHe (0osexo), HecTabuiIHOCT (o-
meme x (‘ajoyyu / xajoyyu), aHAJOIIKK TIPEHOC CHOWIaHATa U3 HOMHUHA-
THBA y aKy3aTUB MHOXXHHE MMEHHUIIA M.p. Ha KOHCOHAHT (@joyye), TeH.-
JIOKaTUBHM TaJeKHU CHHKpeTH3aM (jy pyka), O4yBaHOCT aopucTa (nu-
CHY, 6e3auie, obecuwie, nywimuuie, yxeamuuie), TEMUAHYTHBHU CY(DHKC -
ye (vobanue, ceupajue).” Jleo OBHX OCOOMHA KapaKTEpHIIE U CYCEIHE,
MPU3PEHCKO-]y’KHOMOPABCKE TOBOPE, a Ha Be3y ca OBUM T'OBOpHMA YKa3yjy
W JIpyre je3uuKe OJUIMKe mecMe (MCI. MPe3. 3aceupu, TEHUTHBHU MPEIO-
ITKO-TIAJISKHN MOJIEIT: K00 rpuma). Ha je3nIKo-CTHIICKOM TIaHy TaKEby 3a-
Bpehyje ynorpeba T3B. yKpacHor j (Jy wianune oj, ... Jy pyka my oj). To je
MOETCKAa 0COOMHA KOjy TI03HAjy Oyrapcke, MakeJOHCKE W CPIICKE HAPOIHE
mecMe, YKJbydyjyhu u oHEe U3 TIpuMopja, Kao M IMecMe CyCEeIHUX, HeCI0-
BEHCKHX HApoJa, Npe cBera apymyHcke u mmmnrapcke necme.’ Ilojapy
YKPacHOT j Kao yoOnuajeHy u3Bohauky 0ocOOCHOCT OakaHCKE CEOCKE BO-
KaJlHe TpaJIuIfje YOUWIN Cy U eTHOMYy3uKojio3n. ObjanrmaBajy je TuMe
Jla OJIaKIllaBa apTHKYJAHjy BOKalla KOJH CJIEIH, U YECTO C€ jaBjba Kao
MOYETHH TJ1ac.

Ha my3uukom miany, Tamo eope, maziuna nianuna je IpuMep Iie-
CMe KOja, HECYMIbHMBO, MpHUIAaJa CTApOM CEOCKOM CPIICKOM W OajKaH-
CKOM II€BAYKOM CJIOjy, mTO he OuTH 00pas3iiokeHo y TOKY HapeIHOT H3-
Jarama. 3aCHOBaHA je Ha HecuMeTpudHOM necerepry (4,6). tben meno-
MOETCKH OOJHUK je ABojeNaH, A Av, M MOYMBA HA MOHOTEMAaTCKOM TPHH-
LIUITY: Y HBEMY je MPUCYTHO jeJHO jeIWHCTBEHO MOTHBCKO j€3rpO Kao
,.yjemuanTess cTpode”, U3 Kojer ce pasBuja 1eo 06auK.” Takas MPHHIAII
j€ 3ajelHMYKA KapaKTEPUCTHKA CTape BOKaJHE Tpaauiuje bankana wu,
mmpe, jyroucroune Espone.®

[la 6u ce jacHuje carnienana GopMa OBe MecMe, J1ajeMo HheHY LIeMY,
y3uMajyhu y o03up 1 leHe HajCUTHHje AeJIOBe — KpaTke parMeHTe Koju
YHHE CBaKH OJ] [BA OCHOBHA JIeJ1a O0JIHKA.

[lema obnmka mecme je cieneha:

VY. IlaBne Usuh, Jujanexmonoeuja cpnckoxpsamckoe jesuxa, Y800 u wmokascko
Hapeuje (Opyro m3name), Matuna cprcka, Hosu Cax 1985, 101-109.

Yu. B. borummh, Hapooue njecme uz cmapujux, najeuuie npumopckux sanuca, I'na-
cHHK Cprickor y4eHor npymTBa, X, buorpan 1878, 57, 153; bnaxe Konecku, Hcmo-
puja maxedonckoe jeszuxa, Ilpocsera — beorpan, Kouo Panun — Ckomje, 1966, 51;
Boxunap HacteB, Apomarncku cmyouu, Ilpunosu xon bankanucmuxama, Oriaenano,
Ckomje 1988, 84.

Ockap Emmek, ,,Ctpaturpadcku npobiemun y HapoaHoj My3uin Kapnara u bankana
— 3anagHa u ucrouna Espona®, Mysuuxu manac 2—4, beorpag 1998, 46.

HUcro.
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MakpocTpyKTypa: A Av
MukpocTpyKTypa: a av av a ay
PanrunameHoCT cThXa: 4,1 6 6 4.1/1 1/1,5
CrnoroBu ctuxa u pedpena: alrl a2 a2 alrl 12

JBonmenHu obimk A AV je, Aakiie, 3aCHOBaH Ha jEJHOCTHXY: MPBH
Jieo, A, TOHOCH TPBU WiIaHAK CTHXa M JeJHOCIOXHH YIEeBHHU pedpeH oj
(4, 1) u npyru wiaHak, oTreBaH Jsa myta (6,6). [Tocie 1e3ype (pedpen-
CKe Tay3e), Ipyru aeo o0nmka, Av, MOYNkbe Ha WACHTHYaH HAYMH Kao U
MPBU JI€0: TOHOCH TPBHU UYIAHAK CTUXA U JETHOCIOKHH YIEBHU pedpeH
(4, 1), a 3aTuM, yYMECTO APYTOT WIAHKA CTUXA, TIETOCIOKHHU TPHUIICBHU
pedpeH (5), koju ca yneBHUM pedpeHoM, HaToBe3yjyhu ce Ha mera y He-
HApYyIICHOM PUTMHYKOM TOKY, TBOPH IIECTOCIOXHY IeiauHy. OBaj 00-
JUK je, Jakiie, y OCHOBU OJNM3aK OONUKY ca JOCIOBHHM IIOHABJhAHEM,
aJi Ta OJ1 Bhera 0J1Bajajy: y MPBOM JIely 00JIMKa TIOHOBJBEHH JIPYTH YJjia-
HAaK 4, y JPyroM Jaeny oOjuKa, IpUNeBHU pedpeH, YMETHYT Kao JApyTu
4JlaHaK, ITO OM Ce MOY/a MOTJIO TYMAauHTH M Kao pedpeHcka AomyHa.’
Hpyrum peunma: mpBH Je0 00JIMKa je Ty>KH O APYTOT 3a IyXKUHY JpY-
TOT WIaHKa CTUXa; APYTH JIe0 O0NMKa YHHH, Y 30HpPY, AeCETEPaYKH CTUX,
ald je y HbeMy, YMECTO JPYror 4iaHKa CTHXa, MPUCYTaH MPUIIEBHU pe-
(dbpeH ucToBeTHE MyKWHE (0] IEBOJKO Moja). Y METHAeCTO] MEIoCTPOPu
(An xajoyyu mo uecy eeposanu) jaBjba c€ M3y3€TaK OJ OBOI MpaBHIIA:
YIEBHU U TPUTICBHU pedpeH H30CTajy. YMeCTO yIeBHOT pedpeHa of ja-
BJba CE 3aMEHHUIIA MO, & YMECTO MPUIICBHOT pedpeHa M3I0KEH je APYTH,
HIECTOCIIOKHY WIaHAK CTUXA.

3aHUMJIBHBO j€ 1a CY Y MEJIOIIOECTKOM OOJMKOBAmkY OBE IECME U30-
cTana o0a eleMeHTa Koja Ccy y JUTepaTypH HIeHTU(UKOBAaHA Kao yOOH-
YajeH MUHUMYM pa3IMYuTOCTH u3Mely I1Ba nena oOJInKa: U ,,pUTMHYKA
ayrMeHTanyja apyre KaJaeHue W ,He3HaTHA, i MIaK PeJaTHBHO CTa-
OMIIHA IIPOMEHA 3aBpIIeTKa MOTHBA™' — y HalleM NpPUMepy KaJeHIe Jie-
noBa o0nrka A W Av cy uaeHTHYHe. EJleMeHTH pa3nukoBama MpBOT U
JpYror Jeia Cy HUXOBa JY)KMHA W TPHCYCTBO, OAHOCHO, OJICYCTBO
OCHOBHOT TEKCTa M IIPUIEBHOT pedpeHa, IITo Cy eIeMEHTH caMe MaKkpo-
¢dopme, a He M3aAnepeHIn(YaHOCTH Ha HUBOY PUTMHYKUX MM MEJIOAM]-
ckux netasba. Crora oBakaB OOJHMK MMa OCOOMHY Kpajibe (opmaiHe U
MEJIOANjCKE PYyAUMEHTAPHOCTH.

OCHOBHO MOTHBCKO j€3rpo, KOjer YiHH 0 a (TIpUApY>KeH IPBOM UJIaH-
Ky CTHXa W YIICBHOM pedpeHy), MMa y371a3HO-CHIa3HH MEJIOIH|CKHA CMep: Y
OCMHHCKOM TIOKPETY, Y gilisto PUTMY, CKOK HAaBHWIIIC O] XUMO(UHAIMCA HA

Jumutpuje [Nonemosuh, Hasedeno deno, 82, 86.

10 [pema: Ockap Enmek, Haseoeno deno, 46.
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XUneppUHAITIC, 3aTUM TIOCTYTIaH TIOBpaTak Ha XUNO(UHANNC U ynas3ak y Qu-
HAJTHC Jly’KeT Tpajama, ca yceyarem' y XUIOHHAINC KA0 HAjaBOM HAPE/-
HOT TIoKpeTa. Jleo av mpencraiba pyauIMEHTApHY BapHjalrjy Ha OCHOBHO
MOTHBCKO je3rpo, Y K0joj je Kao OCHOBa 3apyKaH MOYETHA OCMUHCKH TTOKPET
U CKOK XUMO(MHATNC — XHUIep(HUHATINC, ajli je yHEeTa PUTMHYKA IIPOMEHa:
HOCIIe/i-a YETHPH CJIOoTa Cy y YeTBPTHHAMA, YMME Ce yCTalacaHW MEJIOJIHj-
CKH TIOKPET OKO (pUHAITICA YCIIOpaBa 1 TUME Ce YCIIOCTABIba PAaBHOTEXKA / CH-
MeTpHja ca yTuM TpajareM (pHHAIKCa y TIPBOM ATy OOJHKA.

[Nay3a (ue3ypa) uzmely nBa nmema oOnMKa 3a TPEHYTaK 3aycTaBiba
0Baj TOK, @ OJIMax 3aTUM JAPYTH 10 00NHUKa, AV, Kao J1a ey KOMIIO3H-
jy Bpahia Ha moyeTak JOHOIICHEM OCHOBHOT MOTHBCKOT je3rpa W Mp-
BOT' WIaHKa CTHXa ca YIEBHUM pe(pEeHOM; TEK IMOTOM, YMECTO OUYEKHBa-
HOT JIpyTOT YJaHKa CTHXa, JOHET je ’heMy METPUUKU UACHTUYAaH NPHIICB-
HU pedpeH, Koju 3a0KpyKyje Gopmy. CHMETPHjU YUTABOT OOJIMKA JIOTIPH-
HOCH JOIII jeIaH eJIEMEHT: y NIy AV yIIeBHU pedpeH 0] MpoaykaBa ce u3
Jiefia a Y av M Ha Bhera ce TUPEKTHO HAJIOBE3Yje MPHUIECBHH pedpeH JEBOJKO
Moja; Ha Taj Ha4uH, pepeH 0] YNHU HE CaMO METPHUKY JOIyHY CTHXa JI0
Jecerepiia, Beh 1 MEIOAN|jCKy CITOHY m3Mel)y JIeoBa a U av, HEOITXOIHY 3a
OCTBapeH-¢ acoIMjalrje Ha MPOYKEHH (PUHAIKC y JIeNy a.

Ha ocHoBy ciymama cTrde ce yTHCaK U3pa3HuTe PEeTHTUBHOCTH, YCIIe
MOHABJhaa OCHOBHOT KPAaTKOI' MOTHBCKOT je3rpa M HerOBE BapHjaldje y pe-
naTrBHO Op30oM Temy. IlecMma je y ocHOBHM cHIaOuyHa, ajlv HUje JUILeHa Me-
JM3ama, IITO JOUPUHOCH JMHAMUIL Y PUTMIYKOM H MEJIO/IH]CKOM TOKY.

OBaKBOM KOMITO3MIIMjOM MEJOJM]CKUX U TEKCTYalmHuX (parMeHara
MOCTUTHYTO j& BaHPEHO jETMHCTBO U PAaBHOTEKAa HA TEKCTYaITHOM, Me-
JIOJTUjCKO-PUTMHUYKOM, (hOPMATHOM U Ha 3HAYEHCKOM IuiaHy. Ha Tekcry-
ATHOM IUIaHy, cTabuiaHy (OopMy MpPBOT Jena 00JMKa U yOeIUbUBOCT MCKa3a,
ca CTUXOM JIOHETUM Y TIeIMHH, JIOJATHO yuBpIhyje MOHOBJbECHU PYTHU 4Jia-
Hak ctuxa. OBOME JIOTIPUHOCH MEIIOANjCKO-PUTMHUYKH U (QOPMATHH TUIAH:
CBaKHU /IO MHKPOCTPYKTYpE MMa jaCHy MOTHBCKY (PM3MOHOMH]Y, Ca 3aBp-
IIHKUM YBPCTUM PUTMHYKUAM YIIOPHIITEM HA HHTOHAIMOHOM CTOXepY / (hH-
HaMCy (OWJI0 y AyTOM Tpajamy, Kao y Jeiy a, Ouiio y TpH IyTa IMOHOBJHE-
HOM TOHY (pUHaNHMCa, Kao y AejoBuMa av). Ha 3HauemCckoM IiaHy, paBHO-
Tea je TIOCTUIHYTa, C jeIHe CTpaHe, ABa ITyTa MIOHOBJLEHUM APYTUM HiIaH-
KOM Y JIeTy A KOju yOeIJbUBO TIOTBpl)yje 3HAUCHE CBAKOT CTHXA, H, C IPyTe
CTpaHe, yBOlemeM MpPUIIEBHOT pedpeHa Koju METpHIKH HajokHalyje He-
JOCTaTaK Jpyror WiaHKa y neny Av. Y MUHUMaTHUM pa3MepaMa, OCTBa-
PEH je caBpIIEHO yPAaBHOTEXEH CII0j POopMe U capiKUHE.

! Tepmun HaBoguM npema: Hapooua mysuka yocuuxoe kpaja, CAHY, Etnorpadceku

nHCTUTYT, [loceOHa n3nama, kiura 30, ceecka 2, beorpan 1990, 24.
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JBoaenHu o0NMK KakaB je MPUCYTaH y OBOj MECMHU 3aCHOBaH je Ha
CKOpO JIOCIIOBHOM TOHaBJhamy. To Hajupe ymyhyje Ha mpernocTaBky o
FHCHOM JaJIeKOM TTOPEKITy y 0OPeIHO] IPaKcH.'

VY mpunior WCTOj MPETIOCTABI[M TOBOPH U MPHUCYCTBO LE3ype KOjy
MOYKEMO TTOCMAaTpPaTH U Kao pedpeHcky may3y y Toky menoctpode. Mako
ce OHa y OBOM IIPUMEpY HE jaBjba, Kao IITO j€ 3a by KapaKTEPHUCTHUUHO,
HOCJIe TIOYeTKa PYyTror, MOHOBJLEHOT CTHXa, lenajyhu ra Ha nBa gena (y
UJBY M30eraBama Jia ce me3ypa y TEKCTY | Ie3ypa y MEJIOIHjH TIOKJIOIE),
OHa 3aJIpKaBa MECTO MpaBe pepeHCKE May3e y MeJIOCTPo(dhU — HE Ha KCHOJ
cpenuHy, Beh Ha MOYETKy Apyre MOJOBHHE, HA MECTY, Kako TO oOpasiaxe
W3anmuj 3eMIIOBCKH, 31amHo2 npecekd Y9ATaBor 00IruKa' — 1T je 3ajeqHnd-
Ka 0COOMHa BEJIMKOT Opoja npuMepa oOpeHnX necama dankaHckux CiioBe-
Ha, amu 1 Pyca.'"* Kox Gankanckux ClIOBeHa OBy OCOOHMHY HMajy IecMe
3UMCKOT U MposiehHO-JIeTeT UKIyca, U CBal0eHe, a Koa Pyca cBanbe-
e mecme.”” Viora pedpeHcke mayse je 1a ,,cKkpuséa TOHABIbAE, jep Ie-
nu cTpody Ha Ba HecUMeTpuuHa jena”,'® mTo uMa cBoje onpasaame y
NpBOOUTHO] 0OpEHO] HAMEHH OBE BpCTe Mecama, Y GYHKLHUjU CTBapama
YTHCKa HEMPEKUIHOT TPajarba, ,,3a49apaHor KpeTama.

[punesnu pedpeH of, desojxko Moja TPUAPYKYjE OBY MECMY U3 KOMA0-
HWYKe 00JIaCTH MHUPOKOM KPYTy BaphjaHaTta ca TOTOBO MJICHTUYHUM OKBHP-
HUM CTHXOM, HajBepoBaTHHje, Takohje, obpeHor nopekna.'® Fberose Kapak-
TEPHUCTHKE, KOje ,,Hajuenihe OUTHKYjy U pedpeHe CpICKUX HApOIHHX Ieca-
Ma‘“ jecy ,,CTEpPEOTHUITHOCT, CEMaHTHYKa HM3IBOjEHOCT M BOKAaTWBHA (op-
ma“."” Y panoBMMa HaIMX eTHOMY3HKOJIOra H3HETa je MPETIIOCTAaBKA 1A je
ped o BeoMa crapoj tpaauimju. O tome Cama PaguHoBuh muie: ,,Maruj-
CKa CBpXa OKBHPHHUX CTHXOBA M IbMXOB IyHH BEepOATHM CMHCA0 OCTajy 3a

2 Bupern: Dimitrije O. Golemovi¢, ,,Dvodelnost u srpskom narodnom pevanju zasno-

vana na doslovnom ponavljanju®, Zbornik radova XXXVII Kongresa SUFJ, Plitvice
1990, Zagreb 1990, 446-450.

W3anmit 3emunoBckuii, ,,PepeHHblii Bo3riiac Ha MecTe Iay3bl B CIABOSHHOU cTpode,
Hapoowno cmeapanawmeo — ¢honxknop, 47-48, beorpan 1973, 53.

W3asbuj 3eMI0BCKH, ,,IIpwior nuTtamy CTpohHKe HAPOJHHUX recama (U3 jy»KHOCIIO-
BEHCKO-pyCKuX mapainena), Hapoono cmeapanawmeo-gonxiop 25, beorpan 1968,
62-65.

HUcto, 64-65.
HUcro, 65.

HUcro, 66; Aumutpuje O. I'onemosuh, Peghpen y napoonom negary: 00 obpeda 00
3abaee, 63.

Dimitrije O. Golemovié, ,,0j djevojko, draga duso moja®, u: Etnomuzikoloski ogledi,
Biblioteka XX vek, Beograd 2006, 37.

Cama PagunoBuh, ,,OKBHpPHH CTHX y CPIICKOM BOKanHOM Haciehy*, Mysuka kpos
Mmucao /3060pHUK panoBa/, PakynTer My3nuke ymeTHocTH, beorpan 2002, 118.
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caJla CKpMBEHH HAIlleM Ca3Hamy, jep HU HApOJHO Ka3uBame¢ HU mocTojeha
Hay4YHa JIMTepaTrypa joll YBEK HE IPYKajy rOTOBO HUKAKBO OOjalllEbeHE.
HocnemHo n crepeotuHo obpahame AeBOjIH, [...] HABOIM HA ITOMKCA0 Ja
Cy OHH MPBOOMTHO MPEICTaBIbaI MOJIUTBEHY MHBOKAILM]y yiryheHy HEKOM
npexXpUIhaHCKOM >KEHCKOM JIEMOHY WIJIM O0XaHCTBY — MOX[Ia CTapOCiIo-
BeHcKo] JleBanm, JleBn wim [leBuitn — o1 Kojer ce odeKuBaso qa 0oezoenu
OHAKBY JKMBOTHY CTBApPHOCT KaKBa je MPOjEKTOBaHa y TEKCTOBUMA OOpe-
HUX Tiecama. [...] Jlasbe mpoHHIame y 0By npobiemMaTuky BepoBaTHO he ce
JIOTOJTUTH Y KPUIY CEMUOTHKE [...] OKBUPHU CTHXOBH YjeqHO OU MMau
CBPXy J1a IIPEBE/Ly U3 IPO(aHOT y TOMEH CAKPATHOT X MATHjCKOT.

ToHCKM cacTaB OBe mecMme je, Takopehu, MUHUMAJIaH: YAHH Ta TPU-
XOpJI ca PacropeioM [eo cTerneH — noiycrerneH. OBaKo CKpOMaH, pyIu-
MEHTapaH TOHCKH HH3, 10 MHOTHM MHUILJBCHUMa, 0OCOOMHA je jeHOT O]
ciojeBa BokanHe Tpajunuje Kapnara u bankana, 3a koje ce cMatpa ja cy
,»,CTAPOCTIOBEHCKH MEJIOAM|CKH CII0j€BH KOJU CY C€ Haj>KWBJbE OJPKaIH
na Bankany.“?' TTo CBOj NPHIMIM, YCKH TOHCKH HH3 jeJIaH je OJ1 MOKa3a-
TeJba APXAaMYHOCTH TPAJAUIIMOHATHUX MEJIONIOETCKUX CTPYKTYpa.

AKo OMCMO TOKYyIIAK J]a OBY MECMy, C 003UPOM Ha HeHE MEJIOIO-
€TCKE KapaKTE€PUCTHKE, CMECTHUMO y KOHTEKCT TPaAULUOHAIHE MY3HUYKe
KyJIType IIUpPEr apeaja U OAPEANMO HBEHO MOoryhe M3BOpULITE Yy TPagu-
U1 HEKOT' O]l KYJATYpHUX mpocTopa bankana, koHctaToBahemo aa 3Ha-
YajaH nedaT BeHoj GU3MOHOMU)H Aaje CII0j HEKOJIMKO efleMeHaTa: pere-
THTUBHH OOJIMK KOjU C€ CacTOjH O]l jeIHE KpaTKe MOTHUBCKE IeuHe (Ba-
pUpaHe TpU MOHABJbAKY), CHIIA0MN3aM, MaJld TOHCKU CaCTaB, Ziusto pu-
Tam |, ¢ JApyre CTpaHe, KaHp W cajpaj mecMe. YHaJjbHBa je, y OBOM
NOTJIely, BbEHa CIMYHOCT, a MOXKJa M CPOJHOCT, ca IlecMaMa CHUMJbE-
HUM Yy APYroM Jeny KomaoHwuke obnactu: y Jlemky, u y okonmnuan Ko-
coBcke Murposuue. Kan je peu o tpanuumju Jlemka, ounrnenny cind-
HOCT ca aHaJM3UPaHUM NPUMEPOM Ha IIaHy MOTHBHKE U (OpMe IMOKa3y-
je objaBJpeHa TPAHCKPHUIIITHja TIECME U3 OBOT Kpaja, ImeBaHa Ha ,,CTApHH-
cku timac” (ITowemaj, Jlano, desojxo, mopu).” Hapounto je m3pasura
CIIMYHOCT TIECME O MA2aumoj NIaHuMu ca jeIHOM APYIOM IIECMOM ca
eJeMeHTHUMa Hapalyje (aJld U ca [yruM MIPUIeBHUM pedpeHom), u3 XKe-

2 Yero, 126-127.

21
Ockap Emmek, #agedeno oeno, 45.

22
Hparocnas [lesuh, ,,My3ndka KOMIIOHEHTa Ka0 OJUIMKA apXaudHOCTH OPCKHUX Tecama

3a IJIOAHOCT y KaJCHOAPCKOM LUKIycy obmuaja’, Emuo-xyamyporowku 350PHUK,
k. [I, Cepsbur 1996, 233.

Pagvuna Ilerposuh, ,,Mopdoromke cTpykType CpPICKHX HapOAHUX recama’, 360p-
Hux padosa o Cmesany Moxparsyy, CAHY, Onerbeme TMKOBHE W My3WYKe YMETHO-
cru, beorpax 1971, 218-219.

23
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poBaute koj KocoBcke Murposune (Cuus degojka nokpaj eope 6pa-
2a).** Ounrnenna je wuxoa MelycoGHa MOTHBCKA M METPO-PHTMHYKA
CPOITHOCT, ajTi ¥ HaMeHa / (pyHKIHja mecama: o0e cy IIeBaHe O ciaBaMa.

C apyre cTpaHe, IMa MHOTO pas3Jiora Jia e YCIOCTaBH Mapaliesia u3me-
by ocobuHa Hamier mprMepa U 0COOMHA PA3IMIUTUX IecaMa W3 MIHPOKOT
reorpad)CKor Mmojpyyja TUHAPCKUX mpeaena. Bemuka je, Haume, mena (op-
MajHa U MENOJHjCKO-PUTMHYKA CPOJHOCT €A MOTHBHKOM KOHMAIUYA Ca
Kympeca.””> 3a cBe 0Be mprMepe KapaKTEpUCTHUHA je Meloauja marpaleHa
00HTpaBambEM OKO MHTOHAIIMOHOT CTOXKEpa (TOHAIHOT IIeHTpa, GuHammca),
ca BaYKHOM YJIOrOM XHITO(HHAIICA Ka0 03HAUMTEIha MecTa 1ie3ype Mehy nie-
JIOBMMa OOJTHKA M TIpe/iaxa y MEOIMjCKOM TOKY, Ha HAYHH yceyarbd, TaKo-
he GuTHE OCOOMHE AMHAPCKOT HAUMHA MY3WYKOT U3pakaBamba.

Haj3an, HaunH MHTEpnpeTanyje, ca XUBaXHUM OJPKaBambeM MOTO-
PUYHOCTH W MPETHAHTHOCTH M3pa3a, y3 ynoTpedy MelIn3MaTHYHHUX TpyTia
TOHOBa,”’ uHMjy mapaneny y CTHICKOM IOIJIeLy Hanasumo, uaMely ocra-
nor, y u3Boljery nmpcke mecme u3 Ilomubpa,”® maje ocoGen meuar oBa-
KBHM TiecMama. ToMe JONPUHOCH HAMEPHO, a UCTOBPEMEHO CIIOHTaHO
AKIECHTOBAaE MEJIOINjCKH U PUTMHYKH UCTAaKHYTUX TOHOBA — XUMEP(H-
Haimuca u ¢uHanuca. HaBeneHe 0COOEHOCTH MENO-PUTMHUYKOT U (op-
MaJHOT YCTPOjCTBa, Ka0 W OCOOCHOCTH M3BOhema — €IEMEHTH CTHJIA —
YHHE 301p BaXXHUX OJUTHKA MY3MYKOT H3pakaBarba JHHApana.

[open oBUX YOUSHHX CIMYHOCTH M CPOJHOCTH Y TOTJIECYy My3UYKe
CTPYKTYypeE ca BapHjaHTama W3 IPYTuX, ETHUYKH OJMCKUX KpajeBa, KOJIH-
KO je MO3HATO, MJCHTHYAH MEJIOJUjCKH MOJEN jé KOHCTATOBAaH CaMo y
jemHoj BapujanTtH, 3maj npenehe ¢ mopa na Jynaso, n3 oonactu Mopaue
(Llpua Iopa).” Pasmuunroct y oaHoCy Ha Mozen necme Tamo 2ope, Ma-
2IUma NJIaHUHA CaCTOJH C€ Y TOME IITO Ce MeJocTpoda BapujaHTE U3

24 .
JIIT mnowa Mysuuka mpaouyuja, Ilecme u uepe Kocosa ca Cmompe napoonoz cmea-

panawmesa y I'nocosyy, TI'TI PTB 2510073, b/4.

Y1op. CHUMKe HapOJHOT IeBama jkeHa, kosonucrta ca Kynpeca (bocna) y Mnageno-
By (Bauka), My3ukonomku nactutyt CAHY, cunmmia Pagmuna [Metposuh.

25

26 Humutpuje ['onemoBuh, nasedeno deno, 10, 24.

27 .
Hparocnas leBuh, ,,Jlunapcko u momncko nesame y CpOuju 1 MeTaHacTa3Hyka Kpe-

Tawa“, Hosu 36yx 19, beorpan 2002, 39.

28
Camwa PanxoBuh, Ocnosnu npunyunu yyeroa napoonoe nesara — JeOnoanacno neea-

mwe I, 3aBon 3a yuoenuke, beorpax 2008, npumep 14.

29 .
[lecmy je, y mpucycTBy ayTopa OBOT TEKCTa, MOYeTKOM okToOpa 2009. romune, y

npocTopy KkaHuenapuje ['enepanHor cexperapa CAHY, ormeBao jenaH BeaMKOIO-
cTojHUK CpIicke MpaBOCIaBHE IPKBE, y3 O0jallmene Ja jeé Ha UCTH HAauuH IeBaia
CrOBa MajKa, POIOM U3 perroHa pexe Mopaue. Ha jxanocT, mecMa TOM NPHINKOM
HHje MOrJia OMTH 3BYYHO 3a0eJIexeHa, alli Cy MEJIOIHjCKH MOJIeNl H MaHUPH y U3BO-
hemy oxmax mpemno3HaTH.
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Mopaue cacToju caMo O] jeJIHOT, IPBOT MEJIOCTHUXa, 0€3 HEroBOr MoHa-
BJbarba U 0€3 IPUIIEBHOT pedpeHa.

