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PEY YPEJIHUKA

loguHa koja je Ha m3maky, 2016. je Ha TII00ATHOM HHBOY TEPIIHMITH-
paHa Kao roguHa oOenekeHa OpOjHUM KpH3aMa — IOJIMTUYKHM, BOJHHM,
n30ermmaKkuM, (GuHaHCHjCKUM... [loacTakHyTn TEMe, Opoj 21 mocBeTwIH
CMO TEMH OJIHOCAa MY3WKE W Kpu3e, cxBaheHe y HajmimpeMm cMmuciy. AyTo-
PH KOjU Cy C€ OfIa3BaJId HAIIeM I03WBY MPOMHUILBA]Y MY3UKYy U KPH3y Ha
pa3nuuuTe HAYMHE U Y Pa3IMYUTHM JPYLIITBEHUM U KYJITYpPHUM KOHTEKCTH-
Ma. Y TeKCTy Koju oTBapa Temy Opoja, humozod MBan MunenkoBuh kpuzy
pa3yMe Kao CaMOIOKPETauyKU MOTOH YMETHOCTH, @ CaMOIIPOM3BOlemhe Kpu3e
Kao ycJoB MOTYhHOCTH KpeTama y ymMeTHocTH. [lonmazehu ox koHcTaranumje
na ce Cpouja y XIX Bexy Hanmazuna y 1yOOKOj KPHU3H IO MUTAY YKYITHOT
o0pa3oBama CTAaHOBHHILITBA, YCJIEl HEMOBOJbHUX MCTOPHJCKUX OKOIHOCTH,
Kpuctuna Ilape3anoBuh ucrpaxyje pa3Boj My3HuKe MeIaroruje 1 HacTaBe
condeha y Cpbuju on XIX Beka 10 AaHac, pazmarpajyhu XpoHOIOTH]y HH-
CTUTYIIMOHATH3AIM]e My3HuKor oOpa3oBama y CpOWju M yTHIIA] 3aragHo-
CBPOIICKEe YMETHHYKO-IICAroMmKe Mpakce Ha goMally My3HUKy MEIarorujy.
Keru Pomany yKasyJe Jla je Ieproy mociie maaa Bojue xynre 1974. roqune,
KOJU C€ y CaBPEMEHO] TPUKOj HCTOPHUJU CMaTpa pa3no0JbeM BeMKe JIPYIITBE-
He ¥ (UHAHCH]CKE KpHU3e, 3alpaBo OMO MEPHOJ MPOoLBaTa My3HUKOT KHBOTA
y I'pukoj, TokOM Kojer cy OcCHOBaHE OpOjHE My3WYKEe WHCTHUTYIIH]jE, a KOM-
MO3UTOPU TPETUPAHU Kao HauumoHanmHu xepoju. Cphan Temapuh paszmarpa
KpU3y TOHAJUTETa NICHTU(UKOBAHY y MPBUM JlelieHrjaMa X X BeKa U YBOJIU
1mojaM peceMaHTH3aIuje ga Ou ToKa3ao Kako je TOHAIHOCT MpeBa3uIlia Ha-
BOJIHY KPHM3Yy U HCTOBPEMEHO JIOHENAa HOB KBAJHUTET MY3UIM MOJCPHHU3MA.
[Taxxsy Mwtana MusojkoBuha mpuByKiIa je cTBapajiauka Kpu3a WHUIIAPA-
Ha HaMeTameM UCOJIOTH]E COIUjaIUCTUUKOT peajnu3Ma HEMOCPEIHO HAKOH
Hpyror cBetckor para. MusojkoBuh ananusupa nosunujy [Ipenpara Mwuiio-
meBrha Ka0 MOJIEPHUCTUYKHU OTNPEe/HEHOT CTBapaola Koju, Mehyrum, mo-
KyIllaBa JIa YCBOJU TIOjeIMHE TTOCTYJIATe COIM]jaIMCTHUKOT peain3Ma, Kako
Ha HHBOY KOMITO3HIIMOHO-TEXHHYKHX CPEICTaBa, TAKO M y HOIIELy n30opa
TEME U TEKCTYaJIHOT HPE/UIONIKA, KOjU MPobIemMaTu3yje moIoxkaj cesbaka y
noceparHoj JyrociaBuj.

Tpaauunonanno, pyopuka Varia moHOCH pasioBe pa3sHOBPCHE TeMaTH-
ke. Jlocmenna mpakca o06jaBipHBama CTyAHja MOCBeheHHX KOMITO3MIIMjama
MCTaKHYTHUX CPIICKMX KOMIIO3UTOpA HACTABJbCHA je MyOIMKOBAaEM TEKCTa
WBane Bykcanosuh. ¥V aytopkuHOM ¢oKycCy cy aBa HOBa Aena Mwunana Mu-
xajnoBuha, Menauxonuja (2014) u Pesoam (2015). Ilopen muxose mehycoo-
HE CPOJHOCTH Y KOMIIO3UIIMOHO-TEXHUYKOM U CTPYKTYPHOM TIOIJIeTy, Kao Uy
IUXOBUM HHTEPTEKCTYaTHUM OHOCHMA, Y pajly Cy carieaHe i KapaKTepuc-
THKE YKYITHOT JOCaJallmher KoMIo3uTopoBor omyca. Pamx Ane ITjoTpoBcke
TpeTupa npobIeMaTHKy MECTa U YIIOTe PyCKe MY3HKE U HEHOT MMOMMamba O]l



CTpaHe PYCKHUX U €BPOIICKHX MY3UYKUX [IUCALA, Y KOHTCKCTY MYJITHKYITYD-
He Esporne. Teme BesaHe 3a Meauje y 0apeheHNM HCTOPUJCKUM H JPYIITBE-
HO-TIOJIMTUYKHUM KOHTEKCTHMMa XX BeKa y jyroucrouHoj EBpomnu pasmarpa-
He cy y n1Ba paja: Jleon Credanuja nuiie o HOIUTUIM MY3UYKOT IporpaMa
Pangno JbybGsbane y rommnama mpe [pyror ceerckor para (1928-1941), a
Exexapn [luctpuk o ynosu My3HKe y paauo eMHCHjaMa Yy KOMYHUCTHYKO]
AnGanuju, u3 BpeMeHa Eusepa Xoue. [lyOnumu konnepara Benuke nsopa-
He 3anyxoune Nnuje MunocasseBuha Konapua y beorpany nokinomeHa je
naxmwa y cryauju Cabune XayuOynuh; colnosomkoM aHaau3oM oopahenu
Cy MoJalM Be3aHH 3a My3UUKy ITyOJIMKY OBE 3Ha4ajHE MHCTUTYLHjE CPIICKE
KyiType TokoM npse fenenuje XXI Beka. Pax Onre boukapjoe anamusupa
TpeTMaH YMETHUYKE My3HKe y ’KaHpy LPTAaHOT (HiIMa Kao BUIY IPOKUMamba
Pa3IMYMTHX CTBAPANAYKUX NPUCTYIA, HA MPUMEPHMa OCTBAPCH:A MOJBCKHX
M PYCKHMX ayTOpa M3 Jpyre IHOJIOBHHE H C kpaja XX Beka. Hajzan, crynuja
AJ‘IeKcaHL[pa Bacnha je nocsehena ,,BecHuky JyKHOCIOBEHCKOT IEBAYKOT
caBe3a‘““ ca OTIyHOM OubnuorpadujoM pagoBa y OBOM 3Ha4ajHOM JIUCTY.

Y pyopuuu Hayuna kpumuxka u nonemuxa 00jaB/beHa Cy 1Ba pajia 1oc-
BeheHa OCTBapeHHMa JIBOJUIIE CPIICKMX KOMIIO3UTOpPA M aKaJeMMKa: IPBH,
o kwu3u Ha kpajy nyma Jlejana Jlecniuha, u apyru — o moHorpaduju Cui-
Bi Hucedop mocsehenoj kommnosuropckoM creapanaiursy Vsana Jesruha.
Cnene KpUTHYKU OCBPTH Ha HajHOBH]y MoHorpadujy Ane Ilerpos, Ha nBa
300pHUKa panoBa y uznamy Mysukonomkor uactutyta CAHY (Beyond the
East-West Divide, yp. K. Tomamesuh u U. Menuh; Paouo u cpncka my3u-
ka, yp. 1. Menuh), Ha koH(epeHunjy nocseheHy *HBOTY U CTBapaJallTBy
mahapckor komnosuropa bepha Kyprara, ogpxany y jyny 2016. ronqune — u
Ha jelHO €THOKOpeoJomKo MyaTumMenujanto B/l usname ayropke Cenene
Pakouesuh.

10



EDITORS’ FOREWORD

The year 2016 was globally perceived as the year marked by numerous
crises — political, military, refugee, financial... Inspired by this, we decided
to dedicate our Vol. 21 to the relationship between music and crisis, under-
stood in the broadest sense. The authors who have responded to our call for
papers discuss music and crisis in different ways and in various social and
cultural contexts. In the text that opens up this issue, the philosopher Ivan
Milenkovi¢ understands the crisis as a self-moving drive of the arts, and the
auto-production of the crisis as the condition that enables the arts to move
forward. Starting from the thesis that Serbia in the 19" century found itself in
a profound crisis with respect to the total level of education of its populace,
caused by the unfavorable historical circumstances, Kristina Parezanovi¢ in-
vestigates the development of music pedagogy and the teaching of solfeggio
in Serbia from the 19™ century until the present day, whilst presenting the
chronology of the institutionalization of music education in Serbia and the
influence of the West European artistic and pedagogical practices onto Serbi-
an music pedagogy. Katy Romanou argues that the period after the downfall
of the military dictatorial regime in 1974, which is considered as a period
of great social and financial crisis in the contemporary Greek history, was
actually the period of flourishing of Greek musical life, during which many
music institutions were founded, and composers were treated as national he-
roes. Srdjan Tepari¢ analyzes the crisis of tonality, as identified in the first
decades of the 20™ century, and introduces the notion of resemantization, in
order to demonstrate how tonality overcame the alleged crisis and simulta-
neously brought a new quality to modernist music. Milan Milojkovi¢ pays
attention to the creative crisis initiated by the introduction of the ideology of
socialist realism immediately after World War I1. He analyzes the position of
Predrag MiloSevi¢ as a composer inclined to modernism, who nevertheless
attempted to adopt some postulates of socialist realism, both at the level of
the choice of compositional-technical means and at the level of the selection
of the subject matter and the lyrics which problematize the peasants’ position
in the postwar Yugoslavia.

According to the journal’s tradition, rubric Varia contains articles
researching to different topics. The series of articles dedicated to the out-
standing Serbian composers’ works in this journal has continued, this time
by publishing Ivana Vuksanovi¢’s article focused on two new compositions
of Milan Mihajlovi¢: Melanholija (Melancholy, 2014) and Revolt (Rebellion,
2015). She pays attention to their mutual kinship in compositional, technical,
and structural aspect, as well as in their intertextual relations, and also reveals
the characteristics of the composer’s opus as a whole. Anna Piotrowska’s
paper treats the problematic of the place and role of Russian music and the
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way it was understood by Russian and European musical writers, in the con-
text of multicultural Europe. The subjects connected to the media and music
in Southeast Europe in specific historical and socio-political contexts of the
20™ century are discussed in two articles: Leon Stefanija writes about the
musical policy of the Radio Ljubljana (Slovenia) in the years that preceded
the World War II (1928-1941), and Eckehard Pistrick dedicates his article
to the role of music in radio program in communist Albania in the period of
Enver Hoxha rule. In the study by Sabina Hadzibuli¢ the attention has been
paid to the audience of the concerts in the Great Hall of the Ilija Milosavl-
jevi¢ Kolarac’s Foundation in Belgrade. The data about musical audience of
this prestigious Serbian cultural institution in the period of the first decade
of the 21* century have been elaborated through sociological analyses. The
paper by Ol’ga Bochkareva shows the treatment of art music in cartoons as
a type of synergy of different creative approaches, through the examples of
Polish and Russian authors’ works from the second half and the end of the
20" century. Aleksandar Vasi¢’s study is dedicated to the South Slavic choral
union herald and is accompanied by a complete bibliography of articles in
this significant journal.

In the rubric Discussion and Polemics, there are two papers dedicated
to Serbian composers’ and academics’ works: the first one is about the book
At the End of the Journey by Dejan Despi¢, and the other — on the monogra-
phy written by Sylvie Nicefor about Ivan Jevti¢’s life and career. There are
also review articles about Ana Petrov’s monography, and two collections of
papers published by the Institute of Musicology SASA (Beyond the East-
West Divide, eds. K. TomasSevi¢ and 1. Medi¢, and Radio and Serbian Music,
ed. I. Medi¢); also, about the conference dedicated to the life and work of
Gyorgy Kurtag, held in Budapest in June 2016, and the multimedial DVD
ethnochoreographical edition by Selena Rakocevic.

12
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Music and Crisis






DOI:
UDK:

My3uka u Kpusa

NBan MunenkoBuh
Tpehu nporpam Paguo Beorpana’

ArmncrpakTt

YV 0BOM IIPHJIOTY ayTOp KPH3Y pasyMe y MOACPHOM CMHUCITY, HE Kao MpeTy, Beh
Ka0 CaMOIIOKPETaYKH ITOTOH YMETHOCTH. Y TOJHKO KpU3a HUje OHO IITO YMeT-
HOCTH JIOJIa3d CII0Jba, INTO je moraha kao OojecT Wi BPEMEHCKa HEroroja,
Beh je yBek ped o camonpounsBoherwny KpH3e Kao yciaoBy MOryhHOCTH KpeTama
y YMETHOCTH. AyTOp aHaJIM3UPa HajIIpe I10jaM MPEACTaBe M YSTUPH KOPEHa J0-
BOJBHOT pa3jiora Kao KOH3epBATUBHU M KOH3EPBHPajylin €IeMEHT YMETHOCTH U
CYNPOTCTaBJba UM KPH3Y, OTHOCHO CaMONPOM3BOheHe KpH3e Kao OHO IITO ce
OITMpEe CKIICPOTHU30BAKY YMETHUIKUX OOJNUKA. Y MY3HUIH Ce Taj OTHOC m3Mehy
OKOIITAJe, ,,0NPUPOAEHE” CTPYKTYPE U OHOTA IITO Ty ¥ TAKBY CTPYKTYPY pa3-
rpahyje Buau y opHocy u3melhy xapMoHHje U aucxapmoHuje. OHOT TpeHyTKa
KaJa XapMOHHja UCTAKHE MPETEH3U)y Ha TPUPOIHOCT, JAKiIe Ha BEYHOCT U HC-
THHY, TIaJIe Ce JIaMITUIIe 3a Y30yHy yka3yjyhu Ha mapanusy My3udke CTpyKType
1 TIOTpe0y 32 JEKOHCTPYKTUBHOM HHTEPBEHIIHjOM JTUCXapMOHH]E, aTOHATHOCTH
WITH IMCOHAHIIE.

Kibyune peun
Ipencrasa, My3uka, Kpu3a, XapMOHHja, TUCXapMOHHja, Jlenes, ATOpHO, uieH-
TUTET, pa3jnKa

TpaaumuoHAIHU TI0jaM KpHU3€e MPETIIOCTaBbao je JBa ejleMeHTa: 1) Kpu-
3a JIOJIa3| CIoJba, Kao OaKkTepHja Koja yrnajaa y opraHusam, Ipoouja meroB ofl-
OpaMOeHU cruCcTeM M Kpo3 00JIeCT YBOAM ra y KpH3y, M 2) Kpu3a 3axTeBa paspe-
HIewe. YTOMUKO OM KpH3a My3UKe J0a3uiia U3 HEMY3WUKHX cepa u Tek moa
CHOJbALIBUM TPUTUCIIMMA — PAT, TPOMEHA NOJIUTHYKOT ypehemwa, HamyITame
npehalime KyJITypHe mapagurme — crapa ou Mmy3ndka ¢popma mnomyIiraia, Ha-
KOH 4Yera Ou HacTajajau HOBH oOynItd. MojiepHH TiojaM Kpu3e, MehyTuM, 3ajeTHO
C MPOMEHOM JIeTuTUMuU3yjyhe mapaaurme, 3ajenHo, nakie, ca ,,cMphy Gora”
W3BOP HAIIMX paJlibH, HAIIEr MUIUBbCHE, HAIMX JXHBOTA YOIILTE, HUjE BUIIIC
TPaHCILICH/ICHTHH ayTOPUTET, Beh ce mokpeTau mpoHaia3u y UMaHeHTHO]j cepH,
y CyOjeKTy, ILITO 3HaYM Jia caJia YOBEK Npey3uMa CyJJOMHY y CBOj€ pyKe — BHILE
ce He pa3yMe Kao OHO LITO CIoJba 10J1a3u Cy0jeKTy, IITO I'a Hara/ia u3 HecyOjeK-
TUBHE cepe, 0 Mozeny Oakrepuje Koja yHocHu Oosect, Beh ce n3Bop Kpuse
NPOHANIA3U Y CAMOM CYOjeKTy. Cy6]eI<T caMm Npou3BoIu Kpuzy. Tume ce ryou
U JIpyTH TPaJUIMOHAIHK €IEMEHT T0jMa KpH3e, HauMe KpH3a He Mopa OuTu
paspelieHa, ITo 3Ha4YH J1a je Moryhe MUCIUTH ¥ IepMaHeHTHY Kpu3y. To, nasbe,
3HAYM J1a je My3HuKa, caja, y CTamy Ja KpHu3y IpousBesne u3 cebe came, 1a ca

Lives bg@yahoo.fr
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TPOHA CBPIHE XapMOHU]Y Kao ,,IPUPOAHYU" 1, HA HEKU HAauKH, TPAHCLICHICHTHU
M3BOp JIETUTUMHOCTH U Tpajama U y UIPy yBele TUCXapMOHH]Y KaO €IEeMEHT
KOjU HHj€ HeTIpHjaTesb My3uKe, Beh je MoKpeTad CaBpeMEHUX MY3HUIKHX OOJTHKA.
VY npyroM mojMOBHOM PEXHMY: My3HKa CE€ OfBaja OJ] IMOPETKA MPEACTaBe Kao
OHoOra IITO je Beh AaTo, ITO My3HIM IPETXOI! U YeMy My3uKa IpUI0Ia3H, WIN
My ce npuiarolhasa, ¥ CTUYe ayTOHOMHU]Y Y CTBApamy HOBHX MY3WUYKHX OOJHKA.
300r Tora je moTpedHO UCIIUTATH, HAJIIpe, TIOPEe/IaK MPEACTaBe Y KOju ce ynoOHO
CMelITa XapMOHH]ja, TIOTOM YBECTH CaBPEMEHH I10jaM KpH3e, BUJIETH Ha KOjU
Ha4YMH cama My3HKa IIPOM3BOIN KPHU3Y M KaKo CE TO OZ[paXkaBa Ha CXBATamE Xap-
MOHH]€, T€ TIOKa3aTH /1a j€ CAaMOTPOU3BOl)ehe KPH3e MMAHEHTHO MY3HIIHA CaMoj.

Ilopeoax npeocmase

Ucnmcyje Kapn YBe Knaycrop, macnoHupanu ciymianam My3uke, Y JpyroMm
TOMY CBOj€ I'€HHjaJIHe care 0 00MYHOM, J€THO O] HajOMIITHjUX MECTa O My3HIIU:
»dtendal je napisao da je muzika najvisi oblik umetnosti i da svi drugi oblici,
u sustini, teze da budu muzika. To je, naravno, platonska ideja, sve druge vrste
umetnosti odrazavaju nesto drugo, muzika jedina postoji sama po sebi, potpuno
je neuporediva” (Knausgor 2016: 429). Ako 0cTaBUMO 1O CTpaHH MTPOU3BOJbHY
acolyjalnyrjy 1o Kojoj je OBae ped o ,,IUIATOHCKO] HIIeju’ — HUje, jep My3HKa je
CBa y YyJHOCTH, Fb€HO ITOPEKJIO je y YyJHOM M Kao TaKBa OHa HE MO)KEe OMTH y
TUTATOHCKOM TOPETKY HJigja, Yhje MOPEKIIo je YIPaBO U3BAHUYIHO WA HATUYII-
HO, MHTEIMTHOMITHO WM MHTEJICKTYaIHO — OBO OIIIITE MECTO O CaMOJIOBOJb-
HOCTH MY3UKE UMIUTUIIMPA YUTAB HU3 MPETIOCTaBKH, Mel)y Kojuma ykiamame
MY3HKE U3 TIOPETKa MPEICTaBe HUje Ha MOCIICAHEM MECTY MO BaKHOCTH. ,,Sve
druge umetnosti”’, nume Knaycrop, ,,odrazavaju nesto drugo”, nemro, nakie,
WTO HUje cama ymeTHocT. M oBe ce Kuaycropy mposiadui HUYMM ONpaBiaHa
PETIOCTABKA O OPaKaBaJIavKoj, IOAPAKABANIAYKO] (MUMETHYKO], pe(IICKCHB-
HOj ), IMUTATOPCKOj MPUPOIN YMETHOCTH. HU peammcTHYHO CIIMKapCTBO, Meljy-
TUM, YaK HU YMETHUYKa QoTorpaduja, HUje MyKo OpakaBame ,,Heder qpyror’,
HEKaKBe MMPETIOCTABJbEHE CTBAPHOCTHU KOja IMPETXOIM YMETHUYKOM JETy U yTO-
JIMKO j€ W3BaH Hera, WM He3aBHUCHA O] hera, HEKMOJIH JIa Cy TO KEM)KEBHOCT,
nozopumre win uam. Mnak, morpedna je Kuaycropy oa phasa mpermnocraBka
na OM MCTaKao Kako My3WKa, €TO, HEeMa 4aKk HU OHaj MOMEHAT CIMYHOCTH Ca
,,HEUNM JIpyTUM” KOjU C€ Y APYT'MM YMETHOCTHMA, CBEMY YIIPKOC, MOXE yO-
YUTH, aKo Beh He W yTBpAUTH. YTOIHUKO je My3HuKa, H3BOIU xuTpo Kuaycrop,
~Heyropeausa” | ,,IOCTOju cama 3a cebe”. OHa Ou mMana OMTH CBOjeBpPCHA
causa sui, y3pok cede came, OHO IITO, Oynyhu /1a ce HemMa ¢ YMMe YIOpeTuTH
(ocum ca camoM c0OOM), caMOMe ceOH Jaje Pasiior MOCTOjarba, OHO IITO J0-
CTHIKE ayTOHOMH]Y, T€, MOCICMYHO, CeOH aje COIICTBEHA NPABUIA U HCTHHY
Hanasu y ceOu camom. OHa, aKiie, He 3aBUCH HH O] Yera IITO HUje OHa cama.
Cawm je 3aKkJbydax, JOIyIIe, y BEJIMKO] MEPH KOPEKTaH, aJld IOYMBA Ha BPJIO KITH-
MaBHM IPETIIOCTaBKaMa jep ¥ OHE caMe, Te MPETIOCTaBKe, MOYMBAjy Ha jeIHO]
JOIII 3aKy4acTHjoj paBHHU, HAaUME Ha MOPETKY TpeiacTaBe (representatio (at.),
représentation ($paiL.), Vorstellung (Hem.)).