Kap je y nuramy cagpajHa KOMIOHEHTA, ped je 0 apXaudHoj Mpu-
MOBEIHO] recMu (Oallafin) Koja je CBaKako IpeTpIiena u3BecHa omrehe-
ma. Ilecma mma ocamuaecT mennHa (Menoctpoda). 'oBopu o ,,Pamymy
yobaHueTy ", Kora 3apo0JbaBajy ,,u3 rope ajaylnu’, u 0 Berosoj ,,Jbyou™
KOja y3aJyJHO MOJIM XajIayKe 3a MyXeBJbeB KUBOT. [lecma ce 3aBpiuaBa
TparmyHo, W IMOMaJO0 HEOOWYIHO, TAaKO INTO XajIyIld HE YIOBOJHABA]Y
Moisibama Panynose jby0e (,, Al Kajayiu To Hecy BepoBanu™), Beh je xBa-
Tajy u Bewajy (,,YXBaruiue, na je odecue), 10K ce y UCTO BpeMe He
Ha3Hauyje IuTa ce aemana ca PagynoM. UnHu ce na TeMa Xajaydke oama-
311e HaJ TaoIleM, Koja He UCKJbydyje HH JKeHe, Ma, UIakK, Iupy OanKkaH-
CKy Ky/ITYpOIOLIKy mo3aauny.” IlecMa Huje 6€3 CTapHX clojeBa, Ha IITa
ynyhyjy u Moryhe murtonomike oapende, Kao ,,MarjuTa IiaHuHa“, ,,3eJe-
Ha nuBaga‘, PaxymoBo ,,cpedpaHo cBupajue’, ,,u3 rope ajayu™, mro je
MOYK/Ia CBE JIeO MOETCKe pedieKcHje Be3aHe 3a O3HATH YOOaHCKU MHTO-
nowku map — Panoja (Bnaumh Pazyne) u Jamy.”' V xomaomuxoj pon-
KIIOPUCTHIIH, TIopen ,,Pamgyna gobandera™ (u ,,Pamera wobannna*), mpu-
CYTHO je u ume 4yobauuue Jare.”” Y Gankanckom auBoHnMy Jana (Jarmba)
MOjeIMHU HCTPaXUBa4YH BUE Be3y ca J{ujaHOM, aHTHYKOM IIyMCKOM 00-
TMEOM M 3alITHTHHIIOM TPOjaHCKOT jyHaka Eneja.*® Vkasano je Ha mene
XTOHCKE M JIyHapHE MUTOJIOUIKE aTpuOyTe, KOju OM MOTJIM MMaTH H3Be-
CHE oJjpase y rmecMaMa OBaKBE TEMaTHKe, a 3a 0Baj AWBOHUM je KOHCTa-
TOBAHA U YECTA BE3a Ca JAPEBHUM PYIMIITHMA, ' KOjU YIPAaBO KAPAKTEPH-
Ty KOMAoOHWUYKYy oOiact. Hucy mckibydeHe HH HCTOpHjCKe peduiekcuje
OBHX JIMKOBa, Be3aHE IIpe CBera 3a BIAIIKOr BojBoay Panyma, 3a kora
npeaame TOBOPH Jla C€ 0’KEHHO JeIMIOM M3 LPHOTropcKor miemeHa Lp-
Hojesnha.*> 1 siBe sKymcke HapojHe IecMe roBope o ,JeteTy Pamojy*,

q0GaHNHY, U BEroBoj ,,ceju Jemmmuu.*®

3y I'ycras Bajrann, Apomynu, Tom 11, Cpricko-nMHIIAPCKO APYIITRO ,,JIymuHa”, be-

orpan 1997.

31 yn. Natko Nodilo, Stara vjera Srba i Hrvata, Logos, Split 1981, 416 (penpuHr).

2y Tuxomup Januhujesuh, Hapoone necme uz Tonauye, Tox — yacomuc 3a KynTypy,

KIbYDKEBHOCT M ApymuTBeHH kuBoT Torumue, 20-21, IIpokymse 1987/88, 60-61;
Munomr Mapkosuh, Hapoowna nupuxa JKyne, barnana, Kpymesar 1969, 149, 155.
33

Munugoj Ilasnosuh, Iosop Jaresa, Meljyoujarexamcku u Mukco2iomeku npoyecu,
Martuua cpricka, Hosu Can 1970, 148.

Hcro: 151.

Tomo Mareti¢, Nasa narodna epika, Nolit, Beograd 1966, 203—-204.

M. Mapkosuh, HaBeneHO aemno, 166—167.

34

35
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3Havewme MOMEHA CaMOl MHCTPYMEHTa Ha KOMe YOOaHWH CBUpa —
cpebpanoe ceupajuema — cpeOpHe (KpaTKe) cBUpaie — Takohe Moxke Ou-
TH O BaXXHOCTH 3a pa3yMeBame caapikaja mecMme. Cama cBupana je, 1mo
TpaJuIIMju MHOTHX Hapoja, ,,0lyBeK OHjia MHCTPYMEHT MacThpa U MJa-
IUX JbyIU; Yy CPIICKOM HapoAy ce Bepyje lla HBeH 3BYK MMa IOCEOHOT
yTHLAja HA CTAJ0 U J1a acTUP CBOjOM CBUPKOM MOXKE Jja yTUYE Ha Hera.
CBupanu ce y pa3iniuTuM KyJITypama Takole MPUITNCYje BEIUKH yTHIIR] Ha
,IIOTHOCT, pahame, oOHaBIbame kuBoTa . C Apyre cTpaHe, MpemMa TyMaue-
wy jenHor tekcra u3 Crapor 3aBeta, ,,bojkaHcka MyzApocT Kojy cpebpo
MIpeacTaBiba B y XpUhaHCKoj CHMOOIHIIN M3pakaBaHa je y Xpamy, oriia-
IIaBaF-EM JyBAauKHX HHCTpyMeHaTa (Tpy6a) uspaljenux ox cpebpa.’’

OBo ymopenHo carjeaaBame je3NIKUX U MY3HMIKHX OCOOMHA IecMe
Tamo eope maznuma naanuna TOKazyje Ja ce y mbeMy OJpa)kaBajy oco-
OMHE KOCOBCKO-PECaBCKOT JIHjaIeKTa, C jeJlHe CTpaHe, 1 0COOWHE JUHAP-
CKe (TN KaphaTcKo-0aaKaHCKe) CeOCKe My3WUKe KYIType, ¢ IPyTre CTpa-
He. OBakaB HaJla3 caMo je Ha IPBHU MOTJIe]] KOHTpaaukTopaH: Josan [IBu-
juh, ToBOpehn 0 KOCOBCKOMETOXHUjCKOM €THMYKOM BapHjeTETy KOjH 3a-
IJbYCKYje KOTTAOHWYKY 00JIacT ¢ jyra, CMEINTa 0Baj BapHjeTeT Ha CPero-
kpahu u3Mmel)y Tako3BaHOT HEHTPAIHOT M JWHAPCKOT THIA CTAHOBHH-
mTBa.”® Oryma ce moxe pehu na cy KapakTepHCTHKE IECMe, 1O CBO]
NPUINIH, Y TTOTIYHOM CKJIaJly ca aHTPONoreorpackuM TyMademeM Ko-
MAOHUYKOT TIpeJieNia M 0COOMHA BEeroBOT CTAHOBHHIITBA.

ACIIEKT CTapoCTH W TIOPEKIIa TIecMe, KOjeT YIOTIYIbY]y yIIopeaHa aHa-
JIM3a My3HUKe U Cajp)KajHe KOMIIOHEHTe, Ha OCHOBY MHOTHX IOjJ€ANHOCTH,
HEJIBOCMHUCIICHO yryhyje Ha 3aK/by4aK Jia j& ped O U3y3eTHO BPEIHOM TIPH-
Mepy cTape, 00pe/iHe BOKaITHe Tpaauije Oankanckux ClioBeHa.

37" Ceu wnratu cy npeyseru u3: Andrijana Gojkovié, Muzicki instrumenti. Mitovi i le-

gende, simbolika i funkcija, Beograd 1994, 39, 96, 176, 104.

Josan LBujuh, barkancko noryocmpso, Cabpana nena, kwura 2, CAHY, 3aBoj 3a
yibeHuKe 1 HacTaBHa cpencTBa, beorpax 2000, 433-434. M3y3eTHo je 3aHUMIBUB U
HojiaTak Jia je 3a craHoBHMKe cena IlITaBa, pogHOr cenia Hallle UCIIMTaHUIE, 3abere-
JKEHO J1a Cy ,,110 npenamy gonum npe Kocosa (Kocoscke outke 1389) u3 IlltaBume’
(Ha ropmeM UOpy), a ctapuHOoM cy u3 CeBepHe Apbanuje; yn. Pagocnas Jb. [1aBimo-
Buh, Ceobe Cpba u Apbanaca y pamosuma 1876. u 1877-1878. cooune, I'macaux Et1-
Horpacgckor uacTUTyTa, IV-VI (1955-1957), CAHY, Beorpan 1957, 65.

38
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Jelena Jovanovié
Prvoslav Radi¢

“UP THERE IS A FOGGY MOUNTAIN”: AN
ETHNOMUSICOLOGICAL-FILOLOGICAL CONTRIBUTION
ON A TRADITIONAL SONG FROM THE KOPAONIK REGION
(Summary)

A comparative ethnomusicological and philological analysis was made of
the narrative song (ballad) field recording Tamo gore maglita planina, from the
village of Mrca, Kopaonik mountain region, South Serbia. The song was sung
by Sultana Savi¢ (b. in 1903) whose birthplace is the nearby village of Stava.
Philological analysis revealed that the features of the song’s language belong
primarily to the Kosovo-Resava dialect type, with occasional influences from
Prizren-Timok speech. The song’s content shows its connection to old Balkan
beliefs, partly personified by the shepherd mythological couple of Radoje
(Vlasi¢ Radule) and Janja.

Ethnomusicological analysis provides numerous arguments (rudimentary
monothematic form, refrain pause, tone row consisting of trichord,
repetitiveness) to support the assumption that the song is a part of the archaic
Balkan, Serbian and South Slavic ritual vocal tradition, formed, most probably,
under the predominant influence of Dinaric rural vocal culture. These findings
are also complementary to Jovan Cviji¢’s anthropogeographical remarks about
the region where the song originates from.

UDC 398.87(=163.41):801.7/.8
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HYBJIUNKAIUJE / BOOKS

Jparana CtojanoBuh-HoBuunh
OBJIAIIN 1 3BYIIU CABPEMEHE MY3UKE"

®daxynrer My3ndKke ymMeTHOCTH Y beorpany — Curnarype,
Karenpa 3a my3ukosnorujy. My3uKOJIOIIKe CTYIH]je
— MoHorpagwuje — ceecka 3/2007, beorpax 2007.

IIpoyuaBame My3uke XX u XXI Beka, HCTpakuBamwe NIpeesa Hogoe
3ByKa, Ka0 M KPUTHYKO pa3MaTpame peleliyje akiuuja MpelcTaBHUKA
My3HWUKe aBaHrapje y IpyLTBY, Beh Ayrn HU3 ToAnHA Halase ce y camoj
KIDKA My3ukojomkor paga Jparane Crojanosuh-HoBuumh. Hbeno ma-
CHOHHPAHO MHTEPECOBAbE 3a MPOOJIEeME CaBPEMEHOT MYy3HUYKOT CTBapa-
JamTBa MoceOHO Cy MHTEH3MBHPaHa TOKOM MPOTEKJIE ACLeHHje, Kaaa ce
MOCBETHJIA MOPTPETHMA PAIUKAIHO OPHjEHTHCAHNX YMETHHMKA €IOoXe, U
TO MOCEOHO OHUX, KOjH CYy, Y CBOje BpeMe OWIIH ,,y JPYIITBEHOM IOTJICILy
W3OMIITEHH, WIH, TaK, CMaTPaHHU, eKCIeHTpuuHuMa“ (1).

30upKa 0] IeCeT TEeKCTOBA, OKYIJbEHUX I0J1 33jeTHUUKHM HACIIOBOM
Obnayu u 36yyu caspemere My3uxe, yBEpJbUBO je CBEIOYAHCTBO O MyTe-
BAMa ayTOPKHHOT OTKPWBama, aHAIM3UPamka, KOHTEKCTyalH30Bama U
npobieMaTH30Bamba CHenn(UIHUX acliekaTa U MpodlieMa Hoge My3uKe
Ha mehyHaponHoj KynTypHOj cuenn. [Ipe3eHTOoBaHe CTyauje HacTajae
cy mmehy 2000. 1 2006. roauHe, anu cy, y 0HOCY Ha CBOja MpBa H3/1a-
Ba, 3a MoTpede oBe MOHOTpadCcke myOIHMKaIije TeMEeJPHO PeIUTOBAHE U
JOMyHEHE pe3ylTaTHMa HajHOBHUjUX HCTPaXHBamka, KOje je ayTopka
“MaJa TPUIINKE J1a CIPOBe/Ie Kao CTUIEHIUCTA mpecTmkHe DoHmanuje
,JHayn 3axep* (Paul Sacher Stiftung, Basen, IlIBajuapcka).” 3axBaspbyjy-
hu GoraTcTBy apxMBCKUX Koneknuja DoHaanuje, HCTPAKMBAYKO] CHCTeE-

TekcT je pe3ynrar paja Ha NpojeKTy Mysuxa ma packpuihy — cpncku, 6aIKAHCKU U
esponcku oksupu, 6p. 147033, dunancupasor on crpaHe MHUHHCTApCTBA 332 HAYKy U
TEHOJOIIKHU pa3Boj Pemyonuke Cpouje.

CBH TEKCTOBH MPETXOJHO Cy OWJIM CAOMINTEHH Kao pedepaTd Ha HAYYHHM CKYMOBH-
Ma 1 cumrosujymuMa y beorpany u CapajeBy, a oToM 00jaB/beHH y 300pHUIIIMA Pa-
JI0Ba ca THX cKynoBa (B. bubnmorpadcke 6enenixe, 185-189).

O camoj @onpanmju Bugetu Tekct [parane CrojaHoBuh-HoBuuuh: Tpesop cagpeme-
ne mysuke: o Ilayny 3axepy u wezosom 3asewmarsy, My3nkonoruja, 6p. 7, beorpan
2007, 325-331.
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MaTHYHOCTH, PaJI03HATIOCTH M YIIOPHOCTH ayTOPKE, TNIOJHUM CTPYYHUM
nujano3uma Koje je y baseny Bomuna ca mysukonorom Pooeprom Ijen-
gyukoBckuM (Robert Piencikowski), kao m ca Kajmom I'ejuom (Kyle
Gann), KOMITIO3UTOPOM, MY3WYKOM KPUTHYApEM M MY3UKOJIOTOM, BaH-
penaum npodecopom bapn Komepa (Bard College, New York, USA),
npBa ayTtopcka kmura Jparane Crojanosuh-HoBruunh morocu, moce6HO
Ha TepeHy jgomahe MY3HKOJIOTHjE, CBEXE TOTJIe/ie Ha MOjeIMHE acleKTe
ONM>Ke M HETMOCpeAHE My3UYKe IPOILUIOCTH.

HepeTko mpoBokaTUBHUX HAcI0Ba, POPMAIHO MPETIICAHO KOHIIUITU-
paHd M MHMCAaHH NPELU3HUM, HENPETCHIMO3HUM jE3MKOM, Takohe — Te-
MEJHHO HOTKPEIJbeHN ONMIIMPHUM HAIlOMEHaMa, Ka0 U TEXHUYKU y30PHO
oTnpeMJbeHH, TEKCTOBU 30upke Obnayu u 38yyu caspemene mysuxe Jpa-
rane CrojaHoBuh-HoBuunh opranuzoBanu cy y YKYIHO YETHPH IIOTIa-
BJbA YHjU HACIIOBH CYTEpHUIIy TeMaTcke okBupe pafosa. Y I u Il mormna-
BIbY: Taracu mpazarea — Bapes, Heukepoy u opyeu u Cexc/38yx npuue —
Kayen u Jlueemu, crynuje cy mnpoGneMcku nose3ane, gok y Il u IV —
3eyk u nayka Januca Kcenaxuca n Kpos [ no6okapa rpyna oIl HEKOJIUKO
TEKCTOBA YMHI MO3aMK IOPTPETa CIOMEHYTHX ayTopa.’

VY yBOJHO] CTyAHjH MPBOT ToTiaBiba, [parana CrojanoBuh-HoBu-
gyph WHTPUTAHTHO TOCTaBJba UTame: O wemy je carvao Bapesz? He 3a-
Hemapyjyhu ouorpadcke aerasbe, ayTopKa MOCTYITHO OpMHpa YKyTaH
ymeTHH4KH nopTpeT Erapa Bapesa (Edgard Varése, 1883—-1965). bora-
TO IPOXKETa AyTOINOSTHYKHM HCKa3uMa CaMOI KOMIIO3UTOpa, Kao MU
olleHaMa W MHIbEHHMa HEerOBHX CaBpeMEHHKa, npuda o Bapesy —
TOM CKYJITIOpPY 3BYKa, HACJHOM TBOPLY MHOTOOpPOjHHX, HEPETKO HEpea-
JM30BaHHUX IpojeKara, Takohe M ayTopy (QHUIMCKE My3UKe — HMa 3a
[UJb J1a ICTAKHE WHTYUTUBHY M MMardiHATHBHY MON KOMITO3UTOpa KOjU
je ,,[IPepaHo‘ camao O MPOUIUPCHY MEIUja My3UKE HOBUM TEXHUYKUM
moryhHocTuMa mpousBohema 3Byka. Hajmpe onbaueH, 4ak u ucmejan
Ol Jlesia 3BaHWYHE €BPOIICKE M aMepHuyke KpuUTHKe, Bapes je, kako
ayTopKa HCTHYE, UIaK OO 0JIarOBpEMEHO MPENO3HAT Kao BU3UOHApP Y
y>KeM Kpyry cTBapanaua, Aa Ou Haj3aj, MOLITO Ce 3a MPONarupame mbe-
rosor jaena 3ayseo Iljep bynes (Pierre Boulez), merosa cnaBa momnpu-
Muja MUTCKe nuMmen3uje. Pacnpasibajyhu Takolje o peuenuuju Bapeso-
BUX aKTHBHOCTH Kao JUPUTCHTA, ayTOpKa IMOTOM M3/Baja W 3Hauaj mpu-
XBaTama TeopHjckux craBoBa @. By3oHHja, Koju Cy ce mokas3aiu Ipe-
CYJIHUM 3a JlaJhe TOKOBe Bape3oBor cTBapama; kuMa je nocseher japy-
ru aeo cryauje. Ty he unranan 1o0UTH ¥ OJTOBOP MOCTaBJBEH Y HACIIO-

Kmury ynornymyjy nparomnenu ¢poro-npuiosn (BehnHa motude u3 30upku domanuje
Ilayn 3axep®), 6ubmuorpadcke Oernemnike, MOMIC M3a0paHUX OIpPEAHHIA U3 JIHTEpa-
Type (204), perucrap nmeHa, Kao U caxxera OHorpaduja ayTopke.
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By TekcTa. PacmpaBa o Bape3oBoM Tparamy 3a HOBUM JAMMEH3HjaMa
3ByKa, CIIEHU(UYHOCTHMA CHCTEMa 3BYYHE OpraHu3aluje aena, UCTH-
Iamkbe KOMIIO3UTOPOBE HEja N1a je ,,My3UIKHA IPOCTOP peasHu Ppu3ndKu
npoctop ucnymweH 3BykoMm (11), Te nmonupame Bape3oBux Tparama y
noJsbe kpyra omehanor MecujanoBum (Messiaen), bynesosum u IlITok-
xay3eHoBUM (Stockhauzen) Hacrojamuma, cBe cy To Kopanu kojuma Jl.
CrojanoBuh-HoBuunh nocrynno une ka Codi cryamje, y ko0joj je 3a-
ciIy’)kKeHa naxma nocsehena Enexmporckoj noemu, peanuzoBaHoj 3a Jle
Kopbuszjeor (Le Corbusier) npojekar ®ununcosor nmaBusboHa (Philips
Pavilion) y bpuceny 1958. Iloema je, mpema pednMa ayTOpKe MMaja
CMHCa0 OCTBapeHa BHUILIEACIEHUjCKOT CHa KOMIIO3UTOPA, ajH je, UCTO-
BPEMEHO OMia U HerOBO MOCIEAE AETIO.

Crienuduyan XUBOTHHU YT, HECBaKUAAIIBLH H300p MeHja KOMIIO-
HOBama, Kao M 3aKacHela MO3UTHBHA peleNniyja, OMIH Cy TJIaBHU MOJI-
CTHIIAjU U 3a ciefehy ayTOpKUH TEKCT — 38YK V POIHU: CMBAPALAYKA
mpedsica Konnona Hewnxepoya (Conlon Nancarrow, 1912—-1997). Ogaj
HEOOMYHU KOMIIO3UTOP aMEPUYKOI' IMOPEKIIa, OJf CTPaHe CaBPEeMEHUKa-
KPUTHYapa MPero3HaT Kao eKCHEHTPHK, HAIIA0 ce y IEeHTpPYy Haxmbe [l
Crojanosuh-HoBruuuh mnpeBacxoaHo 3axBajbyjylin €HOPMHO BEJHKO]
MPOAYKLHUjU Jella KOMIOHOBAaHHUX 32 MEXaHWYKW KiaBup. JleBuuap mo
NOJHUTUYKOM oIlpesesberby, HeHnkepoy je 3a cBOjy ,,HOBY JAOMOBHHY'
n3zabpao Mekcuko (1940), rae je, y uzonanuju u 0e3 HajMame moTpede
3a pelenirjoM, MOHAIIKH MOcBeheHO Tpajno CBOj CONCTBEHU MY3UYKH
MHKpPO-KOCMOC, 0a3upaH y IEJIOCTH Ha KOMIUICKCHOM KOHTpPAaIyHKT-
CKOM MUIBEHY. 3a IMOTOHE OTKPUBAWKHE W IINPY HHTEPHAIMOHAIHY
adupMalnjy HEroBor omyca HpecylHO je OWI0 BHUCOKO MHILBEHE
Bepha Jlurernja (Gydrgy Ligeti), koju je ¢ myHOM oarosopHouhy uz-
jaBmo na je Henkepoy ,,arcoiryTHO HajBehwm KOMIO3UTOp ApyTe IOJO-
Bune 20. Beka“ (30). OctBapyjyhu, npema Jlurerujy ,,cHHTE3y amMepuy-
ke Tpagunuje, nonudonuje baxa u eneranumje CTpaBHHCKOI, HENpe-
KUJIHO 320KYyIJbEH TEMIIOPAIHUM MMUTalkUMa My3udkor Toka, K. Henke-
POy — Taj U3BPCTAH MO3HANAIL [1e3a, My3uke Adpuke u nanexor Mcroka
— no6wuo je ca oBoM cryamjoMm JI. CrojanoBuh-HoBuuuh jenny cBexy,
JUHAMUYHY MHHHA-MOHOTpadujy, 0a3upaHy Ha HajaKTyeJIIHHjUM OTKPH-
huMa kxoja cy ce ayTOpKHW yKaszaja MPHIMKOM MpoydaBama Oorare py-
komnucHe rpahe u kopecnonaeHije (mocedHo 30upke JlurerujeBux mu-
cama) y ,,Ilayen 3axep* ¢pongauuju.

VY tpehem TekcTy mpBOT HOTJIaBJba — Paziuyumu acnexmu necme
(u negara) y deruma amepudxux KOMHO3Umopa opyae noiosume 08ade-
cemoe sexa (43—58), ayTopkuHa TOTIIE]T CEKE IO XOPU30HATA CKCITePH-
MEHTAJTHOT TpeTMaHa Ijaca y CaBpeMEeHO] My3ulH. AHanu3upajyhn
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onabpana gena u3 36upke Scores: An Anthology of New Music®, y xoju-
Ma je riac kopumheH Ha MHOTOCTpYKe HauuHe (Kao CpPelCTBO rOBODA,
HeBama, BUKabha, BPHUIITAka, MAIyTamka, Y3BUKUBaka, IUIaKama, Mjay-
kama uT.), [. CrojanoBuhi-Hosnuuh u3Boau 3akipyuak ja ce y caBpe-
MEHUM TIOTJIeIUMa TI0jaM ,,lIeBame’ MOpa 3HATHO (PIIeKCHOUITHUjE pa3-
MarTparty, U TO Kao ,,IIUPOKH CIIEKTap €MHCHOHUX IOTEHIIMjaja YOBeU-
jer riiaca Koju ce ‘yApyxKyje’ ca paziHuUuTHM YHEHCHUMA M MEIH]CKO-
TexHonowkuM moryhnoctuma.” (48) Pasmatpajyhm matm mpoOGiem y
KOHTEKCTY TI0jeIMHUX 3HadyajHuX nuramba HoBe my3uke (mpema medu-
aunuju H. I'mura: 1.mopuB mpema mpuUBaTHOCTH U 2. akTUBH3aM; 49),
ayTopka cucteMaTusyje crnenuguuHocTH (QyHKIHUje pasHOIMKOT TPET-
MaHa riaca y ofabpaHuM y30pLUMa: TJIac je, HIIP. Canymuux oucara y
neny I1. Omusepoc (P. Oliveros), akmueayuja yerokynnoe mena w3BO-
haua y npousnowery jeonoe jeOunoz mona b je METUTATHBHOT ,,KO-
mana“/mpojekra E. JlokByn (A. Lockwood), 1ok je anearopuyku mep-
¢dopmanc K. Bedep (C. Weber) cBojeBpcHH cCaBpeMEHHU 3BYYHO-TIOET-
CKU puTyall. Be3a NCHXOIOMIKUX U MY3HYKHX HCTPaXKUBamha HEOCIOp-
Ha je y BehMHHU excnepuMeHTaTHUX MpojekaTta u akuuja. McnurruBame
rpanuna ¢usnukor 6omna y Cmyoujama 111. Ilanecrajua (Ch. Palestine)
MIpHUIIanajy, mpemMa KiracuduKaIiju ayTopke mojby body art-a, MOK Tia-
COBHE €MaHallMje eMOIIHja, U, MOCEOHO — CTpaxa, Kao MOCIEIHIE TaK-
TUJIHOT CycpeTa ca HENO3HAaTUM CTOj€ Y OCHOBH BOKAJIHHUX EKCIIEPH-
meHTa [I. JIabap6ape (J. LaBarbara). Iloce6ny maxmy ayTopka mocBe-
hyje BokamHuM uctpaxupambuMa M. Mouk (M. Monk), [I. T'anac (D.
Galas), JI. Aagepcon (L. Anderson) u U. Bernepujan (E. Beglarian),
uctnayhn na cy y mpomecuma ,Jiudepannszanyje’ TpeTMaHa riaca, Imo-
ce0HO y aMepHYKOj MY3HIIH CeIaMIeCeTuX roguHa XX Beka, MmoceOHo
3ana)keHy yJory oJurpaie )KeHe-KOMIIO3UTOPH.

[Ba crmeneha tekcra, obyxBahena Il mormaBmem (Cmeaparwe kao
paharve: mpaouyuja u opueunarnocm y oeny Januca Kcenaxuca v Januc
Kcenaxuc: Heka pasmuwibarea o me2080M c8apaniaikom nymy), jecy pe-
3yJTaT ayTOPKUHOT MPOMHUIILIbaa O CTIENU(UIHAM cTazama Kojuma je J.
Kcenakuc (Iannis Xenakis, 1922-2001) kpuno cebu myT 10 jeaHe O
HajIPOBOKAaTHBHUjUX (UTypa HOcCiepaTHe aBaHTrapiae. Y NMPBOM YIAHKY
ayTopka mpatH pa3Boj KcenakucoBor nmonmama TpajulHje U HOBOT, ap-
TUKYJIHCAHOT MyTEM CHHTE3€¢ ayTOPOBOT MPUMapHOT Ujealia CTBapama —
ex nihilo, n werosor yBuaa y nocturayha Hayke, apXuTeKType, MaTema-
Tike u punozoduje. Pexamutynmupajyhu tparoee npeux KcenakmcoBux
KOpaka Ka KOMIIOHOBamY, ayTopKa ymyhyje u Ha 3Hauaj KOMITO3UTOPO-

Scores: An Anthology of New Music, Schrimer Books: A Division of Macmillan Pu-
blishing CO., Inc&Collier Macmillan Publishers, New York&London, 1981.
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BUX MApUCKUX KOHTakaTa ca MecujanoMm (Messiaen), llledepom (Schaef-
fer) u lllepxenom (Scherchen), nuie o ckaHgany Koju je HErOBO JEIO
Memacmasze (Metastases, 1953—54) n3azpaio y Jlonayemmareny (Dona-
ueshingen,1955), Te, carnenarajyhu nosunujy Kcenakuca xao ,,anrepHa-
THBE aBaHTapIHOCTH JapMILTATCKOT Kpyra“ (68), yka3yje Kako Ha OCHOBHE
nmoctynate KceHakncoBor cnenupuyHOT pasyMeBama MYy3WYKOT #po-
cmopa, Tako W Ha HEeroBe MPUHIUIE cmoxacmuuke my3uxe. JIpyra cry-
I¥ja JOHOCH JOIyHY, CUCTEMaTH3alujy 1 npobieMaTH3alujy IpeTxoIHo
n3noxkeHor. Ecej o ayToBOpOM CTBapaiaykoM ITyTy ayTOpKa OpraHu3yje
y HU3 Kopaka: Kcenakuc kao meno (0 TelecHuM omrehemnma, 0orecTr-
Ma); Kcenakuc kao ,,6pucarbe memopuje“, uiu: OMKpUmu npuHyun Koju
moduce 0a cnyxcu xao npasuno ([, Ct.-H.: ,kareropuja 3abopaBa je KOH-
CTaHTHa meroBa npeokymnaruja™ /80—81/; Kcenakuc: ,,Axo 3abopaBute
CTBapH, MOIJIM OUCTE Ja oTKpujere HoBe...” /81/); Kcenaxucoeu namen-
mu: (TAMCAHI0, KOHLIENT CTOXaCTHUKE MY3HKe, COPTBEPCKU CUCTEMH Ha-
MElBEHH eayKaluju amarepa); Kceunaxuc xkao amamep (0 OACYCTBY Kia-
cugHor obpasosama J. K.) u Kcenaxuc saenedan y Ucmok (o Tparamy 3a
CBEXHM CTBapaJlayKUM HMMITYJICUMA Y MY3WYKHM KyJITypaMa U HHTEp-
MPEeTaTUBHUM Ipakcama nanexor Mcroka).