[Topenak nmpeacrase, Mopenak Koju ce HaJla3u y OCHOBH CXBaTamba pPeaiHo-
CTH Ka0 XOMOTEHE JaTOCTH, YBEK padyHa Ha MoryhHocT mopelhema, ma Tume u
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noapakaBama. OB1e ce Beh yBOIM OHTOJIOIIKA MPETIIOCTABKA 110 KOjOj j€ CTBap-
HOCT OHO IITO jecTe, Makie jeaHaka cebu. [lopemak mpencrase, ca cBoje cTpa-
He, yBOJM Cy0OjeKTHBHIM MOMEHAT — jep MPE/ICTaBa je YBEK Ha CTPaHU CyOjeKTa,
CyOjexT je oHaj Koju npen-craBiba (vor-stellen), koju 0OHaBIbAa IPUCYTHOCT (re-
présenter) — CBOjeBPCHH j€ TOCPEIHUK M3Mel)y CyOjeKTHBHOT MOMEHTa M CT-
BApHOCTH OHAaKBE KaKBa OHA jecTe. TeXHWYKUM TOBOPOM: IOPEAAK IPEICTaBe
YKJbYUyj€ UACHTUTET Y MojMy (ratio cognoscendi), CynpOTCTaBJLEHOCT y TIpe-
mukary (ratio fiendi), ananorujy y pacyhuBamwy (ratio essendi) u CIMIHOCT y
omaxamy (ratio agendi), nakie 4eTUPU KOPEHA TPUHIIMIIA TOBOJLHOT pasjiora
(Bumu Delez 2009: 228-229, 421). OHo mITo miefanal omnaxa Ha CIEHH — T1030-
PHIIHO], My3UUKOj, (PUIMCKO], KEbMPKEBHO] — MOpa OMTH CIIMYHO OHOME ILTO Ce
omaka M y MOJIeITY, IaKJIe Y M3BaH-IIPEJICTAaBHOM CBETY, y OHOME IIITO CE UMEHYje
Kao ,,cTBapHocT . Kako ce, Mel)yTum, onaka CIMYHOCT, IIITa C€ HAJIa31u y caMoj
CTpYKTypHu cimuHocTU? OAroBop: Mpero3HaBame, WM pekornunuja. Ilpero-
3HABAaME T1aK jECTE CTENEHOBABE MACHTHYHOCTH. CIMYHOCT TMOKa3yje KOJIUKO
CMO O3y, MITH KOJIMKO JIAJIEKO, O] OHOTA IITO j€ MCTO Y MPEICTaBH U CTBApPHOME
cBety. nentndukanyja je oonuk crerneHoBama. [IpencraBa (yHKIMOHUIIIE HA
TakaB HaAa4YMWH aa je CJICMCHT UCTOCTH Ca OHMM IIITO OHa HI/Ije YCJIOB Hb€HE MO-
ryhHOCTH (XETepOreHOCT), a PeaTMCTHYHOCT MPEACTaBe HUje IPYro JI0 CTEHEeH
CIIMYHOCTH TPEACTABE Ca MOAEIIOM (XOMOT€HOCT). YCII0B pasnuke usMmel)y cera
MPE/ICTABE U ,,CTBAPHOI” CBETA YIPABO j& HCTOCT Koja Ta [1Ba CBETA APKH Ha OKY-
nty. [TosopuiiHa npejcTasa je , AMHTALja )KHBOTA”, &l Ha APYTO] PABHU 1 OHA
je ’KuBOT. Yci10B MOryhHOCTH MO30pHIIHE NPE/CTaBe, MelijI/IM jecte To ITO
niefanal mpaBy pa3auKy u3Mel)y MO30pUILIHOT U ,,CTBApHOT” KHBOTA. McTocT
HPETXOH Pa3IULH 1 Op)KaBa ce 3aXBabyjyhu CIIMYHOCTH y OolaXkamy.” AHaJIO-
ruja y pacyhusamy Takole nperrnocrasba uctocT. O OHOME, JaKie, IMTO Ce J10-
rala Ha CIIeHU, CyIMMO I10 aHAJIOTHjU ca OHKM IITO ce Jorala n3BaH CIeHe, ca
OHHUM IITO ce 301Ba y ,,cTBapHOCTH . 1 OmeT je Ha JieTy CTerneHOBamhe HCTOCTH:
IITO j€ aHAJIOTH]ja jaya TO je CTEIEH PealMCTUYHOCTH npezcrase Behu. Hajzan,
CYNPOTCTAaBIJLEHOCT y TPEIHKaTy, Ka0 KPHTEPHjyM 3a IOCTOjare Mpe/CTaBe,
Kaxe cieznehe: mpesicTasa je cIM4Ha ¥ aHAJIOrHa OHOME IITO TO3HAjeMOo U TIpe-
M03HAjE€MO Kao CBET (CTBApPHOCT), aJIM OHA j€, Y UCTOM TeCTY, U CYIIPOTCTaBIbeHA
CBETY Ha KOjU C€ OJHOCH Kao He-CTBapHa, WM M3BaH-CBeTcKa. IIperncrasa je,
JTaKJie, CBOJEBPCHU MOCPEAHUK M3Mel)y cyOjeKTHBHE CTPYKType, MEepCleKTHBE
mIesiaona, 1 00jeKTUBHOT CBETa, ajli caMa IpejicTaBa HUKaaa Huje uctuHa. Mc-
THHA TPEJCTaBe W3BaH je came npexacrase. [IpeacraBa Ham, Moxa, omoryhyje
YBHJ y HCTHHY, QJI1 OHA cama Huje ucThHa. Ta ce UCTHHA, TTaK, H3pakasa y I11o-
KJIaramy CyOjeKTUBHUX yCIIOBa, JAKJIC OHOTA IIITO MU YHOCHMO Y IIPEJICTaBy, ca
OHKM YCJIOBUMA Ha KOje TIpe/icTaBa yrmyhyje, 1akjie ca 00jeKTUBHUM yCIOBUMA.
[Ipencrasa je mocpeaoBame, OHa TOCPEAyje cBe, anu He mokpehe n He mojcTHye
nututa (ynop. Delez 2009: 25, 101).

Mys3uka Ou nak, npemMa KHayCrOpOBCKH YOOIIMYEHOM OMIITEM MECTY, U3-
MHLana ToM nopeTky. OHa, HanmpoCTo, HEe TPIU HUKakBa nopehema. Takaa je

2 Kparky uctopujy camunoctu Buaetd y Fuko 1971: 115 —122. , McTopuja cnimuHOCTH” BakKHA je
[I0jMOBHO-METOJIOJIONIKA MHBEHIMja Koja ymyhyje Ha MCTOPHYHOCT YaK M OHMX IIOjMOBa 3a KOje
ce Bepyje a HeMajy UCTOPH]jy. YTOIMKO HU CIMYHOCT HHje TIPUPOIHA KaTeropuja, Beh KynTypom
00JINKOBaHa MEPCIEKTHBA.
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MoCTaBKa AyO0OKo mpobiemaTindHa. Yak v ako OMCMO MPUXBATHIIH A je TIPBH
MY3WYKHU MOJACTHUIIA], KaKaB IO OH OMO M INTAarof ja je OMO HEroB pasior,
010 n3pa3 yucTe moTpede 3a My3UKOM Kao TAaKBOM, MCTOT Yaca je My3uKa, Kao
KYJITYpHH IIPOM3BOJ, IM0oYesa Aa OONHKYje Halla 4yia 1, TAMe, Hall yKyc. Mc-
TOT TPEHYTKA ca MPBUM IPa3ByIMMa, OHUM 3BYIIIMAa KOJH Cy C€ MPe UCTOPHje
YOOIHYHIIM Ka0 HEKAKBa MY3HKa, Ka0 HEKAKBO TPENEPEH:C Bas/yXa, CBE U Ja
Taj 3BYK HHje HOCHO HUKAKBa 3HAYCHa, OHOT TPEHYTKA Ka/la j¢ yIao Y KyJITyp-
HO OOJIMKOBAtbE, OH j¢ YIIAO0 y MOPEaK MPE/CTaBe, T¢ O Ce UCTOpHja My3H-
K€, YTOJIMKO, MOIJIa Pa3yMeTH — 10 aHAJIOTHjU ca UCTOpujoM ¢uio3zoduje, Ha
NpUMEp — Kao CBOjeBPCHA UIPA NPE/CTABA, a Ca CABPEMEHOM My3HUKOM H Kao
HAcTOjame Jla ce MopeaK MpecTaBa, Hajonaxe pedeHo, T0BeIe y IMHTambe, aKo
Beh He u paspymn. CaBpeMeHa My3HKa, @ HAPOYHUTO [Ie3, MOIIIU OU ce, yTOJH-
KO, pPa3yMeTH He HalpOCTO Kao U3pa3 KpH3e y My3HIU, Hero, 030MIbHHje, CII0-
JKEeHU]je, 3aHUMJbHBH]€, Ka0 CBOjEBPCHA CBECT O TOME J]a My3HMKa HE CaMo J1a He
U3MHYE TOPETKY MPeICTaBe Hero Ja My3nka Mopa Mohu Jja pOU3BOIH KPH3Y
U3 KOje M3Ja3u npeodpakeHa na Ou, Tako mpeoOpa)keHa, MOHOBO MPOU3BEIa
KpHU3y U3 Koje Om m3arnuia ga Ou mpousBesa Kpu3y... ¥ Tako 0e3 Kpaja.

Ilapaodoxc xapmonuje

[IpencraBa npernocTansba cBojeBpcHU Mojen (Buau Milenkovié: 2010).
KHaycropoBcku mpHCTyI My3UIIH, Me)yTHM, Kaxe J1a jeé CBOjCTBO MY3HKE Jia
HeMa Mojell Koju Ou joj mpeTxonuo, Te Ja, 300r Tora, He yjaa3u y Hopenak
npeactaBe. Ha oBom mMecty Ha cueHy uziaze xapMmonuja u Teomop AnopHo,
KOJH, YUHH ce€, YOeI/bUBHj€e 0] OMIIO KOra JIpYror Mmokasyje y Kojoj Mepu xap-
MOHH]a O/[rOBapa MOJIEIY, T¢ TUME MY3HKY YBOJHU Y TIOPE/aK MPECTaBe.

Ha jeqnom on MHOrMx Mecra y cBOjoj (puiaozoduju My3HKe, Ha KOjuMa
nosia4yn Opse napainerne usMel)y Mysuke H MOJNMTHKE, yKasyjyhu Ha mBHXOBY
CIIMYHOCT WIIH, y JAPYrOj MHCTAaHIH, HA HHXOBY Mel’)}/SaBI/ICHOCT y3ajaMHy
YCIOBJBCHOCT, A,Z[OpHO he mpuMeTHTH 1a je CBECHO Biajare NMPHPOIHAM
MaTepHujaJioM JBOjako: ,emancipacija ljudi od muzi¢ke prirodne prisile i
podvrgavanje prirode ljudskim ciljevima” (Adorno 1968: 90). Ummukaruja
OBOTr'a CTaBa KOjU C€ JAUPEKTHO CYNMpPOTCTaBJba MPUPOAHOCTH MY3HKE, JaKIIe,
KOjU C€ TUPEKTHO CYNPOTCTaBJba MY3UIH cdepa, jecTe Aa TOBOAU y MUTAHkE
MECTO M3BOpa My3HKe. Y NPBOM CIy4ajy, Kaja je U3BOp My3UKE y MPHPOAH,
JTaKJIe U3BaH CTBapaolla, CTBapajall je CBOjeBPCHH CIIyIIaial My3uke chepa,
CBOjJCBPCHH MHTEPIPETATOp WM, Make HIM BHIIC, JaPOBHTH 3alMCHHYap
onora wro Beh jecre Ty, camo ra Basba UyTH.’ CTBapaJ'IaLI je, y OBOM cIy4ajy,
HEILTO MONYT JeMHjypra, npeumeHnju 3aHamija KOju, UMak, paau Ha Beh
3areueHoM Marepujany.* CtBap ce, mel)yTum, npeokpehie yKOIHKO ce U3BOP

3 V6eubHBa je ¥ 3aBOUBMBA AHATOTHjA ca CKYJINTOPOM KOjH HE Paji APYro, OCHM mTo ociobaha
obnmk u3 kamena. O6iuk je, nakie, Beh Ty, y KaMeHy, y NPUPOAHU, U MOTPEOHO je caMO CKHUHYTH
HacJare ¢ \era. Y HeIlTO CII0KEHH]0j BapHjaHTH, OBaKBa apTHKYJIAlKja OAr0oBapa INIATOHU3MY: 00-
JIMIY Cy Ty, Beh mocToje u yekajy Hac, a Ha HaMa je 13, y 3aBHCHOCTH O HAaIllIUX CIIOCOOHOCTH, Y TUM
UICATHUM OOJTUIIMMA Y Marb0j Mk Behoj MepHu y4ecTByjeMo.

4 ViipaBo je y Tome pasnnka m3meljy 6ora kao cTBapaora i AeMujypra: 60r CTBapa HH W3 4era, J0K
neMujypr cTBapa Ha Beh 3areueHoM marepujany. Ta pasnuka y Kojoj Ou 1eMujypr 610 HHKa BpcTa
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My3UKe He MPOHaJa3u BUIIE y MPUPOAH, Y OHOM 00jeKTHBHOM KOjeM CyOjeK-
THBHU MOMEHAT TEK MPHUJI0JIA3H, TAKJIE, aKO CE CXBATH Ja j& 3a TMPOu3Boheme
3ByKa KOHCTHUTYTHBHO W yXO, aJId HE, HAIPOCTO, Ka0 TTACHBHH €JIEMEHT, Kao
MKW TIpUManal, Beh, cTporo y3eB, Kao OHO IITO MPOU3BOIHU 3BYK. 300T TOTa
nap exuesuieHIie MmoaepHu ¢miozod nomyt Teogopa AmopHa U MOXKe 1a Oye
onymeBjbeH jemHoM omackoMm Jlyrtepa, xoju he Xockena [lempea Ha3Bath
»majstorom nota: one su [note] morale da rade Sta je on htio, ostali majstori
pjesme morali su da rade Sta su note htjele” (Adorno 1968: 90). O6pa3zar koju
je oBIe AZOpHY MPUBYKAO MaXY U KOJU C€, IaKJie, KOPUCTH y OBOM IIPEOKpe-
Ty O]l CJIyIIaolia HOTa JI0 BbUXOBOTI FOCHOAApa, YHCTO j€ MOAECPHH, KOIIEpaHH-
KaHCKH IpeokpeT y KaHTOBOM cMHCITy, IPEOKpET y KojeM cyOjeKT U 00jeKT
Mewajy MecTta. He nomnasu my3uka npe cy6jexra, Beh je cy0jekT Taj Koju My-
3uKy cTBapa. He my3uka cdepa, Beh cy0jekT my3uke. A ako Taj MPBOOUTHH
UMITYJIC 3aJipKaBa ujejy XapMoHHje, Beh y HapeTHOM KOpakKy — KOjH, JTOAyIIe,
Y UCTOPH)CKOM, BPEMEHCKOM CJIely Tpaje HEKOIMKO CTOTHHA TOIMHA — JI0BOJIU
JI0 Kpu3e xapMmoHwuje. Kpuza xapMoHHje mak u3pa3 je ca3pesie CBeCTH O ca-
MOIIPOU3BOh ey KpH3e.

JerponnsoBamy xapmonuje, MehyTnum, Mopa Ja NpeTXOAH AeTPOHH30-
BAK-C OHTOIIOTH]E KA0 IEPCIEeKTHBE Koja ofpel)yje Halll XOPH3OHT Y HajUIHPeM
MoryheM cMUCITy, K20 OHO IITO HAC OPKaBa y BEPH O OCTOjalby XOMOT€HE CT-
BAPHOCTH jeiHaKe ceOu camoj. ,, Tonskom materijalu po sebi”, pise Adorno, ,,pa
¢ak 1 onom koji je sistemom temperiranja filtriran, ne smije se niposto pripisati
ontoloski samostalno pravo kao §to se to, recimo, deSava u argumentaciji
autora koji bi, bilo iz odnosa alikvotnih tonova, bilo iz fiziologije uha, ht]eh da
izvedu kako je trozvuk nuzan i opStevazeci uslov svakog moguceg primanja
muzike, i da se ono zato uvijek mora vezati za njega” (Adorno 1979: 60). He,
JlaKJie, HOCTaBKa Koja Kaxe Jja O 3Byk 0e3 IIPUMAOLIA TOTa 3BYKa 6uo decMmuc-
JIeH — T0 je OaHalaH yBrj — Beh 3ByK CTBapa OHaj KOju ra ciyma. OHTONOIIKA
CTPYKTypa ce OaMax Hamaja, jep, caja, 3ByK HHje HalpoCTO OHO IITO jecTe
(oHTOMOIIKY MCKa3), Beh OHO MITO ce cTBapa ciyliameM. J[pyrum pednma, OHO
mTo ce oopasyje (o0nmKyje), OHO, JaKie, IITO je CBOjeBpCHA MaTepHja, WIIH
OHO TaCUBHO, /14 ce 00pa30BaTH caMoO MO YCIOBOM Ja y cebu Beh caapxu
MOMEHAT caMooOIMKoBarka. IiHa He rocenyje MoryhHoCT caMmoobuKoBaba,
MaKo T0CTaje BPY, jep OHA HE y4n. AJIM 3aTO YXO HHje IyKH HPUMAIall 3ByKa,
Kao WITO je TIIMHA MprMaba o0imKa, Beh je yxo ycioB MoryhHocTH ydera.
Crena koja ce, TI0J1 yTUIlajeM epo3Hje, OTKMHE ca IITAHWHE HECYMIbUBO MIPAaBU
nakjeHy OyKy, aimu 0e3 yxa Ta Oyka HeMa HUKaKBO 3HAYCHE jep ce HEe HaJla3H
y KYATYPHOM KOHTEKCTY. YXO jé OHO HITO CTBapa KOHTEKCT. ¥YXO je OHO IITO
CTBapa My3HKy, la TuMe, pekao 6u [lon Keju, u Oyky.

IIpomena mapajurMe — jakie MPOMEHA CXBaTama O MPUPOXHOCTH My-
3MKe — Y MYy3HKy YHOCH MOMEHAT Biajama. [Ipupona Buie Huje Myku mare-
pHjai Koju Basba yOONMYUTH HA jeAaH WIM Jpyrd HauuH (NOmyT IiuHE), Beh
ce MPHPOIOM Mopa oBnanatd. To oBlanaBame mpepacta y cucreM. Pesynmrar
ou, xako npumehyje AmopHo, 6no my3uka (ymop. Adorno 1968: 90). NUneany
MajCTOPCTBA Kao Biia/iarba, MehyTim, Mopa ce mpuhi ¢ OrpoMHIM ONPe3oM, Ha-
POUYHUTO aKO C€ M3BECHE TEXHUKE HACTOj€ M3BECTH M3 UCTOpHje Kako Ou joj ce

CTBapaola, y Ky/lTypOJIOIIKOM KOHTEKCTY O/IroBapa pasiuiy u3Mely yMETHUKA U 3aHATIH]E.
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00e30e110 HelpecTaH! KOHTHHYHUTET, TPajare, Y OBOM CIIy4ajy KOHTHUHYHUTET
MY3HKE Kao TPUPOJHE TBOPEBUHE KOja, JAOMYIINE, MEHha OOJHUKE, alh y CBOjOj
CYIITHHU OCTaje WAECHTUYHA cebu kao Mmysuka. Dopmyna te GecKOHAYHOCTH
Ownita 61 My3WKa Kao My3HKa, OHa KHayCTOPOBCKA HEYIIOPEMBOCT U CaMOIOBIb-
HOCT, JIaKJIe My3HKa Koja, y OCHOBH, HE yIaJa y KpHu3e H He OUIeKe KpH3ama,
OapeM He CymITHHCKUM. Mema ce cBiak (hopma), ali cama 3MHja 0CTaje YBeK
3MHja. Y caMoj ueju 6eCKOHAYHOT Tpajama He MMPE0CTaje HAIITA XeTEPOHOMHO,
nuie AIOpHO, CBE C€ M3paBHABA, CBE TBOPU KOHTHHYHUTET. ,,Beskonacnost je
Cist identitet” (ucto: 91). Kibyunn npobnem my3uke OO Ou, yTOJIHMKO, HJICH-
THUTET, JOK OM yIIpaBO XapMOHHja OMJIa HOCHOLIEM TOT U TAKBOI MJICHTUTETA.
XapMoHHja, HApoCTo, n3paBHaBa. OHA MOTUPE PA3IIUKE U Y KOPUCT IICIIHMHE,
OTIIITOCTH, OHA XKPTBYje moceOHoCTH 1 00e30ehyje Tpajame.

Ty ce oTBapa nmpobiiem cy0jeKTUBHOT CEH3MOMINTETa Ka0 OHOTA IIITO YBP-
CTO CTEKE XapMOHH]JyY: ,,da se nijedan ton ne ponovi prije nego muzika sve druge
dosegne; da se ne pojavi nijedna nota koja u konstrukciji cjeline ne ispunjava
svoju motivsku funkciju; da se ne primjeni nijedna harmonija koja se upravo
na ovom mjestu jednokratno ne legitimira” (ucto: 93). CBe oHO 1mITO OM OHITO
Pa3HOPOIHO ¢ 003UPOM Ha OOJIMK ofpeleHor Jerna Mopa Jia HecTaHe. I[pymM
peunma, pasyMeBamheM MY3HKE BIIajla YIPaBO NPECTaBa Koja, 0 CBOME I10j-
My, Ipornucyje Mecta u GpyHkuje. Mysuka Ou, mpema OBOJ MepCHeKTUBY, Ona
OHO TITO TIOIITYje MOKJIAName TOHOBA Ca MECTHUMa KOje TH TOHOBH 3ay3HMajy
y boxanckoj urpu cepa. To je yrpaso Ta afopHOBCKa ,,MOTUBCKA (yHKIIHja”.
Motuscka yHKIM]a je CBOjeBPCHA LMdpa, YHANPE/| JATH Paciiope] eneMeHa-
Ta, Ka0 KOJI MEH/ICJbE)jEBJHEBCKOT TIEPHOIHOT CHCTEMa XEMH]CKHUX €JIeMeHaTa, y
KOjeM Cy MecTa eJeMeHeTa, ¢ 003MpOM Ha IUIaH MPUPOJIE, YHApea onpehena,
IITO j& PYCKOM HAyYHHKY U JOMYCTHJIO Jia OCTABU MPa3HO MECTO y CHCTEMY
Yy KOjeM ce, Hy)KHO, MOpa II0jaBUTH CIIEMCHT KOJH OH, Y TOM TPEHYTKY, HHje
Ouo y cramy jaa nponahe, anu he ra HAYYHUL y OynyhHocTH, U3BECHO je, 1o
CHJIM HYXXHOCTH | JIoTuKe — nnpoHahu. CaMo je muTame BpeMeHa U YIIOPHOCTH.
YTonuko OM ¥ TOHOBH, MO CHJIM HYXXHOCTH, UMaJIM YHarpen onpeleHa mecra,
OHU OW WCIyHaBaH CBOJY ,,MOTHBCKY (DyHKIHjy” ¢ 003MpOM Ha OOYKaHCKH
WM TIPUPOJTHH TUIAH, & Ha MY3HYKOM JIEMHjYPTY j€ J1a, YIIOPHO, TIOMYT HAayYHH-
Ka-TIPUPO/IHaKa, Ta MECTA OTKPHjE U UCIIYHH UX HOTamMa. XapMOHHja ce, TaKJe,
JICTHTHMHLIIE YIPABO TAKO LITO 3ay3MMa CEOH CBOJCTBEHO, YHAIPE IATO MECTO,
Te OH, JIa Ce TIOCITY)KIMO JS/IHOM CITHKOM, KOMITO3UTOP GHO CBOJEBPCHH Pa3BOJL-
HHUK Yy OMOCKOIY KOjH TI0 MpaKy GHOCKOTICKE carte JIe/1a0le JOBOU 10 HHXO0-
BUX MecTa yHanpe] 00e30el)eHrx KapToM KyIJbeHOM M3BaH caMe caje. Y OBOM
ciTydajy u3BaH My3uKke, mTo he pehn y mopetky npeacrase. Anm Tume, mapazo-
KCAJTHO, OHU KYITY]y UICHTUTET KOjH UM JIOITyIIITa KHAYCTOPOBCKY METa(H3HKY,
npeMa Kojoj My3uKa oroBapa cebu camoj. YocTasioM, TajHa MeTau3uKe, KOjy
je AIopHO Tpe3upao U3HAJ CBEra, M jecTe 0e3003MpHa caMOJIETUTUMAIIH]a W3
nyxa npezactase. Mnn: meradusnka npeTrnocTaBiba TEK OHO HITO €€ UMa JTOKa3a-
TH, aJTA OBaj IPUTOBOP OI0H]ja YIIPaBO Y UME TIOPETKa MPEICTaBe, Y UMe TIOpeTKa
KOjH c€, U3 JIOTUKE CaMoT MOPETKa, HE MOXKEe TOBECTH y MUTAbE, y UMe, JaKJe,
JIOTUKEC UACATHUX, HCTIOPCHUBUX 3HAYCHA.