AKTYyelIM30BaHO Kao jeqHa O]l aTPaKTHBHUX TeMa T3B. ,,HOBE MYy3H-
KOJIOTHje", TUTamke Be3a U3Mel)y CEeKCyallHOCTH U MY3HKeE NpeacTaBiba
npobimemcku okBup I mornasiba kmure. Hamuk Ha muTaT HacioBa Je-
TEKTUBCKOT (MIIMa, HAclOB MpBOT Tekcta — 0go je npuua o Xeupujy
Kayeny (unu: 0a nu je 3ameop npomenuo aymopa?) — HaropemTasa ys3-
OyIUbMBY TIPUIOBECT CIIEMM(PUIHOT 3aruieTa. 30usba, Oyayhu y morpa-
31 3a OuzapHuM My3udkuMm Ouorpadujama, /1. CrojaHoBuh-HoBuunh
MpOHAIUIA j€ Y aMEPUYKOM KOMIIO3UTOPY, My3UUYKOM IUCIY U KPUTH-
yapy Xenpujy Kayeny (Henry Cowell, 1897-1965), moryhe je, u Haj-
KOHTpOBep3HUjy My3uuky ¢urypy XX Beka. Mmajyhu noysgan ocio-
HAall y JTUTEepaTypH, ayTopKa Hajlmpe PEKOHCTPYHILE HErOBY MO3ULH]Y Y
TOKOBMMa MYy3WYKe HCTOpHje 0 BpemeHa kaxa je (1936), 30or cekcy-
AIHOT JIENUKTa (XOMOCeKcyaiHa negaoduinja), 0uo ocyheH Ha Hajayxy
Moryhy ka3Hy 3aTBOpa, IOTOM MpPAaTH KOMIIO3UTOPOBE aKTUBHOCTH TO-
KoM 3aTtBopckux roguna (1936-1940), na Ou, Haj3an, nopehemem Kay-
€JIOBOT OIlyca Ipe U mociyie 6opaBKa y 3aTBOPY, aHAJUTUYKU yKa3aua Ha
CUMIITOME TPOMEHE CTHJICKE MapagurMe M CBOJEBPCHH ,,3a0KpeT Ka
tpanuuuju. Kpo3 oBaj ecej, koju, HeCyMmBHBO, Mmokpehe W nenukarHa
€THYKa MHTamka, CTUYE CE CIUKA, KAKO TO ayTOpPKa UCTHYE, U O ITyTEBU-
Ma Tparama 3a ayTeHTHYHUM HJCHTHTETOM aMepUYKe MY3HKE y TPBOj
nosioBuHU XX Beka (105-108).

[Murame ogHOCA MY3HKE M CEKCYaJHOCTH HOCTABJBEHO j€ Ha CaBUM
Ipyraudjy paBaH y cieaehoj crynuju, nocseheHoj onepu “Le Grand Ma-
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cabre* Bepha Jlureruja.” Vimajyhu y BUIYy HajlIMpH KOHTEKCT HOBHjE
eTare JXMBOTa OIepe Kao JKaHpa, Te yBaxanajyhu koopauHare JlureTtuje-
Bor moTamammer omyca, /[. CrojanoBuh-HoBuumh mocTaBiba muTame
MOpeKIia KOMIO3UTOPOBOT HHTEPECOBaba 32 OIEpy Kao MeHj, ucTuayhu
na cy — u3 JluretujeBe ocBeAoueHe MO3MLMje OOpLA IPOTHB CBaKe KOH-
BEHITHje — y OIepH HEOYEKHWBaHE W ayTOPOBE CHaXKHE pedepeHIle mpema
MY3HYKO] MPONUIOCTH, YKJBY4yjyhu Ty u conctBeHy (126-127). Llen-
TpajHa pa3MaTpama ayTopka, MejyTuM, ycMepaBa Ha JeTaJbHy aHaJH3y
TICUXOJIOMIKUX TMpOo(uIa MPOTarOHUCTA, Ka0 W Ha (DYHKIHje HHUXOBUX
OMHAPHHUX CEKCYATHHX pellalnja y ApaMaTypIKkoj U CHMOOINIKOj paBHU
nena. JleBUjaHTHOCT M TATOJIOTHjy YOUEHUX OJHOCA ayTOpKa WHTEpIpe-
TUpa U3 aclieKTa oTyhema, Te Beune 6opoe Epoca u Tanaroca, yciyT 11o-
IUpyjyhu U TojeiHe HUTH TyCcTe Mpexe Kojy JluretnjeBo omopo u cap-
KaCTUYHO ACJI0 KPUTHYKU YBPCTO IICTE OKO IMUTamka HAKA3HOCTU CaBpC-
MEHOT APYLITBA ¥ OJHOCA MIOJIUTHKE MOhH y eMy.

[Ha cy nutama ofHOCa YMETHUKA M CaBPEMEHOT JIpyIITBa OWiia jenan
0]l LIEHTPAJIHUX MOTHBA 3a HacTaHak Kmure Oonayu u 38yyu caspemene
My3uKe, TIOTBpl)yje M 3aBpIIHH TPHUNTHX ,puda‘ o Buaky ['moGokapy
(1934) — jegmHCcTBEHO] (PUTypH CBETCKE aBaHTapAHE MY3HWUYKE CIICHE,
KOMITO3UTOpPY, OPHJbaHTHOM TPOMOOHHMCTH W @HT@)KOBAaHOM YMETHHKY
cneruduuHor ceHzuobunurera(Bunxko [nobokap — meduj; Hmnposusyj-
MO, pasMUuL/bajmo, KoMyHuyupajmo! — seyune konpene Bunka I noboxa-
pa; Mucaone mampuye — kpux uz mpombona Bunka I'nobokapa). Kao u
y IIPETXOAHUM CTyaujaMa uMajyhu YBpCT OClIOHAL Y IEJaHTHO UCTpaXe-
HOj ¥ NPOYYCHO] JIUTEPaTypH, YBEPJBMBOCT U AWHAMUKY Ka3uBama /[l
CrojanoBuh-HoBuumh 1 oBlie MOCTHIKE UCTHUIAKHEM 3aHUMJBHUBHUX OHO-
rpad)CKuX JAeTaba, Ka0 M YECTUM HHTEpIoJialfjaMa YMETHUKOBHUX pe-
¢excuja. AKo y IpBOM TEKCTY ayTopKa Ipartu myTese Gopmupama I'mo-
OokapoBe moeTuke, GopMupaHe Ha ,,CTaBy HETaTHMBUTETa M TOOyHE
MPOTHB CBUX MHCTHUTYLIWja cHcTeMa, YKJbydyjyhu Ty u Bogehe ecHadcke
(cyxo6 u pazna3 ca bynesom u UPKAM-oM/IRCAM), y ciienehem kopa-
Ky, leHa TIKEba MUKPOCKOIICKH c€ 3a/IpikaBa Ha ()eHOMEHY WMpOBH3a-
[Mje Kao KJbyyHe MOeTHYKEe KOHCTAHTHE ayTOPOBOT JiesioBama. Mcupman
u cucremaruuad, nocienmu norien . CrojaHoBuh-HoBuumh na B.
I'moGokapa pa3oTKpuBa HE CaMO IPUPOJLY HErOBe YMETHHUUKE aHTa)KOBa-
HOCTH Kao >KeCTOKOT KpuTH4apa ApymrTBa, Beh u MHore ciojeBe [11060-
KapeBe JIMYHe, YMETHUUKE U KUBOTHE puiozoduje. [Ipema ayTopkuHOM
3aKJbYUKY, KOjU UCTOBPEMEHO MMa CMHCA0 3a0KPYXKeha HheHEe JIUYHE 3a-

Onepa je Hacrajama TokoM 1974-1977.r.; mmbpero: Muxaen Memke (Michael
Meschke) u Jluretn, Ha ocHOBY aena Ballade de Grand Macabre Genrujckor mucia
Mumena ne I'enpgeponea (Michel de Ghelderode); mpemujepa onepe — CTOKXOIM,
Kpasbescka onepa, mapt 1978.
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MUTAHOCTH HaJ| 3HaUeHUMa U QYHKIMjaMa aBaHTapJHHUX aKIHja, Y CPKU
I'moGokapeBe punozoduje cToju mpe cBera norpeda 1a ce myTeM yMeET-
HUYKOT €KCTIEPUMEHTA CTBOPH HEKH HOBH, OOJBbU CBET.

% 3k ok

CrtBapaonu u npobinemu kojuma ce [parane Crjanouh-Hoeuuuh
nocBeTuna y Kwusu Obaayu u 36yyu caspemene mysuke NPEACTaBIbajy
TEMaTCKy HOBWHY, C1a00 MCTpaKeHO Mojbe y qoMahoj My3ukorpaduju,
T€ OCHUM HaydHE, KiWra Moceayje U ca3HajHy u UH(POPMATHBHY BpE/-
HOCT; Taj, oce0aH KBaJUTET IMyOnukanuje Ouhe, HECYMEHBO, MPEIIO-
3HAT y KPyroBUMa CTyZEHaTa My3UKe, My3Udapa 1 My3HUKOJIOra, Kao U y
MIMPO] KyNTYpHO] jaBHOCTH. EKCKIY3MBHOCT yMETHHYKHX Omorpadmuja
onabpaHux My3udapa, Cienn(UIHOCT IHUXOBUX MOjeJMHUX OIyca, Kao U
caM MY3UKOJIOLIKH AMCKYpPC ayTOpKe Koja, He 3aHemapyjyhu kiacuuHe
METOJIe MCTPAKUBAYKOT TOCTYITKA (APXUBCKH PaJI) YCIIOCTABIba MPUCAH JTH-
jaJior ca crparervjama caBpeMeHe MY3UKOJIOIIKE Mpakce, HeBOCMUCICHH
Cy MoKa3zaresbu cipeMHOcTH U cMenoctu [parane Crojanosuh-HoBrunh na
Ce OTHCHE y aBaHTYpy PEKOHTEKCTyalu3alMje CTaTyca My3WYKe aBaH-
rapzie Kako y MOJepHOj, TaKO U Y IOCTMO/ICPHO] €Taly HheHe HCTOPH]e.

Kamapuna Tomawesuh
(My3suxonomku naHCTHTYT CAHY,
Beorpan, Cpbuja)

UDC 78.036.01:78.071.1
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VIENNA AND THE BALKANS

Papers from the 39" World Conference of the ICTM, Vienna 2007.
Edited by Lozanka Peycheva & Angela Rodel
Sofia: Bulgarian Academy of Sciences, 2008. 140 pp.

This slim but important volume presents papers concerning music
and dance research in Southeastern Europe that were selected from panel
sessions held in early July, 2007, at the World Conference of the Inter-
national Council for Traditional Music in Vienna. Its significance lies in
good part in its historical place: for the first time since the disintegration
of Yugoslavia and the end of the Cold War, an attempt is made to assess
the development and current state of folk music and dance research in
the Slavic-language countries of Southeastern Europe. These fields of
study had been affected by shifting political and ideological winds thro-
ughout the 20" Century, and in particular, under socialist regimes in
which the concept “folk” held a privileged position. This began to
change in the 1990s which brought reduced ideological constraints, but
also new manifestations of nationalism as well as, eventually, opportuni-
ties for regional and global cooperation. This volume does not provide a
comprehensive analysis of these developments, but it goes far in asses-
sing the situation in individual countries.

In addition to the ten selected essays, there is the customary editor’s
preface, there is also an Introduction by Ursula Hemetek (Vienna) on
behalf of the hosts, an insightful Afterword by Timothy Rice (Los An-
geles) which presents suggestions for future directions; abstracts of the
papers in Bulgarian; brief biographies of the authors; and the announce-
ment of a new ICTM Study Group on Music and Dance in Southeastern
Europe, no doubt one of the consequences of the Vienna meetings.

In her Introduction, Ursula Hemetek examines relationships between
Vienna and “the Balkans” — with a focus on Vienna and viewing the Bal-
kans as a source of immigrants. “The Balkans”, of course, is a problematic
concept that lacks a generally accepted definition, be it geographical or
political, while invoking both positive and negative connotations. The latter
may account for the conspicuous absence of contributions from Croatia or
Slovenia, member countries of the former Yugoslavia with strong traditions
in folk music and dance research that, while distinct, are intellectually and
historically inseparable from those of Serbia, Bosnia-Herzegovina and Ma-
cedonia that are well represented in this volume.

Seven of the ten essays come from a two-session panel The history
and perspectives of national ethnomusicologies and ethnochoreologies
in the Balkans that was organized by Selena Rakocevi¢ (Beograd). The
concepts national ethnomusicologies and ethnochoreologies are under-
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stood quite literally and narrowly: with few exceptions, the essays deal
with research and teaching within the respective country, mostly to the
exclusion of contributions by other nationals. It should also be under-
stood that the terms ethnomusicology and ethnochoreology in all cases
stand for the fields of respective national folk music and folk dance stu-
dies, for the subject matter, not for academic disciplines informed by
scientific theories and methodologies that are in essence transnational, as
understood in Western Europe and elsewhere.

In their succinctly formulated essay, Mapping the past and the fu-
ture of Serbian ethnomusicology and ethnochoreology, Dimitrije Gole-
movi¢ and Selena Rakocevi¢ describe the Serbian approach as “a triad
consisting of field research-transcription-analyses of rural practice” that
is in use “until this very day” (p. 88).

After reviewing institutional and personnel developments which are
concentrated in Beograd and Novi Sad, the authors discuss aspects of
intellectual and methodological interest, leading from conventional fol-
kloristic-ethnographic objectives — documentation and preservation,
structural analysis and classification of rural music and dances — to pro-
blem-oriented inquiries such as the role of women, generational changes,
semiotics, and to an expansion of the field into the urban domain. It is
taken for granted that all studies are based on fieldwork “at home” — that
is, within the researcher’s own linguistic and social environment. The
essay closes with a view toward a future that should bring “wider met-
hodological openness ... as well as a more serious application of the
Western anthropological approach.”(p. 93).

Olivera Vasi¢ and Dragica Pani¢-Kasanski review From the past
towards the future: Six decades of Bosnian-Herzegovinian ethnomusicology
and ethnochoreology, beginning with the 1947 foundation of the Institute of
Folklore Studies in Sarajevo by the comparative musicologist Cvjetko
Rihtman. They focus on dance research, institutional developments and
studies of domestic scholars and ignore the contributions of foreigners such
as Béla Bartok and Albert Lord (1951), or literature written in foreign
languages even when the author is a well-known Bosnian ethnomusicologist
such as Ankica Petrovi¢ (now at UCLA). Pointing to the disruptions of
research in the 1990s, they propose the following procedure to make up for
lost time: “It is necessary to bring together all interested aficionados of the
kolo dance from all parts of Bosnia and Herzegovina in order to compile and
archive the existing dance repertoire with the help of scholars and re-
searchers. The staff trained for that work should then notate, analyze and
digitalize the collected material ... [then] we can proceed to write countless
works dealing with diverse subject matter: structural analysis, basic dance
motives, the relationship between dance and music” (p. 20-21).
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Macedonia is covered in coordinated papers by Velika Stojkova Se-
rafimovska (Macedonian ethnomusicology — a problem of continuity) and
Ivona Opetceska-TatarCevska (Macedonian ethnochoreology — a problem of
continuity). Velika Stojkova provides a critical review of musicological
activities in Macedonia, beginning with 16" Century folksong collecting and
proceeding through impulses from abroad in the 19" Century to the
considerable research done by foreign scholars — among them Béla Bartok,
Ludvik Kuba and the Jankovié sisters in the first half of the 20" Century. In
discussing the institutionalization of folk music research in Macedonia from
1950 on, Stojkova emphasizes the need for trained ethnomusicologists to
deal with the evolving broader questions, and urges the use of “anthro-
pological and social approaches” (p. 26) to assure the continuity and the
further development of ethnomusicological research in Macedonia.

In her companion paper devoted to ethnochoreology, Ivona Opetceska
echoes the demand for support and consistent academic-level educational
policies, characterized as a problem of continuity in Macedonia. She
traces the beginning of institutionalized academic folk dance studies to
1951 when a Department of Musicology and Choreography was established
within the Marko Cepenkov Institute of Folklore in Skopje. The work
which concentrated on documentation and classification of folk dances
was discontinued in 1979. However, practical folk dance instruction was
introduced to highschool curricula already in the 1930s, and the eventual
emergence of amateur folkdance ensembles had and has, as she notes,
“an important impact on the authenticity of traditional dances (p. 34).
Both Macedonian authors recognize the contributions of scholars from
within and outside the former Yugoslavia as an integral part of Macedonian
music and dance studies, and call for strengthening those ties.

From Greece comes Athena Katsanevaki’s lengthy essay, Music and
dance: Greek archives, institutions and initiatives. Aspects of research
related to regional styles and the importance of the community. It is in-
formative and raises some noteworthy questions about identity, marginality,
Modern Hellenism and nationalism. But in the context of this book it stands
apart: its subject does not share the relative isolation from global research
that the Slavic-speaking countries experienced for political reasons.

Of the five papers by Bulgarian scholars, the most general is Future
in the past: The Stoins as paradigms in Bulgarian ethnomusicology by
Lozanka Peycheva and Ventsislav Dimov. It begins as an enthusiastic
eulogy of Vassil Stoin and his daughter Elena Stoin, internationally re-
cognized folklorists and collectors, and leads to a call to “break out of
the shells of our own locality and establish a global scientific exchange
of ideas and achievements” (p. 47).

176



Reviews [Mpukasu

Ivanka Vlaeva, in The Bulgarian ideas and the meter-and-rhythm
theory, addresses the phenomenon of the so-called Bulgarian rhythm
(Bartok) and its terminology in Bulgarian folklore studies and musicology,
curiously without mentioning its Turkish relation, the aksak (lit. “limping”).

With her paper selected from the panel Gendering music thinking,
Rosemary Statelova of the Bulgarian Academy of Sciences deals with a
controversial phenomenon in her article, Chalga-girls and guys: Poor
music — rich bodies. This topic transcends the boundaries of conventio-
nal folk music and dance research and neo-nationalistic thinking which
frame the scope of most other essays — chalga is an urban performance
domain with Turkish roots that prominently employs Roma musicians
and the tools of contemporary show business.

Statelova crosses such boundaries again in a second essay, The “un-
bearable lightness” of fieldwork in Lusatia, where she discovers the
challenges and delights of working in a foreign, East-German Slavonic
cultural environment and ruminates about the purposes of ethnomusico-
logical research and fieldwork abroad. This paper was included as her
contribution to the panel, ‘Field research’ - a matter of course?

Finally, Elena Marushiakova and Vesselin Popov of the Bulgarian
Academy of Sciences, who have devoted themselves to the study of Gypsy
culture in general, relate their experiences with Recording of Gypsy songs in
the field also beyond Bulgaria, in Eastern Europe. Their paper comes from a
panel, European Roma music research and its future assignment.

Altogether, the book documents emerging trends toward trans-nati-
onal institutionalized ethnomusicological and ethnochoreological re-
search in Southeastern Europe. The ICTM, created as International Folk
Music Council to help overcome political and ideological rifts in post-
World War II Europe, has once more lived up to its original charge. The
organizers of the panel sessions, the authors, editors and the publisher
deserve praise for their efforts. Two regional meetings held in Struga
(Republic of Macedonia) in 2007 and 2008, and the formation of an
ICTM Study Group on Music and Dance in Southeastern Europe give
rise to the expectation that the spirit of global scholarship will overcome
provincialism and narrow nationalistic obstacles.

Dieter Christensen
(Columbia University, New York, USA)

UDC 061.3:78.072](100:436 Wien)
781.7(497.1)
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Bepa bpjannesa

JAETUIBCTBO U MUTATOCT CEPI'EJA
PAXMAIBNHOBA

IIpeBox ¢ pyckor: Jenena Kycosarn. Ypenauk u npupehupad:
Anexcangap Bacuh. M3maBau: JpynITBo enmx yMeTHOCTH ,,ApTHCT™
(bubmmoTeka ,,Musica viva“), beorpax 2008, 171 ctpana (17 ¢otorpadmuja)

HenasHo je y n3namy pymrea nenux ymMeTHOCTH ,,ApTHCT™ y beo-
rpaay M3aluia Ipyra KiHra u3 pelaTHBHO HOBe Oubimoreke ,,Musica vi-
va“, mokpenyte 2005. rouue.’ Peu je o cprickom mpeBosy Guorpaduje
jemHor aemna kuBOTa M cTBapanamrTsa Cepreja BacuspeBnua PaxmamuHo-
Ba (Cepreii BacunbeBny PaxmaHMHOB), 1071 HA3UBOM /lemurbcmeo u mia-
docm Cepeeja Paxmarsunosea, u3 niepa pyckor mysukoiora Bepe Huxona-
jeBre bpjannese.” Kibrra je, mpeMa pedrMa ayTopKe, 3aCHOBAHA Ha ayTeH-
TUYHUM JIOKyMEHTHMA U KOPECHOHACHIMjH caMor PaxMamHHOBA, 3aTHM
Ha cehamMMa caBpeMEHHUKa, Kao U Ha rpahu U3 OHOBPEMEHE NIEPHOMKE.

OxocHully Ouorpaduje uynHu necma ,,Y tyhunn Xajopuxa XajHea
(Heinrich Heine), Ha unje je ctuxoBe Hajupe PaxmamuHOBIbEB Aena, Ap-
Kaauje AJIeKCaHIPOBWY, HAIIMCA0 coyo mecMmy ,,CaH®, a MOTOM W caMu
PaxmamuHoB. KoMnozuTop je jomr y paHoMm IeTHECTBY Ono npuHyheH
Jla HaIyCTH POJHU Kpaj M A0 CBOje JBajeceTe ToJuHe OO je TpeBaluo
Tero0aH IMyT OJ1 UCKYIIEHha M Oropuerma 10 ycrexa. MoTo oBora jaena u
ymetanuku credo Cepreja PaxmamnHOBa OHIIO je B5ETOBO OUTy4YHO ,,CaM
hy!®, mro je u3naBay UCTakao Ha 3a/H0j KOPUIIM IPEBOJIA C TPU MOYET-
Ha ToHa (a — gis — cis) Ilpenyoujyma y cis-mony, onyc 3, 6p. 2. To nenu-
KaTHO M yOoembnBo Cam fiy! OMHOCHIIO ce Mambe Ha HEMPHUCTYHadHOCT
Oyayher koMno3uTopa, a BUILIE Ha BETOBY YIOPHOCT Ha ITyTY Ka )KHUBOT-
HOJj ¥ YMETHHYKO] CAMOCTAITHOCTH.

' Tlpea kmura y 0BOj equimju 6ua je ayrouorpaduja Mropa CrpaBHHCKOT — XpoHuka

Mmoea arcusoma. [TpeBoamarn je 61o HenaBHO npeMuHyM npodecop Koncrantun baduh, a
penakTop npeBoja, ypenHuk u npupehusad Mp Anekcannap Bacuh. Bugern nam npukas:
Pomana Pubuh, ,,Memoapu ximacuka MozpepHe My3uke™, 30opnux Mamuye cpncke 3a
cyercke ymemnocmu u my3uxy, Hopu Cax 20062007, 6p. 34-35, 220-224.

Bepa Huxonaesna bpsianiea (1927-1998) noktopupana je u3 Mysukonoruje Ha Mo-
CKOBCKOM JIp)KaBHOM KOH3epBaTopHjymy ,,Ilerap Msbna YajkoBcku™. basuia ce nena-
FOLIKMM M HUCTpaXUBa4kuM panoMm. OcTaBuia je BUILE 3HAYAjHUX KEUTA U CTyIHja.
Kao BpcHu nosnaBanan xuBoTa u pana Cepreja PaxmamuHOBaA Hamucana je, mopex
MIOMEHYTE KIHIe, jOII YeTHPH CTYAWj€ Be3aHEe 3a CTBAPANAIITBO OBOT KOMIIO3HUTOpPA
(Bapujayuje Cepeeja Paxmarunosa na Kopenujegy memy, 1962; JIpyea knasupcka
conama Cepeeja Paxmarunosa, 1962; Knasupcka mysuxa Cepeeja Paxmarurnosa,
1966; Cepeej Paxmarsunos, 1976). Ilen3snonucana je kao Hay4HH capagHuk y MacTH-
TYTy 3a UCTOPHjy yMeTHOCTH MuHmcTapcTBa Kyirype Cosjerckor Casesa.
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Y npBoM mornasiwy, ,,Y POIHOM Kpajy, y mopoaumu™ (ctp. 5-12),
NpaTUMO JKUBOT Miaaor PaxmamHHOBa 01 pohema, cauyyBaHHMX JICIHX
YCIIOMEHA M IPBUX KOpaka y MY3HIIH, 10 HETOBE JEBETe TOMUHE U (DH-
HaHCHjCKOT Kpaxa oma Bacunuja ApkagjeBuda. CBe je modesno o1 Jene
Cepreja PaxmamwnHoBa, Apkaauja AjekcaHapoBuda PaxmamHuHOBa, po-
henor nmouerkom XIX Beka, MOTOMKa IieMHhKe TOPOIMIIE, KOMITO3UTO-
pa-IMieTaHTa W CONMIHOT NHUjaHucte. [IpemMa MOpoJMYHOj TpaJWuIHjH,
Kao BeoMa MJlaJ CTYINHO je Y BOjHY ciyxOy, Aa Ou y 3penuM roguHaMa
BOJIMO MOPOANYHO nMame. Mel)y npBuMa je youro YHyKOBY CIIOCOOHOCT
Ila TIOHOBH W OJICBHpa HoTe mo ciyxy. Om meBeTopo aerie Apkasmuja
AJekcanpoBuya jenuHo je cuH Bacumnuje, otan Ceprejes, moka3uBao
3aHUMame 3a My3uKy. Henocrajano my je, MmehyTum, 030MIBHOCTH U T10-
crojaHocTH y pamy. Kao orar mectopo memne OpuHYO je 0 lhMMa BeoMma
npezaHo, a 3a0aBJbao UX je CBUpambeM Ha KiaBHupy. [lociie okoHYaHe BOj-
He cIIy’)kOe M OH ce TOCBeTHO paay Ha uMmamy. Kako My ¢uHaHCHjCKO
MOCIIOBamkE HHUje UIIIIO 011 pyKe, BpIIo Op30 je, mocie ApKajijeBe CMPTH,
JIOBEO CBOj€ HACIEJNICTBO JIO MOTITYHE MPOMNAcTU. Tako je MUPHHU U HIH-
JMYHH KUBOT Milaor PaxmamuHoBa, Ha nMamy Omer 6au3y Hosropo-
na, OMO HarJio MPEKUHYT. A y TOME Tpajy, KOJEBLUH PyCcKe LPKBEHO-II0-
jadke yMETHOCTH M 4yBapy TpaJuIHje YMETHHUYKOT JINBEHA 3BOHA, MIPO-
Beo je Ceprej PaxmamuHOB cBoje Hajieniie aaHe. O Majaux HOTY MPH-
BJaYMO T'a je 3ByK KJIaBUpa, a MpBe yacoBe A00uo je ox majke. [lomro
OHa HHje MMaJia MearouIKor CKYCTBa, MPEMyCTHIA je CHHOBJBEBO Jajbe
MY3U4KO 00pa3zoBame npujaresbuiid Aun OpHATCKOj, KOja je y OHO Bpe-
Me joul yBeK Ouiia CTyAeHTKHBba Ha [leTepOypIikomM KOH3epBaTOPHjyMYy.
[Tocreneno, o1 HENPUBIIAYHOT BeKOama €TH/A JOIIAo0 je 0 ,,IpaBe My-
3WKE™ ¥ TI0YE0 JIa Y)KUBA Y HOj.