Ha oBoM mecty AnopHo youaBa (pMHM IHjaJIeKTUUKH MApaJoKc, HAauMe
»muzicka dela zadobijaju oblik samo u odnosu prema onom §to bi ona, zaCarana
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harmonijom, htjela da iS¢ezne. Ono $to se u njima zeli pojaviti, ona spreCavaju
njihovim vlastitim a priori” (Adorno 1979: 194). A priori my3udxor nena je
yIpaBo XapMOHH]ja, YCIOB MOTYhHOCTH, OOJIMK Y KOjU C€ JIENI0 yKIIama, 00IrK
Koju, Takopehu, geka neno. Hemoxaname anpropHe CTpyKType, Aakie Gopme,
¥ Marepujaia Koju Toj (opMH IPUI0JIa3y, Takjie TOHOBA, CTBapa TUCXapMOHH]Y,
JIMCOHAHILY, & TO j& HeOIyCTUBO. 300T Tora, HacTaB/ba AJIOPHO CBOjY aHAJIH3Y,
My3HUUKa Jeja MOpajy Ja MPUKPUBAjy COTIICTBEHO ITOPEKII0, COTICTBEHH a priori,
anu ce MpoTHUB Tora ,.buni ideja njithove istine, ¢ak i po cenu da se odreknu
harmonije. Bez mementa o protivurjecnosti i neidentitetu (Widerspruch und
Nichtidentitdt) harmonija bi bila esteticki irelevantna” (ucto: 194-195). Anop-
HOBe cy criupaie ¢acuuHanTHe. OH, 3ampaBo, HE Halala XapMOHH]y /1a Ou je
YHHUIITHO, Beh 71a Ou je yByKao y UIpy Ha KOjy OHa HHj€ CBUKIIA, y UTPHU PA3JIHKE
U TIOHaBJbama, y UTPy y K0joj OHa He O Omia rocniofapuiia odnuka, Beh jenan
0]] eJIeMeHaTa My3U4Ke Urpe. YKOJIMKO OMCMO HarpaBuiM jeaaH Behu aqopHOB-
CKH MCKOPAK, MO Ouemo, kopuctehu argumentum a contrario, 1a KaxeMo
KaKO je XapMOHHja PEJIEBaHTHA CaMO ako y ceOu dyBa IMCOHAHIY. Jep, 3aBpIIHT
IOKpET OBOT H3BOhema macH: ,,Sto se dublje umjetnicka d]ela kao pojavljujuca
bit, utapaju u harmoniju (I/dee von Harmonie), utoliko manje tu mogu da nadu
svoje zadovoljenje” (I/ICTO) VY 3aBpirHoM TIOKPETY CBOT' BPTOIIABOT n3Bohema
yiyhyje AZOpHO Ha je/IHO OJf CIABHHX M HAJBHLIC KOMCHTapHCAHHX MECTa y
caBpeMeHO] huiosoduju, Haume Ha Xerenos ciuc o pasimuy. IIpoGiem xapmo-
HHjE U JUCXapMOHH]jE CIIMYaH je MpoOIeMy HCHTHTETa OHAKO KaKo I'a pasyme
Xeren, HaMMe UACHTATET HUKAKO HE MOKE OUTH [PECTaBIbCH APYTadmje 10 Kao
WJICHTUTET Ca HEUICHTUYHUM. Y TOJIMKO OM OCTaHaK MPH MyKOj XapMOHHjU OHII0
CBOJEBPCHO yTalae y CHTPONUjH, Y HELIOKPETHO] HCTOCTH 3acHNeHoj caMoM
cobom. 3aro AnopHo u Moxke na Hanmie: ,,U jednoj muzici u kojoj je svaki ton
prozirno determinisan na osnovu konstrukcije cjeline iS¢ezava razlika izmedu
esencijalnog i akcidentalnog. Takva muzika je u svim svojim momentima
podjednako blizu sredisnjoj tacki. Time formalne konvencije, koje su nekada
upravljale blizinom i udaljenos¢u od sredista, gube svoj smisao. Vise ne postoji
nikakav nebitan prelaz izmedu sustinskih momenata, tema’; sljedstveno tome,
nema ni teme, pa, u strogom smislu te rije¢i, ni ‘razvoja’” (Adorno 1968: 85).
Teuiko 1a je Moryhe JaTi 60761 ONUC SHTPOIIH]C.

Ono, Mel)yTuM, IITO HE OMYIITA EHTPOIH]Y YIIPABO je KpU3a, WiH, Ipe-
U3HH]E, C&MOHpOI/ISBOl’)ere KpH3e€.

Kpusza: nopekno nojma

My3uka 1 Kpu3a MOTy ce JIoBecTH y ofHoc (0apeM) Ha i1Ba HauuHa. C jen-
HE CTpaHe My3HKa Kao OJroBOp Ha KpHU3y KOja ce, CTPOTO y3€B, OJIBHja M3BaH
Mmy3uuke cepe: betoen Epouxy nuiie kao peakiyjy Ha KpU3y y HOJIUTHY-
KOj paBHU. Mame je BaXXHO J1a JIU je ped o apUpMaTUBHOM, WIK KPUTHYKOM
YUTamky BaHMYy3W4Kor norahaja. ¥ TakBoj mocTaBIM My3uKka pearyje. Huje
MCKJbYYEHO J1a Ta peaKiifja TOBOAM /10 UCKOpaka u3 rnoctojehe mysuuke op-
Me, JaKje 70 U3yMeBama HOBOT M3pa3a, ILTO HAC JIOBOJH JI0 APYTror MOMEHTA
cycpeTa My3HKe B Kpu3e, HauMe J10 KpH3e Kojy MPOU3BOIH caMa My3HKa y My-
3uIM. YTOIHUKO ce beToBeH MO)ke UMTaTH M U3 UMAaHEHTHE MEPCIEeKTUBE, HE,
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JaKje, Ka0 YMETHHK KOjU pearyje Ha, pemuMo, MOJMTHIKH fnoralaj, Beh kao
OHaj KO U3 caMe MY3HUKe ,,Hamnajia” My3HKy, WM 3aTeueHe My3udke oOnuke. Y
JPyTOM CITy4ajy, JaKjie, My3uKa HUje TEeK peakiiija, Beh oHa cama mpou3BOIN
KpH3Y CBOjJUM JICJIOBAa-EM, OHA je areHc Kpuse. Pasiuka ce Moxe u3pasuTu u
Ha cienehn HaunH: My3uKa win oOyxBara jjorahaj, wiu ra creapa. OHa ra win
SKCIUTUIIAPA, WU Ta UMILUTALUPA.

Excrinmkanuja norahaja Mopa y cebu 1a HOCH MOMEHAT MOJpa)kaBarba,
jep cama eKCIUIMKaIluja yBeK je Beh ofHOC mpema HeueMy W3BaH, €Kc, mpemMa
HeueMy IITO npuaosaszu. MMrukanuja ce mak goraha y camom cyOjexty, y
CaMOM TIOKpeTauy JIeJIOBakba U MOMEHAT CIIOJbAIIbOCTH TY, Y HajOOJbEM CITy-
yajy (yrpaBo kao koja KaHrta) urpa ysiaory oHora mro adguiupa, ajau ce, CTporo
y3€B, HE OJIHOCH Ha CaMy UMaHEHTHY CTPYKTYpY KOja HAaCTOjU Jia yCIIOCTAaBU
COTICTBEHO 3aKOHOJABCTBO, COIICTBEHA MpaBUia, JaKkie Ja 3a100Hje ayTOHO-
MHjy Y OJHOCY Ha OHO IITO joj mpuaoias3u crnosba.’ Ho, ma Ou ce HampaBuo
KOpakK Ka 3a7j001jamy ayTOHOMH]j€ My3UKa Mopa MONH J1a TIPOU3BEIE KPU3Y.

I'puku riaron krinein 3Ha4¥ OTYUUTH, HAITPABUTH U300, &M U OJIBOJUTH,
pa3IMKOBATH, WM YTBPAUTH pa3nuky. MiMenuna Arisis, kpuza, o3Ha4aBaia Owu,
YTOJIMKO, TPEHYTAK OJUTyKE, HJTH CITIOCOOHOCT MPaBJbeha pa3iiuKe. Y OCHOBH UH-
TaBOT HU3a UMEHUIIA KOj€ CY Ce, TIPEKO JIATHHCKOT, OJjpyKaJie 0 JaHacC, Hajla3u ce
MHJIOEBPOIICKU KOPEH krei, KOjU TOTUYE YIIPABO O] TPUKOT krino (MHQUHUTHB!
krinein) 1 KOju 3Ha4M CyAWTH, pa3lyduTH, IpoByhu Kpo3 perero, mpocejary,
copruparu. ['puka ped krinau Taxohe 3Haum oABajUTH, omabUpaTH, MPooHpary,
K1acugukoBatu, TpeOUTH. JIAaTUHCKHU I1aron cerno, cernere u3rpaljet je ynpaBo
071 MHJJOEBPOTICKOT KOpeHa krei. JIaTUHCKO cribrum U3BEAEHO je U3 TPUKOT krisis
Y 3Ha4H ,,CUTO” WJIH ,,pelieTo”. Y poOMaHCKUM M T€PMaHCKUM je3UIMMa jaCHO
ce uyje MOpeKyo 3Ha4yajHOr Opoja u3BeneHua. OpaHIlyCcKke UMEHHULIE critique,
~KpUTUKA”, certitude, ,A3BECHOCT”, ,,CUTYpHOCT’, WM discernement, ,pa3-
rpaHuYee”’, Ka0 U CPOJHE PEUM TOIYT critére, ,,Kputepujym”, crible, ,,cuto”,
discrimination, ,,JUCKpUMUHAIM]Q” uiu ,,pa3rpanuuemwe” (y Hajeehoj oausumnu
Jje u crimen, 0akie OHO WMO NPABU PA3TUKY Y 0OHOCY HA ymephenu nopeoax,
OHO WMo, npasehu pazuxy, uznazu u3ean ymephenux meha u Ha maj HauuH um
HaHocu wimemy), 4axK u certification, ,,JqUCMEHa NOTBPIA”, ,,yBepeHe”, TOTHUY
O]l JIATUHCKOT cernere Koje 3Hauu ,,0fyduT’, ,,ipoByhn kpo3 cuto”. U camo
cernere, Ka0 1 TPYKO kriter y cmucny ,,Cyljerbe oonasze 00 UCmoz UHO0e8PONC-
Koe Kopena krei, KOju 'y ceOu caJp Ky Uejy O/iBajama, MPOCcejaBamba, peleTama,
Ka0 ¥ UHJIOEBPOIICKOT ker Koje 3nayu ,pecehn”.

Y ME/IMIIMHCKOM PeYHHKY — Ko Xurokpara u ['aneHa ped Kpusa urpa 3Ha-
4YajHy YJIOry — KpU3a O3Ha4aBa TPEHyTaK y KojeM Gonect kpehe y jeiHOM 01 Mo-
ryhux npasara, ka u3neyerny, Wik CMpTH OOJIECHUKA, TAKJIE OHOTa KO j& Y KPU3H.
Kon Ceneke mpoHania3uMo J1a TaTUHCKO C7iSis 3HAYH ,,JypUIIl’, ,,HAMaa , Kao y u3-
pazy ,,Hanaz 6omectu’.® YTonmko Ou ce, Kaia MOMEPUMO TSXKHUIIITE C METUITHCKE
yrnotpede pedr, Kpr3a MOIia pa3yMeTH U Kao TIEPUOJT HATIETOCTH, HITH Makhe HITH
BuIe Op3e MpoMeHe, MOMEHAT Kajia ce YTBpl)EHO CTame, HiIH yTBpHEHH MOopeaaK
ToBOAM y TUTame. OMacHOCT je TpaTuiial Kpu3e, Ipy 4eMy ce OMacHOCT Be3yje

3 Borar marepujan o BeToBeHY M HEroBoM ,3aCHHBaIbY UMaHeHIuje” Bumu y Jeremié-Molnar i
Molnar 2009, tom 2: 150 u nase.

6 Vrop. Gaffiot 1934: 443, cry6ar I11.
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3a TIPOMEHY, YaK 1 aKo je ped o0 MPOMEHH Koja TOBOIH 110 OospHTKa. He moctoju,
melyTum, HUKaKBoO jeMcTBO 1a he kpu3a 1a goBezie 10 00JbUTKA, HUTH je O0JbUTAK
JIOBOJHHO YBPCTA €KCIUIMKATHBHA WITH JIETUTUMH3Yjyha Kareropuja. Aim HA TIpo-
MeHe Hema 0e3 Kpu3e, 0e3 10Boherha y MUTamke YBPCTOT, WK YTBPHEHOT CTama
ctBapu. Kpusa je 0HO ITO 0BOAM Y MTUTaRk-¢ PHHIIUITE Ha KOjUMa ITOYHBajy He-
KaKBa aKTUBHOCT, WJIM HeaKTUBHOCT. Kpu3a je, Morio 6u ce pehu, 0HO ITO yHOCH
XETepOreH! eJIEMEHT Y XOMOI€HY CPE/IMHY, OHO IIITO YHOCH HEPABHOTEXKY Y CHC-
TEeM KOjH I0YMBa Ha oipel)eHoj paBHOTEXKY, KpH3a YHOCH HECTAOMITHOCT y CTaOMJI-
HY CTPYKTYpY, T€ C€, Hau3IIe/l JIOTUYHO, a CBAKAKO OYEKHMBAHO, KpU3a HE MOXKeE
CMaTpaTy MoXeJbHUM pa3BojeM Jiorahaja, kao IITo ce HU O0JIeCT, Koja IOBOIHU 110
Kpu3e, He MOKE JIPYKATH TI0XKEJbHIM CTAFbEM.

[Tojam kpuze je, mehyTuMm, mpeTpreo 3HayajHy MPOMEHY y MOIEPHOM
no0y. Kpusa y ctapoM cBety, 1 Kpu3a MOZEpHOT 1003, YIPKOC UCTUM KOPEHU-
Ma M YIPKOC TOME IITO Cy CE 3Ha4Y€Ha 04yBajia, HEMajy UCTY TOJMOBHY HOCH-
BocT. I'prinma, Ha pumep, 6mio je Hemoryhe a MUCIIe MOJIEPHH H3yM: Iep-
MaHeHTHY kpusy. Urpa usmel)y moryhnoctu (dynamis) n octBapewma moryh-
HOCTH (energeia) nonpa3dymMmenaia je koa ['pka u Tpehu ereMeHT, UCIymhemne,
Wi noBpIneHocT (entelehia).” OcTBapeHa MOryhHOCT, HaIPOCTO, HHj€ HOBOJb-
Ha YKOJIMKO C€ HEe YKJbYYH U Tpehu eneMeHT koju he, ,ZIOBpH_IaBaJth/I KpeTame,
yuBpirhyjyhu ocTBapeHOCT, J1a JOCTUTHE I[1Jb, OHO IITO j€, Y UCTO BpeMe, U
MOTHB H CBpXa KpeTarma, OHO U3 4era cBe NCTHYE M y IITa, Haj3a], CBE YTH-
4e. YTOMMKO HU Kpr3a, KOJMKO TOI Jla Tpaje, HUje Moria na Oyze mporec 6e3
OKOHYama, OAHOCHO [pIti HUCY MOIVIM [1a je MHCIIE Ka0 HEIOBPIICH, HapO4H-
TO HE Kao HEJOBPIIMB MPOILEC, jep, HAMPOCTO, KAKO CYrepHIlle MEIHIINHCKA
ynoTpeba u3pasa, Kpusza ce Mopa paszpemuti. Kpruza mopa 1a 10cTUrse cBojy
CBpPXy OMJIO Kao 03][paBJbame, 6110 kao cMpT. O3/1paBibee UM CMPT Cy CHe-
Tesiexuja kpuze. MoaepHo no6a, mehyTuM, TOBOIU A0 MPOMEHE JIeruTHMa-
IIMjCKe MapaJiurMe: HaMeCcTO TPAHCIEHJEHTHOT U3BOPA JIESTUTUMHOCTH (60T)
Ha CLIEHHM C€ II0jaBJbyjeé MMEHEHTHHM W3BOp JIErMTUMHOCTH (cyOjext). Huje
BUILIE OOT OHO LITO BOJAM W ONpPABIaBa Hallle YHHOBE, HAIIE MUIJBCHE, HAII
JKUBOT, HHj€ BUIIIE OOT OHO MITO, y KPaji0j MHCTAHIIN, IPEY3UMa OATOBOPHOCT
3a Halle H1BOTe, Beh ympaBo Mu camu oaroBapamo 3a Hac came. Huje, nakie,
BulIe O60r (WM IMpUpOAA) OHO IITO MPOU3BOAM KPH3Y, IITO IIajbe 0O0NecTH,
BpEMEHCKE HeIorojie, OHo mTo nmokpehe parose u Oana y oexny jbyie, Te he ce
U caMa KpH3a pa3peliuTH 1o 00XHjoj BoJbH, Beh cajia, kaja je OIroBOPHOCT
npeziaTa y pyke 40BEKy, Cajia, Aakiie, i Kpusa 3aBUCH 011 camor Yoseka. Ho, He
camo To. Jlasieko je oBa poMeHa H3BOPA JICTUTHMHOCTH OJL IyKe, MEXaHHYKe
CMCHE KOja, y OCHOBH, OCTaje HCTa, JeAMHO CE MCHa MPE/I3HAK, Te Caja, y3
Mame win Behe rubame y crBapiMa 3eMaJbCKUM, OHO LITO je pelliaBalia TpaH-
CLCH/ICHIM]a Cajia pelllaBa MMAHCHIMja HAa HAYMH Came TPAHCLCHICHLHM]C.
I'ocnionap je, Kake TO TyMauerme — MITO je OMUIJBEHO TyMadyere OHOTa IITo Ou
Ce Ha3BaJI0 MOJIUTHYKOM TE€OJIOTHjOM — CaMO MIPOMEHHO OOJINK, MECTO Mpedu-
Barba U YMHOBE, aJIU BJaJla HA UCTH HAYMH: CyBEPEHOM OJUTYKOM. AKO Y TIPBOM
TPEHYTKY M HE 3HaMO CBpXY Kpu3e, 6oxuje he Ham npoBulewme nomohu na je
CXBaTUMO, MaKap TO OMJIO M3Pa)XKEHO M HECYBHCIIOM TEOJIOLIKO-MeTadhu3ny-

7 Opzie ce, napaBHo, pedepupa Ha kmure A (V) u © (IX) Apucrorenoe Memagusuxe. O oBuM
TI0jMOBHMAa jeIaH OJ1 HajUCLPITHUjUX PajioBa y Mocie/bhe Bpeme o0jasibyje Aubry (2006).
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KOM (pOpPMYJIOM TIO KOjOj j& TO IITO C€ JOTOIMIO UCTOBPEMEHO H JIOKA3 J1a ce
MOpaJo JOTOANTH, OMHOCHO y JIOBPIICHOM IPOIeCy OTKpUBA Ce€, aKo j& HHC-
MO O7IMax OTKPWJIM, CBpXa TOT mporieca, uiu gorahaja. Ho, TakBo Tymademe
HaWIa3W Ha HETpeIa3Hy MPerpeKy yIpaBo Kaja y urpy yBeaeMo Kpu3y. AKo
Jje cTapH 1ojaMm Kpu3e, Kao IITO je PeueHo, 3aXTeBA0 pa3peliemhe JOHOIICHEM
OJUTyKE Y HEKOM TPEHYTKY, WU UCIYHEHEM CBpXe KOjy KpHu3a Mopa Mohu
Jla HOCH y ceOu, nmpedannBameM JISTUTUMAIN]CKE MTapaurMe MOJEpHO J00a
u3yMeBa TojaM OeCKOHa4YHe NWHAMU3alyje, Aakie MoryhHocT 6ecKOHaYHOT
KpeTama, OEeCKOHAYHOT ycaBpuiaBamka, KOHCTUTYTUBHC HCUCIIYHLUBOCTH, IIa
THUME U IEPMaHEHTHE Kpu3e, OHE KpH3e Koja He 3aXTeBa pa3pellene 1a Ou uc-
IyHHJIa CBOjy cBpXy.® 1 He camo To. AKO Ipey3uMa OATOBOPHOCT 3a COIICTBE-
HU CBET, Kao Cy0jeKT, TOKpeTad, MOJIEpPHU YOBEK je Taj Koju mokpehe Kpusy.
Jloruka MoziepHe KpH3e 3aXTeBa Kpu3y Kao IOTroH, Kao OHO IITO mokpehe, nok
Ou 10 eHTpoIMje T0BeNa TeK HeKa Kpu3a came Kpuse. Tek cTBapame XxoMore-
HOT IIPOCTOPA, TEK UCKIbyUYeHe Kpu3e Boau karactpodu. Ha monutuukoj pas-
HU yIIpaBoO Cy TOTAJIUTAPHU CUCTEMH, JIMIICHU KOHCTUTYTUBHC KPU3EC Y cebu
caMuMa, TOBEIU /10 KaracTpode.
Hu my3uka He n3Muye NpoMeHU napagurme.