Ilocne oueBMX (PUHAHCHjCKUX HEBOJhA yCIENMIa je cennada U3 po-
Hor Hosropogna y Cankr IletepOypr. ,,Y rpany na Heu* (mornasswe 11,
cTp. 22-40), ca camo /AeBeT TOAMHA yNucao ce Ha Tamourmsu Konsepsa-
topujyMm. Ilocne Tpu He HapouuTo cpehHe roaumHe XMBOTA M yueHa Y
Cankr IletepOypry, a yciaen HEyCHENIHOT caBliajjaBamba OMIITe00pa3oB-
HUX TIpeaMeTa, Opar oj TeTke, mujanucta Anexcangap Wieny 3unotu
(Anexcanmap Wnbnu 3unotn), mpeMemTa ra KoJ YyBEHOI KIaBHPCKOT
menarora Hwukomnaja CeprejeBnya  3BepjeBa (Hukomait CepreeBud
3BépeB), Ha MOCKOBCKHM KOH3epBatopujyM. Tpehe mornasibe (ctp. 41—
86), onmcyje paja ca CTporuM 3BepjeBUM, KA0 U CyCPET C OCTAIIUM CTaHa-
pUMa BEroBOT ,,My3W4KOT maHcuoHa — Marsejem JleonTjeBuuem Ilpe-
cmanoM (Marseii JleontnseBuu [Ipécman) u Jleonnnom AnekcaHapoBH-
yeM MakcUMOBHM, KOju he Takole moctaTy BpCHH MUjaHUCTH U TIEJaro-
3u. Hactyna Beoma 3Hauyajan nepuo y >kuBoTy PaxmamuHOBa Kazja yIo-
3Haje Anekcanapa CkpjaduHa (Anekcanap Huxomaesnya Cksa0uH), KOju
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je xon 3BepjeBa y3uMao mpuBaTHE 4acoBe, anu u Ilerpa Uibnua Yajkos-
ckor (Ilerp Mirbmu YaiikoBckuit), unjy je cumdonujy Marngppeo nipepa-
IMO 32 KJIaBUp y 4eTupH pyke. Mimao je mpminky u ma moxaha cemam
UCTOPHUjCKUX KoHIepaTa AHToHa PyOmnmrajHa (AHTOH [‘puropbeBmu
Pybunmiretin) y MockBu 1886. ronune. Ha Tum koHueptuma, xoje je
wiagu PaxMamMHOB ¢ BEIMKHM ycxuhemeM OJCIyIIao, Omia je mpes-
CTaBJ/beHA MPEAMCTOPUja M HMCTOPHja KIABUPCKE JIUTEpAType O] Kpaja
XVI 1o kpaja XIX Beka. Cycper ¢ YajKOBCKUM U HETOBOM MY3HUKOM Y
BeJMKoj he Mepu ofpenTH HeroB MoTomy KUBOT. Tana je Ceprej Pax-
MambMHOB TT0Y€0 Ja KOMIIOHYje. MelyyTuM, opHrjeHTaIija Ha KOMITO3UIIN-
Jy M3a3Baja je THEB yuuTesba KJIaBHupa, Na je PaxmamuHOB 610 mpunyhen
Ja HarycTu paj ca 3BepjeBuM. Ca camo IIecHaeCT TOAnHA, U ca CTHUIICH-
mujom Hukomnaja Pyounmrajaa (Hukomnait ['puroprseBud PyOunmTeiin), mo-
Jla3u y HeM3BeCHOCT (pa3modsse o 1885. mo 1889). Mnaan PaxMamuHOB ce
caga xpabpo kpehe ka ocTBapuBamy Haj3HA4YajHUjET MJba — CTHULIAY M-
TUIOME Ca 3BambEM ,,CJI000THOT YMETHHKA™“, OTHOCHO KOMIIO3UTOPA.

Yerspro nornassbe (ctp. 87—132) npukasyje ocamoctasbuBame Paxma-
IUHOBA KOjU MHTECH3WBUPA CBOjy capaamy ¢ YajKoBCKHM, OIpKaBa IpPBU
CaMOCTAJTHH jaBHU KOHIIEPT Ca COTICTBEHHM JieNiiMa, JuIiomupa Ha Kon-
3epBaTOpUjyMy, a OHJA ce, Ha 000CTPaHO 33/JI0BOJECTBO, MUPHU ca 3Bepje-
BuM. Ca JIeBeTHaeCT roauHa, 0e3 nkaxkse (prHaHCHjCKe MOTIOPE, ,,CI000THN
YMETHHK" 3aIl0YHibe CBOj IMyT IMyH HEM3BECHOCTH, alld ¢ HajoM Ja he mo-
CTaTy BEJMKHU My3uuap u ctBapanai. [locnente, nero mornassbe (ctp. 133—
166) onucyje nouetke ymetHHuKe Kapujepe Cepreja PaxmamuHoBa.

Ha tom myty Omio je MHOTO Hpemnpeka, ajlu U JIeMUX TPeHyTaka.
Cgoje ,,Cam hy!** ucriospmo je, ka0 cacBUM MITajl, Ha mpodama MpBoT CTa-
Ba TEK HAIHCAHOT /Ipgoz KoHyepma 3a Kiasup u opkecmap, KOjuM je Iau-
puroBao onpammu qupextop Konszeparopujyma Bacunuj Uibnu Cado-
HoB (Bacwmmit Uiy CadonoB). Haume, petko ce cymporcraBibajyhn
nmecroTckoM kapakrepy CadoHoBa, yMETHHIIH CY ce, 0€3 moroBopa, moT-
YHHABAIM HETOBOM JUPHTEHTCKOM ayTopuTeTy. To, MehyTum Huje Bpe-
neno u 3a PaxmamunoBa. BepoBao je y ucnpaBHOCT CBOjUX H[gja, CMEIIO
najyhu nmpumenbe u cyrectrje mupureHty. Y ImpeaacuMma THcama TU-
IJIOMCKOT paja, omnepe Azexo (nmpema IlymkuHoBoj moemu [Jueanu), 3a
KOjy je ToOHMO BelMKy 37aTHy Menasby KoHzepBaTopujyma, APYKHO ce C
najbuM pohakama, cectpama Ckanon. C muMa je PaxmMamHHOB IpoBeo
BeOMa IpHjaTHE TPEHYTKE y MPUPOIX, Ha UMamky cBoje TeTke CaTtuHe — y
WBanoBku, y TamboBckoj ryOepHuju. Kana je HarmokoH AMIUIOMHpao U
MIOMUPHUO ce€ ca 3BEPjeBUM, HErOB BEIUKH YUHUTEJb yMUpPE. Y KHUBOTY
Cepreja PaxmamunoBa oTrioueo je HoB nepuoi. Cazna je 6mo y MoryhHo-
CTH J1a CAaMOCTaJIHO OpraHu3yje *KUBOT. Jla Ou BpaTHO AyroBe, a Ha mpe-
nopyky YajKoBCKOT, CAUMHHO je KJIABUPCKU M3BOJ omnepe Azexo, 3a U3-
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nmaBauky kyhy [yrxejn. 3axBaspyjyhum HeceOMYHO] MOApIINM MaTpOHA
YajkoBcKor, Iovese Cy U npuIpeme 3a usBoheme Arexa y bospmiom tea-
Tpy. JHMpUTEHTCKY Kapujepy, joIl jelaH NaBHAIIKBU CaH, OCTBAPHO je
ycremHuM m3BoheweM Azexa y Kujesy. Iyt ka nedunutuBHOM hopmu-
pamy 3pesie JTUYHOCTH MJIaJIoT IIHjaHuCTe, KOMIIO3UTOpa, a cafa U JUpH-
T€HTa, YBPCTO j& YCMEpEH.

VYneuarsbuB W NMUTaK CTUI u3narama Bepe Bpjanuese gouapana je
CBOjUM JIEIMM M TeuyHMM mpeBojoM JeneHa Kycomam, acucTeHT-mnpu-
MpaBHUK 32 PYCKY KibMKEBHOCT Ha Kareapu 3a cnaBuctuky ®duiono-
mkor (akynrera YHusepsutera y beorpamy.’ Vpennuk u mpupehusau
CPIICKOT HM37ama, My3HKoJor Mp Ajekcanmap Bacuh, nctpaxuau-ca-
panauk y MysukomiomikoMm uHcTuTyTy CAHY y Beorpany, momroBao je
M3BOPHUK Y TMOTIEy CTPYKType KEHre M MpHoxkeHux Qororpadpuja.’
Honao je, mehyTum, omcekaH peneproap HalmoOMEeHa HAMEHEHHUX AoMa-
hem umraorry. Ca crpamthy u akpubujom A. Bacuh ce ymycTno y onroso-
paH, o0MMaH 1 HUMaJIO jeIHOCTaBaH nocao. Hanme, cHabaeo je oBy Ono-
rpadujy MHOTOOPOJHUM W HAAacBe HUCLPIHUM MY3UKOJIOIIKHM H KHbH-
KEBHOMCTOPH]CKUM YHMI-CHHIIAMa M KOMEHTAapHMa, a U3BPIIHO j€ U Te-
MEJbHY — OTIITY je3WYKY U CTPYUYHY — pelaKilijy YuTaBor npesoja. MH-
TepBEHIHje Cy OHJie HEOMX0AHEe C 003UPOM Ha TO Ja C€ Y TEKCTY jaBJbajy
uMeHa OpOjHUX JIMYHOCTH U3 PYCKOT MY3MUYKOT M KyJITYPHOT JKMBOTA, &
KOj€ Cy NUPEKTHO WJIU MOCPEIHO Omie Be3aHe 3a 00pa3oBame W yMET-
HUYKO ca3peBambe Cepreja PaxmamunoBa. KomeHTapu ce ogHoce Ha IM0-
JaTKe O MIMpeM Kpyry yhTanala Mame [MO3HATUM WM TOTOBO HEMO3Ha-
TUM My3H4yapuMa (KOMIIO3UTOPH, U3BOHadM, TUPUTEHTH, II€Jaro3u, Teo-
peTnvapu), u3aBaunMa 1 JMYHOCTHMA U3 CBETa KibW)KeBHOCTH. Takobe,
y LWJbY UCTHLAKa OHOTA IITO je Y PYCKOM HM3BOPHHUKY MOCEOHO Harja-
LIEHO, a TO j€ MOBE3aHOCT MY3UKE U KIbMKEBHOCTH, CPIICKO U3JAKmE J10-
OWJIO je KOJIMKO er3aKTHE, TOJHMKO U U3JaiiHe Oubimorpadcke mojaTke o
CPIICKMM U XPBAaTCKUM MPEBOIMMA KIM)KEBHUX Jena (U3 pycKe, HemMad-
K€, CHIJIECKE, UTAIMjaHCKE U CTapOTrPUKe KIHIKEBHOCTH), KOja CE Y KEbH-
31 oMuBY. Hucy m3ocrana HH CTpy4yHa oO0jalllberha TePMHHA TOMYT
OusbKHA (PycKe ercke HapOIHE MecMe)’ HITH 3HAMEHOT pacreBa (OCHOB-
HHU OOJIMK CPeAmOBEKOBHOT PYCKOTr LPKBEHOT NOjama u3rpal)eH y OKBH-

IpeBox je pahen mpema npyrom M3iamy W3BOpHHKA; yn. B. BpsHuesa, Jemcmeo u
tonocmo Cepezesi Paxmanunosa, ,,CoBeTCKUM KoMIIO3UTOp*‘, MockBa 1973.2 (133 crpa-
nune, 17 ¢ororpaduja). Cpricko m3name nrammnaino je npemysehe ,,Komop mpec” u3
Jlanosa, hupuninaanm nucmoM, y opmary 20 uM, y Tupaxy og 500 npumepaka.
Ha ctp. 97-112. Hanaze ce dororpaduje 3Ha4ajHUX JIHIHOCTH Y )KUBOTY PaxmamuHO-
Ba — WIAHOBA MOPOJMILIC, HAjIPAKKX IIPUjaTesba, BETOBUX YUUTEIba U CapaJHUKA.

[pupehuBau moceOHO ymyhyje Ha cpIicke MpeBOJe PYyCKUX OMJBHHA, Ka0 M Ha CPIICKY
U XpBaTCKY JINTEPATypy O OBOj KIGIDKEBHO] BpCTH (cTp. 169).
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Py OCMOTJIACHOT CHCTEeMa), KOju OM MOTJIM JIOBECTH Y HEJAOYMHMILY YaK U
npodecuoHaNHe My3u4dape. YpeAHHK je Hamucao U OeJelKy O ayTOpKU
kmure (cTp. 167-168).

Kmura Bepe bpjannese mpBa je npeseneHa kmura o Ceprejy Paxma-
IUHOBY Ha HaIlleM je3NYKOM noapy4jy. OHa mpy»xa je3srpOBHT U IUTACTH-
YaH YBUJ Y )KUBOT U CTBApaJIAIITBO PyCKOT KOMIIO3UTOPA, ajll U 'y PYCKY
MY3HUKY U KyJITYypHY UCTOpHjy mocienmux aeueHrja XIX Beka. CBojoM
jacHohoM, TIpUCTyMagyHOmNyY W JO3UPAHUM MY3WIKHM TEPMHUHOJIOIIKAM
araparoM, Ha JIOMaKy je IIMpe YuTallauke myOsnke. AJIM U ca3HajHU, UH-
(OopMaTUBHH CIIO] TEKCTa OBE KIHUre Omhe MCTO Tako O KOPHCTH U
CTPYYHOM KpYyTy MY3HKOJIOTa, [THjaHUCTa U IPYTUX My3H4apa.

Ca 3a10BOJCTBOM NO3paBJbaMO MMyONHKOBamE OBE BPEIHE MY3HY-
Ke Omorpaduje Ha CPIICKOM je3UKY, Y YCIIEIIOM MPEBOIY W y30PHO TPH-
pehene. YV umuexuBamy CIMYHUX NOAyXxBarta, moiacehamo m3gaBava u
HBErOBE CapaJHUKE M Ha 3Ha4ajaH MpeocTalld CIHcaTesbCcKu omyc Bepe
Bpjannese, koju Ou Takole Bpeaesio MpeCTaBUTH HAIIO) MyOIHIIN KeTb-
HOJj MHOCTpaHe My3uKorpadcke U My3UKOJIOIKE JTUTEPAType.

Pomana Pubuh
(Pubmrorexa dakynareTa My3HIKe YMETHOCTH,
Beorpan, Cpbuja)

UDC 78.071.1:929] Rahmaninov S.
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JERNEJ WEISS

EMERIK BERAN (1868-1940):
SAMOTNI SVETOVLJAN

[EMERIK BERAN (1868-1940): THE LONELY COSMOPOLITAN]

The migration of Czech musicians to neighbouring lands in the eigh-
teenth and nineteenth centuries is a well known but rarely researched
historical fact. Slovenian musicologists of the past — in their zealous en-
deavours to construct autonomous “Slovenian” national art music — fo-
cused predominantly on composers of Slovenian birth. Several promi-
nent Czech immigrants who had played an important role in this process
were tacitly naturalised. Others, especially those who did not join the
Slovenian national movement, were intentionally or unintentionally
overlooked. The resulting conception of a Slovenian musical past thus
showed a strong bias towards one group of musicians with clearly defi-
ned nationalist aesthetics. Present-day Slovenian musicological research
is striving to correct this partial image. Several important works dealing
with the contributions of musicians born in other parts of the Austro-
Hungarian Empire have been published in recent years.

Jernej Weiss’s book on Emerik Beran is a continuation of this ende-
avour. Its somewhat poetic title clearly signals the duality of its topic.
Firstly, it deals with the factual coordinates of Emerik Beran’s life and
work. In a series of introductory chapters, the author outlines the stages
of the composer’s life, spanning from his early childhood in Olomouc
and Brno, his study years in Brno (all in the Czech Republic today), to
his professional career in Maribor and Ljubljana (Slovenia). The author
stresses all the important factors that contributed to Beran’s personal and
artistic development. He vividly depicts a life that followed a well-
known pattern in Central Europe. It speaks of a music-loving parent, the
early discovery of musical talent, the first musical tuition by a local mu-
sician, a hesitant decision to pursue a career as a professional musician, a
higher musical education in an institution focused primarily on training
church musicians, and finally, the daily struggle of a musician in a pro-
vincial cultural milieu, his burden of trivial teaching tasks, and his unap-
peased longing for success and public acclaim.

This part of the book significantly surpasses its merely introductory
role. In reality, it provides the first thoroughly written account of Beran’s
life and work. The author draws on a vast selection of relevant literature
about the persons and institutions that shaped the social and cultural en-
vironments of the composer’s creative life. Even more important is his
familiarity with archival sources never used before. Snippets of informa-
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tion drawn from Beran’s private correspondence, as well as his autobio-
graphical writings and diaries, cast new light on his work and personality.

Another distinctive feature of Weiss’ book is an extensive list of
Beran’s compositions. All possible locations of his musical manuscripts
both in the Czech Republic and in Slovenia have been considered, com-
prising both public and private collections. The author has diligently
gathered all the information available, and presented it in a thoroughly
methodical way. His book enables us to admire the extent and diversity
of Beran’s creative output, and to deplore the widespread ignorance it
encountered in the provincial milieus of early twentieth century Slove-
nia. Weiss’s book will certainly draw attention to the author’s excellent
compositions unperformed so far.

The second part of Weiss’ book concentrates on Beran’s correspon-
dence with Leo§ Janacek, his former teacher and a composer of interna-
tional renown. The letters of both correspondents (preserved in Slove-
nian and Czech archives) are printed in Slovenian and English transla-
tions (Janacek’s part of the correspondence was recently discovered by
Weiss at Maribor University Library and has been published for the first
time). It is astonishing how indicative the letters are of their personali-
ties. Janacek’s are short and somewhat restrained. In the early years, they
clearly manifested the difference in rank between the two men, and were
kept strict and formal. The relationship between the two musicians
changed in later years, steadily becoming more cordial, though Janacek’s
writings remain sparing of words. Beran’s letters are bursting with a de-
sire to keep in touch with his homeland, and to express the author’s pro-
found feelings of loneliness. We can often find grievances about the de-
ficiencies of local musical life, yearning questions about the cultural
situation in his home city and — rather enviously — presumptions about
the prospects of its further development. Beran’s letters are the bitter
outcry of a musician with a cosmopolitan outlook, confined in the pro-
vincial milieu of a small industrial town.

On many occasions, Beran tried to improve the level of musical life
in Maribor by strengthening ties between Czech and Slovenian musical
cultures. He informed Janacek about vacancies in Maribor and other
Slovenian cities in order to stimulate the influx of well-trained Czech
musicians. Reversely, he often attempted to promote the works of Slove-
nian composers. In doing so, he certainly broadened their dissemination
in Central Europe.

Jernej Weiss has broadened our knowledge about the musical past in
provincial Slovenia at the beginning of the twentieth century. His book
tells us a great deal, not only about Emerik Beran as an individual, but
also about the cultural interactions between nations of the former Austro-
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Hungarian Empire, between musical centres and the periphery, and be-
tween musicians of differing age and social status. In this way it fills a
huge gap in our knowledge about Czech musical immigration to Slove-
nia and its role in the development of Slovenian musical culture.

Ales Nagode
(Faculty of Philosophy, Department of Musicology,
Ljubljana, Slovenia)

UDC 78.071(=162.3:497.4):78.072
781.7
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WBana [lepkoBuh

O AHBEOCKOI IIOJAIBA 10 XOPCKE YMETHOCTM.
CPIICKA XOPCKA NIPKBEHA MY3HUKA
Y IHEPUOAY POMAHTU3MA (10 1914. TOJAUHE)

Mys3ukornomike cTyauje — qucepraiyje, Ceecka 1/2008, DMV, beorpan 2008.

Kao peTko koja caBpeMeHa KiUTra U3 OBE HaydyHe 00IacTH, Koja ce
0aBH TEMAaTHUKOM CPIICKE YMETHHUYKE MYy3HKe, OBa CTYHja MO NPBU MYT Y
HAIIIO] jaBHOCTH, Ha jeTHOM MeCTy caOpaHy W MpOTyMadeHy, HyIu Jpa-
roleHy rpaljy 0 0Boj U3y3eTHOj TEMHU Hallle HAIIMOHAITHE KYJTYpe.

CazaprkajeM HACTaIMM Kao IUTOJ JIMYHE aHTa)KOBaHe MpeTpare MHO-
[ITBA Mambe WK BUIIE JOCTYIMHUX XOPCKUX apXUBa, ald U OOMMOM U Ha-
YMHOM MpE3CHTAllje, KIbUra Ha aKkTyelaH HauyuH TMOoKasdyje NyOuHy U
CJI0)KEHOCT KOPEHa JaHAllllbe CHTYyalHje y 00acTH CPICKOT HPKBEHOT
XOPCKOT II€BaIlITBA, a KOja HA U3JjaJIeKka HUje CjajHa.

[Mopen cucreMaTcku jacHO W JIOCIIEAHO Npe3eHToBaHe gakrorpadu-
j€ O TpaJMIMjU OBOT JKaHpa CPICKe My3HKe, 10 1914. roguHe u cMpTH
CreBana MokpamIia, cTyija y IpBoM nieiy — /Ipedeosop — Yeoo — Tep-
Mmunonouke oopeonuye (Mysuxa u npasociasrHo 602ociydicerve — NUma-
e mepmuna,; Kauposcku acnekmu Cpncke xopcKe ypKeene My3uke) —
HUcmopujcku u coyuoxynmypru konmexcm (Ilpasocrasnocm, Hayuonan-
Hu enemenmu, Cmamyc ymemuocmu), HyId WHTEPECAHTHO HAYTHO-
YMETHUYKO MPOMHIJBAKE CIOKEHE TeMe oJHoca u3Mel)y nBa moHekan
yAaJbeHa, CYNPOTHA, aJIi U YECTO C BEJIMKUM YCIIEXOM JIOJMpHBA CBETA —
YMETHHYKOT U I[PKBEHOT, KPEATHBHOT U YTHIUTAPHOT, CI0O00THOT ¥ YBp-
cro oapehenor, 3agaror.

basehn ce, maxire, XIX BekoM, ayTopka je y IyHO] MEpU OCBETIIHIIA
Haj3HAYajHUjE aCIeKTe POMAHTUYAPCKOT MEPUOa, TOBoAchH HEKE O ThHX —
Jla M3[BOJUMO CaMoO JiBa KpYyLHjaJIHA, SMAHIMIAIM]Y YKCTO YMETHUYKOT
CIIEMEHTA ¥ MMUTAhe HAIMOHATHOT CTWJIA M FhEroBe JIOMHUHAHTHE YIIOTe Y
KOHCTHTYIIH]H OBOTa YKaHpa, Y caMy JKIKY TEOpHjCKe ITOCTaBKe MpodiemMa.

Beh y IIpeozosopy VBana Ilepxouh Harosemrasa ,,0pojHE U CIIO-
’KEHE HHBOE €T3UCTEHINje XOPCKe IPKBEHE My3uKe TokoM XIX u mover-
koM XX Beka“ (cTp. 1) ¥ moJBIa4M MojaBy TOT HOBOT OUEKHBaHha, UCITYHe-
HBa YMETHUYKUX 3aXTeBa, KPO3 HU3 JOOPO IMOCTABJLEHUX YIJIOBA: OAHOCA
MY3UKE U IIUPET HCTOPH]CKOT, KyJATYPHOT M COIMjaTHOT KOHTEKCTa, CTBapa-
JIauKe JOMPUHOCE, U3BOHAUKU aCIeKT, TUTAE PELCTIIHjE U IPYTO.

IIpeun3Ho u ca CyIITMHCKHMM pa3jio3uMa OTKpHBA HaM H3BECTaH
0poj HeTauHMX MOJaTaka ¢ KOjuMa Ce Yy Hallloj JIUTepaTypH 10 caja oIe-
pucaio, WK Jaje HOBa TyMauema J0 KOjHX je cama JOIuIa Kpo3 UCTpa-
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JKUBamka MaxoM jeJHOTJIACHOT IPKBEHO-Mojaukor Hacieha. Ha mpumep,
yKymnaH ponpuHoc jeanor Huxone Bypkosuha (1812—1875), kao u ciuu-
He aktuBHOCTH Crimpumona TpoOojesuha (pohen mpe wmm oko 1820, a ympo
HakoH 1870), KOMIIO3UTOpA YMjH CE TPAroBHU JIETIOBAba BUJBUBH Y HAIIIO]
MY3HUKOJIOTHjH TEK OJICKOpA, MOBe3aja ca pajoM Ha IUIaHy LPKBEHE MYy3HKE
3aYEeTHUKA HaIller HalmoHaHOT cTiia, Kopraemnja CrankoBuha, KoHCTATy-
JjyhH BMXOBO CBOjEBPCHO XPOHOJIOIIKO MPBEHCTBO (cTp. 70).

Tepaehu ma je xopcka IpKBeHa My3WKa MMalla MHOIITBO (PYHKITH]a,
,Ja je Ouja yKJby4eHa y pa3JIMuuTe MPOoIece I UX je caMma MoKpeTaa,
ocTBapyjyhn CIOXeHO AEjCTBO Y OKBUpHMA CpIICKe Kynrype* (cTp. 3),
Wrana IleproBuh Hy 1 OMHGOHU OHOC MAPATICIIHUX MOJATHUX JIMHH-
ja: 1. modus creatoris (XpOHOJIOIIKY TIPETJIE]] CTBAPAIAINTBA, Ka0 H Tpa-
heme MTUPUTEeHTCKUX, TIEAArONIKUX U IPYTHX aKTUBHOCTH KOMIIO3UTOPA),
modus procendi (pe3yntaTd My3HKOJOIIKE, JACIUMHUYHO M JIUTYProJio-
ke aHanmse), modus vivendi (po0ieM W3BOhamTBa, TIEIaroruje U My-
3WYKOT M3/]aBalIlITBA).

Crarom apryMeHTaIlfje ayTopka je ycrena Ja y TOMEHYTOM HHTEep-
JUCIUILTUHAPHO ITOCTaBJHEHOM IPBOM JIENIy CTY/AHjE, TOTOBO JIOKaXe
YKYIHY TIpeBary Jap-my-jiap yMETHHYIKOT €JIEMEHTa Y OJHOCY Ha, UCTO-
PHjCKH TIIeIaHO, WHUIINjaTHU OOTOCITY)KOCHH acleKT pa3Boja OBOT JKaH-
pa, Te Aa 'y ofesbKy llapoouje 3aKkiby4H ,,ia y KOHTEKCTY CpIicke LpKBe-
HE XOpCKe MY3HKe He TpeOa TpaKHTH 3BYYHY MKOHY — OJjpa3 HeOECKHX
mojama, Beh opHjeHTanHjy Ka APYTHM  OBO3EMJBCKUM® MYy3HKaMa... Y-
Onmunm U — ymetHoctu“ (ctp. 229).

HHTepecanTHO je 3a TpeHyTak (OKycHpaTu ce Ha cienche: koju cy
CBE €JIEMEHTHU YKYITHOT y3pacTama Hallle HalmoHainHe KyaType XIX Beka
00jeKTUBHO YCIIOBHWIIU Ja je ,,TpaHCICICHIMja 3aMemheHa XOPU30HTOM
HAI[MOHAHUX W APYIITBEHUX OodeKuBama“, (CTp. 47), nAa ,,ipaBOCIIaBIbe
T0CTaje HAIMOHAHA, a He TEOJIONIKa KaTeropuja®,’ Tj. 1a ce 06jeKTHBHO
JTIOTOJTMO OTKJIOH OJ IIPKBEHE THOCEOJIOTH]e, TIPU Y€MY j& My3UKa IpecTa-
na 1a Oy/ie UCKIJbYYHBO CPEJICTBO MO3HAKA 00KaHCKE MYIPOCTH.

Wpana [lepkoBuh 3akibydyje na ce, MOMyT HAPOIHOT je3UKa U yMO-
TBOPHWHA, POMAaHTHYAPCKOT HCTOPHUIIU3MA Y CIUKAPCTBY M KHHIKEBHO-
CTH, W IPKBEHa My3UMKa Memaja. To je OMO MyT oJ mpuUMemeHe, 00ro-
ciyx0OeHe, 10 OHE TOTOBO OCJI00Oh)EeHe YTHIMTAPHOT MPUCTYIA — KPO3
KOHIIepTHa U3BOhema U CII000AaH CTBapallaykKi X0/, Kpo3 eJIeMEHTE MYy-
3WYKOT pOMaHTH3Ma, AoNpuHOcehr YKymHO] AChUHUIN]HU EBOIYIHjE U
Tpermana Harmonanuor. Og XVIII Beka u ,,0ka3a nmpaBa Ha IPUBUIIUTE-

Muoapar JoBanosuh, Cprcko ypkeeHo epadumenscmeo u CIuKapcemeo Hogujez 000a,
Beorpan—Kparyjesar 1987, 148.
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jy u ersucrennujy Meljy eBporckuM Hapomuma“,” mpeko cpeaune XIX
BEKa M CaMOCBECHOT M3pa3a HalMOHAJHE MPUIAJHOCTH M CaMOCTAJIHO-
CTH HpKBe,” 10 ciydaja Muxamma Bantposiha u CreBana Mokparbiia,
rlie Ce HAIlMOHAJHOM IHTambY, MOpea KPEeaTHBHOT CTBApajaykor, ,,PH-
CTyIla ¥ ca Hay4yHor acrnekra® (ctp. 51).

Kao xonauHo, BeoMa ¢uiekcHOMITHO Bulebe Koje 10 CBOM MPHUCTYITY
npejcTaB/ba Hajuemiy THI 3aK/bydyaka ayTopa, CJIeId CTaB, (HopMyJiv-
CaH Kao MuTame: ,,MOXKEMO JIM 3aKJbyYUTH Ja Cy ce XpUIINaHCTBO U
YMETHOCT O] CBOJUX ITOYETaKa — KaJia je yMETHOCT Oujia HEOJIBOjUBa OJI
6orocnosiba — 10 XIX Beka — y KojeM je yMETHOCT carijieiaBaHa Kao Me-
JIMj PETUTHO3HOT MUCTHUIM3MA — KPETAIH CBOjEBPCHOM KPY)KHOM IyTa-
moM? Moxnaa npe cnupamaoM? Ha guTaony je ma omIydu aa o je oHa

4
Owna y3/ma3Ha WM CHJIa3Ha“.

He 3a0opaBsbajyhn, moceOHO ce maHac 3anakyhu 3a Ipo-I[PKBEHH,
OorocnykOeH! WM JTUTYPrHjCKHA CTaB IO OBOM NHUTAamy, BPEIH c€ Haj-
npe cetutH crasa Jleonnna Ycnenckor na ,,l{pksa 3Ha 3a 1ormMaT 0 UKO-
HOTIOIITOBABKY, a He 0 MOIITOBakY ymMeTHocTH .” Takohe, He cMe ce mpe-
BUJICTH YMI-CHUIA J1a MPaBOCIaBHA XpUINNAHCKA YMETHOCT HHUje TPOCT
pa3Boj yKyca W CTHJIOBA M3 MPOILIOCTH, IITO TOA OHO Omio, u 0e3 003u-
pa KOJMKO O] BHX OHa rmo3ajMibuBana. Jla y cymrunu, no peanma du-
muna Ilepapna, ,,l,eHH KOPEHH HE JIe)Ke Y YMETHOCTH yommTe, Beh ma

T0YMBAjy HA JyXOBHO]j PEAaNHOCTH y cpiry xpumharcke Bepe.’

LpkBeHO XOpCKO MeBame — Ty AWjieMe HeMa, punana o0macT up-
KBEHE YMETHOCTH U Ka0 TaKBO HYIU OHY BPCTY YMETHHYKOT CHMBOJIH-
3Ma KOju HHje¢ HH MapaboIrMdaH HATH aJeropujckor Tuma. Tom mpolire-
MYy OAHOCA CBHUX, I1a U YMCTHUYKUX CJIEMCHATA U CaM€ CYHITUHE €BXapu-
CTHje, U3BAaHPEAHO MPHUCTYIIa MUTPOIOJINT NiepraMcku o. Jopan 3uzjymnac
Kajga kaxe: ,,OH (cumBoi, mpuM. b. D.) je 3aTto npkBeHu jep jecte mko-
HUYaH, y CMUCIY KOjU je mkoHa umana kop Orama Llpkee, u xoju je
03HayaBao ydemhe y MPOTOTHITY OHTOJIOLIKOT CaJpiKaja, a MPOTOTHII je
y OBOM CIIy4ajy, ... nonasehe [lapcTBo u Hallle KOHAYHO U3MHUPEHLE U Cje-
numberbe ca borom kpo3 Haile yTenoTBopere ca Xpucrom™. Crora, mpa-
Ba (pyHKIM]ja JTUTYpruje — TOT LIEHTPATHOT XPUIINAHCKOT OOTOCITYKEeHba,

Has. oeno, 248.

Ucmo.

Has. oeno, 60.

Jleonun Ycnencku, Teonoeuja uxone, Manactup Xunaagap, 2000, 393.
Philip Sherrard, The Sacred in life and Art, Golgonooza Press, 1990, 90.

Murtpononut nepramcku Josan 3usjynac, ,,EBxapucruja u lapctBo boxuje®, y: Ca-
b6opnocm, 6p. 3—4, Tloxapesar 2002, 41.
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na OHJIa U JyXOBHE, IPKBEHE WIIM PEITUTHjCKE MY3UKE, IOjJMOBH KOjHMa
ayTOpKa BeOMa NPENH3HO YIpPaBiba, ASHHUIIEC UX U CYNPOTCTaBJba, j&
yBek OWyia Ja y jeTHOM CHMBOJIY CIIOjH TpW HUBOA XpHUIThaHCke Bepe U
s)uBota: LlpkBy, cBeT u Hebecko LlapcTBo. Peu je makie, o moceOHO] Bp-
CTH MeTapH3UYKOI CHUMBOJA KO y Yy3ajaMHOj CIpE3H Ca KOHKPETHHM
YMETHHYKHM JICIIOM I[PKBEHE TIPOBEHH]jEHIH]e (HKOHOM, (PPECKOM, TIECMOM,
KOMITO3UIIHjOM...) 3aIPaBO JACKOANPA HETOB €CXATONOIIKH KapakTep.

CmarpamMo ma y HeKuM OyayhuM BCTpakuBamUMa CPIICKE TIPKBEHE
XOpCKe My3HKE YIpaBO OBaj aclekT Tpeba Ja JoOHje UCTAaKHYTO MECTO,
Kao0 jeTHO OJ1 KJbYYHHX eJIeMeHaTa OBOT JIEIMKATHOT YMETHUYKOT JKaHPa.

Xopcka meBaHa xpuirhaHncka MOJUTBa U3BoleHA Ha OOTOCITyXKEmY,
KOHLIEPTY WJIM CBE€4YaHO] Oecequ, JOBOIU M cTBapaoua U u3Bohada u Bep-
HUKa-CITyIIaona 0 CII03Haje, JIa je caM YOBEK 3alpaBO YIECHHK y 00-
JKaHCKO] JIpaMu cTBapamba. [IpeBacxoaHo Ha palocT CTBapaadKor MPHHIIU-
ma, Mociie CBUX peJieBaTHUX aHAIMTHYKHX HapameTapa, Mohu he ce y ciy-
Yajy KBINTETHUX OCTBapema I[PKBEHE XOPCKE MY3HKE CII000THO 3aKJbYUH-
TH, Ja je ,,A3HeIpeHa pelIuruo3Ha ocehajHOCT CBOjUM YMETHHYKUM HCIIO-

JbaBamkEM CIIOCOOHA Ja npeBa3HIje n €CTCTU3aM U yTI/I.]'II/ITapHOCT“.8

bozoan bBaxosuh
(AkageMuja yMETHOCTH,
Hosu Can, Cp6uja)

UDC 783.087.68:271.22(=163.41)]”18/19”

8 Muan Pamynosuh, Modeprumem u mpaduyuja, Xprmharcka mucao, Beorpax 2002, 8.
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Cama Pankosuh

OCHOBHM ITPUHIMUIIN YYEIbA HAPOJHOI ITEBAIbA
JE/JHOIJIACHO IIEBAIBE 1

3aBopx 3a ynoenuke, beorpax 2008.

Kmura cprnckor erHomy3ukosora Came PankoBuh Ocrnosnu npun-
Yunu yuera HapooHo2 nesard (jeOHo2iacHo nesarbe 1) KOHIUIIUPaHa je
U myOsuKoBaHa y (OpMU MPUPYYHUKA M Ka0 TaKBa HEMa y30pa y JioMa-
hoj My3nukoj memaromkoj IuTepaTypu. Y3umajyhu y o03up qyroroau-
e Harope Came PankoBuh na ce nmpeaMer ,,HapOJIHOT MeBama™ yBeIe
y MHCTHTYLHje IIKOJCTBA, ca LHJbeM IPH3HABAA JETHTUMHOCTH Tpa-
JIMIIMOHAITHE BOKAJHE TIpaKce, Kao ,,Hedyera IITo je Hallle, ayTOXTOHO, a IITO
j€ HeTpaBeITHO MapTUHATM30BaHO  (CTp. 7), MOXe ce pehu Ja myOmMKkoBame
OBOT MPHUPYYHHKA IPEICTaBJha KOPAK Ka OCTBapey HaBeleHEe Huieje U
OUyBamka jeTHOT MY3UYKOT JKaHpa, Ca CBUM HeTOBUM CITEITU(UIHOCTHMA.

Yumennua jaa je oBa myOnukanyja GUHAHCHpaHa Ol CTpaHe JIpKaBe
UMIUTAIAPA CYIITHHCKO aKTUBHPAE CTPATEIIKUX MOTCHIHUjala 3eMJbe
3a 0YyBambe jeTHOT O] Haj3HAYAjHUjUX acleKaTa leHOT KyJITYPHOT HIICH-
TUTETa. YOoImuTeHo ToBopehy, YKIbyunBame elneMeHara TpaJIullHoOHaTHe
MY3U4YKe KYJITYpe Y CUCTEM IIKOJICTBA MPEACTaBJba OJIIrOBOP Jp)KaBe Ha
aKTyellaH Iporiec riiodanm3anuje, 1 y Tom cmuciy, CpOuja cBakako HHje
usyserak. Kana je y nuTamy BOKaJHa Mpakca, I03HATO je Ja CIUYHE Te-
Bayke IIKoJie moctoje y byrapckoj, Makenonuju, Mahapckoj, XpBat-
ckoj, u apyrae.” IlyGnukoBameM OBOT MPHPYYHHKA, CPIICKA IIKONA TPa-
JWIOHAITHOT TIeBaha W, TIPEIM3HU]E PEUCHO, IIKOJIa CPIICKOT TPaIUIIHO-
HaJIHOT TIeBama, JOOWja CBOjy CTPY4YHY MOTBPHLY, JOK MHCTHTYIIHOHATHU
CHCTEM, Y OBOM CIIy4ajy YCTPOjeH y CBPCH OUyBama HAIMOHAIHOT MICHTH-
TeTa, Ha OBaj HAYHMH OCTBAPYje CBOj MJb Y chepr My3mIKOT 00pa3oBamba.

Ilo peunma ayTopke, OBaj MPUPYUYHHK jeCTe MJIOA JMYHOI BHIIETO-
TUIIHET TMEeJaromIKor HCKyCTBa. Y HEMY Cy CaXeTO WIIyCTPOBAHH
OCHOBHH TIPHHITUITA METOJI0JOTHjE paja KOjuMa ce ayTopKa PyKOBOAH Y
pany ca IMOYeTHHLMMa — Ha HUBOY OCHOBHOI' My3MYKOT 0oOpa3zoBama (y
Tpajamy OA JIBE€ T'OAMHE), U KPO3 NPBE ABE TOJUHE CPEIHhe MYy3HUKe

3axBasbyjyhu Camu Pankxosuh, 1995. romune y MIII ,Mokpamai“ y Beorpany je
ocHoBaH OjceK 3a €THOMY3HKOJIOTH]y, Ca TPaJULHMOHAHIHHM IEBAHEM/CBHPABEM
Ka0 TJIABHUM TPEIMETOM.

AyTopKa y IpUpyYHHKY HE IOMUELE pPYTe ,,[IKONIE" TPaIUIIMOHATIHOT IIeBamka, alu je
OYMIVIETHO []a Y KOHIENTYaJIHOM CMHCITY MMa Y30pe Y HbHMa, U TO IPBEHCTBEHO y Oy-
rapcKoj IIKOJIHU NeBama. HanMme, akaJeMCKH CTaTyC OBE LIKOJIE jeCTe YIIPaBO Pe3yiiTar
JocJIeIHe PHUMEHE KOHIenTa AerHICaHe METOI0NIOTHje Pajia U OCTaBJbeHE BOKAJI-
HE TEXHUKE, ¥ Y TOM CMHUCIIY C€ OHa CBaKaKO MOXE CMaTPaTH y30PHOM.
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mkose (y pagy ca yueHHIMMa KOjH HUCY UMalH MPeIMET ,,HAPOJHO Tie-
Bamke y OKBHUPY OCHOBHOI MY3WYKOI oOpa3oBama). KoHuenuuja mpu-
PYYHHKA HMa YTEMEJbEHhE Y TEOPHjCKOM 3Hamby U IMpakTHyHoM ymehy, a
OOJINKOBaHA je TaKko Jla c€ YYEHHUK IOCTYIHO YBOJH y HpPOOJIEeMaTHKy
JEOHOTIaCHOT TIeBama, KOje je MOCTaB/bEHO Kao MpBa eTama y MpoLecy

3
OBJIa/laBama ,,HAPOJHHUM MEBAHEM .

[Ipupyunuk oOyxBaTa HEKOJHMKO TEMATCKHUX LEJHHA: O yYemy Ha-
POJIHOT TIeBamba, yUeHY jeTHOTIACHOT IeBamkba, BOKAIHO] TEXHHUIH, TIPH-
POIHOM TOHCKOM CHCTEMY, CTHIICKMM OJJIMKaMa TPaJHIHOHAIHOT TeBa-
HBa U KaKo OPraHU30BaTH 4ac meBama. [lucaHu mMaTepujai mpate HOTHU
3aIMCH U TEKCTOBH CPIICKMX jEHOTJIACHUX TIecaMa M3 PasInduTHX Teo-
rpadekux o6nactu,’ a mpumepu (ykymuo 36) cy nopehanu 1o KpuTepu-
JYMY CJIOKEHOCTH BOKAaITHHX OOJMKa, O/ jeTHOCTaBHUjUX Ka CIOKEHH-
juM. [TproxkeHn KOMITAKT-/IMCK, Ha KOjeM ce Hajla3e ay/ Mo CHUMIIM TPaHC-
KprOOBaHUX MpUMepa, oMoryhaBa ydeHHKY HOTITYHH]E pa3yMeBambe IH-
Tamba pa3MaTPaHUX Y CTYIAH]jH.

ETHOMY3WKOJIONIKK ¥ TIEJaromKki paja, Kao U M3BOHAaYKO HCKYCTBO
Came Pankosuh,” MMIUIMIIMPAHH Cy Y TIPBOM IIOIJIABIbY KEbUTE, Yuerbe
HapooHoe nesarba. IloyeTHa MHCAO OBOT MOTJIABJBA: ,,YUYEHEC HAPOIHOT
neBama I0Jpa3yMeBa CBECT O TOME Ja TPAAWIMOHANIHA My3HKa HHje
KYJITYPHO-UCTOPHjCKU penuKT, Beh Hama ctBapHocT (cTp. 10), cymTHH-

*  AyTopka ce y OBOM IPyPHUHHKY 3a/ipykaBa HCKJbYUHMBO HA jeTHOCTABHUUM MPHMEPH-

Ma jeZIHOTJIaCHOT IeBatba (0Tya y MOJHACIOBY KIbHIe CTOju JedHoenacho nesarve 1),
KOjH Cy, 10 IbeHOM MHIUbBCHY, HAJIOrOHU]H 32 MMOAy4YaBamke moyeTHUKa. Kommiek-
CHHjH MPUMEPH jETHOTIIACHOT MeBamka, OAHOCHO MPUMEPH BHIIETIIacja, KOju MOApasy-
MEBajy yCIOXKIaBake METOOJIOTH]E paja, HUCY o0yxBaheHn OBHM Iporpamom, 1a ce
MoXe pehu 1a cazpikaj OBOT IPUPYYHHKA HajaBJbyje pa3pary CHCTeMa MoJyJaBama y
yuOeHNIMMa ,,HApOJHOT NeBamkba™ YHje je OCTBapere INITAaHNPaHo y OyxyhHOCTH.

Ha ocHOBY pa3HOBpCHOT TOpeKIIa PHUMepa, OJHOCHO HecpasMepe Y BHX0BOM Opojy —
5 mpumepa u3 3ananane Cpbuje, 4 u3 ceBepoucroune, 4 u3 Bojsoaune, 5 u3 ueHrpan-
He, 16 u3 jyroucroune, 1 u3 Xepuerosune u 1 u3 pymynckor banata, Moxe ce 3aKkiby-
YHUTHU J1a KPUTEPHjYM MY3HUYKUX AWjasiekaTa HUje CYIITHHCKH PEJeBaHTaH 3a 0Jadup
IpUMepa HaMEHEHHUX 32 MO/ly4aBabe ITIOYEeTHHKA.

Mp Cama Pankosuh je ayTop BUIlle HAYYHHX PaJIoBa Ha TEMY CEOCKE BOKAJIHE MPaKce
Cp0a, Koju Cy pe3ynTaT UCKJbYYHBO JIMYHOT TEPEHCKOT HCTPAaXHBamba, a I0caf je 00-
jaBWJIa ¥ jelHY KBUTY, TOJI Ha3uBOM Bokanna mpaouyuja Jlujesua Ioma u [lomxo-
3apja. Kao cTpy4HH capamHuK je ydecTBoBaBayia y peanmzanuji CD u3nama HEKOIHMKO
BoKanHuX rpyna y Cpouju. OcuM 3arociema Ha MecTy npogecopa HapOAHOT MeBamba U
mreda Ozceka 3a erHomy3sukonorujy MII , Moxkpaman™ y beorpany, Cama Pankosuh je
Beh Iy HU3 TOIMHA aKTUBHA M Kao WiaH Oeorpajcke meBauke rpyre ,,Moba“ (unju je u
jeIaH o[l OCHHMBayYa), CBAKaKo jeJHE O HajeMUHEHTHHjUX MeBaukux rpymna y Cpouju u
peTHOHY JaHac, Koja y CBOjOj HHTEPIIPETALHjU HETyje 3BYK ONM3aK CEOCKOM H3BOhe-
wy. CBOjuUM fenoBameM, oBa Tpymna (Hactana 1993) maunumpana je hopMupame MHO-
THX JAPYTHUX Ipyla cIndHe opujenTanuje y Cpouju.
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cku ozpelyyje monasumiHy Tadky npodecuonanHe opujeHrainuje Came
PankoBuh. JleduHrcame TpaAUIIMOHAIHOT HAPOIHOT MEBamba Kao BeoMa
CTapor 00JIMKa My3HYKOT M3Pa)kaBarba, HACTAJIOT Yy CEOCKO] CPEAUHH, 10
JaHaC MPE€HOUICHOT UCKJbYYUBO YCMCHUM IIyTEM, UMa 3a LIJb J1a YKaXXC
Ha CYIITHHCKU MPOOJIeM O4YyBara TPaIUIIMOHATHOT BOKATHOT HM3pas3a y
CaBpeMEHOM, ypOaHOM KyJITYpHOM aMOHjeHTy. Y TOME CMHUCIY, ayTOpKa
WHCHCTHpA Ha 3Ha4ajy WHTEPIpPETaIje Koja IpeACTaBiba IO CYIITHH-
CKE CITO3HAje TEKCTa, MEJIOAMjCKUX KapaKTEepUCTHKA M Tpe CBera —
AYTEeHTHYHOT KOHTEKCTA.

VY HacTaBKy IpBOT NOIJIaBjba CIECAN O0jalllbemhe MUTamka BaJHIHO-
CTH U3BOpA KOjU CE KOPUCTE 32 OBJIaJaBambe BEIITHHOM TPAaJHLNOHAIHOT
MeBama, T¢ Ce Kao MOTOMHU W3MIBajajy TEPEHCKA CHHUMIIM KOje j& TeBad
HAYMHHO JINYHO WIH WX j€ HAYMHUO HEKO IPYTH, OAHOCHO HOTHH 3aIHCH
U3 €THOMY3HMKOJIOIIKUX 30Mpku. Ocnamajyhu ce Ha JIMYHO IEAaromko
HCKYCTBO, ayTOpKa CyTepHUIlIe IPEBACXOJHO KOHCYJITOBAKE AyAUO CHUM-
Ka, yka3yjyhu npu ToM Ha HEemoTIyHOCT MH(OpMalHje Kojy, 3a morpede
MPaKTUYHOT U3BOhema, Mpyska caM HOTHH 3allicC, a Koja ce orjena y He-
MoryhHOCTH A2 ce HOTHUM IHCMOM IPUKAXy CBE CTHIICKE OCOOCHOCTH
onpehenor u3Bohema. Ha oBaj HauMH, HHANPEKTHO je NeduHUCaHa U ca-
Ma MeToJa MojayyaBama, Koja c€ OUMIJICAHO 3aCHUBA Ha NPUHIIMITY pe-
MHTEpIIPETaLHje, ca jaKUM YIOPHUIUTEM Y CIYLIIHOM YTHCKY, Ha OCHOBY
TEPEHCKOT CHUMKa OpPUTHHAITHOT n3Bohema.

IIpumnpema 3a u3Boheme mecMe je M3ABOjeHA Kao MOceOHO BakaH
CerMEHT yuerha HapOJHOT MeBamba, U caMa 10 ceOM CBeJoYH O cBeoOy-
XBaTHOCTH OBE METOZE Moay4yaBama. [Ipunpema moapasymeBa TEOPHjCKO
yIIO3HABaWkhEe YUYEHHKA Ca OIIITHM IIOJaluMa O HecMH (TIOpEeKIIo, KOH-
TEKCT W HaYWH M3BOhema mecMe, OJHOCHO HeHa (YHKIMja) U aHAU3Y
TeKCcTa (M3/Bajambe APAaMCKHX MyHKTOBA, TYMAaueHmhe HEMO3HATHX PeUd U
M0jMOBa, OJlpehuBame BpCcTe CTUXA, HACHTHU(HUKALKja peppeHa).

VY npyrom mornaipy, Yuemwe jeonoenachoz negarba, jeTHOTIACHO
NeBamkE Ce MOCTaBJba Kao Moja3Ha TEMAaTCKa jeIMHUNA y TPOLECY yUemha
HapoAHOT meBama. Ha camom moueTky cy audepeHnmupana 1Ba HauMHA
M3BONCHA jeIHOITACHUX TecaMa: camauko (COMMCTHYKO)’ M TPYIIHO.
AyTopka u3iBaja camayxe MecMe Kao HajIIOTOJHH]E 3a eJIEMEHTapHY I10-
CTaBKy IU1aca, Cyrepuiryhu mpu ToMm ymoTpeOy HareBa yCKOT amMOWTyca
W jeJHOCTaBHE OpHaMeHTHKe (0a3upaHe Ha jeHOCTPYKUM MpelyAapH-
Ma), CacTaBJbEHHX O] KpahuxX MeNoIujcKO-pUTMUYKHUX (paza (y CBpCH
perynanuje nucama). M3aBajambe U neduHICAkEe METOAE WHANBHIYal-
HOT pajia kao (pyHIameHTainHe y ¢a3u ocrnocobsbaBama MOYETHHKA 32 U3-

®  AyTOpka TepMHH ,,COTHCTHUKO NEBAbE" 3aMEHbYje HAPOJIHUM TEPMHHOM — ,,CAMAYKO

reBame’’ 1 Y TEKCTYy Ia JOCJICAHO KOPUCTH.
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Boheme TpaIuIMOHATIHUX MlecaMa CBAKaKO jecTe KPYIUjalHO U CBEIOYU
0 BPEIHOCTH U 3Ha4ajy mexparomkor uckycrBa Came Pankouh. OBom
METOJIOM, ayTOpKa CYIITHHCKH O7Baja (hOPMATHO MY3HUYKO 00pa3oBambe
0J1 aMaTepcKor o0yuaBama MOYETHUKA (Ha IPUMEp, eayKaluja y KyaTyp-
HO-YMETHUYKUM JIPYIITBUMA), Y KOjeM je YIIIaBHOM 3aCTYILJbeHa METO/Ia
TPYITHOT paja.

Tpehe nornassee, Bokaina mexuuxa, JOHOCH CKYIl TEXHHYKHUX Ipa-
BIJIa HEOIIXOJHHX 3a YCHENIHY, HEJOBUTY HWHTEPIIPETAINjy TPaJIio-
HAJTHUX TIecaMa, Kao U BEKOE 3a yje[HaueHO W3BONCH¢ TOHCKUX BHCHHA,
OJHOCHO TEXHHYKE BexOe (BOKanm3e), Koje ayTopKa HasMBa ,.BexkOama 3a
pacrieBaBame‘. TexHHKa, 32 KOjy ce Moke peh J1a je 1Mo OImTHM TeXHUY-
KMM TIPUHIMITIMA CITUYHA belcanto ctuiny (y3uMame Ba3myxa Ha HOC, HCITY-
IITalbe Ha yCTa W yjelHa4eHOCT Y W3BONEHY TOHCKHMX BHCHHA, Koja ce
OCTBapyje Ha IUIaHy TEXHHWKE JOOHjama TOHA, 00je M KBAJUTETA), CBOjYy CY-
MITHHCKY CTIEIM(PUIHOCT MMa y HIKO] UMIIOCTAITH|H, TICBaby BOKAJA ,,IIITO
BUIIIE HAIIpE] — Ha yCHaMa™“, 0IHOCHO 3BYYHOM YII0JI00JbaBamy U3BOPY.

Y 4eTBpTOM TOTHaBILY, [Ipupoonu moucku cucmem, oceOHO je ak-
LEHTOBaHA TI0jaBa HETEMIIEPOBAHOCTH TOHCKHX CTPYKTypa, Kao uMa-
HEHTHO CBOjCTBO 3HAYajHOT JieJla CPIICKE TPAJUIMOHATHE BOKAIHE MPaK-
ce. AyTopka m3Baja OCHOBHE TOHCKe HHM30Be (YKymHO 5), pehajyhm mx
M0 KPUTEPUjYMY CIIOKEHOCTH, OJ IWjaTOHCKHX IMpeMa XPOMAaTCKUM. Pe-
J0CIIe]] HU3amba OBUX CTPYKTypa yjeqHO je M PeIociiea IlHXOBOTr yBole-
a y HacTaBHM mporec. Pazmarpame npodiemMa HETEMIIEPOBAHOCTH Me-
TOJIOJIONIKH j& yTEMEJbeHO Ha Kpajy OBOT TOTJIaBjba, MO3UBAKHEM Ha I10-
JaTke A00WjeHe MPHWIMKOM TOHCKHX MEpema Koja je MpH HpoydaBamby
CPIICKOT TpaJMIIMOHATHOT TIeBarba HaunHmuIa Pagvuna [erposuh.’

Y nerom mnornaeiby, Cmuicke o0nuke mpaouyuoHAIHO2 nesarva,
Cama Pankowuh, 10 CONCTBEHOM NpPH3HAKY, yla3u y cepy HU3y3eTHO
KOMITJIEKCHOT | JISJTMKATHOT MUTamka — M3Bohaukor ctuia. YuHu ce ma cy
YIpaBo U3 pasiiora MOMEHYTe AETUKATHOCTH, Y OBOM IOTJIaBJby caJpiKa-
HE caMo KOHKpeTHe MH(]popMainuje o CHeru(uIHUM ,,CTUICKUM 0co0e-
HOCTHIMAa TPAJUITMOHATTHE BOKAJTHE MpaKce pasmTuauTux KpajeBa Cpowuje,
0e3 enabopaiirje 3Ha4YCHa Mmojma ,,ctuii“. Kao ocCHOBHE ,,CTUJICKE" Kapak-
TEPUCTHKE, ayTOpKa H3/ABaja: 0ojy IJylaca, BOKAJHY TEXHUKY, HaYMH
yKpalllaBama, MeJIOJI1jCKO-pUTMUYKe o0Opaciie U TpeTMaH Tekcra. Hase-
JICHH NIapaMeTPH Cy MOCTaB/LEHN KA0 OCHOBA MICHTHU(HKALIN]E pa3IHIM-
TUX MY3MUYKUX ceH3uOmnurteTra Ha mpocropy CpOuje — on LeHTpaiHe U
3arajHe, MPeKo jyrONCTOYHE U CEBEPOUCTOUHE, 10 ceBepHe Cpowuje.

;
Cpncka napoona my3uxa, necma Kao u3pas HapooHo2 My3uyKkoz muulwsersa, My3uKo-

nomky nHCTHTYT CAHY, moce6Ha m3nama, k. DXCII, Onemseme ApymITBEHUX HAY-
Ka, kib. 98, beorpan 1989, ctp. 72-73.
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Mertona nonyyaBama, o0jallmkbaBada M0 CETMEHTUMA KPO3 MPETXO0I-
Ha TI0IJIaBJba, CUCTEMAaTH30BaHa je Y OKBUPY IOriaBiba Kako opeanuso-
eéamu yac neearba. EneMeHTH momydaBama Cy M3JI0KEHH TaKCAaTHBHO,
penocneoM Koju Hajaxe (hopMma IIKOJICKOT 4aca: paclieBaBame, TeX-
HUYKE BexkOe M BexOe ¢ yjeqHayaBambeM BOKana, ,,TEOpUjCKa YIyTCTBa
y BE€3H ca IeCMOM Koja ce y4H, CIyNIake MecMe U 3alMCHBambe TEKCTa,
3alMCHBAE MENOJIHje, aHAIN3a MMOSTCKE M MEJIO/IU]CKO-PUTMHYKE CTPYK-
Type, a 3aTUM MeBamke, TO jeCT, YUCHEe IecMe U HeHO U3BO)CHE y 1IeTH-
HH. Kao eBeHTyasHy 3aMeHy MMOjeMHHUX TayaKka OBOT' CHCTEMa, OJHOCHO
ETOBY pa3paly y IWJbY pa3BHjama KPeaTHBHOCTU KOJ yUEHHKa, ayTop-
Ka MpeJiake: OCMUIILJbaBambe BOKaIN3e (Ha OCHOBY MOTHBA MPEY3ETHX
u3 necme), npesoheme necme us parlando rubato y nucTpuOyTHUBHU PH-
TaM (1 OOPHYTO) U CTBapame HOBE MECME Y HApOIHOM TyXY.