Camonpoussoherve Kkpuze y mysuyu

VYcnoBu 3a cTBapame Kpuse aorahajy ce kKaja TOHATUTET u3ryou oOmu-
KOTBOpHY CHary W ,,otvrdne u formuli” (Adorno 1968: 84), xana, xakne, He
ycreBa Jla Ipou3Beae HOB OOJIMK 300T OKOLITAJIOCTH KOHBEHIMje. Ako Ouc-
MO OBJIC OCTaBHJIU 10 CTpaHu AJIOPHOB aHTUMOJICPHH adeKar Koju y J00poj
MepH opelyje U ’eroBo pa3syMeBambe My3HKE — H-EroBO HENpPU]jaTeLCTBO npe-
Ma [Ie3y, PeLMO — OCTaje [a ynpaBo AJIOPHOBE aHAIM3e KPU3E XapMOHHje
YTHpY IyT HJEjH CaMONPOH3BOheHba KPU3E Kao ycIoBa MOryhHOCTH KpeTamba
y my3unu. U ynpaBo 11e3 nmokasyje 1iTa 3Hayd JOBECTH MY3HUKY Yy KpHU3Yy U3
nepcrnekTuse came Mysuke. [lonemro ynpourheno moxe ce pehu na mysuka
yrnajga y Kpusy Kajia ce y IMHTamke JOBE/Ie XapMOHH]ja, T IOTOM XapMOHH]ja U
JUCXapMOHHja OCTajy Y CTamy HElpecTaHe HaleTOCTH, Yak u Oopbe 3a mpe-
BIIACT, NIPH YEMy YIPABO Ta HECAINACHOCT — mésentente, MOjaM MPEy3eT Off
JKaka Pannjepa — jecte ycioB npeobpaxaja y My3uli. Y TpeHyTKy pasoujara
XapMOHH]j€ MY3HKa MOCTaje MOJIMTHYKA Y jaKOM 3Ha4ely Tora rnojMma (To He
3HAYM HY)XHO aHTa)KOBaHa) jep ce OTBapa 3a M300p, 38 HAJMCTAmbe, 33 UIPY
mohwu koja, cana, gonaszu u3 yrpobe came mysuke. [lonutuka mysuke y cia-
O0OM cMUCITy 3HaYMJIO OM J1a TIOJIMTHYKU ayTOPUTET MPOIKCYje BPCTY MY3HUKE,
Kkao y Haruernikoj Hemaukoj, mmm Cosjerckom Casesy (ciy4aj Ipoxogjesa,
mehyTrm, u3mehy ocranor, MoKasyje KOJIHKO j€ TEIIKO, YaK H Y TOTalHTapHOM
pPEeKUMY, caleTd MY3HKY, YTYpaTH je y YHampen Jare Kajyme), a To, Jajbe,
3HAYU UCKJbYYUTH MOMEHAT KpU3€ U3 MY3HKe, Kao IITO jé MOMEHAT KpHu3e 01O
UCKJbYYEH M M3 CaMOrl MOJMTHYKOT MopeTka. ToTaluTapHu peXuMu HE pa-
YyHajy Ha KpU3y KOja X MOXKE IOTOIUTH, jep Ou ce, OHJa, Y MHUTamke J0Be-

8V Tome ce Bum, perumo, pasiuka u3Mel)y aHTHYKOT M MOJIEPHOT TI0jMa JEMOKPATH]e: TPUKH TIONHIC
je Omo nenymemne IeMOKpaTHje, CaBpIleHO MOJUTHYKO Ypeheme, 10k MoiepHa IEMOKpaTHja, Kao KOH-
CTUTYTHBHO HEIOBpIIEHA, IIOYMBA HA UJIej OECKOHAYHOT yCaBpIlaBama.
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WBan MunenkoBuh Mys3uka 1 kpusza

Jla CaBPIIEHOCT, TaKJIe MOHOJIUTHOCT caMmor TopeTka. Anu ,,muzika skvréena
u jedan trenutak, istinita je kao osip negativnog iskustva. Ona se tiCe realne
bolesti. U tom duhu nova muzika demolira ornamente, a time i simetri¢no-
ekstenzivna djela”, mume Adorno (1968: 65). lpyrum pednma, Kpu3a yBOIU
nonuoHM]jy TaMo e 3a monmudoHujy HemMa Mecta. Tamo T7e je yHarpe ory-
YeHO J1a je jeHoIacje HajooJbH O/l CBHX OOIHKa My3HKe, MOn(OHOCT Mopa
outn 3a6paH,eHa [TomuTHYHOCT y jakoM cMHucy, MebyTHM NPETIOCTaBIba
PaHCHjEepOBCKY HECarIacHOCT, XeTePEreHOCT y K0joj je XapMOHHja caMo jea-
Ha ox MoryhHocTu. 3ato AZOpHO W MOXKe Ja Hamuie: ,,Disonanca je istina
harmonije (Dissonanz ist die Wahrheit iber Harmonie). Ako se ona strogo
uzme, ona se €ini, po kriteriju nje same, kao nedokuciva (unerreichbar).
Njenim desideratima je tek onda udovoljeno kad se ta nedokucivost pojavi
kao dio biti. (...) Odbacivanje klasicistickog ideala nije promjena stila ili ¢ak
promjena nesre¢nog zivotnog osjecaja vec proistie iz koeficijenta nesklada
harmonije (Reibungskoeffizenten der Harmonie) koja, kao zivo pomireno
(leibhaft versohnt), predstavlja ono Sto ona nije (was es nischt is), i ovim krsi
svoj postulat pojavljujuce biti, a da se on ipak odnosi bas na ideal harmonije.
Emancipacija od njega je razvoj sadrzaja istine umjetnosti” (Adorno 1979:
195). AntopHo je, HapaBHO, CKJIOH XETEJIOBCKO] AUjalICKTUIU U OH, YaK U KaJia
ce Hajxkeurhe oOpyiiaBa Ha by, YyBa XapMOHHU]y y HEKOM Buay. To ce BUIH y
I0JMOBHAM MIPama IOIYT AMjalleKTHKa XapMOHH]e U JIMCOHAHIE U 3aTBOPE-
HOCTH XapMOHH]je (yIIOp. HCTO: 265 1 Jabe), WITO OArOBapa 3HAMCHHTO] Xere-
JIOBCKOj MT'PU M3 CIKCA O Pa3JIHIU rIe, ToBopehr 0 UASHTHTETY HICHTUTETA
U pa3iKe, pa3BUja IMBaH MapagoKc: MPEIHOCT UICHTUTETA HaJl PA3IHKOM je
CacBHM jacHa, aJli Ce Ta MPEIHOCT, UCTHHHU 32 BOJbY, 3aJJpyKaBa caMo IO LEHY
CBOjEBPCHOT MOBJIA4Y€Ha, HICHTUTET, HAMe, HJICHTUTET MOXE Jla Ce Ha30Be
HJICHTUTETOM CaMoO aKo y cebe MHKOPIIOpUpa PasiiKy, Jakie WIACHTHYAH je
cebu camo ako cebu Huje uiaeHTu4aH. ,,Hemoxy4uuBoct” (unerrezchbar) KO_]a
ce cajia 1o0jaBibyje Kao ,,1eo OuTH” — He, 1aKie, Kao cama OuT — jecre Taj ra-
PaJIOKC, TO JIa XapMOHH]a, y HCTO BPeMe, U jecTe 1 Huje xapMonuja. To, 1a ona
jecre XxapMOHHMja caMo aKo HHje XapMoHHuja. HeomryunBocCT je MOMeHaT Kpu3e,
U TO KpHU3€ KOja JI0JIa3H U3 caMe My3HKe, 3 FleHOT Haropa Ja OCBOjU ayTOHO-
MHjY, J1a ce IheHa UCTHHA HEe Be3yje 3a OHO IITO My3HKa HHje, 1a He 3aBUCH O]l
MOpeTKa IMpecTaBe, Beh Ol CONCTBEHHMX MpaBWia. XapMOHH]ja, MPOYUTAjMO
jour jemHOM AJOpPHOBO HM3BOheme, ,,ka0 XUBO moMupeHo (leibhaft versohnt),
MpeacTaB/ba OHO MITO OHA HUje (was es nischt is)”. ,,)KuBo momupeHo” je xe-
TeJIUjaHCKH JKaproH Koju, MehyTum, AJOPHO pa3BHja HE JOIMyIITajyhu XapMo-
HUjU 12 ,,y’KuBa” y TOj IOMUPEHOCTH C IUCXapMOHUjoM, Beh je Typa y Kpusy
ykasyjyhu na oHa, yKoJImko yhe y Ty urpy, Haje oHo mro jecte. Ha dpunozod-
CKOj paBHHU JIEKOHCTPYHUCaH je TMPHUMaT OHTOJIOTHjE, pa3pylleHe Cy XHujepap-
xuje 6uha xoje OpuHe o ceOu kao Ouhy. Ha My3uukoj paBHU Tak, My3uKka Kao
MY3HKa, Ta CaMO/IOBOJFHOCT YJbyJbKaHA y MOPEIaK MPEACTaBe, Y XapMOHH]Y
ctepa, y CBOjy HEYIIUTHY MPUPOTHOCT, Ta My3HKa KOjoj Kpr3a J01a3H CI0Jba,
BUIIIE HUjE Y CTamy Ja MPOU3BE/IE UCTUHY aKO HE yMe Jla W3a30Be KpHU3y U3
cebe came, a TO 3HAYM aKO HE M3JIOKHU OMACHOCTH OHO HAjOCETJbUBHjE: CBOJY
XapMOHH]Y.
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Ivan Milenkovi¢

MUSIC AND CRISIS

(Summary)

In this article the author does not consider crisis a threat, but in a modern sense, an
auto-motive drive of art. Therefore, crisis does not affect the art from the outside, it does
not hit it as an illness or a storm, but it always produces itself, which is considered to be a
condition for movement in art. First of all, the author analyzes the notion of representation
and the four roots of the sufficient reason as a conservative and conserving element of art,
to which he opposes crisis and its self-production as something that resists sclerotization
of art forms. In music, the relation between the ossified, ”naturalized” structure and
that which decomposes that structure, manifests itself as the relation between harmony
and disharmony. The moment when harmony shows a tendency towards naturality,
understanding eternity and truth, an alarm is activated to show that music is being paralyzed
and it needs a deconstructive intervention of disharmony, atonality and dissonance.

IIpumsseno 22. asrycra 2016.

[IpuxBaheno 3a mrammy 7. centembpa 2016.
OpurnHaJIHA HAYYHH Pajl
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Opranmszanuja Hacrase cojipeha y Cpouju on apyre
nosioBuHe XIX Beka 10 n1anac — qocturuyha u rexkosune

Kpucruna [Tape3anosuh'
VYuusepsutet y Kparyjesity, ®umonomko-yMeTHHUKH (aKyITeT,
Karenpa 3a Mmy3uuky TeopHjy u nearorujy

AncTpakTt

Y 0BOM HCTpa)kHBamby CMO c€ OaBHJIM pa3BOjeM YMETHHYKE MY3UKE, My3Ud-
ke negaroruje u Hactase coideha y Cpbuju y nepuony on Apyre moaoBHHE
XIX Beka 1o maHac. Y pajay je MpencTaB/beHa XPOHOJIOTHja HHCTUTYIIHOHA-
JU3alrje My3uukor oopazoBama y CpOujH, 3aTHM MOYCIH yTHIIAja 3arajHo-
€BPOIICKEe YMETHHYKO-TIEIArOIIIKe TIpaKce Ha JoMaly Melaromky npaxcy, 1 To
Kkpo3 cepouewma C. Xpucruha, b. Xaprmana, M. Munojesuha, C. Bunasepa,
M. T'porna u ipyrux, A0 MapaiesHor MPeACTaB/bakba Haj3HAYajHUjUX CPIICKUX
MY3MUYKUX [I€/1arora u bUXoBUX JocTUrayha y nmepuony 1o Jpyror cBerckor
para (C. C. Moxkpama, U. Bajuh, M. Munojesuh, M. Bacussesuh) y ogaocy
Ha gocturHyha M Mpakcy 3amaJHOeBPONCKAX MY3HMUKUX Iearora u Ireiaro-
ruje yorure. CpIicke IeAaronike mpucTyre y o0acTi My3HKe XKeJelnr CMO 1a
MoCMaTpamMo y OJJHOCY Ha MHUTabe KOJIMKO je OMII0 peasHuX, a KOJUKO XHIIO-
TETHYKUX MOTYRHOCTH J1a ce y CPIICKOj My3HUKOj IIeAaroruju ynorpede oopa-
30BHU NIPUHIMIN KOju cy kpajeM XIX u nouetkom XX Beka y EBponu ouiu y
excnaH3uju. AHann3upajyhu HactaBy condeha mocne JIpyror cBerckor para
JI0 TAHAC, IOJIa3UMO JI0 3aKJbydka 1a CpOHja nMa cBOj TIeAaromIKy CTHI (Hako
je 6a3upaH Ha KOMIIEMEHTAPHOCTH HEKOJIMKO JIOMahuX M HHOCTPAHUX METO/I-
CKHX pelliema), u3rpal)eH u yreMesbeH Ha MCKYCTBY M 3Hamy Kako JoMahmnx
TaKO U CTpaHUX MEAAronKnux TCKOBUHA.

Kibyune peun
My3HUKa IIeJlarorrja, opraHu3anija Hacrase congeha, cprcka u 3amagHoOEB-
POTICKa YMETHHYKO-TIEATOIIKa IIpaKca

Pa3Boj ymeTHMUYKe My3WKe, My3WdKe TIelaroruje M HactaBe coideha y
Cpouju

Cpbuja ce y XIX Beky Hanmaszumna y 1y00Koj Kpu3u 300T ¢1abor yKyImHOT
o0pa3oBama CTAaHOBHHUIIITBA, IIITO je OMO Pe3yiTaT HETIOBOJBHUX MCTOPH]CKUX
OKOJIHOCTH Yy TO 10o0a. Ha camMoM moveTKy CKpeHylIu OMCMO MaKikby Ha €0
ucropuje Cpricke qpkaBe y meproy mpe gonacka Typaka Ha Halie IpocTope,
npe HBHUXOBOT HEITOBOJHHOT YTHIIAja HA Pa3BOj CPIICKE KYJIType, OMHOCHO KyII-

! k.parezanovic@gmail.com
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TypHe crarHanuje. Haume, Oynyhu na je Kup Credan CpOuH, ipBH CpIICKH
My3Hu4ap 4yHje UMe 3HaMo, )KMBeo y XV BEKy M pajno Kao XopoBola Ha JBO-
py necmnora Jlazapa BpaHKOBHha T€ CacTaBMO pyKomMc Io3HAT kao [Icanrn-
KHja, y KOjeM ce, TOpeJl JIBE HEeroBe IPKBEHe MecMe (OH MX je KOMIOHOBAO),
Hajia3e U Teopujcka objanrmerma 3a o0yJaBame MeBada, MOKEMO 3aKJbYIUTH
Jla Cy y TO BpeMe y HaIlloj 3€MJbH MOCTOja oapeleHn HacTaBHU, OJJHOCHO,
METOAMYKO-TIEArOIIKN PUHITMIN TI0 KOjMa C€ M3BOJMJIa HACTaBa TeBamba
(Bacumesuh 1978). Kaga 3HaMo ga ce Hama My3udka Tpaauliija IpeHOCHIIa
caMO YCMEHHUM ITyTeM M Jia CMO Ha CBHM TOJbUMa Tprenu nputucke Typaxa,
OHJIa HE Yy/U LITO ce eBpolen3alija My3nuke HacTaBe y KnexxeBunu Cpouju
OJIBMjajia BEOMa CIIopo, ¥ TO 1moueB oA Apyre nojouHe XIX Beka (BacuspeBuh
2000a). Kako nHanazumo y ucrpaxusamwy ['opaane Kapan, y Bpeme 6apoka u
pOKOKOa y eBporickoj my3ui, y CpOuju je, u mopen 6orare TpaauilmoHaITHE
My3HKe, BlaJjajia OIIITa My3UUKa HEMUCMEHOCT. ,, YCMEHO Mpe/lamke, U Mopes
3aauBJbyjyhe ymopHOCTHM Hapoaa Ja cadyBa CPIICKO HApOJHO TEBame, HHJjE
OWIO JIOBOJHHO J1a TO OOTaTcTBO OTprHE oA 3y0a BpeMeHa u 3abopasa. Cect
0 MoTpebu uyBama My3udkor Qonkiopa popmupana je y XIX Beky, a npBu
KOpAIli y Pa3Bojy My3WUYKOT 00pa3oBarma YUHEHU CY JI0JIACKOM CTPaHUX MY-
3uyapa v HaIIMX JbYIU IIKOJIOBAaHUX Y €BPONCKUM My3uukuM 1eHTpuma’ (Ka-
pan 1993: VII). Konuko je Cpbuja xacuuna 3a EBporiom rosopu u mogarax
na y Bpeme beroBeHoBe cMpTH, Ha Mpenasy U3 KJIAacUIM3Ma Yy pOMaHTH3aM,
,»y CpOujy nomnase npBU My3u4apu, YBO3€ C€ MPBU JyBauyKd MHCTPYMEHTH U
ocHMBa mpBa BojHa Oanpaa’(BacuseeBuh 2000a: 12). Kako nHaBogu Musena
[TerpoBuh, cpricka my3uka ce y XIX BeKy U3BOUIIa TOTOBO UCKJbYYUBO Kao
XOpCKa My3HKa, a pas3Jior 3a T0, Kako C€ HaBOJH, JIEKH Y TOME ILITO CE XOPCKUM
MEeBamkEM UCKA3MBaJIO POJ0Jby0Jbe, OCIMKABAO HAPOAHHU KUBOT U U3rpahusa-
T HAllMOHAJIHU WJealld, TaKo J1a Cy MeBayKa IPYIITBA U XOPOBH, Y OKBUPY
MY3UYKO-CLIEHCKUX OCTBapema MO3HATHUX IOJ Ha3UBOM KOMAJU C IEBAIEM,
UTpaJIv Haj3HAYajHU]Y YIIOTY Y My3UYKO-KYITypHOM KHBOTY Tajaamme Cpouje
(ITerposuh 2000). Jenunu Buj yuewa U 0aB/beHha MYy3UKOM Y HIKOJICKHM OK-
BUpHUMa Ha moveTky XIX Beka OWio je LPKBEHO IEBamke,yBEACHO YCTaBOM
Kao oOaBe3aH mkojcku npeamet 1833. rogune (Jpoouu 2008). Moxna je mo-
BOJHHO ITOMEHYTH TOJIATaK J1a ,,y MPEKO YETUPU CTOTHUHE MyOIMKaIHja Koje cy
o0jaBsbere y XVIII Beky HeMa HU IMOMEHA O MY3HIIM WJIM OWJIO KAaKBOM HOT-
Hom 3anucy”’ (Kapan 2009: 135).

Besano 3a nomahy cect Tor BpeMeHa, Haia3uMo u orieny M. JI. Mapko-
Brha, HacTaBHUKa HOTHOT TieBama 13 AsiekcuHIa ¢ kpaja XIX u mogerka XX
BEKa, KOjH Ka)ke J1a je y4eme HOTHOT IeBama U cBupama y CpOuju cMaTpaHo
Mame 3Ha4ajHUM 3a BaCIUTamke M 00pa3oBame M BUILE CE TOCMATPasio Kao
JYKCY3, ¥ J1a Kao MOCJICANILYy TOTa BUIHM HETIOBOJbHY KIUMY 32 IITaMIIAkE YII-
OeHuKa U3 001aCTH HOTHOT TI€Baba, @ TAKO U CMAabeHO HHTEPECOBALE 32 CaMe
metozne pana (Kapan 2003). Hajzax, 1863. roguHe mpeaMeTr HOTHO TICBAamkbe
YBEJICH je y cpricke TuMHa3mje, a 1871. romuae y beorpany je y [pxaBHOj
mTaMIiapuju 00jaBJbeH MPBU MPUPYIHUK 32 HOTHO reBame [1Ikoma HoTHOT T1e-
Bama ayropa Mmnana Munosyka (Crojanosuh 2001). Kacauju pasBoj nena-
roruje Takole je OMo MMCKOHTHHYHPAH YCJIE] PaTOBa U OCTAINX ITOJIUTHIKUX
U IPYIITBEHUX KPHU3a.
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Kpucruna [Tapesanosuh Opranu3zanuja Hactase condeha y Cpouju...

Pa3Boj norahaja Ha Moy My3WdKe IMeAarordje U HEeHy HHCTUTYIIMOHA-
mu3anjy y CpOuju npeacraBuhemMo y 1ajbeM TEKCTY XPOHOJIOMIKAM PEIOM.

Xpononoeuja uncmumyyuonanusayuje myuukoe oopasosarea y Cpouju

1. MHCTHTYIIMOHAM3aIN]y My3HdKor oOpazoBama y CpOuju moxpehe
pexrop Jlnneyma Aranacuje Huxonuh cBojum nonrcom MUHHCTApCTBY Ipo-
ceere 1839. ronune, xoju 6uBa apxusupas (poouu 2008).

2. Jleononp Ilmauek y beorpany 1852. ronune ocHuBa JKeHcku 3aBoz,
I7ie Cy ce IIKOJIOBAJIe JIeBOjuHIle N3 UMyhHUjUX mopoauLa u3y4asajyhu u my-
3UKY (HCTO).

3. Munian Munosyk janyapa 1853. ronune ocHuBa beorpaacko neBadko
npymTBo (Bacuseesuh 20000).

4. Munan MunoByk nipu beorpanckom nesaukom apyirsy 1853. ronune
OCHHMBA NIPBY NPUBATHY My3uuKy mikoiry y Cpouju (IIpuyrotoBHy mkoixy cBu-
pama), y K0joj je IpeaaBao BUOJIMHY, BUOJIOHYEINIO U TEOPH]Y My3HUKeE (HUCTO).

5. Tonune 1863. ocHuBa ce Bumia >xeHcka mkona (JKeHcku 3aBox je
IPEeCcTao ca pajoM MPEeTXO/IHe roiuHe 300T MpoMeHe Mecta 6opaska Jleomnosn-
na lllmageka), y kojoj Munan MunoByk HacTaBsba CBoOje AenoBame ([pooHu
2008).

6. Hekxonuko roguHa kacHWje MUHUCTAPCTBO MPOCBETE MPEMEINTA MY-
3uuKy mkoiny y ['mmuasujy (BacusseBuh 200006).

7. a) I'onune 1863. MuHucTapcTBO MPOCBETE JOHOCH IpaBuia 3a [IpaBu-
TEJHCTBEHY KONy My3UKe 3a 00pa3oBame Miiaauha U yro3HaBame ca My3u-
KoM pa3Hux ctuiioBa (ApoOuu 2008).

0) Y3 HaBenena npaswia, MuHUCTapcTBO 00jaBibyje U nmpasuia 3a [Ipa-
BUTEJCTBEHY ILKOJY MeBama 32 00pazoBame MeBaya y HPKBEHUM XOpOBUMA.
AyTtop npaBuia 0uo je Muinan MunoByk (UCTO).

8. Tonune 1871. y Kparyjesuy ce ocuupa [IpBa yuutesbcka 1mkosa (UCTO).

9. Togune 1884. MuHHCTapCcTBO MPOCBETE JIOHOCU MPBH MPOrpam Iie-
Bamba 32 OCHOBHE WIKOJIE, IO KOJEM C€ I[PKBEHO I€BalkbE 3aMEbYje HAYKOM O
Hotama’ (1891. roguHe yKUHYT 300T HETOCTAaTKa HHCTPYKTUBHE JINTEpAType U
HeoOpa30BaHOT Kajpa) (UCTO).

10. Tomuue 1887. IIpBa yunrtesbcka mkoia ce npememra y beorpan, a 'y
0] C€ OCUM LIPKBEHOT YUU M HOTHO I€BAE M CBUPAE Ha BUOJIHMHU (HCTO).

11. Kpajem ocme nenenuje neBetHaector Beka Tomia AHapejeBuh ocHUBa
Bunry mMy3uuky Koy — KOH3€pBaTOpHjyM 3a CBE MHCTPYMEHTE (3aTBOpEHa
nociie ToauHy nana panaa) (Bacusesuh 20000).

12. Togune 1899. CreBan CrojanHoBnh Mokpamaill ca JBOjUIIOM KOJIera,
CranucnaBom bunmukum u [IBetkom Manojnosuhem, ocHuBa y beorpamy
Cpricky My3HuKy IIKOJY, JaHac mkoina ,,Mokpamair”. Hacrasa ce onBujana u3

2 Panu nopeljera, anu 1 Kao JoMyHCKa MHbOpMaruja koja he Ham noxatHo paceerauTH norafjaje y
CBETY Ha I10JbY My3HUKE II€/IarorHje, HaBelu OMCMO rojarak 1a je 1838. roauHe y CBUM aMepu4KUM
JP’KaBHHUM ILKOJIAMa YBEJCHA HACTABA My3HKE KPO3 MPEIMETE XOPCKO TIEBABE U OCHOBU MY3HUKE
teopuje (Ipyjuh-Brnajunh 2001), mro HHje Tako paHO Kako OM ce OJf aMepHUYKOT MPOrPEeCHBHOT
cucrema oyekuBano. To je 6uio moryhe 3axBaibyjyhu 3anaramy aMmeprykor kommosuropa Jloyera
Mejcona (Lowell Mason 1792-1872), 6ynyhu na je Ouo yTumajHa THYHOCT OOCTOHCKE KyATypHE
CIICHE 1 HaJI30pHUK 32 MY3UKYy CBUX OOCTOHCKHUX IIKONIA (UCTO).
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cienehux mpeaMera: Teoprja My3HKe, COJIONeBame, KiIaBup U BUonuHa. Kac-
HUje ce yBOAM HACTaBa U3 BUOJIOHYENA, (uiayTe u KoHTpabaca, a 1903. rogune
U 13 JIMMEHUX JIyBauKUX UHCTPyMeHaTa (HCTO).