[locneame mornasibe, 3aspuHa pazmamparsa, HAje pean30BaHO y
crangapHoj hopMu pesnmea, Beh o0jarmaBa BU3H]y O OUyBamky HAIHO-
HAJTHOT MJICHTHTETa KPO3 PEBUTAIHM3AIN]Y TPAAUIMOHATIHE MY3UUKE MPaK-
ce. TakaB mpuCTyN CBEIOYM HE CAMO O €THOMY3HKOJIOIIKH OOJIMKOBAaHO]
TIePIICTIITHjH, HETO M O CYIITHHCKH CBEOOYXBAaTHOM MPOMHINIbaky Carmbe
PankoBuh o mpoOnemMuMa amuKaTUBHE €THOMY3UKOJIOTH]E, V YKEM, U
CaBpPEMEHOT JIPYIITBA, Y MIUPEeM CMHCTYy. UMHU ce 1a TeK MOCMaTpameM
Kkibure OCHOBHU NPUHYUNU Y4erbd HAPOOHO2 Nesarbd (jeOHO2NACHO nesa-
me 1) y CBETJIOCTH MpeACTaB/beHE BU3HjE, OBO OCTBapeHmE 100Hja CBOje
MOTIIYHO 3HAYEHE U CBPCHUCXOIHOCT.

30pasexo Panucaswesuh

(My3uuka mkona ,,Mokpamarl,
Beorpan, Cpbuja)

UDC 781.7:784.4](=163.41)
78.072(075)
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Ralph P. Locke

MUSICAL EXOTICISM:
IMAGES AND REFLECTIONS

Cambridge University Press, Cambridge, 2009
xviii, 421 pp.; music examples, illustrations, bibliography, index.

The large number of studies on musical exoticism that have ap-
peared in the past fifteen years proves that this once ambivalent area of
scholarship has come a long way. Ralph P. Locke, Professor of Musico-
logy at the Eastman School of Music of the University of Rochester,
counts as one of the pioneer voices in this field—his numerous articles
and essays discussing issues of exoticism, especially in nineteenth-cen-
tury opera, constitute landmarks of musicological acumen and sound
foresight. Musical Exoticism: Images and Reflections marks his first
monograph in an area of musical scholarship that has expanded exten-
sively since the first forays into the field. In this book, however, Locke
does not simply set out to perpetuate previously established theories of
examining the diverse repertory of Western music that centers on the
exotic Other, but rather aims to challenge accepted practices and redefine
the field by advocating for a paradigm shift.

European fascination with the non-Western world involved a tight
nexus of signification, appropriation, and construction of the Other, that
grew in complexity as aspects of politics, religion, race, colonialism, and
power problematized the discourse. In his seminal publication, Orien-
talism: Western Conceptions of the Orient (London: Routledge & Kegan
Paul, 1978), Edward W. Said opened up new paths for addressing this
obsession with the Other by situating it in imperialist attitudes, which he
invariably defined as the “Western style for dominating, restructuring,
and having authority over the Orient” (Said, Orientalism, 3). When an
artist attempts to evoke or represent another culture, issues of authentic-
ity, stereotyping, ideological and political biases, clichés and prejudices
are never divorced from the work itself. Western musical representations
of the Other may be seen in works as diverse as Mozart’s “Rondo alla
turca” (from his Piano Sonata K. 331), Brahms’s Hungarian Dances,
Bizet’s Carmen, Stravinsky’s Firebird and Puccini’s Madama Butter-
fh—to name a few. How these works distinctly evoke and signify Tur-
key, style hongrois, Spanish culture, Russian identity and Japanese tra-
ditions respectively, has been the focus of studies and analyses by gen-
erations of scholars. (See the other two major book-length publications
in this field, Jonathan Bellman’s edited collection of essays The Exotic in
Western Music [Boston: Northeastern University Press, 1998] and Tim
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Taylor’s Beyond Exoticism: Western Music and the World [Durham:
Duke University Press, 2007]). In recent years such treatment has also
been applied to divergent West-centric works that involve jazz, musical
theater, film and pop music and, although Locke occasionally includes
them in his discussion, he does so in an effort to expose problematic
areas inherent in studies of exoticism. Locke’s major contribution in this
book, however, lies in his adoption of a broader and more inclusive
methodology than that previously used in the study of musical exoticism.

The thrust of his argument lies in Chapter Three, where he proposes
a new definition of musical exoticism and a broader paradigm that “can
respond to a wider range of musical evocations of exotic regions and
people” (59). He views the established scholarly approach of looking at
portrayals of the exotic Other through specific stylistic markers (for ex-
ample, vocal melismas, instrumental arabesques, intense chromaticism,
static textures, modal elements, etc.) as limited and inconclusive. He
calls the application of this lexicon of musical exoticisms (which he
aptly summarizes on pp. 51-54) the “Exotic Style Only” Paradigm, and
he juxtaposes it to a broader one which he calls the “All the Music in
Full Context” Paradigm. Locke admits that he gave this name to his
approach “half-humorously,” possibly to exaggerate the broader context
he wished to create for this new approach. Instead of looking through the
lens of a tightly controlled system of musical significations (that may or
may not suggest “an exotic locale or culture”), Locke proposes a more
inclusive approach that takes into consideration not only the music but
also all aspects of the work (scenery, settings, etc.), as well as its inter-
action with the listener. The two approaches are not mutually exclusive,
but rather they overlap and complement each other. (Locke had previ-
ously proposed this dichotomy in his article “A Broader View of Musical
Exoticism,” The Journal of Musicology 24 [2007]: pp. 477-521.)

The “All the Music in Full Context” Paradigm provides a fertile
ground for Locke’s investigation. He suggests that musical exoticism
should not be simply reduced to a lexicon of musical devices. As he in-
sightfully argues, certain works may still use similar musical markers,
but do not necessarily convey strains of the musically exotic. Or, some
works may “portray exotic locales, cultures, and individuals but without
using exotic stylistic devices” (20). To that effect, Chapter 5 (“Baroque
portrayals of despots: ancient Babylon, Incan Peru”) deals with Handel’s
Belshazzar and Rameau’s Les Indes galantes, as examples of works
whose exotic qualities lie in their textual and dramatic aspects rather in
their musical devices. In Chapter 6 (“A world of exotic styles, 1750—
1880”) Locke discusses a plethora of major and minor instrumental
compositions, by famous and not-so-famous composers alike, that
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helped popularize the specific stylistic devices associated with the
exotic. Works that exhibit stylistic features long associated with the alla
turca and Gypsy styles here receive an exciting fresh treatment.

No other music genre has contributed to such rich representations of
exoticism as opera. In Chapter 7, aptly titled “Exotic operas and two
Spanish Gypsies,” the reader is immersed in operatic evocations of
Otherness, with emphasis on the alluring image of Carmen—in particu-
lar, the opera’s Card Scene, which is free of musical-exotic markers but
rich in exotic characterization. Locke rounds off his venture into the
operatic tradition with yet more examples from the world of opera, espe-
cially those works that can be analyzed in relation to Europe’s colonial
expansion. Chapter 8, “Imperialism and ‘the exotic Orient,”” presents yet
another case study between western attitudes and the Orient, and culmi-
nates in an appreciation of certain rarely-discussed scenes in Puccini’s
Madama Butterfly that via non-musical means highlight the hegemonic
power of the West over the East. Locke magisterially meshes traditional
interpretations with solid musical analyses that inform astutely nuanced
exegeses of the new paradigm he proposes.

At the turn of the century, historical trends (such as hostility toward
the empire and general ease of access to distant cultures), coupled with
modernist aesthetic tendencies, produced what Locke describes as “dis-
dain” toward Overt Exotic representation. In addition, twentieth-century
composers who found inspiration in music of other cultures, invariably
incorporated such elements in works that did not make pretentions to
musical exoticism. In order to help clarify the boundaries among all
these diverse manifestations of exoticism, Locke proposes the creation of
three new categories: Submerged Exoticism, Overt Exoticism, and
Transcultural Composing. In Chapter 9, titled “Exoticism in a modernist
age (c. 1890-1960),” Submerged Exoticism is described as “the tendency
... for general musical style to incorporate distinctive scales, harmonies,
orchestral colors, and other features that had previously been associated
with exotic realms” (217), while Transcultural Composing is adopted as
a term in order to denote the “practice of composing for Western con-
texts ... a work that incorporates certain stylistic and formal conventions
of another culture’s music, often a music that has a quite different con-
text” (228). With discussions that include early twentieth-century exoti-
cist ballets, jazz and popular music, operetta, musical theater and film
music, this chapter confirms that the boundaries that Locke wishes to
establish seem to become fluid, and terms and categories dissolve easily
under the strain of the intended classification. Chapter 10, “Exoticism in
a global age (c. 1960 to today)”, investigates the proliferation of exoti-
cism in music of diverse sources. Numerous twentieth-century compos-

197



My3ukoinoruja 9-2009 Musicology

ers, cultures, genres, styles, and media make an appearance in this chap-
ter, a tribute to the eclecticism, versatility, diversity, and experimentation
that characterize the music of our multicultural, globalized present.
Locke deftly navigates between musical analyses, socio-cultural readings
and ideological interpretations for the sake of formulating an astutely
informed and nuanced picture of the problems at hand.

Locke’s superb book will undoubtedly help amplify the horizons of
scholarship in the ever-expanding area of musical exoticism, by explor-
ing the pitfalls, proposing alternative interpretations, broadening the rep-
ertory under discussion and, ultimately, by heightening our understand-
ing of our position as listeners and consumers. In the book’s last chapter
he invites us to reconsider and reappreciate this repertory in our diverse
musical present. Clichés and distortions, biases and stereotypes will
never cease to exist. But Locke, quite rightly, ends by emphasizing not
the music and its creators, but us, listeners and audiences. What are we
to do with works (especially opera and other dramatic genres) that rein-
force exotic stereotypes that may be demeaning or offensive to certain
contemporary sensitivities? Locke does not shy away from proposing
what—to many—may seem to be an extreme solution: either rid the
work’s performance of all time- and culture-specific visual references, or
“refrain from performing it” (324). This is only a temporary solution,
however. Locke concludes his book by advocating the importance of
rehabilitating this repertory in its proper context by getting to know it
better—both for the sake of the work’s autonomy, and for fostering tol-
erance toward “cross-cultural understanding” (327). I would add that, no
matter how troubling the visual and verbal rhetoric occasionally may be,
it is the ability of this dynamic repertory to constantly transform its re-
ferential codes and thus elude any single interpretation, that compels us
to indulge in its perpetual allure.

Ralph Locke’s book came out as I had finished teaching a graduate
seminar on musical exoticism. Although my students at Bowling Green
State University did not have the opportunity to benefit from the author’s
most recent investigation on the subject, our exploration into such fasci-
nating issues were an eye-opening experience—we all enjoyed it tre-
mendously and, thanks to this remarkable new publication, we will con-
tinue to learn.

Eftychia Papanikolaou
(Bowling Green State University, Ohio, USA)

UDC 78.072:781.43(4-15:100)
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CKYHOBH / CONFERENCES

THE IDEA OF NATION, MINORITIES, AND THE
MUSICAL LIFE IN SOUTHEAST EUROPE

I'pam, 24-25. okrobap 2008.

3axBasbyjyhu nmematHocTH MHCTHTYTa 3a HCTOpHjy Jyromcrodne
EBponie Ha Yuusepsutery Kapn-®pannenc (Karl-Francens) y I'pamy,
0Baj Tpal je AoOMO CTaTyc jeIHOT O] Haj3HAYajHUjUX HCTPAKHUBAUKHX
[IeHTapa 3a UCTOpHjy U KynTypy bankana. Tokom 1970-ux roguna, Wu-
CTHTYT 32 MY3UKOJIOTHjYy Ha UCTOM YHHBEP3HUTETY, Ha 4eiy ca Pynondom
®nounnrepom (Rudolf Flotzinger), qao je BenMKH AONPUHOC MpOydaBa-
By My3nuke Kynrype Jyroucroude EBpore. Tana je @nomunrep, koju je
W caMm JIao JIOTIPHHOC HMCTPaXHBamby HCTOPHjE CPIICKE MY3UKE, YCTaHO-
BUO pEAOBHE HAay4HE TOAMIIHE CACTAHKE MY3UKOJIOTa U €THOMY3UKOJIO-
ra u3 peruona. Pesynratu oBux cacrtaHaka cy 00jaBJbUBaHH y TOCEOHO]
cepuju Grazer Musikwissenschaftliche Arbeiten, Io4eB Ol TIpBE CBECKE
Beitrige zur Musikkultur des Balkans.

HenasHo je oBa Tpamuinja 0OHOBJbEHA y BHIY YCTaHOBJbCH:A OHje-
HAJHOT CKyIa, Ha WHUNMjaTuBy Muxaena Banrtepa (Michael Walter) u
Tatjane MapkoBuh, a y capaamu ca AYCTpHjCKOM aKaJIeMUjoM HayKa U
yMmetHocTH U3 beva. Ckyn je opraHu30BaH Kao PajoHMIIA 332 MY3UKOJIO-
re U eTHOMY3UKoOJIOTe W3 OuBIie Jyrocnasuje, Aycrpuje, kao u Bemuke
Bpuranuje u Cjenumennx Amepuukux JpkaBa, KOju Cy H3Jaraiu pe-
3yJITaTe CBOJUX MCTPa)KMBama BE3aHHX 3a KynTypy Jyroucroune EBpo-
ne, OJHOCHO banlkaHa, Kao MOYETHY TauyKy 3a Jlajba pazMarpama U Ju-
ckycuje. Tako cy Ha NMPBOj pajMOHMIIU, OJpKaHO] y okToOpy 2008. ro-
QuHe, peHoMupaHu HayuHui u3 ['pana, beua, beorpana, 3arpeda, Jby-
ospane, Jlonnona u byjopka, kao u cryaenTn u3 beorpana, Hoor Cana,
3arpeba u JbyOspaHe, naiv CBOj JONPUHOC pasMmarpamwy Teme The Idea of
Nation, Minorities, and the Musical Life in Southeast Europe.

CenamHaecT paJoBa ce, Ha U3BECTaH HAUMH, MOTY IOCMAaTpaTd Kao Jie-
JOYKTUBHH CIIeI KOHIICHTPHYHHUX KPYyroBa, O] MallMpama YUTaBOT KYJITyp-
HOT ¥ YMETHUYKOT IIPOCTOpa PErMOHA JI0 Pa3MaTparma HAIMOHATHNX HIICH-
TUTETA U KPO3 MOjeIMHAYHE KOMITO3UIHje Witk onorpaduje Bonehnx my3uu-
Kux cTBapanaua. [lakie, TeMaTCKu KpyroBH cy OOyXBaTWIM AehHHUCAEE
KyJITypHOT nipoctopa Jyroucroune EBpore, morom Tepuropuje, KapakTepu-
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CTUYHY ,,BHIIIEjE3MIHOCT " My3HMUYKHX O3Ha4ynTeJha bankaHa, My3WuKH KH-
BOT y CBETIIy paJia Haj3HAYajHUjUX KYJITYPHUX U YMETHHYKUX HWHCTUTYIH]a,
pa3MaTpame HICHTHTETa KOHCTPYHCAHUX MOCPEICTBOM KaHOHA Y MYy3HYKO]
ucTopuorpaduju, Kao 1 My3UKOJIOIIKE HayqHE TIPOjeKTe.

Kyntypau npoctop JyroucrouHe y oxHocy Ha lleHTpanHy wnnu
Cpenmwy EBporty, ykibydayjyhu 1 ,,Henoymuiie* y Be3u ca OBUM TEPMUHH-
Mma aedunucao je ucropuyap I[lerep Llrtaxen (Peter Stachel: Central
Europe and Southeast Europe as a cultural space), nox je Kopremmja
Cabo-Knotuk (Cornelia Szabo-Knotik) mamupana My3u4ke KUBOT TPO-
CTOpa U3 acHeKTa 3HaYajHUX KYIATYPHUX U MY3HUYKUX WHCTUTYLHja y Je-
BetHaectoM cronehy (Challenging historiography’s tacit assumptions —
19™-century urban musical life in Central Europe reconsidered). My3nu-
K1 nipocTop bankana, MpBEeHCTBEHO U3 acleKTa HeroBe Oorare Tpaauiy-
OHAJIHE MY3MKE y MEpPHOLy OJ METHAECTOI O IBaJECETOr BeKa, pa3ma-
Tpao je IImm Camcon (Jim Samson: The politics of displacement) mo-
CpeACTBOM YeTHpW u3abpaHa mpuMepa, a To cy: cedapicka My3uka y
CapajeBy y NETHAeCTOM BEKYy, MHUIPAlOHM MpouecH Ha bankany y
0CaMHAaeCTOM BEKY, I'PUKO-TypCcKa My3HUKa ,,yKpHiTama“ y melhypaTHoM
MepUoAY U My3uKa KocOBCKuX Poma TokoM 1990-ux.

ITanopamy My3wuke nctopruorpaduje, ka0 CBOjeBPCHY PEIUIMKY Ha Ka-
HOHCKY nyOnukanujy Jocuna Anapenca, Crane Dypuh-Kiaju u [parotuna
LBetka Historijski razvoj muzicke kulture u Jugoslaviji (Zagreb 1962) u pe-
nedurHINjy noctojeher/mocrojehnx kanona npyxwim ¢y Tatjana Mapko-
Buli, 3npaBko brnaxexosuh u Jleon Credanuja (Re/Defining the imaginary
museum of national music: The cases of Serbia, Croatia, Slovenia).

VYBeK W3HOBAa WHTPUTAHTHO THTAkhE¢ HAMOHAIHOT HJICHTUTETA, Je-
JMMUAYHO OCBETJHEHO Y MPETXOJHO] TPYIH PagoBa, IOCTAaBIBEHO je Yy $o-
Kyc y cieneheM KOHIIEHTPUYHOM KPYTy, Te je caryieflaHo Kpo3 oapeheme
HaIlMOHAJHE TEPUTOPHjE Y TEOPUjCKOM IOTIIEAY U Y3 momoh mpumepa u3
KJacu4yHe M momynapHe Mysuke (Srdan Atanasovski: Music practices
and the construction of the national territory). IloToM, Beoma 3aHUMIBH-
Ba rpyma npuiora o6mia je moceheHa omepu, Kako Kao MEIHjy, TaKO U
kao uHcTUTyIMju. MiBana CramaToBuh je mpencraBuia cBojy 00yXBaTHY
CTYAM]jy O omepckoM cTBapanamTy y CpOuju u3mely aBa cBeTcka paTta,
mocebHo y omHocy Ha aena I[lerpa Kowosuha (Opera and the construc-
tion of multiple identities: The case of Serbia between two world wars).
XpBaTCKO OMEPCKO CTBApaNAITBO M3 UCTOT TEPHOAA carjieaHo je Kpo3
HPHUCYCTBO PEIUTHO3HE TEMATHKE W HAMOHAIHUX elleMeHaTa y JIBe OIle-
pe KOMIOHOBaHE TipeMa cneBy Bijedna Mara Jlyke botumha. Peu je o
onepama Adel i Mara (1932) Jocuna Xarea (Josip Hatze) u Adelova pje-
sma (1941, pes. 1951) Hge Iapaha (Ivan Curkovié: Religious and ethnic
issues in two Croatian operas composed in the first half of the 20™ cen-
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tury). Onepcka uHcTuTylMja y CpOHju je TpeicTaBJbeHAa M3 acIeKTa
KPUTHYKE CIIUKE PEreproapa y OJHOCY Ha 3aCTYIUbEHOCT HAI[HOHAIHE
OIepCKe My3HKe Ha CIIEHH HOBOCAACKOT CPIICKOT HAPOIHOT MO30PHIITA
(Ira Prodanov-Krajisnik: The crisis of national identity and the repertoi-
re of the Srpsko narodno pozoriste in Novi Sad in the last two decades).

HanmonanHu WISHTUTET je pa3MaTpaH M y Be3W ca MECTOM YCIIKHX
My3H4apa y CIOBEHaukoj My3uukoj uctopuorpaduju (Jernej Weiss:
Czech/Slovene musicians? On the question of national identity in Slove-
ne music at the turn of the 19" and the 20™ century). 3a pasiuuky o cpi-
CKe ucroprorpaduje, y K0joj je JelaTHOCT YEHIKHX My3udapa y JIeBeT-
HAeCTOM BEKy pa3MaTpaHa Kao HEM30CTaBHM, alM yBEK 3ace0aH A€o, y
CJIOBEHAYKO] Cy OHH CACBHUM HMHTETPUCAHH y HCTOPHOTPa(CKH KaHOH.
Huckypc 6uorpaduje je 6mo y nentpy naxme Jammbopa daBunosuha n
Becue Poxwuh. JlaBunosuh je pazmarpao craTyc U HCTaKHYTO MecTo Ba-
TpociaBa JINCHHCKOT y XpPBaTCKO] HAMOHAIHO] MY3HYKO] HCTOPHOTPA-
¢uju. OH je ykazao Ha HAYMHE Ha KOjH je craTyc JINCHHCKOT Kao ,,lIPBOT
XPBaTCKOT HAIIMOHAJIHOT MY3WYKOI CTBapaola YTEMEJbeH U IO0TOM
yTBpheH U y HalMOHAIUCTHYKOM KOHTeKcTy HezaBuche npxase XpBat-
cke, y bunmy Lisinski (Zagreb, ,,Hrvatski slikopis®) peauresba OxTaBu-
jana Munetnha. PoxxuheBa je kommapaTHBHO caryiefaja CaCBUM Pasiiu-
qUTE MO3ULHMjE JaTe IBeMa XPBAaTCKUM KOMIIO3UTOPKaMa y HCTOPHOTpa-
¢uju — lopu IlejaueBuh u Vsanu Jlanr (Princess and Cinderella? Two
Croatian women). Ynopeabom Hamuca o lbUMa, OUYUIIIeTHO je 1a je pBa
MOMEHYTa KOMIIO3UTOPKA MPOMOBHUCAHA y jEJHOT OJ IJIaBHUX perpese-
HaTa XpBaTCKe My3W4YKe HCTOpHje, Ka0 W Ja je CTBApaJIalliTBO IPyre
0CTaJI0 CKpUBEHO Y ceHil. [lopen Tora, My3W4KH KHBOT je MOCTaBJ/bEH U
KpO3 MPU3MY Pa3IUYUTHX >KaHPOBa — IOMyJapHUX oOpalga OCTBapema
KJIaCHYHE MY3HUKe 3a TaMOypallku opkectap, y npwiory Hune Hanormnex.

Myntukyntypanu3am bankaHa U3 yriia My3HYKOr Hacieha Haluo-
HAJTHUX MamuHa y XpBaTcKoj pazmMarpala je eTHOMY3UKOJIomKumba Han-
na lepubamuh (Multiculturalism of difference: Safeguarding minorities’
musical heritage in Croatia and beyond), nox je CBannOop Iletan moky-
1130 Jia CKUIUPA JCTATHOCT MY3HYKUX (POJNKIOPHCTA, OTHOCHO ETHOMY-
3uKoJiora y omsmioj Jyrocnasuju (Ethnomusicologues in former Yugosla-
via between folk music research and anthropology of music).

[Ipojekre Onespera 3a My3UKy AyCTpHUjCKe aKajeMHje HayKa U yMeET-
HOCTH B€3aHe TUPEKTHO U TocpeaHo 3a Jyroucrouny EBporty, npeacrasmia
je bapbapa boucur (Barbara Boisits: Dealing with music history of neighbo-
uring countries. On current project of the Kommission fiir Musikforschung).
Tako je, Ha TprMep, 0Baj peruoH, y oaHocy Ha llenrpanny Epory, 3acty-
IUBCH y WCTOPHUjH aycTpHjcke Mysuke, y Oesterreichisches Musiklexikon
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(yp. Pynong ®nonunrep, 2002—-2006), ka0 ¥ y UCTPaKUBAHUMA MY3HUKE U
peBonytmje 1848 (yp. bapbapa boucwur, y mrammm).

Wzabpanu pagoBu ca oBor ckyma Ouhe MyOJNMKOBaHU y YacOMHCY
AyYCTpHjCKOT MYy3HKOJIOLIKOT ApyIuTBa, Musicologica Austriaca.

Hapenna paanonuna mocBeheHa My3HuYKoj KyJaTypH JyrouctuyHe
EBpone ongpikahe ce 2010. ronune y I'paily ¥ OKOJIMHU 3aHOCHUX IITa-
JepcKux mej3axka, y opraHusanuju Muxaena Banrepa m UucTtuTyTa 3a
MY3UKOJIOTH]Y.

Tamjana Maprosuh
(PaxynTer My3U4Ke YMETHOCTH,
Beorpan, Cpbuja)

UDC 061.61:78.072](436 Graz):78.03(497)
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MEJIUTEPAH - U3BOP MY3UKE U CTPEMJBEIbA
EBPOIICKE POMAHTHUKE U MOJIEPHE

MelyHapoaHu My3HKOJIOIIKH CUMITO3HjyM Y OKBHPY ,,CIIOBEHauKHX
My3n4kux naHa“, Jby6spana, 11-12. mapt 2009.

OBoromummy ,,CiioBeHaukn My3wdku maHun' (Slovenski glasbeni
dnevi) oTBOpeHH Cy Y MaprOOPCKOM TO30PHIITY oniepoM Jeonopoz Buk-
topa [Tapme (Viktor Parma). ®ectuBan je nporekao y 3HaKy oOenexaBa-
ha 3HAYajHUX TOAMIIBLHIA: CTO TOAMHA 011 pohema kommo3uTopa b. Jle-
ckoBuna (Bogo Leskovic) u P. IN'obena (Radovan Gobec), cromenecer
roquHa of pohemwa P. Casuna (Risto Savin), cegamaecermneror poheHaa-
Ha JI. Jleonua (Lojze LebiC), Te cemammecetor pohenmana A. Ajauda
(Alojz Ajdic). Kao u npeTxoHUX ToAMHA, HA KOHIIEPTHUM MIPOTpaMuMa
Halla Cy ce JeJjia CIOBEHAYKuX ayTtopa muahe u crapuje reHeparyje.
HoBuny QectuBana npejactaB/ba My3U4Ka paJHOHHUIA 32 JCIy, KOjy je
oBe roauHae Boawno kommno3utop Y. Pojko (Uros Rojko). Ilopen yuennka
MY3WYKUX IIKOJIA, Y PAJUOHHUIN Cy YYECTBOBAIM M CTYJICHTH MY3HUYKE
neaaroruje u mysukonoruje ®unozodekor dakynrera y Jbyospanu.

VY okBupy decTuBana, TpaAULHUOHAIHO je OAp>KaH MejyHapoaHU My-
3UKOJIOIIKM CHMIIO3UjyM I0J] Ha3UBOM ,,MeauTepaH — U3BOP My3HKE U
CTpeMJbEeEha €BPOIICKEe poMaHTHKe U MojepHe (Mediteran — vir glasbe in
hrepenenja evropske romantike)*, xoju je oBe roguHEe W TEMaTCKu OHO
MOBE3aH ca KOHLEPTHUM AemraBambuma. Ha ckymy cy mopex momahuHa
y4ecTBOBaIM My3ukono3n u3 Hrammje, Ayctpuje, Hemauxe, Yemike,
CnoBauke, Benuke Bpuranuje u Cpbuje. Ckyn je otBopro np [Tpumox
Kypert, penosuu npodecop Ha My3uukoj akagemuju y JbyOsbanu.

Behu 0poj pamoBa 610 je noceeheH CTBapajallTBy CJIOBEHAYKHX KOM-
MO3UTOPa, Ka0 U My3udkoM xuBoTy y Tpery u Kompy. Tako je A. Mucon
(Andrej Misson) u3 JbyOspaHe roBOprio 0 0COOEHOCTHMA y KOMITO3UIIMOHO)]
TEXHHUIIM CIIOBEHAYKUX KOMIIO3UTOPa U3 PUMOpCKe peruje, a Harama [u-
roj Kperynosuh (Natasa Cigoj Krstulovi¢), ca My3uKoIOIIKOT HHCTUTYTA y
Jby0Gspanuy, IOKyIIIama je Jja OCBETIIM OKOJTHOCTH U T00Y/Ie Koje Cy yTHIale
Ha HacTaHak 30upke Jaoparcku enacosu (1876) kommoszutopa AnToHa Xaj-
npuxa (Anton Hajdrih), a moceOHO meHe HajnomyIapHuje XOPCKe KOMITO3HU-
mmje Jaoparcko mope. J1. Ilredanuja (Leon Stefanija), Banpemau mpode-
cop Ha Omcexy 3a My3ukosorajy Ha dunozodckom dakynrery y Jbyospa-
HH, je UCTaKao Jia ce MenuTepaH ocnama Ha MEIIaBUHY Pa3IHYUTOCTH U
jemHor mporeca ymiumBa ,,Tyhe My3uke y ,,cB0jy* 1 0OpHYTO, IITO je U Au-
CKYTOBAaHO Ha TPH IIPUMEpPA U3 HOBHjE CIIOBEHAUKE My3HKe (TIOI MeBavuIa
Camma Jleaaepo, kommozutopu Yporr Pojko u Ao Kymap).