13. Togune 1904. y beorpany ce orBapa My3uyKa LIKOJa MO HA3UBOM
[leBauka mxona Jlymrana Jankouha (ucto).

14. Tomunae 1909. Ucunop bajuh orBapa my3uuky mkony y HoBom Cany,
KOja KacHHUje 1o0uja Ha3uB 1o cBoM ocHuBady (IpoGuu 2008).

15. Tomune 1911. y beorpany ce orBapa my3uuka mikona ,,CtaHkoBuh”
(ucto).

16. ,,ITo 3aBpiieTky IIpBor cBeTCcKOr paTa HacTaBjba Ce 3aro4eTa eKCIaH-
3Mja OCHHBama HOBUX My3uukux mkosa (y Cpobuju ca BojBonuHoMm) U mm-
peweM nocrojehux. *Cpricka My3uuka mkona’ nocraje 'Konsepparopujym’,
IITO T'a YUHU UHCTUTYLIMjOM HajBUIIIET PAHTa y 3eMJbH, CBE 10 OCHUBama 'My-
3uuke akajaemuje’” (ucto: 19).

17. Tomune 1937. y beorpany ce ocuuBa My3uuka akagemuja (UCTO).

Tpeba pehu na je 3akonom u3 1844. ronune CpOuja nmpBu myT 100MIa Op-
TaHMU30BAaH IIKOJICKH CUCTEM O] OCHOBHHX JI0 HajBHILUX IIIKOJA, KOje Cy ce Kac-
HUje norpahuBaie u ycappiuaBaie. Te rogune ce yMecTo JI0Taallbiux Ha3uBa
MaJla 1 HOpMaJIHa IIKOJIa yCBaja JaHAIlllbU Ha3WB, OJIHOCHO, OCHOBHA IIIKOJIA
(CrojanoBuh 2001). AHanmorHo oBoj cuTyauuju, noaceruhemo Ha Jana Komen-
CKOT' U HeroB mpemyor mkosncke crpykrype u3 XVII Beka (Komencku 1997)
KojU je HauenHo npuxsaheH y EBpory u CBeTy u ca MambiM H3MEHaMa Tpaje U
nanac. CrieunduyHa CUTyaluja y CPICKOj CPEABbOBEKOBHO] JPXKABA Y BE3H €A
00pa3oBarb-eM Kao OIIITHM CTOXKEPOM CBAKe JPiKaBe, Tpajalia j& CBE 10 MOIOBH-
He XIX Beka, a 3aXTeBaJia je OJ] TaIallllbHX FeHepallija HHTENIEKTyasala y CBUM
00pa30BHO-HAYYHO-YMETHHYKUM c(epama BEIHKY OIrOBOPHOCT, TEXKaK paj U
HArop Yy, MOHEeKa/1, TpyOrM U HECTIPETHUM TIOKYIIIajuMa Jia c€ HapOJl UILKOITyje
u cTBopy ioMahu cTpy4unn Kaxap. Takohe, popmupana je 1 ,.cBeCT 0 OTpedU
YyBama My3UYKOT (POJIKIIOPA (...) 33aj€THO ca MPBUM KOopalyMma y pa3Bojy My3ud-
KOT 00pa3oBama U TO I0JIACKOM CTPAHUX YUCHUX My3H4apa, a KaCHHU]€  IIKOJIO-
BambEM HAIlIMX JbYJU Y €BPONICKUM My3uukuM HieHTpuMa” (Kapan, 2009: 136).

O o6pazoBHoM cTamy y Cpouju y XIX Beky roBopu u mojarax jaa cy ce,
Oynyhm na je 6mimo mano mikoioBaHuxX Mmysudapa (1888. roguHe Omino ux je
TPUHAECT HA TPHUAECET MOTIYHHX W HEMOTIYHHX TMMHa3Hja), 3a 1ocao Ha-
CTaBHMKA HOTHOT II€Bama jaBJbalM W NpuydeHH Hemysudapu (BacmipeBuh
20006). CymipotHO TOMe, HJieja Muana MusoByka O6uia je na ,,(opmupa mpo-
(dbecrnoHaTHU X0p M J1a U3BOAM yMETHUYKa Aerna ca 3anana” (Kapan 1993: 270-
271), mto je, y3eBIIN Yy 003HUp CBE OKOJIHOCTH, OMJIO jJaKO TEIIKO W HAWIILIO j€
Ha NMpoTuBJbeHke. Hanme, ocio0olheHn Hapo je Mao jaKy HaIMOHATHY CBECT,
na ,,KjJacudaH ayp (¥ MOJd) HHje ca CHTYpHOIIhy Taja mMorao ja Oyae mpu-
xBahieH, OCHIM KOJI BeoMa MY3HKJIHUX Jbynu” (ucto: 271). YV npuior TBpamu
Jla je Hapoj OMO HEeyK roBOpe M Mojaany Koje HaBonu MBana [[poOHu — na cy
ce y CpOuju ipBe nipezicTaBe no3opuira Joakuma Byjuha ca Mmy3ndakum nemo-
BHMa, 32 Koje je 6o oaroopan Jocud Illne3nnrep, ogurpasaie y mpBoj 1mo-
nosuan XIX Beka y Kparyjesity, 1ok ce y ucto Bpeme y beorpamy okymbaio
JPYIITBO JbYOUTEIha CPIICKOT MeBama y3 rycie. Ha nctom mecty caznajemo u
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Jia Cy TIpBH KiIaBUpH Jonpemsbern y Cpoujy Omimm HamerseHn hepkama Kibasa
Mutomra u n1a je 1829. roquae n3 AycTpuje J0BEIACH U YUUTEIb Ja UX, yMECTO
[IIne3unrepa, obydaBa y CBUpamy Ha TOM HWHCTPYMEHTY, ILITO, KAKO CE JaJbe
HaBOJHM, NPEJICTaBIba ,,IIpBE 3a0esexeHe NMpuMepe WHANBUAYyaHE MYy3HUYKe
Hactase y CpOuju” (Ipobuu, 2008: 9).

CrneunduyHy CIMKY O OKOJIHOCTMMA M NPOMEHAMa y KpeTamy MY3HUKe
HacTaBe MOXKEMO J]a CTBOPHMO U U3 TIO/IaTKA 1A j€ MIPBU jJaBHU KOHIIEPT OJIpXKaH
1842. ronmune y beorpay, Tananmoj IPEeCTOHUIIN Ca IBAICCET XMJbala CTAaHOB-
HHKa, Ha KOJEM Cy BOKAJIHE U OPKECTapCcKe KOMIIO3UIIMje W3BE/IeHE MO/ JUPH-
renTckoM nasmiom J. [llnesunrepa (Bypuh-Kiaju, mpema: Crojanosuh 2001).

Wmajyhu cBe 0BO y BHIY, MOXXEMO 3aKkbyduTu aa ce HU CpOuja, a HU
bankaH, HUCY HU yIO3HAJIM ca eroxaMa peHecaHce, 0apoka U KJIacHIU3Ma U
Jla Cy C€ y €BpOIICKE KIbM)KEBHE, JIPYIITBCHE U YMETHUUYKE TOKOBE YKJbYUMIN
TEK Y POMaHTHU3MY.

Haj3nauajuuje nmemaromike TuyHOCTH A0 modeTka [IpBor cBerckor para
o6unu cy Munan MunoByk, CreBan CrojanoBuh Mokpaman u Ucugop bajuh.
[Ipema 3anaxxamwy ['opnane Kapan, Muiaan MuwioByk je, 3a pa3nuky of Behu-
HE CBOjUX CaBPEMEHUKA, ,,y IOCIIOBHOM 3Ha4YeHhy OMO HACTAaBHUK HOTHOT Iie-
Bama y urjeM GoKycy je Ouia mocTaBka U paj Ha 3ByKy Kao 0OJacTH Koja je
6Hna, AKO HE y IPBOM ILIAHY, OHIA y HCTO] paBHU Ca TyMauy€meM I10jMOBa

u3 [...] reopuje mysuke” (Kapan, 2009: 141-142). KaCHI/I_]e ce, HaXKaJocCT, Ha-
MyIITa fneAaromka npakca Munnosyka. Bepyje ce na je pa3inor ToMe YumbeHULa
Jla YIIOEHHMIIM HOTHOT TeéBamka OBOTI ayTopa ,,HUCY UMaJli OOHOBJbEHA U3/1amha,
na caMHUM THM, Ha moueTKy 20. BeKa, HUCY MO OUTH KOpI/IH_IheHI/I y HacTaBu
My3HKE y LIKOJIaMa U Tajia MHOTOOPOjHIM, MEBaYKMM APYIITBUMA” (KCTO).

Kako name caznajeMo, IpUpyYHHUILIM KOJU Cy Y Apyroj nojaoBuHu XIX u
Ha caMOM 104eTKy XX Beka HaCTaBHUIMMA My3HKe U XopoBohama y Cpouju
Or I0CTYIHY 33 pajl, OMIM Cy HAIMCAHHU 3a 00IACT TEOPHje MY3HKE, TaKo
Jia ce OMONY FbHX CBAKAKO HHJE MOIVIO YYHTH HOTHO NeBakbe (MCTO). Y3eBIun
y 003up TakBe okoiHOCTH, Mcuaop Ba]nh je 1904. rogune 06_]aBI/IO YUOCHUK
,,JeopHja MpaBUIIHOT HOTHOT IeBama’’, KOjH je MMao 3a IUJb Ja MOjeAHOCTa-
BU CHCTEMAaTCKO y4eme mneBama u3 Hota. Kako Kapan u3 cBor ananutudkor
MCTPAXKHUBAGA 3aKJbYdYje, Ped je O ,,My3HYKOM IeJarory U ayTopy KojH je,
CBOJOM JE[MHOM KE-UIOM W3 OOJACTH My3WYKE MEJaroruje, To jecT meaaro-
r'Hje HOTHOT TeBama, OCBEAOYMO CBOjY OPUTHHAIHY M KBAJIUTETHY HACTaBy
U MUCAaHOM pedjy OCTaBMO 3Ha4ajaH Tpar y pa3BoOjy My3WUKe IMeIaroruje y
Cpbuju” (ucro: 142). YV meroBom paay ce (kao u xox CreBana MokpamIia)
,[IPETI03Haje TeHICHIIMja MpriarohaBama My3Hdke TEOpHje U MpaKce 3ara/l-
HUX 3eMajba HAIINM MOoTpedama M HalllUM yCIIOBHMA Paja, Ipe cBera My3ud-
koM Hacnehy u crienmpuaHOCTHMA CiTyXa U My3ukaiaHocTh (ucto: 143). Hc-
unop bajuh je ocum mTo je 6MoO ayTop TMemaroIike JIUTEpAType, paauo 1 Kao
,,yUUTEJh TIeBakha U cBUpama y Cprickoj Benukoj rumHa3uju y HoBom Cany,
a oxn 1901. ronuHe M AUPUTEHT, TaJa BEOMa aKTUBHOT M YCIIEITHOT IITKOJICKOT
xopa u opkectpa” (ucro: 142). Jla cy TeHIeHIMje HAIMX MY3WYKHX I1€/1aro-
ra BOIWIEC Ka MHOCTPAHUM MY3WYKHM IpaBiuMa (IITO je ¥ MPUPOIHO, jep Y
moMahoj Tmemaroruju OCMM TPAJAMIMOHAIHUX Tlecama MPEHONICHUX yYCMEHO,
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HUCMO MMaJId METOJOJIOIIKUX YIOPHUIITA HAa KOja OMCMO MOINIK J1a CE€ OCIIO-
HUMO ¥ KOja OMCMO MOTJIH J]a MOIM(HUKYjEMO U pa3BrjaMo/0caBpeMemyjeMo),
rOBOpPH M jesaH kparak nomeH Mcunopa bajuha y waconucy bpanxoeo kono on
janyapa 1903. ronune. Hanme, oBiie Hanma3sMMo Ha KOMEHTAp pelakiyje, Ha
Yely ca BIacHUKOM U ypenHukoM ITajom MapkoBuhem AnamoBum, Koja je Ha
MOCJICAIM CTpAaHUIIAMa CBOT JICTA JaBajia M KpaTak MpHUKa3 OCTAINX aKTy-
€JIHUX YacoIHca, JUCTOBA, HOBUHA, KIbUTA U IPYTHX MyOnuKaiuyja. Y KOMeH-
Tapy ce roBopu o yaconucy Cpncku My3uuku aucm, Y4ju je BIACHUK U IIaBHU
ypennuk 6mo Ucunop bajuh. HaBone ce merose peun kojuma oOpasnaxe mo-
TpeOy mokperama yaconuca cmarpajyhu na he gyacomnuc ia 3a10BoJbHU ,,CBUMA
MY3HUYKUM NoTpedama y Hapoxy HameMm . O nassum Hamepama WM. bajuh kaxe
na he yacomuc npenopy4uBaru ,,CB€ OHO, IITO j€ KOJA Hac U y CTpaHOj JIUTe-
parypu Hajooske u Hajnenie. [IpenopyunBahe noOpe kmwure u 106pe mkosne’”
(Mapxkosuh, 1903: 122). V npunor tome na je Mcunop bajuh 6uo ognmuyan
CTPY4aK W MpaKTU4ap, U Jla jeé MaTepHja HEroBe KibUre Ouiia HEOMXOIHA
TaJallllbUM MY3WYKUM T€1aro3uMa, TOBOPU U YHIHCHMIIA J1a C€ y YacCOIHCy
Cpricku KibKeBHU TacHUK U3 1912. rogune (kwura 2, crpana 477), Hanazu
KpaTak ImpHKa3 U Ipernopyka 3a BheroBy KibUry Teoprja HOTHOT MeBama, Koje
je nao Mwuioje MuojeBuh.

[To MuLIIbE®Y MHOTHX CpIICKUX Nienarora, ca Ctesanom Crojanosuhem
Moxpam1eM 3arounbe MPEnopo]l HacTaBe HOTHOT TieBama y Cpouju. OH je,
Kako HaBonu 3opuciaBa BacuseeBuh, ,,cII0jHO BOKaJHY ca MHCTPYMEHTAJ-
HOM HacTaBOM M3/1Bajajyhu LpKBEHO Mojame (...) ¥ ycMepaBajyhu HacTaBy Ka
cTaBaparby 00pa3OBaHOI MY3HYKOT KaJpa M 3a IIKOJICKE MOTpede W 3a pas-
BOj MHCTPYMEHTaJIHOT u3BohamTBa” (BacusseBuh, 20006: 55). Ynpkoc Tome
IITO HUje OCTaBHO MHCAHOT Tpara y ¢opmu ylIOCHHKA, ,,FberoBa IMeaaroruja
U TMPUHIUIN HACTaBe BEPHO Cy PEKOHCTPYHCAHU HAa OCHOBY JHEBHHKA pajia
Cprcke My3HUKe IIKOJIe, IO3HATUX JleTajba U3 HacTaBe y borocnoBuju u cBe-
JIOYEHA HEKATall X yquI/IKa” (ucro, mpema: pooduu, 2007a: 300).

Kao 1mto cMO y XpOHOIOTHj¥ HHCTHTYLMOHAIM3ALH]E My3HIKOT 06pa3o-
Bama HaBenu, CreBan CrojanoBuh Mokpamail je ca ABOJUIIOM CBOjHX KOJIETa,
CTaHI/ICJ'IaBOM bunnukum u IIBetkom Manojnosuhem, y beorpamy 1899. ro-
nuHe ocHOBao Cpricky My3uuKy mikoinry. bynyhu na o HHje ocTaBno miucanor
Tpara O CBOM Ha4yHMHy paja y OOJHKY yIIOCHHKa U3 METOIUKE, O METOIOJIO-
THjU HETOBE HACTaBe, IMOPE/ CBEI0YCHA HErOBUX OMBIIMX YUYEHUKA, MOXKE-
MO BHIIIE€ Ca3HATH M3 JIOKYMEHTa ,,I/ISBelﬂTa_] o Hacrasu congeha u reopuje
My3uke 3a mKojcky 1910/11. romuHy”. Y MOMEHYTOM HM3BEINTAjy CTOJU OIHC
Jla Cy ce TpelaBama OfBHjalla 0e3 MKAaKBOT yIIOCHMKa, ,,00jallmbaBamkbeM U
MIPONTUTHBAKBEM U MTUCAHEM M YuTambeM ca Tadne” (Bacubesuh, 20006: 289).
Msoro Buiie o HaunHy paaa Cr. CT. MokpamIiia MOXXEeMO Ca3HaTh U3 KIbUTe
Myszuuro wxonosarwe y Cpouju 0o 1914. 2ooune Crane Bypuh-Knaju u Pam
3a cpncky my3uuky nucmenocm 3opuciase Bacusbesuh. C 063upoM Ha TO 1a
ce mkosoBao y Hemaukoj, Mokpamartl je mjomahy HacTaBHY Mpakcy OOJIHKO-
BAO IMpeMa IUIAHOBMMA U MPOrpaMHMa CTPAaHUX KOH3EpPBATOPHjyMa M HHUMa
npuiarohaBao mpaBuia M cratyT mkoie (ucto). [Ipeno3HaribuBa TEKOBHHA
3araJHOEBPOIICKOT TEJaromIkor CTHJIA OIJIe/la C€ Wy TPUHIUIIMA KOjU ce
THUYY pa3Boja €CTETCKOT CMHUCIIA 32 MHTEPIPETAIN]y Jelia, IITO j& 3aXTeBA0 O]
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YYCHUKa W TIeBa4a MPUIMKOM pPENpoAyKIHje (MCTO), M carieaBama aTMOC-
depe Ha gacy, 3a Kojy ce Tpyauo aa Oy/ie MOTHBAIIMOHA, CPEACTBIMA Kao IITO
Cy, KaKo je cam OIHcao y CBOM pedepary, mecMe 3a Jely Koje ,,Mopajy OuTh
pasHONMKe, He caMO 300T Tora IITO C€ Ha Taj HAYMH pa30uja MOHOTOHHjA Y
paspeny, Beh u 300T cBecTpaHHjer nedjer My3ndkor pa3poja” (ucro: 178). YV
OBHM TPHHIMIIMMA Mperno3HajeMo Metoe [lecranonuja, 3anpaBo CBUX OHUX
€BPOITICKUX Tearora KOju Cy CBOj€ METOJE TEeMEJbHIIM Ha (PYHKIMOHAITHOM
yuemy, Koje pe3yiaTupa TpajHoIIhy 3Hama, Ha y4dewy 3a oapeheHu nusb, Ha
CMHCIICHOM IIeJJaroIIKOM IPaBILy KOju je 010 BHIIECTpYyKo yrnorpedspuB. Kako
Ha jenHoMm mecty npumehyje I. Kapan, namm my3uuku nemgaro3u XIX Beka
HUCY OWJIH ,,HeOOABEIITEHH O MEeIaromkuM Kpetamuma y EBpomnu, amu camo
y npasiy Hemauke” (Kapan 1993: 134-135), 6ynyhu na ce Behnna mux Tamo
mkosoBana. [Touerkom XX Beka ce 3axBasbyjyhu Hanopuma nojeauHana Tak-
Ba CUTyalllja Mema, Ia ce Tako y TekcTty CreBaHa Xpuctuha 1mojx HacI0BOM
»Emmi XKak-Jlankpos, [Tomynapue necme ¢panirycke mBajiapcke” y 4acomnu-
cy Cprcku kwmkeBHH macHUK u3 1909. rogune (Xpuctuh 1909: 842) on-
ncyje Jlankpo3oBa My3MKaJIHOCT KPO3 HETOBE KOMITO3HIIM]EC M J1aj¢ CTUIICKH
npukas Jlamkpo3oBe, Kako caM ayTop KaxKe, YHCTe, MPOCTE, HEXKHE U MUY~
He noe3uje. C 063upoM Ha TO J1a je, KaKo CMO BHUJICNH Y TIpervie/ly MHOCTPaHUX
MeToaa, [lan kpo3 cBojy MeToay jaBHO mpe3eHToBao 1905. rogune, TEKCT 0 me-
roBoj aenatHocty u3 1909. roqune y Cpbuju roBOpH HaM J1a CMO C€ TTIOYETKOM
MPOIIUIOT BeKa y HEKOj MEPU €MaHIUIIOBAIN U KYJITYPHO Y3UIIH, IPOIIUPH-
BIIIM CBOja MHTEPECOBama Ha JIPyre Peruje u Apyre reaarore-ucTpaxuBaie u
IBbUXOBE METOJ/IE pajia. 3a CPICKY MeJarorujy To je Ouio oj BEJIMKOT 3Hayaja.
OBo je, 1a HarlOMEHeMO, NMPBH onuc J[amKpo30Be MeAaroruje y jaBHUM Iva-
cunmMa Kox Hac. Jla je 3a oOpaszoBame M KyJITYPHO-YMETHHUYKO BAaCIUTAHE
jemHor Hapona MoTpeOHO MHOTO BpEMEHA M TpyJa TOBOPH HAM M IOJATaK J1a
TOCIIe Ta4HO JeCeT TrojnHa o1l 00jaBiblBatba Jlakposose MeToze (HacTale y
IlIBajuapekoj, no dpariyckom ysopy) uctu ayrop, Cresan Xpucruh, anenyje
Ha HEOIXOJHOCT NPOLIMPHBatba NEArOMIKe CBECTH yKasyjyhu la je yomre
MOTPEOHO ,,/1a CC U YMETHIYKH M KYJITyPHO eMaHIuITyjemo yTuuaja Llenrpan-
He EBpore’. ¥ Tome hemo ycreTu ako jeqHOM HayYHMO J1a UMa U YMETHOCTHU
W Hayke u3BaH OuBIiie Ayctpo-Manapcke n Hemauke” (Xpuctuh 1919: 394).
O ToMe KONHKH je ycrex y cBoM paay uMana Cpricka My3udKa IIKoJIa TH-
caii ¢y 1 MOKpamueBH CaBpPEMEHHUIIH y TaJla aKTYESITHUM KEH)KEBHO-YMETHHY-
KO-HAyYHO-TIOIMTUYKUM YaCOIHCUMA, 12 C€ TAKO Y Yaconucy CpncKu KroudiceaHu
enacrux w3 1908. romquae (Xpuctuh 1908: 158) roBopu o pamy Cpricke My3udke
mKoJe, Opojy haka, mporpamy, puHaHCH]jaMa, TpeaBadMMa, Kao U O OIIIITEM IPOo-
rpecy mkosie. Y UCToM yacorucy, ai u3 1909. ronuHe, y u3BaHPEIHOM TEKCTY
taga muanor CreBana Xpuctrha 1oa HaclIoBOM ,,J[Bagecerneroroaumimuiia I
CreBana Mokpamiia”, MpoeTCKUM JIyXOM ce orrcyje MokpamueBa 1eIaTHOCT
¥ BeMuYMHA. XpHUCTHh M3HOCH CBOja MpeBul)ama y OHOCY Ha KOMIUIEKCHOCT
MoxpamueBux PykoBetH, koja cy ce, MOXKeMO TO JIaHacC Jia TBPAUMO, UCITyHHJIA:
,JOH je CKymio rpaby u 3a Mysudape KOMIIO3HTOpe, Koju he Mohu n3y4asarn oco-
GuHe Menomja oje/HuX Kpajesa CpIICTBA, M HA TOj OCHOBH CTBOPHTH YHTAB
NpaBall, YATaBY Je/HY LIKOIY, YMTABY jE[HY CIOXY CPIICKE YMETHHYKE My3HKE,
KOjy MU jOII y OBOME cMHUCITy Hemamo. [lasbe, meroB paj Ouhe rpaha 3a my3udakor
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TeopeTnyapa, kKoju he U3 THX MOTHBa MONM CTBOPHTH YHMTaB jeJlaH CHCTEM, je-
JIaH CUCTEeM NIOpeKJIa, XapMOHHje, 00JIHKa U CPEACTBa cpIicke My3uke” (Xpucrtuh,
1909: 779). Maso panuje y TeKcTy XpucTrh HABOIU YH-EHHIIE O TEIIKOM I10-
JyXBaTy 3a pa3BOj CPIICKE YMETHHYKE MY3HKe, IJIe Kae 1a ,,AICTOpHja CPIICKEe
YMETHHUKE My3HKe HHje cTapuja oX Tpuaecer rofusa. (...) Llemy ony 6op0y ca
npezpacyaama, HeKyJITypoM, Kojy Cy HaM OCTaBIIH TypIy H ca OJICyCTBOM CBa-
KOT' CMHCJIa 32 YMETHHYKY MY3HKY, Boauo je I. CreBaH Mokpamail 1 I0B€0O My3H-
Ky Ha jefia, IpeMa HallluM MIPUINKaMa, I0CTa BUCOK CTymam ~ (KCTO).

Ymemnuuxa myzuka y Cpouju nouemxom XX eexa

W3 nctpaxuBama Musene [lerpoBuh ca3najemo na cy y beorpamy Ha mo-
4eTKy XX BEeKa YBEJIHMKO MPEIy3eTH KOpalu Yy ,,yIo3HaBamy Oeorpajcke myo-
JIMKE ca 3Ha4YajHUM CBETCKMM BOKAJIHO-MHCTPYMEHTAJIHUM omycuma’, Oyayhn
na ,,beorpancko napymTBo npupelyje konuepre nmocsehene nenuma J[Boprkaka,
I'pura, Moxkpamiia, Yajkockor” (Ilerposuh 2000: 81). O TenaeHuujama na ce
CpOuja mpuOIIKN €BPOIICKO] KYJITYPU U JIa PaBHOIPABHO y4YECTBYje y CaBpe-
MEHUM TOKOBHMMAa uuTamo Aaibe y Cpnckom krudicegnom enacHuxy uz 1902.
roguHe. 13 oBor u3Bopa, a y Tekcry ,,My3uuke npuinke y Hac — beorpaacka
My3M4Ka IIKona” aytopa ca nHunmjanuMa I. M. (mpernocTasibamo j1a je ayTop
Munan I'posn, jep ce y ToM nepuomy OH HajBuIle OaBHO BeCTUMa U3 00nacTu
My3UKe U Hajuemhe cBoje TEKCTOBE MOTIHCUBAO ITyHUM HMEHOM), Ca3HajeMo
BUILIE O Pa3BOjy MHCTpyMeHTalHe My3uke y CpOuju: ,,Y mocienme Bpeme Mo-
rao je CBakM MPUMETHUTH, KOjU UCKPEHO U Ca MaKEOM IIPAaTH My3HUKe IPUITUKE,
na ce y beorpany cBe Buile u jaue pa3BHja HHCTPYMEHTAJHA My3UKa U Ja To-
crerneHo notuckyje Bokanny” (I'pom 1902: 58). ¥ nactaBky TekcTa ayTop 1o1aje
Jia ce ,,AHCTPyMEHTAJIHA My3HUKa Y JaHalmk0j hopmu u ooumy y CpOuju, u ako
j€ KylTypHa TEKOBMHA HOBHjer 100a, UMak (...) 3a HEMYHUX NETHAECT roIuHa
onomahuiia ¥ pa3Buiia y T0j MEpH J1a CMO MMaJId MIPUJIMKE JOII TIpe JBE TOUHE
(makne, 1900. ronune; nonana K. I1.) y Kp. Hapo;[HOM [Tozopuiuty, 1a 4yjemo
berosenosy VI nacropanny CI/IM(I)OHI/I_]y a JIOLHUje U HCIOBY V.y C. moll, y my-
HOM 1 OPOjHO jakOM OpKecTpy. Yerex je TiM Behn i 3HaqajHHjH, aKo Ce JOIIT y3Me
y 003up, J1a je TOM MPUJINKOM — y KOJIMKO CMO MU IPAaTHJIM — Yy OIIITE TpBU YT
n3BoheHa beroreHoBa cumdonuja Ha 11enom bankany [moasykia K. I1.]” (ucto).
V cnenehem uzBopy u3 1910. roaune, u3 Tekcra CreBana Xpuctuha, cazHajeMo
Ja je Te roguHe npBu nyT y beorpany m3senena IX beroBeHoBa cumonuja.
Opkectpom 1 xopom aupurosao je CranucnaB bunnuku (Xpuctuh 1910: 621).

Pazeojuu nym ymemnuuxe mysuxe u mysuuke nedacozuje y Cpouju
nocne Mokparoya

[IpaBar pa3Boja cpricke My3uuKke Ieparoruje ce mocie cmpta CreBaHa
CrojanoBuha Mokpamiia 1914. ronune (a Hapemnne 1915. roguae M cMpTH
Ucunopa bajuha) okpehe repmanckoj meronomnomnikoj npakcu (Kapan, 1993).
Cwmarpa ce 1a Mokpamall Hije IMao HacTaBJbadya CBOjHX HE]ja, a oTexanajyha
OKOJIHOCT 32 CPIICKYy MY3WYKy IEIarorujy Tor BpeMeHa Owia je U YHHCHH-
na j1a Mokpamail, Kako CMO JI0 cajia BHIIE IyTa HaIIaCHIH, HUje MHICao Iie-
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Jaromko-mMeTonn4Ky ymreparypy (Crojanosuh 2001). Kako Meamna Jlpobnnu
o0jaimbasa, UCTPAKUBAYM UCTOpHjaTa Homahe IEAaroruje HeIABOCMHACICHO
yKa3yjy Ha TO Jia je Ha IPEOKPEeT Ka IOHOBHO] TepMaHU3aIMj! HACTaBe HOTHOT
NeBama, Koja je moTpajaja cBe J0 YeTPAECCETUX TOJMHA MPOILIOT BEKa, ,,l0-
HajBumie ytuao Muoje Munojesuh” (Ipooru 2008: 23). OBoMe cBemoun
u tekct CreBana Xpuctuha y gaconucy Mucao n3 1919. ronune, y xojeM ce
Munoje MunojeBuh nmomume y KOHTEKCTY CBOT' TUXOT mIpeoOpahama ca He-
Maukux Ha (paHIirycke merose pana: ,,OH, KOju je mpe para, Kaja je micao o
I[paMCKO_] MY3HLH Y Kwux. ['macHuKy, KOHIIEHTpHUCAO 11€0 UHTEPEC HAa HEMau-
KOj JIpaMCKOj My3HIIH, @ je/lBa, U BeOMa OBJIALl, 10XHPHBA0 (PPAHILYCKy APaM-
CKY MY3HKY, CaJia c€ yIo3Hao OJIKe M OCETHO je CBE JIETIOTe HOBOJIATHHCKE,
a HapouuTo (paniycke Mysuuke Kynrype” (Xpuctuh 1919: 394). Xpuctuh
JlaJbe y MICTOM TEKCTY BeoMa IIOXBaJIHO FTOBOPH O IporpamuMa paaa y Uranuju
n OpaHIryckoj U mpernopyuyje na Tpeda Ha BUX J1a ce yrienamo, 1a Tpeda aa
[IaJbeMO CBOj€ KaHAuaare Ha crynuje y Te 3emube. LITo ce tTnue ap Mumoja
MunojeBuha kao ayTopa METOJUYKE JTUTEpaType, MokeMo pehu Jia je 1o Beo-
Ma akThBaH.’ Yuoenuiu Musoja Musojesuha cy ,,0umu 1yro KopuirheHu Kao
JeAVHU 3BaHUYHU YIIOCHHUIIN Y MY3HUYKUM LIKOJIaMa ¥ TuMHa3ujama” y Cpouju
(Jouh 1996: 7). O6jaBuo je:

1. I'paguBo 3a yubeHuk neBama nmomohy Hota, ckpunra, 1914. rogune;

2. OCHOBHM My3WYKE YMETHOCTH y BE3U Ca PUTMUYKUM M MEJIOAM]CKUM
BexkOamumMa I u 11 neo, 1922. ronune, a nociaeamne ASBETO, OAHOCHO, IBaHACC-
TO U3Mame 00jaBsbeHO je 1938. rogune;

3. OcHOBHa TeopHja My3UKE Y BE3H Ca PUTMUYKUM U MEJIOINJCKUM BEXK-
OamuMa — IMpemMa HOBOM HacTaBHOM Tiporpamy, I u Il neo, 1940. roqune;

4. Heke oniite HamOMEHE U METOJIMYKH YITYT 32 MPEJaBame 0 MOME YII-
6enuky OcHoBHa Teopuja my3uke, 1940. ronune (Kapan 1993: 168).

Munoje MunojeBuh je 610 Benuku nomrToBanal MokpamueBor paja.
O tome kxonuko je Mwunoje MunojeBuh yBaxkaBao CreBana CrojaHoBuha
MokpamIiia MOKEMO Ca3HaTH U U3 HErOBOT M3pPa3UTO HAJAaxXHYTOI TOBOpa
o6jaBseenor 1919. rogune y yaconucy Mucao, moBogoM MokpamueBe cMp-
tu. OBlle U3/BajaMO caMoO (pparMeHT' ,,MOKpa}LaLI je 6o y myHOM M Haju3s-
PasHTHjeM CMHCIY T€ Pedd "JIMYHOCT’, OO je jelaH Ol OHO Majio 1yXoBa y
HalleM JIPYIITBY KOJU j€ 3HAO LITa MOXe, 1ITa Xohe, KOju je yMeo Ja u3paau
CBOjY BOJbY M HCLU3ENIMpA CBOJY YMETHUUYKY (PM3MOHOMM]Y A0 JAeTasba, Ja-
BILM jO] TUME allCOJyTHO BEPHU M3pa3 U allCOIYTHO BEPHHU OTHCAK HEroBOra
nyxa u ayme” (Munojesuh, 1919: 135). Jla Gucmo pa3jacHUIN €BEHTyaJIHE
HEJIOYMHUIIE TIOBOOM IOJMHE 00jaBJbHBaa OBOT roBopa, nojcernhemo Ha
TO 1a je y Bpeme cMmpTtu CTeBaHa Moxpam1a (1914. ronune) 3anoyeo Be-
muaky par (IIpeu cBeTcKy par), Koju je Taja 3a0KyIHO CBY MakKiby JaBHOCTH,
TE J1a je TeK IO HEeroBOM 3aBPILIETKY Ap)KaBa HACTaBWIIA Aa (QYHKIIMOHUILE
onpeheHNM TOKOM, Aa M3Aajedaconuce W 0aBU c€ YHYTapmHHM IMHTAambHUMA.

3 Muoro Buie o xuBOTY M pajgy Ap Mumioja MusojeBrha MokeMo ca3HATH W3 JIOKTOPCKE JIU-
ceprauuje Topnane Kapan, penosHor npodecopa dakynrera My3uuke yMeTHOCTH y beorpany,
Teoazowra akmusrocm op Munoja Munojesuha, ondpamene 2010. ronqunae Ha DakynTeTy My3udKe
yMETHOCTH y beorpany.
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[Ta Tako, mocne BUIIETOAMIIHE Tay3e, TOHOBO HAWIA3UMO HA aHAJIN3Y paja
MY3HYKHX IIKOJA ¥ Ha TUIAHOBE 332 MHCTUTYIIMOHAIHHU Pa3BOj My3HUKOT 00-
pa3oBama M BacluTama. Y Beh MOMEHYTOM TEKCTy 00jaB/bEHOM Y 4acOIHUCY
Mucao u3 1919. ronune non HacioBoM ,,Jlocagamu My3udku paja’, ayTop
CreBan Xpuctuh usmely ocranor kaxe: ,,00e My3uuke LIKOJIe, KOje Cy U
mpe para mocrojane (MUCIU ce Ha mKkoie ,,Mokpamarn’” u ,,CtankoBuh”, no-
nana K. I1.), mouene cy y Benmko cBoj paj ca 3HaTHO moBehanum Opojem Ha-
CTaBHHMKA M YUYCHHKA. Y OUYEKHBamY JIP)KaBHE My3HUKE IITIKOJIC BHIIETa CTHIIA
— KOH3€pBaTOPHjyMa — OBE IIKOJIE UTPajy Ba)KHY U JIETy YJIOTY Y My3HYKOM
BacnuTamy Hame omaaauae” (Xpuctuh 1919: 394). I1ITo ce THue OcCHUBamWba
My3suuke akanemuje y beorpany (manac ®@akynrera My3udke yMETHOCTH) U
HEHE CBPXE U CTPYKTYpE, JIAHOBU Cy OWJIM J]a C€ HA TOj MHCTUTYIU]H LIKO-
Jyjy KaJpOBH 3a OpPKECTpeE, COJIO IIEBaYy 3a Ollepe U HACTABHUIIU 33 CPE/Ibe
IIKOJIE Ca KBAaJUTETHUJOM CTPYYHOM CIpeMoM. ,,3ato he”, HaBOAU Najbe
Xpuctuh, ,,HajBehe nmuTame OUTH HACTABHUYKH MPOOJIEM IMPU OCHUBAILY
npxxkaBHe My3uuke AKaneMuje — HApOUUTO 3a PENPONYKTUBHY YMETHOCT
(ucto).

O KyATypOJIOIIKMM CTaaujymMHMa ca KojuMa Cce CyouyaBajia TaJalliba
CpIICKa MHTEJIEKTyaJHa CBECT, Ca3HajeMo Takohe M3 KpUTHUKUX 3ara)kama
CranucnaBa Bunasepa, 06jaBsbenux y yaconucy Mucao 1921. roqune. Kyn-
TypHa cBecT beorpana y Bpeme nocie [IpBor cBerckor para, kako To Buna-
BEp OIHCYje, KPO3 OTBOPCHH [ATPHOTH3AM HCII0JbaBa HETPIE/bUBOCT PeMa
YMETHULIUMA KOjH Cy mopekiiom Hemiwm, ma je 300r Tora y ToMm nepuoay Ouio
Cpa3sMepHO Majlo KynTypHux jorahaja. HaBonehu Hu3 Apyrux 4mnmeHuLa 3a
TaKo JIOIIE CTamhe Y KyATYPH, CIMKOBUTO OMUCYje TaJalllibe jaBHE forahaje:
»Kana je Po3enTan, reHnanHu OeykyM MUAHKUCTA, O] jJEIHOT Jelia Halle My-
3UYKE KPUTHKE MOrao OUTH J0YeKaH He CaMo JMBJOM IPAOM, Beh u mo-
3UBOM IyOIMKe Ha aKuujy (Mame BHIIC Ja ra, 10 00u4ajy Koju jour Huje
YBEJICH TIPeMa Jby[UMa OJf yMETHOCTH — Oujy), kazxa je PdajepmaH, jenaH of
HajIapOBUTHJHX BUOIMHUCTA HAIllCra BpEMEHA MOpao Aa ceupa YajkoBckor
y moTmyHo npasHoj Kacunu, 3a To mro ce poauo y bedy, — npuposHo je aa je
JIOILIO 10 TOTa 13 HUKO u3 beda, u3 HajOmmker Hama u HajMoryhujer ycnes
caobpahaja u BalyTe, My3U4KOT pacaJHHKa, HE 3aKelH Jja FOCTyje KO Hac,
b6ojehu ce MarepujanHuX, MOPaNTHUX U QU3NYKKX yaapa. (...) [Apyru pasmor
je BHCOKa Tope3a Ha KyJITypY. (...) Tpehu pasnor je HETOBOJBHO CXBaTambE

JTYKHOCTH KOJI HAJUIKHUX’, 3aTUM ,,HEJJOBOJbHO MY3HUYKO 00Pa30Bame KOJ
Hac” (BunaBep 1921: 416). CBaku HaBenenu paszinor CranuciaB Burasep je
JeTaJbHO 00pa3IoKHO.

Cnuky 0 TOMe Tze ce Hajlla3M CPICKa HAI[MOHAJIHA MY3HKa TPHIECETUX
roguHa XX BeKa MOKe HaMm y oxapeleHoj Mepu MpUOIMKUTH TEKCT C Ha-
cioBoM ,,IlyreBu Hame HanuoHanHe My3uke” aytopa CreBana Xpucrtuha,
o0jaBsbeH Maja 1938. rogune y waconucy XX gek,' y kome ce usmehy oc-

4V wacomnucy 3a KIIDKEBHOCT, HAyKy, yMETHOCT M APYIITBO XX gex, koju je mamasuo 1938, u 1939.
rogute y beorpany, umManu cMo AparoieHy MpUIIHKY Jia ce YIO3HaMo U ca myOiukanyjama (yrias-
HOM KiHrama) 00jaBJbCHHM y HHOCTPAHCTBY Y TOM IIEPUO/Y, I1a je TaKO JOCTYIAH MPEie] KibHra
n3: Enarnecke, Amepuke, @panmycke, [losmcke, Utanmje, Hemauke, ['puke, Yexocnosauke, Mahap-
cke, Byrapcke, Typcke, llInaunuje, Pymynuje, llIBajuapcke, Pycuje, Anbauuje, Jancke, Vcnanna,
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tanmor kaxe: ,,Kox Hac [...] ce Beh ¢opmupajy m3BecHe My3uWdke rpyre u
MY3HYKH IPaBIH, J1a ce cnobonHo Moxe pehu, 1a Beh moctoje Temesbu Ha-
[HOHAJIHE My3W4Ke yMeTHOCTH. EBoNynja Hamie My3ndke YMETHOCTH, KOja
nountse Koprennjem Crankosuhem, Jocnpom Mapunkosnhem u CrepaHoM
MokpatblieM, HHje 3aBPLICHA; ajlk OHA je y IyHOM jeKy 1 MMa jefaH 106ap
neo npeheHor myTa u3a cede. XaOTHYHOCT OIMIITHX a jOIIl BUIIIE HAIUX MPH-
J¥MKa ¥ JINYHA HETPIIEJFMBOCT 3HATHO 3aJpiKaBajy MPHUPOIHU IPOIEC pas-
BUTKa U lerose BuaHe MaHudectanuje” (Xpucruh 1938: 2-3). [Tocmarpano
W3 MEPCIEKTHBE JaHAIIBUIE, MOKEMO J101aTh Aa je Xpuctuh, Kao mTo je
TO OMO Cily4aj U MPUIUKOM KBaJIMTaTUBHOT carjie/iaBama 3Hadaja Mokpam-
4eBUX PyKoBeTH, MOHOBO Ca BEJIMKOM IPEIM3HOLINY MPOIEHUO TPEHYTHU
HallMOHATHKU TpodecHOoHaTHU HUBO M TpaBall HmeroBorpaspoja. Ha kpajy
3aKJbydyje Ja je ,,Halla My3udKa YMETHOCT €BOJyHpaja u Ja naHac (y mu-
Tawy je 1938. ronuna; nonana K. I1.) Beh noctoju nzBecran 6poj My3UUKHX
Jienia Off peajiHe BPEIHOCTH, I1a IpeMa TOME MMa U CaJallliby HallMOHAIHY
MY3HYKy YMETHOCT, Koja he ce, oborahena HOBUM jenuma, KPUCTATUCATH Y
jenHy uaejHy uenuHy. Tome [uJby BOJE CBH ITyTEBH. A TIPEKO CTUIIM30BaHOT
donkiopa je Hajkpahu 1 HajcUTypHHUjU” (KCTO).’

OBa peuenunia CreBana Xpuctuha MoXKe J1a TOCITYXH Kao HajaBa 3a
cieneher My3WdKor mejarora 4uju hemo paja yKpaTKo NMpHUKa3aTH, a KOjH je
MPEMO3HATJBUB YIPABO M0, Kako XpUCTHh MMEHYje, a OBOM MPHIUKOM MO-
KEMO yHoTpeOuTH, cTHiIn30Bamky ¢onkiopa. [Ipunrkom oOpasnoxkema Ha-
giHa pana Muoapara BacusbeBuha tpeba pehu na je o cBojy MeTony Te-
MEJBHO Ha EMITUPH]jCKUM HCKYCTBUMA CaKyIIJbEHUM Y TOKY J€CETOTOIUIIIEET
excriepuMeHTanHor pana. [lomaznu enement BacuipeBuheBe merone jecte
donkiopra 6aza pe-mu-da, Ha KOjy c€ CyKIIECUBHO MOCEOHUM pEaOM HaJ0-
rpabyjy QonkiopHe niu HaMEHCKHM KOMIIOHOBaHE MeJlo/iuje, Kako O ce Kao
CBOjEBPCTAaH [IUJb OCTBAPHJIA HCTOBPEMEHA KOOPANHUPAHOCT My3UYKE XOPH-
30HTaJIe ¥ BepTUKaJe (MeJIo/Iuje U XapMOHHje), a y CBpXy namhema 1 ocaMo-
CTaJbUBamha MHUIIHMjaIica KOMIIOHOBAHUX MEJIOUja, KOjH CY, 3alpaBo, JIeCT-
BUYHU CTYII-EBU. BUTaH eeMEeHT BheroBe METOJIE jecTe pasl Ha ca3peBamby
MelycoOHMX (QPyHKIIMOHATHUX OJHOCA TJIaBHUX HOCHWIIAla TOHAJIHOT WJEH-
turera. Tenaenmnuja Muonpara BacuibeBuha je Ouna ga ce cauyBa gomaha,
HalMOHATHA TPAJIMITHja U Ja ce Oalr To ynmorpeOu 3a HaArpaamy y Kojoj Hac
Hen30ex)HOo ueka ayp-moia cucteM. CMarpa ce aa je jomahul My3U4Kd UJIeH-
TUTET TOJMHAMa TPIIEO ,,HAMETambe 3alaJHor Ayp-MOJ CHCTEMA, a J1a Ce HC-
TOBPEMEHO HHj€ OCUTYpasio OCBENINUBAKE M YyBamhe HalMoHAIHOT (JoBuh

[opryramuje, benruje. bynyhn na cy y memy 00jaB/bHBaHN PaOBH HAjTAIEHTOBAHUJUX CPIICKUX,
XPBaTCKUX W CIOBCHAYKUX MHcala U3 00JacTH KEWKEBHOCTH, Guio3oduje, 00pa3oBama, IMCUX0-
JIOTHje, TO30pHUILIHE KPUTHKE, Te CAaBPEMEHUX APYIITBEHUX KpeTama, Kao U pa3Hu Oubimrorpadcku
Iperieay, TeHIeHIIja My je Omia a CipoBOJH — ,,KyITypHY IUKTaTtypy”. buo je jeman ox 3Hadaj-
HUjHUX KyITypHHX BoAW4a y Tagammoj Kpasseunu Jyrocnasuje (u3Bop: http://www.digitalna.nb.rs/
sf/NBS/casopisi_pretrazivi po_datumu/P_0147).