JlBa mpmitora OJHOCHIJIA Cy ce Ha My3HUKH XuBOT y Kompy y mpBoj
nonoBuHn XIX Beka. J[. @penux (Darija Frelih), ca My3ukonomkor uH-
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ctutyTa y JbyOspaHu, OCBETIINIIA j€ )KUBOT U CTBAPAJIAIITBO Mame MO3HA-
TOI KOMAapCKOI IPKBEHOI KOMIIO3UTOpa M My3uuapa Dakoma ['eHua
(Giacomo Genzo), koju je genmoBao u 'y Tpery, Ilupany u Ha octpBy Kp-
Ky. Miana xonerunauna Xenena [apauna (Helena Gardina) nana je ciu-
Ky My3Wukux Aemasama y Kompy Ha mouetky XIX Beka, y Bpeme Kana
ce KOHLIEPTHH JKUBOT M3 3aTBOPEHUX M LPKBEHHUX KPYroBa MpOLIUpYje Y
jaBHE MHCTUTYIM]jE, IITO je JOBEJIO M JIO OCHUBama DUIXapMOHH]jCKOT
npymrTea 1865. rogune. O pa3HUM aceKTHUMa My3WYKOT, M YOIILITE KyJ-
TYPHOT XHMBOTa y MyJATHETHUYKOM U MYJITHKYITypHOM TpCTy, y KOHTEK-
CTY Pa3iMYUTHX APYLITBEHUX U IMOJUTUYKUX HPUIHKA, TOBOPWIH CY:
Jlynza Auronn Meoumeparncku Tpcm u koumunenmanua Cnogenuja, Jo-
ke IlupjeBan Crnosenyu y Tpcmy m Mupan Kowmyra Tpcm je (myhu)
Haw. Cnogenauku KyimypHu nomon y Meoumepan.

VY dokycy naxme Tpoje KoJyiera Ouia je rpuka MHTOJIOIIKA Apama —
Kao W3BOpHUINTE HamaxHyha eBpoIicke pomMaHTHKe W MomepHe. Humm O’
Jlogmunu (Niall O’Loughlin) u3 Benuke Bputanuje je ykazao ga cy MHO-
T KOMIIO3UTOpH, a moceOHo y XX Beky, Oa3upaiu cBoje olepe Ha
EypurmmmoBom komany bakxanmxutrbe. AyTOp je TOBOPHO O PAa3THIATOM
TpeTMaHy TEKCTa, Kao0 U MaHupa TpaHchopmMalije oBora Komajaa y onepy
Koz Tpu kommo3utopa: [lona Bynepa (John Buller, Bacchae, 1992), Ero-
Ha Beneca (Egon Wellesz, Die Bakchantinnen, 1931) u Xanca Bepuepa
Xennea (Hans Werner Henze, The Bassarids, 1966). ntepecantan
IIPWIOT O IPYKOM MUTY y MeJloApaMaMa demkux komnosuropa XVII u
XIX Beka, ¢ moceOHrM ocBpToM Ha 3. duduxa (Zdenck Fibich), nana je
Bmacra PajrepepoBa (Vlasta Reittererova). Misan ®mopjann (Ivan Flor-
janc) je pasMuIiubao o Xapmouuju u MutckoMm mysudapy Opdejy, koju
Cy ,,KpO3 CBEKOJINKY MCTOPH]Y €BPOIICKE MY3UKE MPUCYTHH HE CaMO Kao
napajnrMa 3a My3HUKy Y y>KeM 3Hadewy T€ PeuH, Beh IITaBuIle IpeacTa-
BJbAjy jeflaH O] KJbyYHHX HaYMHA MHUIUJbCHA Ha KOjUMa IMOYUBa KYJITypa
Ha KOHTHHEHTY, Koju cBoje ume Eepona nyryje antuukoj ['pukoj, kojy
Ha jy>KHUM ofanama 3ambycKyjy Bole MeauTtepaHckor mopa“.

Tpu pana 6una cy nmocseheHa UTATHjaHCKUM My3HYapuMa U perien-
[UjH1 HBUXOBUX JIeNla y CpeinHaMa y Kojuma cy nenoBanu. Jlynhu Bepau
(Luigi Verdi) u3 bonome npencrasuo je, 1aHac Mambe MMO3HATOT KOMITO-
3UTOpa U TeopeTndapa Mysuke, JJomennka Ananeony (Domenico Alale-
0na) U CKPEeHyo MaXkKiy Ha HEroB 3HAYA] Y UTATHjaHCKOM MY3HUKOM KH-
BOTY MoYeTKOM XX BeKa. YKa3ao je Ha HeKe acrleKkTe AJIaIeOHHHUX TEO-
PETCKUX MCTpPaKMBama O IIOJICJIM OKTAaBE Ha jeJHAKE JICJIOBE, YMja je
MPUMEHA €BUACHTHA Y KOMITO3UTOPOBUM nenuma Mirra u Pascoli-Me-
lodien. Xy0ept Pajrepep (Hubert Reitterer) u3 beua roBopwo je o orepu
Der Vasall von Szigeth in Wien Autonna Cmapespue (Antonio Smare-
glia) 1 wmeHum m3Bohewmrma y Oeukoj [IBopckoj omepu. CMapesbua je
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6uo mopexioMm u3 Mcrpe, Majka My je Ouna XpBaruiia, a otail Mranujas.
Y moMeHyTOj OmepHu eBUACHTHA j€ KOMIIO3UTOPOBA MPUBPIKEHOCT HCTap-
ckoM couleur locale, ka0 m XpBaTCKOj W JAJIMATUHCKO] HAPOIHO] MYy3HU-
u. Jurep I'yrraext (Dieter Gutknecht) u3 Kenmna ykaszao je Ha yTHIiaj
WTaJIMjaHCKOT BHOJIMHCKOT cTuiia u3 apyre nonosune X VIII Beka Ha Tex-
HUKY U €CTeTHKY ()paHIlyCKe BHOJMHCKE IIKoIe modeTkoM XIX Beka.

Jenan Gyok pasoBa HEMAuKUX M AyCTPUjCKUX Koyiera OMo je ycme-
PEH Ha ,,MEIUTEPAHCKO" y JIeIMMa HEMAUKUX U ayCTPHUjCKHX KOMITO3H-
topa. XaptmyT Kponec (Hartmut Krones) u3 beua je roBopuo o ,,stidlic-
he Liedern* Xyra Bonda (Hugo Wolf). Xenmyt Jloc (Helmut Loos) u3
Jlajnmura je ,,MemurepaHcko™ Tpaxwuo y mennma @. Mernencona (Felix
Mendelssohn Bartholdy) u P. Illymana (Robert Schumann), a Knayc [e-
re (Klaus Doge) u3 MuHnxeHa je mpelncTaBUO KOHIIEPTHY YBEpTHPY [n
Italien op. 49 Kapmna I'omgmapka (Karl Goldmark). W3y3erak je 3anun-
MJbHMBO m3narame [lerepa Auapamkea (Peter Andraschke), xoju je mpen-
ctaBuo neno Mare nostrum Entdeckung, Befriedung und Konversion des
Mittelmeerraumes durch einen Stamm aus Amazonien 3a (1973-75) M.
Karena (Mauricio Kagel) xao mo6ap nmpumMep 3a TUCKYCHjy Ha TEMY UM-
nepujanu3Ma u KoJIOHHjaIu3Ma.

Pan gemkux xomera Jutke bBajrapose (Jitka Bajgarova) m Jozeda
Ile6ecte (Josef Sebesta) 6uo je ycpeacpelhen Ha GOCAHCKH MPU3BYK Y
BOjHOj MY3HIIM YeIIKMX BOjHUX KamnemHuka (1898—1908), ca moceOHUM
OoCBpTOM Ha nenatHocT Jynujyca @yumka (Julius Fucik), koju je nemoBao
y CapajeBy oz 1897. mo 1900. rogune. Mapujana Koxanoruh je roBopuia o
WUTAJIMjaHCKUM ¥ HEMAauyKUM YTHI@juMa y TIOMYJIAPHUM CPIICKUM IIecMama
u3 npee nooBuHe XIX Beka, Mehy kojuma cy u necme Hukone Hypkosuha,
pohenor y Tpcry. Mako Huje 6o Be3aH 3a TeMy cKyta, nprutor Hame Xpu-
koBe (Nad’a Hrckova) u3 CrnoBauke, npencrapiba 3aHUMIBMB OCBPT Ha Olle-
py Jypaja benema (Juraj Benes) The Players u3 1996. ronune.

PagoBu cy mpe3eHTOBaHHM Ha CJIOBEHAYKOM, HEMAaYKOM U E€HIJIECKOM
jesuky. CUMyNITaH! MPEBOJI, Ca HEMAYKOT U SHIJIECKOT Ha CIIOBCHAYKH U
00pHYyTO, JONPUHEO je¢ 00J0] KOMYHHKAITHjU. TEKCTOBU HM3JIO0KEHH Ha
ckymy Ouhe o0jaBibeHH y 300pHHKY pagoBa. OBe roauHe jenaH neo de-
ctuBasia 6uhe oapkaH y jyHy, a Hamepa je Ja ce 00eNekH ceaamIeceT-
ety pohennan kommosutopa Bunka ['modokapa (Vinko Globokar) cio-
BEHAYKOM IIPEMHUjepoM HeroBor aena Destinees Machinales.

Mapujana Koxanosuh
(Axanemuja ymetHoctu, Hosu Can, CpOuja)

UDC 78.079(497.4):061.3:78.072
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BALKAN STUDIES - QUO VADIS?
Beu, 25. ammpm 2009.

OCHOBHE CMEpHHIE y pasMHUIJbabUMa O OATOBOPY Ha IHTAmkE U3
HacloBa cKymna fgamu cy Makcummnnjad XaptmyT (Maximilian Hart-
muth) u Karl Kazer (Karl Kaser) y cBojum ananuzama cryauja bankana
(Balkan Studies). Ilomenyte cmepruiie ynyhyjy Ha Jocanamima HCTpa-
KHBama OallkaHCKe HCTOpHje M KyIType, ald H ,,TUjarHOCTHOUKY]Y*
MPOMEHE HacTalle y CaJiejCTBY ca peAepUHUCAEM XYMAaHUCTHUKUX JHC-
[UIUIMHA TOKOM TIOCIIEIbUX JCLeHUja ABaaeceTor croneha. YaecHUu-
Ma Cy Tako yryheHa MuTama 3a Jajba MPOMHUILbaka Y BE3U ca IMpodu-
JIOM, KOH3€pBAaTHBU3MOM, JUCIMIUIMHAPHUM TpaHuiiama u Moryhum Oy-
nyhuM ycmepemnMa y okBUpuMa cTyauja bankana.

Yunu ce na je Beh caMa WHTEPIMCUMIUIMHAPHOCT PaAMOHMLE OJp-
skaHe anpuiia 2009. roguae y beuy (o1 uctopuje, TMHTBUCTHKE, HCTOPH-
orpadwuje, 10 UCTOPHje YMETHOCTH U My3WUKe UCTOpHOoTpaduje) MpyKu-
Jla U3BaHpEAHY IIUPUHY Y carjielaBamy, Kako C€ MCIIOCTaBUIIO, MCTUX
npobiemMa U 3ajelHUUKe moTpede 1a ce npesasul)y TpaAULUOHAIHO MIPH-
CyTHa (CaMO0)OIrpaHHYeha youeHa y A0CaJalllbuM NCTPaKUBambUMa. Jac-
HO je Jla Cy BUILIECTPYKH HJICHTUTETH bankaHa, y Be3W ca HCTOPUjOM,
KibMKeBHoIIhy, 00pa3oBambeM, TUKOBHIM YMETHOCTUMA, MY3HKOM, OJ-
HOCHO MY3HWYKOM HCTOpHOrpadujoM 3axTeBajld yNPaBO OBAKBO HMHTEP-
JTUCIUTUIMHAPHO YMPEKaBame, KaKo je cyrepucao XapTMyT CaMOM KOH-
LEMINjOM CKYTIa.

Heer pagoBa MaxoM Miajux HaydyHHKA, YHHBEP3UTETCKHX Mpea-
Baya u3 beua, ['pana, Tubunrena, PerencOypra, beorpana, 3arpeda, Co-
¢uje, Ncranbyna n Yukara ocBETIMIM Cy pa3jIMUUTe acIEeKTe 110Jba HC-
TpaknBama. CKyT je 3aKJbYUeH 3ajeTHUYKOM JHCKYCHJOM, KOjy Cy BOJH-
1 Makcumunujan XaptmyT u Kapn Kasep, y3 tpoje yuecnuka (Mapuja
Cracunomnyny/Maria Stassinopoulou, Melisa Slipac, Llon Ilon Hbymen/
John Paul Newmann), mo3Banux 1a aajy KpUTHYKY TIEPCIICKTUBY H3HE-
THX 3aKJby4yaka CBUX ayTopa.

Kaxko je pexao CnaBoj XKmxek, ,,bankan — 1o cy yBujex apyru!‘
Hpyroct bankana, npoucTekia u3 ceu(QUIHAX UCTOPH)CKUX, TE€OMOIH-
TUYKHX, COLMjaTHUX OKOJIHOCTH, M3 CIIOKEHHX OJHOCA Y MYJTHKYJITY-
paJHUM cpeanHaMa. YTIPaBo MPOKMMamba PAa3ININTHX HAIMOHAIHHX, je-
3WYKHX, PETUTHO3HUX WACHTUTETa Ha bankaHy W BUXOBO MpeBa3mIaxe-
e Y TPAHCHALMOHAIHUM CTYyJIHjaMa, pa3MaTpaHa cy y OJAHOCY Ha MOTY-
he HOBe cMmepHuIle y OynyhnMm uctpaxkuBamuMa. Tako je BeoMa OIpas-
naHo caM mpoctop bankana — mpoctop M y reorpad)CcKoM My COLMjai-
HOM CMHCIY — IeHrHHUCaH, TpeMa npemiory 3punke bnaxesuh, xkao ¢y-
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KOOBCKHU XETEPOTONHjCKU MPOCTOP, KAPaKTEPUCTUYAH IO CBOjUM MHOTO-
Opojuum cynportaoctuma (Globalizing Balkans: Balkan Studies as tran-
snational/translational paradigm). TpaHCHaITMOHAITHO carjenaBame ba-
KaHa je CBaKaKo jeJHa OJ] 3ajeJJHMYKUX TepCIeKTHRa 3a Oyayha uctpa-
KUBamba KynType/Kyntypa bajkana, kao ITO je HICTaKHYTO y CBUM pajio-
BHMMa, a Ha TO je moceOHo ykazao Kapn Kazep (Disciplinary boundaries
in question.: Balkan Studies in globalizing world). Haume, Kazep cmatpa
Jia je HEeOMXOAHO Jja MHAMBUAYaJHO W HETOBE3aHO pa3MaTpame CTyHja
bankana, morom crymuja bimckor wim Cpenmer McTtoka, kao u apar-
CKHX W UCIIAMCKHUX CTyIHja, Hacliel)eHO U3 IeBETHAECTOT BeKa, Oyie mpe-
Bazul)eHO KaKo OM ce IOHOBHO YCIOCTaBHJIE BE3UBHE HUTH y MPEXKH 3a-
jenHnukux ucropuja. pyroct bankana je mpodmnucana m u3 yria
ayCcTpHujcke, oqHOCHO Xa030ypmke anTponosoruje (Christian Marchetti:
19"-century Austrian ethnography’s discovery of the proximate Other
and its legacy today).

HeraruBHa npencraBa o bajkaHy cBakako je yTBpljeHa TOKOM part-
Hux gorahaja 1990-ux rogmHa, WTO je pa3MaTpaHo Yy KOHTEKCTY MOJIH-
THYKOT, WHTCJIEKTYTHOT W jaBHOT auckypca y CjenumeHuM Amepud-
kuM JpxaBama (Edin Hajdarpasi¢: Balkan policy ghosts: Studying Sout-
heastern Europe in the United States since the 1990s). Y akaneMcKkum
OKBHpHUMA je MOTOM AerHHCaHa KPUTUYKA IEPCIEKTHBA yOOH4ajeHux
HEraTUBHUX KOHOTaluja, Te cy cryauje bankana y CA/Jl ,,peBuTanu3ona-
He 3axBasbyjyhu mompunocy Mapuje Tonopose, Jlapuja Bonda (Larry
Wolff), Munune bakuh-Xejmen (-Hayden) n apyrux. Y tom cmucmy,
Xajmapnammh Takohe ykasyje Ha 3Hawaj Oymyher TpaHCHAIIMOHATHOT
NpoyYaBamka PErHOHa.

Crynuje bankana y akageMCKOM JUCKYpCy pa3Marpao je u Brmamu-
mup @umiep (Wladimir Fischer: From ,, Balkanologie* to ,, Balkan-Kom-
petenzen‘: Major topics in Western academic representation of the Bal-
kans), IoueB O] HHCTUTYITMOHAIIN3AIIMj¢ 3Haka 0 bajgkaHy mpe cBera Ha
(DUITOJIONIKOM T0JbY Y JICBETHAECTOM BEKY, MPEKO UCTOpUOTpaduje, reo-
rpaduje u etHorpaduje, 10 €KOHOMHjE, COLIMOJIOTH]Ee M, Haj3ak, JaHa-
¢ TPAHCTUCIUTUIMHAPHE MEPCIIEKTHRBE. AKAJIEMCKH JUCKYPC HOKYCH-
paH Ha Oyrapcky ucTopuorpadujy ¥ MECTO Koje je y ¥0j IaTo HepUOIy
ol BuIIe oA meT crojcha oTomaHCcKe BiagaBHHE OMO je TeMa IpUIIOTra
Pocunie I'paneBe (Rossitca Gradeva: The Ottoman rule in Bulgarian hi-
storiography). AyTopka ce 3aJI0XKujIa 3a HHTErPanyjy OTOMaHCKOT TIePH-
ona y Oyrapcky HallMOHAIHY HCTOpHOTpadujy Kao 1e0 UCTOPHje KOjH je
Takole 1eo Oyrapckor HallHOHAIHOT WACHTUTETA.

W3Ban akasieMCKUX Kpyroea, y cdepu jaBHOT, MOMYT THEBHUX HOBH-
Ha WM UHTEPHET CTpaHUWIla, MeljyTuM, mpeacTaBe o bankaHy decto cy
obenexkeHe Tmpenpacyiama yciell Hell03HaBamka YUICHUIIA O PETHOHY,
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mrto je pasmatpao [lerep Mapuo Kpojrep (Peter Mario Kreuter: Slightly
nonsense. Or: Is there an impact of /more or less/ scientific Balkan Stu-
dies in the public/non-academic/ sphere?)

»MuroBu“ yTtBpheHn y ucropuorpaduju cariefaHu Ccy JIOHEKIIe
KOMIIapaTUBHO y pagoBuMa Makcumunrjana XaptMmyTa U Tatjane Map-
koBuh. Xaptmyt (Image-ing Balkans history: Non-creative Others, at-
tention deficits, and art as a problem) yxa3yje Ha noTpe0y JeMUTOIOTH-
3anmje onpeheHnx ucTopujckux morahaja y HaITMOHATHUM HCTOPHOTPA-
¢ujamMa U, Ha TOME 3aCHOBAaHUM yMETHHYKUM JeNNMa, pa3marpajyhu
ciyuaj lieu de memoire n HOBUje pEUHTEPIIPETALIMje OTOMAHCKOT MacaK-
pa ¥ HacWJba HaJl CTAHOBHUIIMMa Oyrapckor mMecta barak. Ha cimuan Ha-
YHH C€ MaIupajy KJbYYHH O3HAYMTEJbH ayTO-pelpe3eHTaIrje Y My3nud-
koj ucropuorpaduju bankana (Tatjana Markovi¢: Balkan Stydies and
music historiography: /Self/Representation between ,,authenticity” and
Europeanization), 3acHOBaHN Takol)e Ha MHUTY 0 J[pyroM, TpeTupaHoM y
OBOM CIIyuajy Kako Kao ,,ayTCHTUYHOM ' W MPENO3HATIbUBOM HUIHOMY
OankaHCKe My3WYKe KyIAType, TaKo M Kao BHIY CaJejcTBa ca 3alaJHo-
€BPOTICKOM TPAIHIIH]OM.

Ckyn Balkan Stydies — Quo vadis? je, naxne, BeoMa yOeIJbUBO II0-
Ka3a0 J1a ce yodyeHa Kpu3a y UCTpRKUBAkUMa HECYMIUBO MOXKE TpeBa-
3uhH OBAaKBUM HPOJYKTUBHUM JUCIHMIUIMHAPHUM yMpexkaBambuma. CKyn
je ompxaH y oprannzauuju Kakanien Revisited rpyne mnaaux HaydHHKa U3
beua, na gemy ca Ypcyiom Pebep (Ursula Reber). Uznoxenn pamoBu cy
00jeIMIbeHA y EIEKTPOHCKOM M3lamy, a Ouhe emuroBanu u Ha Tpehem
nporpamy Paagno beorpanga n myOaukoBaHH y IPeBOAY HA CPIICKH jE3UK.

Tamjana Maprosuh
(PakynTer My3UdKe YMETHOCTH,
Beorpan, CpOuja)

UDC 78.072(436):930.85(497)
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METAP CTAJUR
(1915-2008)

VY Beorpany ce 19. cenremOpa 2008. yracro *HBOT CPIICKOT My3HU-
KOT TIOCJICHHKA KOJH j€ pagHH BEK IMOCBETHO KOMITO3WIIHjH, KIaBUPY U
nenaroruju. Pohen je na IlerpoBman (otyma m ume Ilerap), 12. jyna
1915. y burospy, IpUIMKOM OACTyIama CPIICKE BOjCKE Ipe] repMaH-
ckuM 3aBojeBaunma. [lerpos otar JIparomup 6o je beorpahanun, Buco-
K1 oduuup, yuecHUK OankaHckux patosa. I[Ipex IIpBu cBeTcku pat 6o
je craunonupa y Humry rae ce ynosnao ca 0yayhom cynpyrom Amanu-
jom, umju je orar, nmxemep Jocud Punep, mopekmom u3 beua, ciryx0o-
Bao o Cpbuju y nepuony ox 1881. mo 1921. rogune.

IloBmauehu ce, mopomuna Crajuh mocreBa y ®@panirycky, y Huy,
3atiM y Amxup. Bparuna ce 1920. y beorpan, rie cy ce aera nkojioBa-
na. [letpa je mocne Benuke Marype y [pyroj Mymkoj riMHa3Hju HBEroBa
oOmapenoct, HacieheHa on majke, oasena y CpHCKy MY3WUKY LIKOJIY
(manammu ,,Mokpamail). bro je u3y3eTHO 3amakeH, U Kao HagoOyaHU
TOHCKHM CTBapaJiall ¥ Kao MUjaHuCcTa, KaJia je HCTOBPEMEHO 3aBPILIHO MY-
3n4Ko 1KosoBamwe U IlpaBuu ¢akynrer 1938. rogune. Tana ce Beh Mo-
pao 3amociIuTH, HeMajyhu cpefcTaBa J1a HACTaBU CTYIHje Ha HOBOOCHO-
BaHO] My3uukoj akagemuju y beorpany. [TocraBuna ra je 1939. rogune
3a mpodecopa KnaBupa ucta My3nuka IIKoJa y K0jOj je CTHIAo 3Hama
koa Muoja Munojeuha u Jenume Pagoanosuh.

[Tocne o6aBibeHe BojHEe oOaBe3e Crajuha yeka OopaBak y Ilapusy,
TIOINITO je Ha KOHKYpCY A00Ho cTuneHanjy dpanmycke Braage. M3ocTano
je, HaXaloCT, TOJIMKO >KEJbeHO ycaBpluaBame kojJ Andpena Koproa
(Alfred Cortot). Xutnep je nperazuo @pannycky 1940, mocie roguny
naHa mopaxkeHa je u Jyrociasuja. Ctajuh je 60 MOOHMIHCAH U pambeH y
Hory y Ounu kox BasbeBa. [loner ¢ kojum ce mpes jyrocioBEeHCKY KaTa-
cTpody OTHCHYO Y YMETHUYKH XHUBOT, Aeiehu ucrte, ,,apaHrapaHe’ Ha3o0-
pe ¢ HemTo crapujuM Konerama Mutanom Puctuhem n Bojucnasom Byu-
KoBmheM, TIPeKUHYT je 60pOOM Y KpaTKOM U ITOTYOHOM paTy, Kao u Byd-
KOBHMhEeBOM TparnyHoM cMphy 3a Bpeme OKymaiuje.

Kana je nomao mup, y TutoBoj Jyrocnasuju npuirke cy Ouse Takse
Jla ce OHU KOjH Cy OWIIM M3BaH KOMyHHCTHYKE maptHje, kao Crajuh, HU-
KaKo HHCY MOTJIM HaJaTH CTUIEHOWjU Y MHOCTpaHCTBY. be3 003upa Ha
CB€, OH HEYMOPHO KOMITOHYj€, TIOCTABIIN y CBOjoj mkomm 1948. roguHe
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npodecop Teopujckux npeamMeta. M3 cBoje mpBoOUTHE KinaBUpCKe (aze
EKCIIEPUMEHTATHOT KapakTepa (aTOHAIHE COHatre, Apabecke) KPEeHYO je
MyTeM HEOKJIACHIM3Ma U POMAaHTHYAPCKH YCMEPEHOT MOJIEPHU3Ma Y BO-
KaJHe, KAaMEpHE U OpKecTapcKe KoMmIo3unuje (cBute M3 cmapoe Bpara
u Kowmana, KOHLEPT 3a TUTapy U OPKECTap, KOjU je IIMPOM CBETa CBH-
pao Ypour JlojunnoBuh). Hberos omyc ce momymaBao BpeMEHOM, TTOPEN
cumdonuja (07 KOjUX je U3BelIeHa NeTa MoJ| Ha3uBoM Papoc) U coJo Tie-
cama (Ha ctuxoBe JoBana Jlyuuha, u3 nuxiyca Cynuare necme, n3ohau
Hyman Jankosuh), u My3uukocieHckuM aennma. Crajuha je Ha TOM Io-
Jby UHTepecoBaia tuTeparypa bope CrankoBuha u rpuky MUT, TTI0YEB O
opatopujyma Qducej u Deauanu 3 60-THX, KOju OU ce 32 HEKO H3BOhe-
¢ MOT'a0 IPETBOPHUTH Y CLEHCKY KOMIIO3UIIH]y. Y cieane cy onepe Jla-
OKOOH Y jelTHOM YuHY, Bparsanxa y Tpu unHa, 6anetn Oducej u Kupka y
MET CJIMKa ¥ HeJIOBPIICHU Eypunox.

IIpe Hexonmmko roawnHa, OaputoH Muompar Munanosuh u3 Hosor
Cana, wian Onepe CpIicKor HapoJHOT MIO30PHUIITA, YCIIEO je Y CBOM T'pa-
Iy a yCTaHOBU 00MYaj peryJIapHHUX KOHIepaTa Ha KOjUMa Ce U3BOAM BO-
KaJlHa My3HKa CPIICKUX KoMmo3uTopa. MmimanoBuh, Koju je Ha cebe y3eo
U YJIOTY MY3HKOJIOTa, je/iaH je o1 MaIoOpOjHUX KOjU ce Ha Taj HA4WH 00-
pH IPOTHUB 3a00paBa, ONILUTET U MOjeANHAYHOT, jep UCTOPHja CPIICKE MY-
3WKE jecTe NCTOpHja HEN3BEACHHX Jela, HApOYNTO HEN3BEICHUX U HEU3-
BohjeHux omepa u 6anera. OHO MITO ce HEKAJ MOTJIO YyTH Ha CIeHaMa Y
CpOuju win JyrocinaBuju, MOCIEAHBUX TOJUHA HITYe3aBa Op30 U HETIO-
BpatHO. C THM y Be3u Tpeba ncrahu aa ce taja poauia nzyserHa Mmua-
HOBHNEBa 3aMrCcao, Koja ce M HaMeTHYJIa caMa 10 Ce0H TPIIIUKOM YCITe-
IIHUX KOHIEPTUPamka Ha CIeHHM HoBocajcke Ormepe: aa ce y CpOuju
ocHyje omnepcku QectuBan nmocsehen nomahem crapanamrsy. M300p je
1mao Ha cMeziepeBcKy TBphaBy. CimdHa je KOHCTpyKIHja Onjla pUCyTHA
Mely Georpanckum apaMaTyp3uMa mpes caM arnpuiICKU paT, Y Be3H C U3-
BohemeM cprckux omnepa. BepoBaTHo Aa qaHac u He OU TONHMKO CpencTa-
Ba OmII0 MOTPeOHO J]a ce 3a OBaKBY MPHWIIUKY MPHIIATOIN OAroBapajyhu
MPOCTOP, KOIUKO ce Jaje 3a qpyre MaHudecTanuje MacoBHE TIOTPOIIHE,
npo0JieMaTHYHE YMETHUYKE BPEIHOCTU KOje C€ U Y 030MJBHO] THEBHO)]
LITAaMIIM TPOIJIAINABAjy 3a ,,HajBehie IojaBe y HMCTOPHjH MYy3UKe — Ha-
paBHO, CBETCKE, I1a CAMUM THM ¥ OBJIAIIEHE.