5 Ha 0BOM MecTy GHCMO KENeTH 1a HATOMEHEMO 1a CMO KPO3 apXHMBCKH pajl, TIOpeJ] H3BOpa Koje
cMo tmTupanu (daconucu Mucao, Cpncku KrudicesHu enachuk, bpankoso kono n XX eex, y kojuma
CMO IPOHAILIN 3HaYajHe MOJaTKe W YHEIN UX Y UCTPaKUBaIbe), Takohe MPeTPakKmiIn U JacOIHCce
Hanac, [Tewam n Ymemuuuku npeaned, y KojuMa, HKaa0CT, HICMO MPOHAIILIN TEKCTOBE BE3aHE 3a
My3HUKY [1€/Iarorujy u MpaKcy.
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1996: 133). Kako naBonu MBana JIpo6HwM, y mepuomy mocie cMmptu Muoapa-
ra BacuseeBuha ,,youaBamo kBanuTaTuBHO pa3zpahuBame BacuibeBuhene me-
TOJIe, OCaBpEMEmUBakE 1 NpuliImKaBame HajOobUM Tpaaunujama Poman-
cke mkone” kpo3 myonukanuje 3opucnase Bacussesuh (Jpobuu 2008: 93).
[to ce True muTeparype u3 condeha n meroauke Hactase condeha, Muon-
par BacubeBuh npen nouerak Jlpyror ceerckor para o0jaBibyje [Be CBOje
KIbUTe, a KacHuje u Tpehy, ,,y KOJPIMa n3NaXke CBOj Ha4MH pana u 1o KOjUMa
he ce panutu y HapeaHom nepuony’’ (ucto: 24). Kmure xoje je 00jaBuo Cy:

1. UnToHamuja y Be3u ca My3UYKUM JUKTATOM M MY3UYKOM PUTMHUKOM,
1939. ronune;

2. HoTHo meBame y TEOPUjU U MPAKCH — KOMIUIETHA METO/Ia 32 HACTABY
IITKOJICKOT TI€Barha y CPEIBUM U YIUTEIHCKUM IKoama, 1940. rogune;

3. Jennornacuu condelho, 1949. ronuue (HaB. mpemMa: UCTo: 25).

Hacmasa congpeha y Cpouju nocne /lpyeoe ceemcxoe pama

3a mouerak OBOT MEpPHOAA HAjCIMKOBHTHje OM OWIIO TMpHUKa3aTh Mpe
CBera NMpOMEHEe y HAaCTaBHHM NPOTpaMHMa 32 OCHOBHE IIKOJIC, BE3aHE Ha-
POYHTO 32 HACTABY MYy3HUKe, KOje Cy MOCIEANYHO yTHIIale U Ha (OpMUpPaAE
HACTaBHOT mporpama 3a mysuuke mkone. Kako masoxgu I'opmana CrojaHo-
Buh, HOB HACTaBHU IPOTrPaM KOjH je y OCHOBHE IKoJie yBeneH 1959. roau-
HE JOHOCH CYIITHHCKE pa3jHKe Y ofHOCY Ha cTtapu. OcuM IpoMeHe Ha3uBa
npeaMeTa ca IeBambe Ha My3MUYKO BACIHUTAmE, yBEJIEHE Cy U HOBE IHCIIH-
IUTMHE Kao IITO CY ,,CBUPAkE Ha JIeYjUM MHCTPYMEHTHMA U U3BOheme meca-
Ma ca apaH)XMaHHMMa, CIIyIIalke My3UKe U paJ] Ha CXBaTamby MY3UUYKOT JeJa,
MY3HUYKE UTpe M CTBapajauyku paj ydeHuka. HoBu canapkaju pama, Te mpo-
MEHE y NMPHUCTYIy M OpraHU3aliju My3WUKe HACTABE MOJICTAKIN Cy U HOB
npuia3 MUcamby METOIUYKO-UHCTPYKTHBHE uTeparype’” (CrojanoBuh 2001:
52). lllTa ce 3a To BpeMe JeniaBajio Ha M0JbY pa3Boja nemaroruje condeha?
VY cBemIoCTH YMIEHHIIA U3HECEHUX y MCTpaxkuBawmbuMma lopnane Kapan, y
nepuoay u3Mely me3neceTux u cegaMIeceTHX rojfnHa MPONUIOT BeKa HH-
CTPYKTHUBHO-IIEArolIKe TUTepaType 3a congelho roroBo aa Huje HU Omito. Y
onmreoOpa3oBHUM IIKOJTaMa HACTaBa My3UYKOT Ce€ paJIuiia o Kiburama Mu-
noja MunojeBuha, 10k ce nenaroruja condeha 6a3upana Ha My3UIKOj TUTE-
parypu. JenuHa peieBaHTHaA KibUTra 3a HacTaBy coiiela, Kako ce 1ajbe UCTH-
ye, Ouna je Jeonoenacnu congpeho Muonpara BacusbeBuha, a KOMIOHOBambE
MHCTPYKTHUBHHUX MEJIOJUjCKUX IpUMepa 3a HacTaBy coigeha (o6uuaj kakaB
JlaHAC MO03HajeMO0) MCKYCTBO je IMpakce ¢ Kpaja CelaMIeCeTHX U MOYETKOM
ocamyecernx roguHa XX Beka (Kapan 2006). [llezneceTux rognaa XX Beka
KOPUCTHJIA C€ MHOCTPaHa HHCTPYKTUBHA JINTepaTypa u kako Mpana [IpoOHu
objammana ,,3a04€eTo j€ ca MOMOJIHUM, CTUXU]JCKUM M HECEJIEKTUBHUM KO-
nupameM Merona paga” (Apoonu 2008: 81). Cnenuduyna npobiemaruka
ce BHJIM M Y TOME IITO ce meparoruja coideha, kopumhemeM HHOCTpaHE
MHCTPYKTHBHE JINTEpAType yTeMeJbeHe Ha Ipyradujoj Tpaaulluju, METOI0-
JIOFI/IjI/I U TOHAJHUM OCHOBaMa, yadaJbaBajia OJ HAlIMOHAJIHOT HMACHTUTCTA.
[Ipema munubewy MBane JpoOuu, Tpebdaso je na ce BacusbeBuheBa meTona
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¢by3uonmnpa ca PoMaHCKOM IIIKOJIOM U Tako oMoryhu HajOOJpM HAYWH pajaa y
condeby (ucro).

Cenamzecetux roguHa jaBajeceror Beka bopusoje ITomosuh je ,,yBeo
arcolyTHO MMEHOBAaWkE TOHOBA COJIMHU3AIMOHUM CIIOTOBHMA IOJ Ha3MBOM
"(ppanmycka metoma’” (Xpmnka 2001: 147). ¥V unanky l'opnane Kapan ,,[1y-
TEBH My3HMYKe MEJaroruje Koj Hac” HAaWIa3MMO Ha JParoleHo CBEI0YaH-
cTBO mpodecopke condeha y mensuju Mapuje Casuh, koja Hac ynosHaje ca
Haj3Ha4YajHUjUM TOKOBHMa Tiefaroruje condeha cemammeceTnx roquua mpo-
nuior Beka. [Ipe cBera, oHa HaramaBa YHBCHHILY J1a U3 00JIACTH METOIUKE
HacTaBe cojdeha Huje OnIo TuTeparype 1 aa ce MeToIMKa HacTaBe condeha:
MEeTo/Ie, IPUHIINIIY, [IUJBEBH, IUTEpPaTypa U HAYMH HEHOT Kopuinhema ,,yqu-
Ja ToOHajBUIIe ca ucnura crapujux kosera” (Kapan 2006: 147-148). Ca3-
HajeMo M TO Jia CY ,,ceaM/eceTe ToJMHEe MPONUIOT BeKa Ouiie TOAUHE )KUBOT
pa3Boja My3WUKe Meaaroruje, na u nexaroruje condeha xox nac. [Ipenasuno
C€ METOOJIOIIKH MyT O TOHUKE JI0 allCOJTyTHOT IMEHOBamha TOHOBaA aderie-
JIOM U COJIMH3AIHjOM, OJ] HHTEPBAJICKE, JIECTBUYHO-UHTEPBAJICKE 10 (DYHK-
[MOHAJIHE METO/IE, O]l yUeHha pUTMa Ha jeHO] JIMHU]JU [0 mapiara’ (UCTO).

VY ToMm nepuony cy Ouie Beoma (peKBEHTHE MOCETE CTPAHUX MpeIaBaya,
KOjOM TIPHJIMKOM je y BHJy CEMHHapa M MPAaKTHYHO MPE3CHTOBAHA TEXHMKA
pana Ha condehy. Mehy 6pojHuM mpenaBayuma Haily 3eMJby Cy HOCETHUIIN
u JlanmatoB u3 Pycuje, Bebep u3 CDpaHuyCKe Wsan Ilees u3 byrapcke. Jour
jelaH BpeJiaH UCXO0J OBHX CEMUHapa OHO je U Taj ITo je JoMahuM Iefarosuma
oMmoryheHo cTyaunjcko myToBame y DpaHITyCcKy, Koje je 3a CPICKY MeAarorujy
condeha 6o o1 U3y3eTHOT 3Ha4aja (UCTO).

Hacmaesa congeha y Cpouju oanac

Nmajyhu y Buy cBe j0cai HaBeeHO, MOYKEMO KOHCTATOBATH J1a Ce CPII-
cka menaroruja condeha (Hajmpe HOTHOT TMeBama) OOpUia 3a KJbY4YHH (ak-
TOP CBake METOOJIOTHje — UCIpPaBHOCT U epukacHocT (Myxuh 1973), a 'y
HCTO BpPEME M Ca YCKOMEIIAHOM, CII000HOM U 3HATHXKEJbHOM HALMOHAIHOM
cgenihy, kojy je Tpebano Ha MpaBy HAYMH U MIPABOM MEPOM YCMEPHUTH Ka CH-
TrypHOM nenaromkoM myty. CTyO0oBU ApYyIITBAa O KOJUX C€ TO U TPAKHIO U
OYEKHMBAJO, a KOj€ Cy YMHUJIM IIKOJIOBAHU MOjeIUHIIH, yarajii cy BeJIHUKe Ha-
nope Kako MpUIMKOM (hopMUpama KOHKPETHUX BaCIIUTHO-00Pa30BHUX MOJIa-
JUTETa, TAKO U MPUJIMKOM carvie/laBamba U MPOLIeHe pe3yaTara CBOT paja.

Beh kpajem XX, a Hapounto nouetkom XIX Beka, MOXKE C€ YOUUTH TEH-
JIeHIIMja KOoja ce TeMeJbH Ha HE TaKO KOHCTPYKTUBUCTHUYKHUM TEXKHama Kak-
BUM Cy Oujie obesekeHe cBe JOTadalllhe TOAMHE NeIarolIKor ca3peBamba, Beh
Ha MPOIIMPHUBAKY METOJA HA JIOMEH INCUXOJIOIIKO-NEIarOIIKOT, IITO yKa3yje
Ha CBOjEBPCHO pactepeheme y moreny Tpakerma MPpaBor MyTa 3a OMUCMEHha-
Bam-e. Jlanamme crame HacTase condeha HaBoau Ha 3akibydak 1a CpOuja nma
CBOj MEIAromKu CTWi (Mako je O6a3upaH Ha KOMIUIEMEHTAPHOCTH HEKOJIUKO
nomahux m MHOCTpaHMX METOACKHX pellera) usrpaheH u yTEME/bCH Ha HC-
KyCTBY U 3Hamy. [locneame roquae XX Beka u mnpsa aereanja XIX Beka, ma
CBe J10 naHac, o0enexkaBa, m3Mel)y ocTajor, ¥ mTamname 300pHUKA pazgoBa
ca Ilenaromkor opyma CIICHCKUX YMETHOCTH, YCTaHOBJbeHOT 1998. romu-
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HE, YHje cy TeMe o0yxBaraje IHUpOoKe 00JacTH Imeaaroruje, ICUXoiIoTrHje, co-
IIUOJIOTHj€, MY3UKOJIOTH]j€, HCTOpPHje, TTPaKCce, METOAOJIOTH]e, TITyMe, Iieca ’
npyro (Munankosuh, 1999; Munaakosuh, 2000; Munankosuh, 2001; Munan-
koBuh, 2002; Mumankosuh, 2003; Kapan, 2004; Kapan, 2005; Kapan, 2006;
Kapan, 2007; Kapan, 2008; Kapan, 2009; Kapan, 2010; I[TerpoBuh, 2011; Ile-
tpoBuh, 2012; Ilerposuh, 2013; Ilerposuh, 2014; IlerpoBuh, 2015). ®opym
cajia Beh TpaIuIMOHAIHO OKYIUba CTPYYHAaKe M JIOMYIITA Pa3MEHY 3Hamba U
MUILBEHA, MTO CaMO MOXe J1a Oyae Ha ommTy KopucT. Takole, mocienmy
JENCHU]y ¥ 10 KapakTepuine U 00MMHa 00jaBjbeHa JMTEpaTypa U3 00JIacTH
MeTo/uKe HacTaBe coideha, mTO Kpo3 HayyHe pajoBe, IITO KPO3 KIUTE U
IIKOJICKE M YHUBEP3UTETCKE ylIOeHnke. Beoma Cy BaKHU W HAaydHH CHMIIO-
3UjyMH, CKYNOBH H Mel)yHapoiHe KOH(EpeHIMje Y HAIIO] 3eMIbH U BaH e,
Koju Taxohe npuBiaye BeauKkn 6poj nomahix cTpydraka U3 061acTyu meaaro-
ruje. CTUYE ce yTHUCAK Jia CPIICKA My3HUKa Ie/Iaroryja 3aMHTEPECOBAHO aJln
CMHUPEHO Tpara 3a JocTurHyhuma cpoJHIX HayKa Kako O CBOje TeMeJbe caaa
caMo HaJIorpajuiia U MPOIIUpPHUIIA.

Ilpuxa3z oenosarwa domahux u cmpanux nedazoea y Cpouju u Esponu
U PUx06e nedazouike UMnIUKayuje

Jlocasammy IpUKa3 CPIICKUX TEAArOMIKUX MIPUCTYTIay 00IacTH My3HKe
KEJINMO J1a TIOCMaTpaMo y OJHOCY Ha IHTAmbe KOJUKO je OWII0 peaHuX, a Ko-
JIMKO XMITOTETHYKNUX MOTYNHOCTH /1a C€ Y CPIICKOj MY3HUKOj IT€AArOTUj1 YIOT-
pebe 00pa30BHU NPUHIMIHN KOjH cy kpajeM XIX u nouetkom XX Beka y EBpo-
nu 6win y ekcrian3uju. [Tomennmo jomr u Pynonda Ilrajaepa (Rudolf Steiner)
u meropy Waldorf menmarornjy (Hemauka), Anekcanapa Hwma (Alexander
Sutherland Neill) u cno6onny neiry Summerhill-a (Enrnecka), Mapujy Mon-
tecopu (Maria Montessori) u ;eHy MoHTecopu nenarorujy, 3atuM Opanim-
cka ®epepa (Francesc Ferrer) n meroBy ujaejy o caBpeMeHOM BacIHTamby U
o0Opa3oBamy, K0jy je jenHocTaBHO Ha3Bao MoaepHa mkona ([lInanuja). Ceum
OBHUM MPHUCTYIIUMA JEIHO je 3ajeHUYKO — ciiobona, HeonTepeheHoCT npaBu-
JMMa, caMopa3Boj. Y oBy Kiacudukanujy crnajaa u Jankpo3oa eypurMuka.’

Hanpasuhemo cana npecek nenoBama Kpo3 )KUBOTHO pa3fo0sbe Haj3Ha-
YajHUjUX €BPONICKUX M Haj3HAYajHUJUX CPIICKUX MY3HUKHX Iefarora ¢ Kpaja
XIX n mouetka XX Beka.

6 O 3amaIHOEBPOIICKIM MEIaTONIKUM METO/[aMa Y 00JIaCTH My3HKE MOKEMO Ca3HATH BHIIE U3 Clie-
nehe muteparype: Bacusberuh 1978; Jopuh 1996; Pamuuera 1997; BacusseBuh 2000a; BacuspeBuh
200006; I'pyjuh-Bmajauh 2001; Xpmka 2001; [erposuh 2002; Ipoduu 2008; Apodru 2009; Kazuh
2013; Galikowska-Gajewska, 2014.
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TaGena 1. Ynopenuu npuka3s Bojehux eBporckux u cprcKux
negarora Apyre nojgoBuHe XIX u npse nojsioBuHe XX Beka

EBponcku nenaro3u Cpricku My3W9KH TIe1aro3u

- ®panmucko depep 1859-1909. - Muan Munosyk 1825-1883.

- Pynond Irajrep 1861-1925. - CreBan CrojanoBuh Moxkpamartr 1856—1914.
- Emuu XKak Hankpos 1865-1950. - Ucunop bajuh 1878—1915.

- Mapwuja MonTecopu 1870-1952. - Munoje Munojesuh 1884-1946.

- 3ontan Komam 1882-1967. - Muoapar Bacuwbeuh 1903—-1963.

- Anexcanmap Carepienn Hun - bopusoje ITonosuh 1918-1994.

1883-1973.

- Kapm Opd 1895-1982.

- IlIunanun Cy3yku 1898-1998.

Bunumo na je peanno 6mino moryhe ga cpricku nenaro3u Oyfay ymo3HaTH
ca CTpaHOM Tearorujom, Te a Cy HeKH MPUHIUIHN MOIJIH OUTH ynoTpedsbe-
HU/yBEJIEHU Y JTUYHY HACTaBYy, a Jia JIi Cy MeJaro3u Omim o0aBelITeHu, 3aBIUCH
of1 BuIle (pakTopa: INYHE 3aMHTEPECOBAHOCTH, CTaba U €(PUKACHOCTU ME/IHja,
(bpexBeHTHOCTHU JoMahuX U CTPaHUX CTpYyUHh-aKa.

Jla 6ucMo ce er3akTHO OaBWJIM MUTAmkEM HMHPOPMHUCAHOCTH Aomahux
nejiarora o JetaBamuMa y obnactu negaroruje y EBpomnu, 6uno 6u notpeo-
HO CIIPOBECTH UCTpaXKMBame Koje Ou ce 6azupasio He caMO Ha MeJaromKuM
Beh ¥ Ha COIMOJIONIKUM, KYITYpPOJIOMIKHM H TTOJIMTHYKAM YHEEHUIIAMA Y TO
Bpeme.Heka samaxara, MehyTHM, MOXKEMO OBJE M3IBOJUTH, jep ce y HUMA
HE/[BOCMHCIICHO OYHTYje JCjCTBO EBPONCKHX METOAMYapa Tora Jpevena u
OMILTE HJI€j€ MPOrpEeCUBHE NENaroruje, OMHOCHO, ,,HOBE HIKoJIe” Hacmpam,
cMmarpaio ce, npeBazuheHe ,,crape mkosue”

Hauwme, y waconucy [llxoncku odjex 6p 6 u3 anpwia 1903. ronune, Koju
je uznasuo y HoBom Cany, a uuje npumepke yyBa oubnuoreka Ilemaromikor
My3eja y beorpaay, mpoHanum cMo TEKCT ap BepTOJ'II[a XaprmaHa (Berthold
Hartman) nox HacinoBom ,,dparMeHTH U3 NIEIar0TUKe”, Y KOjeM ayTop H3HOCH
CBOje apMpMaTHBHE CTABOBE O YHYTapH0j MOTUBALIU]H KO JICLIC M PaclpaBiba
0 MaTepHjaluMa U MOCTyNIuMa Koju Ou je moacrakiau. M3melhy ocranor ce
Kaxe: ,,JIHTepec, kao Be3a uzmel)y 3Hama U BOJbE, jECTE IO BACIIUTHY HACTaBY
O] TaKO BEJIMKOT 3Hauaja, 1a MA MOpPaMo IJIeJaTh, Aa CTEKHEMO IITO jaCHH]y
CIIMKY O CpPeJCTBMMa M Ha4MHUMa, MOMOhy KOjuX ce mHTepec a00uja, HETo
IITO Cy CBa Hallla JI0CaJallba UCTPAXKMBAkha OMIa y CTamy J1a HaM je Jafy.
Y3MHUMO J1akiie HHTepecC Kao unucTo ncuxudky mojas” (Hartman 1903: 58). U3
OBOTa MOJKEMO BHJICTH YTHIIA] NEJaroukKuxX TeHAeHIuja u3 3amagae Eppore
Koje cmo nomumaim (MonTtecopu, Jankpos, Hun, Opd, Cy3ykn). Y gaconmcy
Mucao w3 1920. roquHe nat je npuka3 Kmure [ledacoeuxa aytopa Jbybomupa
M. Tlpotuha, koju je mao ap b. M. JI. (HuTIE Y TUCTY HE MOCTOjU MTyHO UME H
Ipe3rMe ayTopa OBOT TEKCTA), y KOjeM Ce MOMHIbY MPUHIUIN Paja ¢ jaCHOM
acoIlMjanrjoM Ha METOIy pana Mapuje MoHTecopH, HTaTHjaHCKOT TeIarora
U JIeKapa, ajlil U OCTAJMX IEAarora ca CIMYHUM BaCIHMTHO-00Pa30BHUM MO-
nanuternma: ,,C MyHHUM MPaBOM KPHUTHKYje MUCAIl IITO C€ Y HAaC HE Pa3BHja
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KOJI YYCHHKA CaMOpamha Y CMUCIY JbyOaBH IpeMa pajy M BOJbE yUCHHKA J1a
casHaJy, Ja WAy Halpe] CBe BUILE W BUIIE ceOe paan HEero ce Y4H paiad ‘IITO
6ospe omene’” (b. M. JI. 1920: 479). JacHo je ma ce TOBOPH O YHYTpAIIHhOj
MOTHUBAIIMjU U JbYOABHU MPEMa yUeHY U Ca3HaBamby, a HE yUery paju Harpase.

Jom jeman nomahu memaror Koju je y CBOjUM MeTojaMa pajia KOpUCTHO
CKOpO IOTIIYHO MCTe NpHHLKNe Kao u Mapuja MoHTecopy y cBojoj MeTonu
JIEJIOBA0 je Ha Honpyqjy Bojsomune To ject HoBor Cama. Muna (Mununia)
Maneramky Ouia je, Kako Cy TO Tajaa 3Bayu, 3a0aBnuiba, OAHOCHO BAaCIIUTAYH-
1. Y yacomucy IIKolCKn O/ijeK y KOHTHHYHTETY O/ HEKOIHKO OGpojeBa 3ape-
JIOM H3JIOKHUIIA j€ CBOjy, MOKEMO Jla Ka)kKeMO, CBOjeBPCHY METOIMKY KOjy je
Ha3Bana 3abasuwme - 36upka YeroKynHoe pa()a Y CPNCKOM 8epOUCnO8eOHOM
3abasuwimy 3a nopoouye, 3abasuwma u 3a0asube, Najbe CTOJU CaAKynuid,
cnoxcuna u wanucana Muna K. Manremawxkoe poh. Cybomun, ocnocobmena
3abasuwma (Manetamku 1904: 275). Y 6pojy 18 on centemOpa 1904. roau-
He Muna ManeTamky roBopy 0 HaCTaBHHKY, O 3aJOBOJECTBY M MPEIHOCTHMA
yudema Kpo3 Urpy, riae Kaxe jaa ,,CTpy4mak He CMe JI03BOJIUTH, Ja ce y 3a0a-
BUIITY ofoMahu MexaHH3aM, Beh CBOM €HEeprijoM CBOjOM MOpa HAaCTOjaBaTH,
Jla CBE OHO, IITO Yy 3a0aBHIITY JIeTe Bajba J1a Hay4H, a C€ TO Y UTPH, IPUIH
U Beceloj, MpHjaTHOj 3a0aBU HAYYH, U CBE IITO pajJu WIM Y4YH U J1a pazyme”
(ucto). Jlasbe y TEKCTy OHA Jiaje OIMIIUPHO METO/E pajia MoMohy OUMITIeTHUX
CpezcTaBa, ¥ TO TAKO MEJArolIKi KBAJTUTETHO H YTEMEJBEHO J1a CMO OJUTYYHIIN
Jla MX y OBOM paJly Ha OBOM MecTy, Oyayhu J1a ce paau o CpIICKUM MeToama
pana (YIpKoc TOME IITO TO HUCY My3UYKe METOJIE), YKPATKO n3HeceMo. MeTto-
Jie KOje M3HOCH BE3aHE Cy 3a OIIUTY IEAarorujy, iy NoKpuhe 3a BUXOBO HC-
TUIAEE Y OBOM pajly Hala3uMO y TOME IIITO je Mearoruja NpucyTHa y CBakoj
MHTCPAKLIU]H 3HAMA, [1d ce 00pasall KOjH Ce NPeIake MOXKE YIOTPEOUTH U Y
My3uuKkoj neaaroruju. Takohe, Muna Maneramku je y 3a0aBUINTY Hariamia-
BaJia My3H4KO BACIIMTAELC U CTBAPAIALITBO (II0jakke, ICMe) M HCTHIANA [ Ce
MECMOM Haj00Jbe M3paKkaBajy JAe4Hje EMOIIH]e.