Jo peanmzaiuje omepckor MoAyxBaTa, 4djy uaejy Munanosuh He
HaITyIIITa, 3acaja Huje Aonuro. M3ocTana je moapiika OHUX KOju HEe CXBa-
Tajy KakBa Ou To Owila BaykKHa CTaBKa 3a KyJITYpY Jia Ce HAYMHHU OMepcKa
perpocniektuBa y Cpouju. Y moj 6u u CrajuheBo neno no0mio cBojy pe-
amm3anyjy. Ilo ToMe mTo HUje UMao MPHUITUKE N1a BUAM CBOjE OIlepe Ha
CIICHH, HUje jenuHu. HeBenmka cpricka onepcka NpoayKInja yoIlTe Hu-
je mpucyTHa Ha JacKama HallMOHaJTHUX TeaTapa, a O jenaH oBakaB (e-
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ctuBaj OMO BeJMKa IIaHca Ja Ce jaBHOCT, a Ha IIPBOM MECTY CaMH My3h4a-
pH, OJIHOCHO JIAHAIIEbHA KOMIIO3UTOPH, YIIO3HAjY ca JeinMa Koja YMHE CpII-
CKO MYy3HYKO W KYNTYpHO Hacielje, o moderaka Ji0 KOMIIO3MIMjA JTaHA-
IIBEr TpEeHyTKa. 3acaja, ocTaje Ha MiajuM TeHepaljama Jia poydaBajy
xomnosuuyje [lerpa Crajuha, koje cy 3aciayrom khepke [lyOpaBke npenate
Ha YyBame y oHIy 3aocTaBmTiHa My3ukonomkor nuactutyta CAHY.

Haoeorcoa Mocycosa
UDC 78.071.1:929](497.11) Staji¢ P.
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Contributors Ayropu

BECHA TIEHO, my3ukonor, Hay4yHH capafHUK y My3HKOJIOIIKOM MHCTHU-
tyry CAHY. [lumomupana je Ha ®@akynrtery My3uuke ymeTHocTH y beorpany,
Mmaructpupana Ha Axanemuju ymerHoctu y Hosom Cany, a mokropupana Ha
®dunozodekom pakynrery y beorpany. LipkBeHo nojame, BU3aHTH]CKY MY3HUKY
TEOpHjy U HOTaNHWjy yumna je y ['pukoj rie je crekia U mpakTH9Ha 10jadka Hc-
KyCTBa Ca PEHOMHPAHHUM I'PYKHM IOjIMMA. Y 00IacTH BH3aHTOJIONIKE MY3HUKO-
JIOTHje ycaBpIIaBasia ce Kao cTureHancTa GoHmanmja ,,Anekcannap OHa3uc™ u
-Emenn Haky“ y Comyny, Atnau u Konenxareny. [’ maBHa obiact meHOT 1oca-
JIALIBEr UCTPAXKHUBakha jECTE MPABOCIABHO LPKBEHO I10jalbeé HOTUPAHO METOIH-
HHUJCKAM M HEYMCKHM ITUCMOM, Ka0 M MOCTBHU3aHTHjCKA I0jauyka Tpaauliuja ca-
YyBaHa y TPYKUM M XHJIaHIaPCKUM PyKOMUCHMa. Y MOCTeAe BpeMe OaBu ce mpoy-
YaBamkEM T10jauKHX PYKOIHCA y CPIICKHM PYKOITMCHUM PH3HMI[AMA U CPIICKE Cpel-
HOBEKOBHE JIMTYPrUyKe U T0jauke Ipakce. PykoBomu xeHCKkHM XopoM ,,Cera Ka-
cHjaHa“ ¢ KOJUM je CHUMMIIA JBa KOMITAKT Jwicka. Baxuuje crymuje: Ilpasocnagrno
ypkeeno nojarve na banxkany y XIX éexy — na npumepuma cpncke u epuke mpaouyu-
Jje (Marucrapcka tesa), M3 xunanoapcke nojauxe pusnuye — Bukenmuje Xunanoapay
(MoHOTpaduja ca KOMMIAKT OUCKOM), Xunanoapcko ypkeeno nojare XIX eexa y
OK8Upy ceemozopcke nojauke mpaouyuje, TpaouyuoHarHo u MoOepHo y ypkee-
HOJ My3uyu — 021e0 0 KaHOHY U ungenmusnocmu, Kaxo cy cpncku nojyu y noeu-
Jjoj ucmopuju yuuau oa nojy, O ypxeenom nojarby u3 Xuaianoapckoe munuxd,
Tojauxu 360pnuyu y cpnckum pykonuchuum pusiuyama oo XV oo XIX sexa.

VESNA PENO, musicologist, Research Associate at the Institute of Musi-
cology in Belgrade. She studied in Belgrade and obtained her M.A. at the
Academy of Arts in Novi Sad and PhD at the Faculty of Philosophy in Belgrade.
She studied church chant, Byzantine music theory and notation in Greece and
gained practical chant experience with renowned Greek chanters. As a scholar
of the “Alexander Onassis” and “Eleni Nakou” Foundations she did research in
Thessalonica, Athens and Copenhagen. Her specialties include Orthodox church
chant notated in European and neumatic notations as well as post-Byzantine
chanting tradition in Greek and Hilandar manuscripts. Recently, she has written
about chant manuscripts collected in Serbian libraries and Serbian medieval
liturgical and chant practice. She leads the female choir Saint Kassiane. Her
publications include: Orthodox Church Chanting in the Balkans in the 19"
Century — according to Examples from the Serbian and Greek traditions (MA
thesis), From the Hilandar Chant Treasury — Vikentije from Hilandar (book with a
compact disc), Hilandar Church Chant in 19" Century in the Frame of Mount Athos
Music Tradition, How Have Serbian Chanters Learned to Chant in Recent History,
Church Chanting in the Hilandar Typikon — An Attempt to Reconstruct the Chanting
Practice in the 12" Century Hilandar, The Chanting Collections in the Serbian
Manuscript Treasures from the 15" to the 19" Centuries.

CAMYEJI APAYXO je Banpenuu npodecop Mysuuke mkosie Ha Cae-
3HOM yHHBep3utery Pno ne YKaneupa, rue ncrospemeno pykosoau U ETHomy-
3MKOJIONIKOM J1abopatopujoM. OGjaBHo je uaaHke W mpukase y bpaswry u uHo-
ctpanctBy (Ethnomusicology, Yearbook for Traditional Music, Latin American
Music Review, Diogenes, Muzikoloski zbornik). buo je ypenauk 34. 6poja I'odu-
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wraka 3a mpaouyuonarny mysuxy (Jloc Anbhenec 2002), moTom 300pHHKA
Cmyouje o ¢oaxnopy u epadckoj nonynapnoj my3uyu, ca WiaHIIMa CBOT HeKa-
nammber yuantesba [epa-Ilenma (Belo Horizonte 2007), xao u myOnukanmje My-
suka y gokycy: unmepoucyuniunapre nepcnexmuse (Puo ne Xaneupo). On
2003. roauHe, y capaJibu ¢ HEBIAIUHUM OpTraHU3alyjaMa, PyKOBOAU UCTPaXKH-
BauKUM INpojekTiMa y (asenama Mapea, Canrenpa u @opmure, opranusyjyhn
UCTPaXMBAaYKe THMOBE Ca CTAHOBHUIIMMA JIOKATHHUX 3ajelHHIA U MpuKasyjyhu
pe3ynTaTte Kpo3 3ajelHHYKE panoBe 00jaBJbeHE y aKaJeMCKHM W BaHaKaJeM-
CKMM TJacwinMa. AKTHBaH je U Kao u3Bohad, uman rpyne Tira o Dedo do Pu-
dim, a oj janyapa 2009. aHra>xoBaH je 1 Kao KOOpJMHATOP 3a My3HKy 1ipu ['paj-
ckoj Bnaau Puo ne Xaneupa.

SAMUEL ARAUIJO is associate professor at the School of Music in the
Federal University of Rio de Janeiro, where he also coordinates the Ethnomusi-
cology Laboratory. He has published articles and reviews in Brazil and abroad
(Ethnomusicology, Yearbook for Traditional Music, Latin American Music Re-
view, Diogenes, Muzikoloski Zbornik), and, as editor, the Yearbook for Tradi-
tional Music N° 34 (University of California at Los Angeles, 2002), Estudos de
folclore e musica popular urbana [Studies in folklore and urban popular music],
with articles by his former teacher Guerra-Peixe (Belo Horizonte, Ed. da UFMG,
2007), and Musica em debate; perspectivas interdisciplinares [Music in focus;
interdisciplinary perspectives] (Rio de Janeiro, Mauad Ed.). He has coordinated,
since 2003, collaborative research projects with non-governmental organizations in
the Mar¢, Salgueiro and Formiga favelas, organizing research groups with local
community residents, and diffusing its results through collective works published in
academic and extra-academic vehicles. Still active as a performing musician with
the group Tira o Dedo do Pudim, he has been in office as Music Coordinator for the
City Government of Rio de Janeiro since January, 2009.

PACTKO JAKOBJbEBUR, erHomy3ukouior, numiomupao je Ha Karenpu
3a etHoMy3ukonorujy ®MYVY y Beorpany ¢ pagom Ernekmpogoakiop: apxemun-
CKO My3uuyKko muuivere y mexromysuyu (2007), Mo MEHTOPCTBOM Mpod. Ip
Humurpuja O. T'onemoruha. [Tocneaumiomcke crynuje (M.Phil.) 3aBpmmo je Ha
Yuusepsurery y Japamy (Durham University, Benuka Bpuranuja), rue je capa-
husao ca np Eamn Hepcecujanom (Andy Nercessian). TpeHyTHO pagu Ha JOK-
TOPCKO] IUcepTanuju o HasuBoM Marginal Music: A Study of Identities in the
Bagpipe Tradition of Serbia, moxg menTopcTBoM Tpod. np Maxkca Ilammncona
(Max Paddison) u ap Cajmona Mmica (Simon Mills). Coja uctpakuBama
YCMEpHO je Ha TPAIULMOHAIHY My3uKy bankaHa, Ha poOiieMe YHUBEP3aJIHOT U
apXETHUIICKOT Y MY3HIIH, CTYIHje KylType u ap. HajHoBHja ucTpakiBama 00y-
XBaTajy mpobiieMe MapruHajiu3aluje U UieHTU(HUKALU]e TPAIUIUOHATHOT MY-
3UUKOT Cy0jeKkTa y KOHTEKCTY III00anu3Ma, ¢ IIOCEOHUM OCBPTOM HA TOJIapU3aLHjy
1 KOHTEKCTYyaJI3allljy jaBHOT ¥ MPUBATHOT Y UBOTY TPaIUIIMOHAIHOT My3H4apa.
TekcroBe je 00jaBjpMBa0 y HAYYHHM W CTPYYHHM YacONMCHUMa, HAYYHUM 300pHU-
IMMa, Kao ¥ y AHeBHO] mrammu. Kao ucrpaxuBad y My3HKOJIOIIKOM HHCTUTYTY
CAHY capaljyje 1 Ha pojeKkTrMa IUTHTAIN3al]e 3BYYHOT apXHBa, Kao 1 Ha Omiia-
TepaltHOM IpojekTy Mabjapcke u Cpricke akageMuje HayKa 1 yMETHOCTH.
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RASTKO JAKOVLJEVIC, ethnomusicologist, graduated at the Depart-
ment of Ethnomusicology with study Electrofolklore: Archetypal Musical
Thinking in Technomusic (2007), under the mentorship of Prof. Dr Dimitrije
Golemovi¢. On postgraduate studies (M. Phil.) at the University of Durham
(UK), he collaborated with dr Andy Nercessian, and is currently working on his
doctoral dissertation entitled Marginal Music: A Study of Identities in the Bag-
pipe Tradition of Serbia, under the mentorship of prof. dr Max Paddison and dr
Simon Mills. His researches are focused on the traditional music of the Balkans,
the problems of universal and archetypal in music, culture studies etc. New re-
searches include problems of marginalization and the process of identifying the
subject of traditional music in the context of globalization, with special empha-
sis on polarization and conceptualization of the public and private in traditional
music life. He published texts and papers in scientific and professional journals,
proceedings, and in the daily press. As a researcher at the Musicology Institute
SASA, he also cooperates on project of digitalization of audio archive, and on the
bilateral project between Hungarian and Serbian Academy of Sciences and Arts.

30PUIIA MAKEBUH je 3aBpumiia je ctyauje Mys3ukonordje Ha Daxynrery
My3udke ymMeTHocTH y beorpamy, ca aummomckum pagom o neny Jbyourie Mapuh —
Musica humana: oceewherve gpemena. CTynuje, eceje 1 KpUTHKE 00jaBIbHBaNIA j€ Y
yacorcuMa Hosu 36yx, Re¢ u Mysuuku manac. YdecTBOBajIa je Ha My3HKOJIO-
IKUM cumIiozujymuMma y Yakosiy, Heroruny u beorpany. Hekonuko rouna Ouia
je my3uuku kputndap Ha Tpehem mporpamy Pamuo Beorpana. [Ipodecop je Teopw;j-
ckux npeamera y Cperboj My3udkoj ko ,,J{p Bojucnas Byukosuh* y beorpany.

ZORICA MAKEVIC graduated musicology at the Faculty of Music in
Belgrade, with a theme on the works of Ljubica Mari¢ — Musica humana: The
Awakening of Time. Her studies, essays and critiques have been published in
periodicals Novi Zvuk [New Sound), Re¢ [Word] and Muzicki talas [Musical Wave].
She took part in musicological symposia in Cakovec (Croatia), Negotin and Bel-
grade. For several years she has been a critic on The Third Programme of Radio
Belgrade. She teaches theory at the Dr Vojislav Vuckovi¢ Music School in Belgrade.

BPAHKA PAZIOBUNT je mumnomupana Ha ['pynn 3a jyrociioBEeHCKE KEbIDKEB-
HOCTH M OMUTy KebrkeBHOCT Pumonomikor daxynrera y beorpany u 'y Oxceky 3a
Mysukonorajy Pakymirera Mysuuke ymerHoctr y beorpamy. okropupana je va Ka-
TEZPU 32 CPIICKY KEbIKEBHOCT Ca jy’KHOCIIOBEHCKUM KEbVKEBHOCTHMA (DHITONOMIKOT
¢akynrera y beorpamy. baBu ce HayuHIM 1 KpUTHYapCKUM pagoM. M3aana je Kewure:
Mana ucmopuja mysuxe, Ommernocm nocpmarea (0 Xpuctuheroj onepu Cymor), My-
suuxocyencka dena Huxone Xepyueorwe, Fbecout u mysuxa v Summa Xeniana (MOHO-
rpaduja o xomnosuropku Keenuju 3edeBuh). Ypehusana je mysuuku uacormc Pro
musica (1989-1999), a Bue o JBajieceT TOAMHA je CTaHHM, JAHAC U jeIMHH My3Wd-
KU KpUTHYap JHEBHOT Jicta [lonumuka. 3amocieHa je Ha OuIloNonKo-yMeTHHUKOM
¢akynrery y Kparyjesity, kao BaHpeaHH podecop UCTopHje My3HKeE.

BRANKA RADOVIC graduated in Belgrade from the Department for
Yugoslav and Comparative Literature, Faculty of Philology, and at the De-
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partment for Musicology, Faculty of Music. She obtained her M.A. with a thesis
on Yugoslav history of music (Department of musicology) and her Ph.D. from
the Department of Serbian and South Slav Literature at the Faculty of Philology
in Belgrade. She is Associate Professor of the History of Music at the Faculty for
Philology and Arts in Kragujevac and also works as a scholar and music critic. She
is the author of several books and numerous articles concerning contemporary
history of Serbian music, history of opera, history of performance, and the relation
between literature and music. Her articles has been published in both domestic and
foreign magazines, as well as in collections of works presented at various con-
ferences.

AJIEKCAHJIAP BACUR, My3UKOIOT U My3UYKH KpUTHYAp, UCTPAKUBAY-
capanHuK y Mysukonomkom nctutyty CAHY. ['maBHO moapydje meroBor Ha-
YYHOUCTPaXMBAYKOT paja jecTe HCTOpHja CpIcKe My3HKorpaduje U Mepruoanke
XIX u npBe nonoBuHe XX Beka. AyTop je BHIE CTyuja U pacrnpasa, Mely ko-
juma cy: Bojucnas Byuxosuh y ,, Cpnckom xreudicesnom enacnuxy ™, Ilonoocaj
asameapoe y CpncKkoj My3uuKkoj kpumuyu u ecejucmuyu npee nonogume XX gexa,
Caspemena mysuuxa ucmopuozpaduja u npooiemu mMemoooiouiko2 nPpUcmyna,
,, Cpncku Krudice6Hu 21acHuK ** u no/beka ymemuuuka mysuxa, Ilpobnem nayuo-
Hannoz cmuna y nanucuma Munoja Munojeeufia n nip. buo je unan ncrpaxxupad-
KOT' THMa Ha TPYKO-CPIICKOM HAY4YHOM NpojekTy Hosoepuka u cpncka ymemuuuy-
Ka MY3UKA. OCHOBHA UCMPAXNCUBAIbA 3d YNopeony cmyoujy (Kmura o0jaBibeHa
2007. y ATtunu). Bro je KOCEIeKTOp U ypeAHUK 3a KIACHYHY MY3UKy y OHO-
rpadckoM Jekcukony Ko je ko y Cpouju 1995. u Ko je ko y Cpouju 1996. Capa-
hyje na Cpnckom buoepaghckom peunuxy u Ha Cpnckoj enyuxioneouju. I'onuae
2004. onopanuo je Ha PuionomkoM ¢axynrery beorpajackor yHHBep3uTeTa
Marucrapcky tesy Jlumepamypa o mysuyu y ,, Cpnckom KroudceHoM 2acHuky
1901-1941.

ALEKSANDAR VASIC, M. A, musicologist and music critic, Researcher
Assistant at the Institute of Musicology of the Serbian Academy of Sciences and
Arts. The main field of his research is the history of Serbian musical criticism
and periodicals of the XIX™ and the first half of the XX™ century. He is the au-
thor of numerous studies and articles in musicological and philological reviews
and other publications: Vojislav Vuckovic in the “Serbian Literary Magazine”,
“Serbian Literary Magazine” and Avantgarde Music, Contemporary Musical
Historiography and the Problems of the Methodological Approach, “Serbian
Literary Magazine” and Polish Art Music. The Problem of the “National Style”
in the Writings of Miloje Milojevi¢ etc. He was a member of the team which
worked on the Greek—Serbian project Greek and Serbian Art Music: Basic Re-
search for a Comparative Study (book published in Athens, 2007). He was the
co-selector and editor for music in the lexicon Who is Who in Serbia in 1995.
and Who is Who in Serbia in 1996. He collaborates on the Serbian Dictionary of
National Biography, also on The Serbian Encyclopedia. A. Vasi¢ obtained his
M. A. degree in 2004. at the Department for Comparative Literature and Theory
of Literature of the Faculty of Philology, Belgrade University; the title of the
thesis: Music Texts in the “Serbian Literary Magazine” 1901—1941.
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JAPATAHA JEPEMUKh-MOJIHAP (1974), nonent na Karenpu 3a Mmy3uKo-
norujy ®akynrtera My3HdKe YMETHOCTH y beorpany. Y HacTaBHOM M Hay4HOM
pany 6aBu ce npeBacxoaHo My3ukoMm XIX Beka. O6jaBuina je kmure: Mum, ude-
onozuja u mucmepuja y mempanozuju Puxapoa Bacnepa (koaytop AnexkcaHuap
Momsap, 2004), Cpncka xkrasupcka mysuxa y 0oba pomanmusma (2006), Pu-
xapo Baenep: koncmpyxkmop ,ucmurcke pearnocmu (2007) u Ceecru u Hecge-
cHU nokpemayu cmeapanawmea Mooecma Mycopeckoe (y nBe kmure, 2008).

DRAGANA JEREMIC-MOLNAR (born in 1974), is an assistant professor
at the Department of Musicology, Faculty of Music, University of Arts in Bel-
grade. Both as a teacher and scholar she deals primarily with the nineteenth-
century music. She wrote several books: Myth, ideology and mystery in Richard
Wagner’s tetralogy (together with Aleksandar Molnar, 2004), Nineteenth-cen-
tury Serbian piano music (2006), Richard Wagner, constructor of “genuine”
reality (2007) and Consciousness and unconsciousness as driving forces of
Modest Mussorgsky’s creativity (in two volumes, 2008).

AJIEKCAHJIAP MOJIHAP (1963), penosuu npodecop y Onesbemy 3a co-
uonornjy ®unozodekor dakynrera y beorpany. Ilpenaje Mcropujy nonmntud-
KHX U cOIMjaaHuX Teopuja u COIMOJIOTHjy My3HKe. AyTOp je BEIHKOr Opoja
kura: pyumeo u npaso (y 2 toma, 1994), Hapoo, nayuja, paca (1997),
Ocnosna npasa wogexa u pacnaod Jyzocaasuje (2001), Pacnpasa o demoxpamckoj
yemaeroj opacasu (y 5 TomoBa, 2001-2006), Mum, uoeonozuja u mucmepuja y
mempanozuju Puxapoa Bacnepa (xoaytopcku ca Jparanom Jepemuh-Momrap,
2004), Onpowmaj 00 npocsemumesncke udeje ycmasomeopue ckynuimure? (2007).

ALEKSANDAR MOLNAR (born in 1963), is a professor at the Depart-
ment of Sociology, Philosophical Faculty, University in Belgrade. He teaches
History of political and social theories and Sociology of music. He is the author
of numerous books: Society and law (in two volumes, 1994), People, nation,
race (1997), Basic human rights and dismantling of Yugoslavia (2001), Treatise
in democratic constitutional state (in five volumes, 2001-2006), Myth, ideology
and mystery in Richard Wagner’s tetralogy (together with Dragana Jeremic-
Molnar. 2004), Farewell from the enlightenment idea of constitutive parlia-
ment? (2007).

MUPJAHA 3AKWR, eTHOMY3UKOJIOT, JOLIEHT 3a npeameT ETHoMy3ukoo-
ruja, Kareapa 3a erHomy3ukounornjy, ®akynrer mysnuke ymerHoctu y beorpa-
ny. Crynupana je Ha uctom @akynrery, u3 umjer je ¢ponaa ,,Anexcangap bop-
hesuh* Harpahena 3a myOmukoBaH nurmomcku pan Junie Cmape Llpne [ope.
Kao ernomy3sukonor, ycaspmaBana ce Ha Konsepsaropujymy ,I1. 1. Yajkos-
ckn” y MockBu. Marucrapcky te3y (MHcmpymeHmanto u 60KATHOUHCPYMeH-
manno Haciehe 3annara y ceemay mpaouyuoHaIHOE My3UUKO2 MUl/berba), Kao
U JOKTOPCKY muceptanujy (Obpeore necme 3umckoe noiyzola — cucmemu 36yy-
HUX 3HaxKosa y mpaouyuju jyzoucmoune Cpouje), 06€ o1 MEHTOPCTBOM pod.
np Hparocnasa Jlesuha, onOpanuna je Ha ®MY y Beorpany. Onpikana je Hu3
JaBHHX IIpeJaBama M y4ecTBOBaja Ha OPOjHMM HayYHHM CKYIOBHMA Y 3eMJbH U
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WHOCTPAHCTBY. AHra)XOBaHa je KaKo Ha MPHUIPEMH OpPOjHHX TpPaJAWIMOHATHUX
MaHuQecTanyja, Tako ¥ Kao 4WiaH CTPyYHHX >KHpHja cabopa HapoJHOT CTBapa-
namrBa y Cpouju. On 1991. capagHuk je Ha HAyYHUM IpOjeKTHMA: ,,ETHOMY3H-
Kosonika kapra CpOuje®, ,,Jlururanu3amnmja CprcKor 3By4HOT KYJITypHOT Hace-
ha“ u ,,My3muku u urpaukn maujarnexta Cpouje”. [Ipencennura je Cpnckoe emmo-
My3uxonowkoe opywmea, on ocauBama 2002. romuHe. AyTOpKa je HEKOJIHKO
KOHIIEpaTa M aKTHBHHU YUECHUK Yy peain3anuju nporpama Jpymrsa.

MIRJANA ZAKIC, PhD, ethnomusicologist, assistant professor at the
Faculty of Music in Belgrade, Department for Ethnomusicology. She studied at
the same Faculty, where her published diploma work “Diple of Old Montene-
gro” was awarded from the fund “Aleksandar Djorjevi¢”. As an ethnomusicolo-
gist, she has been at specialization at the Conservatory “P. I. Tchaikovsky” in
Moscow. Her M.A. thesis (Instrumental and Vocal-Instrumental Heritage of
Zaplanje Region in The Light of Traditional Musical Thinking), as well as her
doctoral dissertation (Ceremonial Songs of The Winter Season — Systems of Mu-
sic Signs in The Tradition of The Southeastern Serbia), both done under the
mentorship of Prof. Dr Dragoslav Devi¢, were defended at the Faculty of Music,
Belgrade. She held series of public lectures and took part in numerous scientific
conferences in Serbia and abroad. She has also been engaged both in organizing
and as a member of the jury of numerous manifestations of traditional music in
Serbia. She is the President of the Serbian Ethnomusicological Society, since
2002, when it was founded. The author of numerous concerts of traditional mu-
sic, she is an active participant in realization of numerous programs of the Society.

JEJIEHA JOBAHOBUh, eTHOMY3HKOJIOT, HCTPaKUBad-CapafHUK y My3u-
konommkoM uHCTUTYTY CAHY. ITnime o cprickoM TpaauliMOHaTHOM CEOCKOM Iie-
Bamby, MPBEHCTBEHO HA OCHOBM COIICTBEHHX TEPCHCKUX HMCTPAKUBAMKA Y LIEH-
tpannoj Cpouju (llymanuju) u 'y pymyHckoM baHaty, Kao ¥ 0 TOKOBHMa OKH-
BJbaBama TpamuioHamHe My3uke y CpOuju. Baxuuju pamosu: Cmapumcke
ceadbene necme u obuuaju y Ioprwoj Jacenuyu (v [llymaouju) (beorpan 2002),
ca ap Pagmunowm [erposuh: 'Ej, Pyonuue, mu nianuno cmapa — Tpaouyuonan-
HO neearve u ceuparwe epyne ,, Ilpnyhanxa* (beorpang — Topmu MunanoBair
2003), Mysuuxo nacnehe Cpoa, llokaya u Kapawesaya y Pymynuju (cakymnuo
C. JI. Unuh, npupenuna J. Josanosuh, HoBu Can 2006), CD Ilesauka u ceupau-
ka mpaouyuja Iopre Jacenuye — [lIma ce uyje kposz eopy 3zeneny (beorpan
2007), Ilesauxo nacnehe Cpba y I'oprwem banamy y Pymynuju y cgeminy aymox-
mMoHe u npeyseme My3uuke npaxce (Marucrapcka tesa), The Power of Recently Revi-
talized Serbian Rural Folk Songs in Urban Settings, Music Tradition and Music
Practice of Serbs Refugees and IDPs Settled in Belgrade during the 1990s.

JELENA JOVANOVIC, ethnomusicologist, M.A., Research Assistant at
the Institute of Musicology in Belgrade. The main area of her research is Ser-
bian traditional folk singing, based on her own field recordings in Central Serbia
(Sumadija region) and in the Romanian part of Banat, as well as the revitaliza-
tion of traditional music in urban areas in Serbia. Her works include: Traditional
Wedding Songs and Customs in Upper Jasenica (in the region of Sumadija)
(Beograd 2002), with Radmila Petrovi¢: Hey, Rudnik, You Old Mountain — Tra-
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ditional Singing and Playing of the “Crnuc¢anka” Group (Beograd 2003), Musi-
cal Heritage of Serbs, Sokci and Karasevci in Romania (compiled by S. L. Ili¢,
edited by J. Jovanovi¢, Novi Sad 2006), CD Vocal and Instrumental Tradition
of Gornja Jasenica — What Echoes Through the Green Forest (Beograd 2007),
Vocal Tradition of Serbs in Upper Banat in Romania: Autochtonous and Over-
taken Musical Practices (M.A. thesis), The Power of Recently Revitalized Ser-
bian Rural Folk Songs in Urban Settings, Music Tradition and Music Practice
of Serbs Refugees and IDPs Settled in Belgrade during the 1990s.

ITPBOCJIAB PAJINR, npodecop Pumonomkor dakynrera y beorpamy
(KaTtempa 3a cprcKH je3uK ca jy)KHOCIOBCHCKMM je3urmMa). JlokTopupao je
1996. ronune Ha YHuBep3utery y beorpany. 3Hauajuuju pamoBu: Typcku cy-
Qurcu y cpnckom jesuxy (ca ocepmom Ha cmarve y MaKeOOHCKOM U 6)y2apcKom),
Wucrutyt 3a cprcku jesuk CAHY (bubnmoreka JykHocnoBeHcKor ¢uornora,
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