3a nouerak oumIeHe HacTaBe Muia Maserauiku Hajnpe npernopyd4yje
neunjy coOy, a 3aTuM 3abaBHIITe, re he ce moBecTH pa3roBop o0 CTBapuMa Koje
ce Ty Hanasze. M3 3abaBumra ce npenasu Ha criaBahy coOy, KyXumby, Tpresa-
PH]Y, XO/IHUK, MOJPYM, TaBaH, IPH YeMy C€ Y KPaTKHM H JaCHUM PedCHHIaMa
objammaBa CBpXa MPOCTOPHje M CTBapy y 0j. IloTom mpenopydyje usia-
3aK U3 CTaHa y JBOPHIITE, I7Ie C€ TyMaue CBe MOMohHe mpocropuje, 1oMahe
’KMBOTHIbE, 1A O/IIa3aK Y BPT U 3aTUM Ha YIHUITy. 32 CBAaKO MECTO Be3aHa Cy
KpaTka ¥ jacHa Tymauemwa. [locne yrno3HaBama ¢ OHAIIAkeM Ha YIUIH, Cle-
IIM YIIO3HABaWkE Ca JbYACKUM 3aHHMambUMa, U TO 07 OJMHMCKHX 3aHaTa (KoBad,
oOyhap, mekap, MUHTOP M TaKO JaJbe), MPEKO TproBaiia, BOjHUKA, JeKapa, 110
3BaHMYHHUKA U CBEeIITeHHKA. [Ipernopyuyje ce 3aTuM ojy1a3ak Ha MoJbaHy, I
ce BOAM PasroBOp O OMJbY M 3eMJbOPAIbU, 3aTUM y BUHOTPAJl U IIyMY, a TOM
MIPHIIUKOM, CaBeTyje, Tpeda pa3roBapaTtd M O KUBOTHH-aMa KOje Ha THM CTa-
HUIITHMA XuBe. Clieie pa3roBopu 0 pydaMa, BoJaMa, IpUPOIHUM T10jaBama,
aJy yBEK TakKo ,,J1a JIeTe CBE OHO IITO Yyje — U OCETH, C TOTa My BaJba CBAaKU
IpeaMET, 0 KOMEe C€ BOJM Pa3roBOp, NMPEJOYNTH, N1a YakK, ako je Moryhe, u 'y
pyKe My JaTH, fa He caMO BHIH, HO U Ja onuna” (ucto: 276-278). 3a TakBa
nocMmarpama, HaBOIU Jajbe MaJeTamky, Cry>ke IPUPOIHA Tela, MOJIEIU U
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ciuke. Jlase mpenopydyje J1a NpUIMKOM OIHKca ofjpeheHor mpenmera ,,CBaku
IpenMeT 0 KOMe Ce Pa3roBOp BOIM, Tpeba MaTH M JIeH Y PyKe Ja ra OIHIajy
CBOJUM pydYHIIaMa, T€ UM IMPYKUTHU TPHIMKY J1a OHO IITO 4yjy U OCeTe, jep
camo he Tako ©MaTu 0 CBeMy jacaH M MOTIYH Hojam’ (UCTO).

HHTepecanTHO je TO Ja Cy CBHM OBU INMPUHIMIHM MPAKTHYHO JOCIOBHO
UCTH Kao MpHHIMIK MoHTecopHjeBe, ali ce He Moxke pehu a cy mpeys3etu
o1 Be, jep je MoHTecopujeBa CBOjy METOIy jaBHO INpe3eHToBasa Tek 1909.
ronuHe (TexkcroBu M. Maneramku cy u3 1904). Kao nmorBpay oBome n3nehe-
MO | TozaTtak u3 kmure Moumecopu unu Banoopg, tae ce xaxe na je Ma-
puja MoHnTecopu cBojy merony onucana 1909. ronune y xwusu I/ Metodo
della Pedagogica Scientificia applicato all educazione infantile nelle Casa
dei Bambini n na ce 1913. roguHe 1mojaBWIO U HEMAdyKO U3IAmHE T€ KILUTE
1oJ| HacJI0BOM ,,CaMOCTaJIHU OATOj Y paHoj Aeurjoj noou”. Jlase ce HaBoau
na je ox 1909. ronuae Mapuja MoHTecopu moyena oApKaBaTh T€4ajeBe Kao
yBoxl Yy MoHnTecopu MeTony. ,,Hakon npBor Teuaja y Pumy ycnemumu cy Te-
yajeu y Jlonnony, bapcenonu, [Tapuzy u Unauju” (Seitz & Hallwachs 1997a:
23). OunTo je 1a cy oBa JBa Iejarora y UCTO BpeMe Ha pa3IuuuTUM MECTUMA
pasBHjajie NOTIYHO MCTe MPHUHIMIE pajia, HApaBHO, IIpeMa MPEro3HaTIbUBOM
y3opy y Hauenuma [lecranonuja u @pebdena.

Kazna roBopumo 0 nH(GOPMHCAHOCTH HAIIUX TE€arora o JeliaBambiMa y
EBpomu, He MOXXEMO J1a He MPUMETUMO J1a ¢y ce y Boaehum nomahum yacomnu-
CHMa 4eCTO HaJla3uiii TeKCToBU 0 Jlankpo3 meroau. Heku o BUX Cy TOIUKO
adUpMaTUBHU J1a C€ CTHYE YTHCAK JIa je JOILIO J0 MoJjaraHor ocBemhuBama
W CXBaTama Jla Cy OBAaKBE METOJIE pajia Ba)KHE M BUILECTPYKO KOPUCHE, aKO
He u HeonxoxaHe. [onuHe 1922, y KBIKEBHO-MIOIUTHYKOM Yaconucy Mucao
y onesbKy benemnike, mTo Mo KOHIEMIMjH YacoOKca MOApa3yMeBa HEKY BPCTY
IpHKa3a, 00jaBJbEH j€ TEKCT MOJ HaclIoBOM ,,E. XKak-Jlankpo3: Puram, My3uka
u Bacriutame”. JJoHOCMMO )parMeHT OBOT KPaTKOT TEKCTa:

,,KOJIl Hac je pelaTMBHO TMO3HAT 3HAuaj PUTMA Y YMETHOCTH, a ariCOIyTHO
HETO3HAT 3a JIPYyIITBO, HAyKy W nenarorujy. [Ipodecop Konzepraropuje y
JKenerwu, E. XKak-/lankpo3 u3Heo je cBoje Hieje 0 PUTMHUIIM Ca TAKBOM CHa-
TOM, KOjy J1aje caMo Bepa. Y TPBOM JIeTy CBOje KalTUTATHE CTY/IH]C U3JIaKe
Kako Tpeba CIIylIaTd TOHOBE TJIACOBA, TPE HO INTO WX MOYHEMO HM3BOJIH-
TH; Kako Tpeba OyIUTH MHCIIM TIpe HO MITO CE MOYHY MPEBOJUTH HUXOBU
WHCTUHKTUBHHU W3JIMBH, KaKO Tpe6a CIIPOBECTH BaCMTAKC LEHTPATHUX
MOTOpa, KakKO YCIIOCTaBUTHU HCTIOCPEAHO OINMTCHC HAIIMX Yyjia U HAICT
nyxa. M kako je My3HKa jeiHa YMETHOCT Koja IIPOMCTHYE HETIOCPETHO U3
JKUBOTA, TO OHA MMa JIa CJIY)KH CBaK0] MaHU(ECTAIIM]JU KUBOTA. 3aTO je OHa
HEOIXO/IHa BacnuTamwy. Hemoryhe je u 1arbe BacnuTaBar Jielly, Kao IITo je
TO JI0 caJi OMJI0, YUCTOM arCTPaKIINjoM, Oalll OH/Ia KaJI y lbiMa JIPXTH CBAKU
namap Oynehu HBHXOBY MHIMBHAYaTHOCT. JIo JaHac je IIkoiia CBOjUM Iie-
JIaTOIIIKUM METoaaMa yOujaia Jeiry, JTaHac uX oHa MOXKe TIoAuhu U ojadaru
MY3UKOM, OXKHBJbaBajyhu v pa3Bujajyhu cBe jaue rojeiluHauHe puT™Me Jielie.
Camo mpexo My3uke, a moMohy putma, a 6e3 memaroruje u npogpecopeke
CYBOIIAPHOCTH Tpeba MpoOYyIUTH KOJI JICIC CABECT CBOjE INUHOCTH, Pa3BUTH
BHUXOB TEMIICPAMCHT U pUTaM MHAWBUYAJTHOCTH. Bure nero uKang yBI/Iha
ce Jla ce caMo MPEKO PUTMa MOXKE JIa YCIIOCTAaBU OJHOC JIyIa U JIyXa, MMOJ-
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CBECHOT U CBECHOT, U3Mel)y KBaJIUTETa UMarnHaluje 1 ocTBapema... Mysu-
Ka je jeJMHO BAaCMUTHO CPEACTBO KOja MOXKE Jla YCIIOCTaBH OTHOCE HAIIMX
HEpPBHUX CHAra M HallluX HHTeNeKTyanHux cHara” (Mangymmn 1922: 1085).

[Ipema HamiuM cazHawbuMa, y My3UUKHM LIKOJama y Cp61/1j1/1 je menece-
THX, LWIE3eCETUX U ceaMmueceTnx roquua XX Beka MoCTojao mpeaMer Pur-
MUKa, KOjH je KacHHje YKUHYT. Huje cacBuM jacHo 300T yera je jeaH Tako 3Ha-
YajaH ¥ MIPAaKTUYaH MPEIMET UCKIbYUeH U3 HacTaBe. JJoka3Hy TOKyMEHTaIu]jy
0 TAYHOM IEPHUOIY CIPOBOlEHa OBOT MpEeaMeTa Y MY3MUYKUM IIKOJIaMa Tpa-
KWK CMO 'y apXUBH 1IKoue ,,Mokpamwail” u'y ¢ponnosuma Haponne 6ubnmo-
teke CpOuje. Hucmo Moru aa mohemMo HH 10 KaKBOT MUCAHOT Tpara (crapu
HACTAaBHH NPOTPaMHM), [1a CMO T0JaTKe HOOHIIM O/l CTApUjUX Kollera u npode-
copa Koju cy Taj npeamet noxahanu. Pexosru npopecop dakyirera My3HyKe
ymernoctr y beorpany Ha Karenpu 3a congeho u mysuuky nezgarorujy Bepa
Munankosih o0jacHuia HaM je 1a je y beorpay y Mysuukoj mkon ,,CTaHKo-
Buh” mocrojao npeaMeT PutMuka, Koju je oHa moxalasna mesaeceTux roguHa
XX Beka y3 ocTaze mpeaMere npez[BHheHe MIPOTPaMOM 32 OCHOBHY MY3UYKY
LIKOJTY, aJTM J1a KOHIICTIIH]a MPE/METa, IOCMATPAHO Ca JaHAIIber NpodecHo-
HAJIHOT aCIIeKTa, HAje MMaJia MHOTO Bese ca JlanKpo30BUM NPHHIMINMA, KaKo
o6u ce ox Purmuke odekusano. IIpernocraBbamo Aa je ik TOT NpeaMeTa
Oro oHaj Ha Koju HaBOLM JIaNKpO3 TEXHKKA, O KOjO] CMO PAHMjEe TOBOPHIIH,
al J1a je crpooheme Omto Ha HEBOY amarepckor. Kako Bepa MHnaHKOBHh
Kaxke, ,,BUIIE je JTMYMIIO HA HEKY BPCTY pa3rndaBama y3 My3UKy (HHTEpB]jy
obaBsbeH 3. anpuia 2015. ronune).

VY rtekcty u3 1923. romune, Takohe u3 wacomuca Mucao, oI Ha3UBOM
,Om oBaruiohema mo obmactu”, CranucnaB BunaBep maje mpukas KoHIEepa-
Ta oApxaHux y beorpany Hexonmuko mecenu ynasaa. M3mely ocranmx, mo-
MUe (Majza He y HajooJbeM cBeTTy) Mary Mara3suHoBuh U y4eHHUIIE U3 HCHE
mIKosie ,,PUTMUYHEX urapa”, Koje cy nmpunpeMusie gac mo meronu JKaka Jlan-
kpo3a. ['oBopehn nasme o Jlankpo3oBoj MeToau, HABOAM 1A je ,,lIpe KPaTKOT
BpemeHa [lankpo3 onaprkao HU3 MpenaBama y EHIIIecko], mpen Hajlo3BaHUj UM
CTpyuHhalyMa BaclUTama MIAJCKH U Ja je ,,lberOB OLITPOYMHH HauuH J1a
pa3BHje CMHCAO0 32 PUTaM, KOOPAMHAIIN]Y, jJACHOCT pallMOHATHOT oBaruiohema,
JEIMHCTBO U3PA3UTOCTH y TIOKPETY” — MU3a3Ba0 JUBIBEHE ,,uMja je MOCIeIUIa
YBOIjeH)C PUTMUYHE TMMHACTUKE Y HIKOJIC, KA0O HCMUHOBHE KYJITYPHC TCKOBH-
He, o1 HeciyheHor BaciuTHOT nomammaja’ (Bunasep, 1923: 457). HaBoau jorn
na je y mkonama y Pycuju metona Jlankpo3 ob6aBesHa.

3axkmyuax

Kazna ce roBopu o0 memaroruju Kao CacTaBHOM JIeIy MOJAEPHE, yCTaBHE
Espone XIX Beka, 3HauajHO je uctahu TenaeHuuje ocnodahama negaromkor
npoleca 0] HAMETHYTHX TMOJUTHYKUX U TMEIAroIlKUX NMPHHIUIA aKTyelHe
BiacTy. TakBUM HacTojambHUMa OJUIHKYje ce neaaroruja ¢ kpaja XIX u nouyerka
XX BeKa, U TO KpO3 IIOMEHYTE LIKOJIE U BUXOBE OCHHMBadYe: MoJepHa LIKO-
na @panmucka Pepepa, Bannopd (Waldorf) mkone Pynonda Illrajuepa, Ca-
mepxun (Summerhill) Anexcannpa Huna, Montecopu (Montessori) Bptuhu
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u mkode. [lemarozn XIX Beka, Koju Cy yTpiH IyT HOBOj MEAArorHjH, YMHOM
BacCIuTamy, cI000THOM, HEKOHBEHIIMOHAITHOM, yIIOTPEOJFUBOM 00pa3oBamy,
nopen nomenytux Ilecramommja m ®pebema, Ounm cy u Joxan Dpuapux
XepOapt (Johann Friedrich Herbart), 3atum Mapke (Karl Marx) u Enrenc
(Friedrich Engels), Xep6ept Criencep (Herbert Spencer) u npyru. C 063upom
Ha TO J1a Cy, Kao IITO CMO Yy YIIOpenHoj Tabesin UMaly MPUWINKY Ja BUIUMO,
HAITM My3W4apy, KOMIIO3UTOPH U MY3HUYKH I1€1ar03M JKUBEIH U JeNIOBAIU Y
rOTOBO MICTO BpeMe KaJl U MHOTH €BPOICKH pedopMaTopH Meaaroruje, y 1o-
mahy negarorujy 6mio je moryhe yBecTu HeKe akCHOME ,,HOBE HIKoJIe” Tefa-
roruje. Jlok cy ce, mehytum, npodecronaran mysudapu y Cpouju ¢ Kpaja
XIX n y XX Beky Oopuiu 3a HajOOJbH, HAajTAaUHUjH, HAJIPAKTUYHU]U HAYUH
MY3HYKOT OIIMCMEaBama, 0TI cy ce y 3amannoj EBporu nenaro3u 6aBmim
aTpuOyTUBHUM MOCTYIIMMA, IPOLIUPUBAIIH Cy MocTojehe cucteme TUMe IITO
Cy Ce€ KOHIICHTPHUCAIH Ha Cy0jeKT, OMHOCHO, JIETe, U3 YMjUX Pa3BOJHUX CBOj=
CTaBa MPOUCTUYE METOICKH KOHCTPYKTHBH3aM. JleTe je HajOMTHHjH €0 CBaKe
HeJaroIIKe METOIE.

Cprcka mefaromika rnpakca je pesiaTHBHO KpaTKa y OIHOCY Ha €BPOIICKY.
[Tocmarpajyhu nepuon oz jenHor 1 1o Beka U ipel)eHu My T 071 Kpu3e U HeCTaOouII-
HOCTH Ha CBUM JPYIITBEHUM H KYJITYPHO-OOpPa30BHHM HHUBOHMMA, y IOCJIEIHO]
TEXKHH 32 TPAAUIIMOHATTHUM Ipeno3HajeMo 00pOy 3a HaIlMOHAIHU UACHTHUTET, O]
yera He Tpeba ofcTynaTH. YBohewe CTpaHuX yuerma ¢ HO3UTUBHUM UCXOIUMa, Y
TpaJIOHAIIHE, ToMahe MeToie MOXe ce OCMaTpaTy Kao Be3a arpuOyTHBHUX
NEJaroIIKNX HJeja ¢ HAMOHAIHOM METOJOJIOIIKOM KOHCTPYKIIM]OM, OIHOC-
HO, Kao JIOIyHAaOCHOBHO] METOJICKO] 0a3H, IOJl YUMe IOpa3yMeBaMO HEKY OJl
yoOn4ajeHnx MeTojia onmucMemaBama. ¥ CpOuju cMo JaHac, Ha M0JbYy HACcTaBe
condeha, TOCTUIM TO Ja ce y3 BEIITHHE HEONXOIHE 33 CaBJIA/IaBambe TauHOT
ona)kamka U TEUHE PENpoAYyKIIHUje, 3a pa3Boj My3HMUKOI MMIIBEHA U My3UKal-
HOCTH KOPUCTUMO M HayKama Kao IITO Cy NICUXOJIOTHja U MeAaroruja, kKoje oMo-
ryhaBajy mmpe camiefaBambe U e(pHUKacHHje pelaBame ofpehennx mpobdriema.
[Toctoje TenaeHIMje yBoherma MHOCTPAHUX MENAroKiuX HEMY3HUKIX METOa y
noMahu Mozaen My3udkor oopaszosama (Ilapesanosuh 2016). TexoBune cpricke
My3HUUKe MeJaroruje u Meroja y Hacrasu condeha, creuene nocsehenum pa-
JIOM CBHX ITOMEHYTHUX CPIICKUX MY3HUYKHUX TeIarora, KOMIIO3UTOPa, My3UIKUX
KpUTHYapa, orliefajy ce y ToMe mro je nomaha npakca, Oynyhu na je Hactana
npeHomemeM gocturayha 3ananne EBporie, ycnena ga ouyBa yTuIaj Tpaau-
IIMOHAJHOT (ymoTpeba MeTo/e 3a onucMemaBamke Muonpara Bacusbesuha Ha
HAapOAHUM OCHOBaMa, ajll He YBEK U CBYTJE), Majia O 3a Mpakcy MOXKeJHbHO
OuJI0 11a je Taj yTULaj, y HEKOM JIpYroM, UpeM oOIKKY, jour Behu.
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Kristina Parezanovic

THE ORGANISATION OF SOLFEGE PEDAGOGY IN SERBIA FROM
THE SECOND HALF OF THE 19 th CENTURY UNTIL TODAY —
ACHIEVEMENTS AND ATTAINMENTS

(Summary)

This research focuses on the development of art music, music pedagogy and teaching
solfége in Serbia in the long period stretching from the second half of the 19" century until
the present day. In this article I present a chronology of the institutionalisation of the
music education system in Serbia; then, I discuss the origins of the influence of Western
European artistic-pedagogical practices on Serbian teaching, through the testimonies by
Stevan Hristi¢, Berthold Hartmann, Miloje Milojevié, Stanislav Vinaver, Milan Grol and
others. I finish with the presentation of the most important Serbian music pedagogues and
their achievements in the period before World War II (Stevan Stojanovi¢ Mokranjac, Isidor
Baji¢, Miloje Milojevié¢, Miodrag Vasiljevic) in parallel with the results and practices of the
Western European and global music pedagogy. My goal is to observe Serbian approaches
to music pedagogy in relation to the question of the possibilities, realistic or hypothetical,
to use the educational principles which were in expansion in Europe at the end of the 19
th and beginning of the 20" centuries in Serbian music pedagogy. After examining the
methods of teaching solfége in the period from the end of World War II until today, I
conclude that Serbia has developed its own pedagogic style (even though it is based on
the complementarity of several autochthonous and foreign methodical solutions), built
upon and supperted by the experience and knowledge of Serbian and foreign attainments
in music pedagogy.
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Abstract

In this article I analyse the context and features of resemantized tonality, his-
torically linked with the first half of the 20" century. The renewed interest in
tonality occurred after the crisis of tonality — the system that prevailed in mu-
sic until its ‘collapse’ in the late 19" and early 20" century. The consequence
of the crisis was the emergence of atonality, as well as different tonal idioms
which are here collectively referred to as “resemantized tonality”. This reac-
tion led to a whole series of works based on the concept of linguistic-stylistic
resemantization in the context of modernist expression. I will discuss some of
the basic characteristics and linguistic strategies of the resemantized tonality
that have established it as an autochthonous linguistic-grammatical system.
Furthermore, I will analyse two highly illustrative works: Sergei Prokofiev’s
Symphony No. 1 Classical and Paul Hindemith’s cycle of solo songs The Life
of Virgin Mary.

Keywords
Major-minor tonality, resemantized tonality, chromatic tonality, crisis of tonal-
ity, generalization, neutralization

Tonality of the 19" Century and Resemantized Tonality

The phenomenon of the ‘restoration’ of tonality in the first half of the twen-

tieth century could be understood as one of the responses to the crisis of tonality
that had occurred in the late nineteenth and early twentieth century. Jim Samson
aptly described the state of tonality in Schoenberg’s early creative work:

“The ‘expended’ or ‘extended’ tonality of Schoenberg’s early compo-
sitions, on the other hand, evolved quite naturally from those traditions
and specifically from the long and distinguished line of succession within
Austro-German music. With an Hegelian sense of historical continuity he
regarded his musical language as part of a collective inheritance whose
evolution should follow a specific course, in a gradual acqusition and
consolidation of resources. The ‘secret programme’ of the Second String
Quartet, suggested not only by Stefan George’s poetry but by quotation
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from a Viennese street song O du Lieber Augustinalles ist hin, gives some
indication of the acute crisis engendered by the tonal suspension of the
quartet’s final movement. Schoenberg was well aware that any further ex-
pansion of tonality could lead only to an unequivocal rejection of the tonal
principle (Samson 1979: 2).

Although Schoenberg’s and Scriabin’s ‘atonal’ works apparently break
with the tonal system, such a state of language was only temporary. As it
seemed then, it was an obvious result of the final stage of evolution. However,
a temporary interruption of the tonal tradition actually represented a reaction,
but did not actually halt the evolution, because the context of the new tonality
of the first half of the 20™ century, among other things, included working with
the previously established resources of the chromatic tonality.

Dodecaphony and different forms of serialism, as autochthonous and
grammatically well-organized ‘language’ systems, also represented an answer
to the crisis of tonality. However, the same could apply to the occurrence of
what [ have called resemantized tonality, based on the integration of linguistic
and stylistic patterns of the past. The term resemantization is borrowed from
Croatian linguist Aleksandar Flaker. He uses this term to refer to the shifting
meanings of texts. Flaker uses the example of Bertolt Brecht’s work to suggest
that the process of creating new values by means of reevaluating old ones is
legitimate: “The paradigmatic example of the resemantization of the tradition-
al texts is, obviously, Brecht’s work: for him, a new use of the old was more
original than discovering something supposedly new” (Flaker 1984: 44). In
this article I use the term resemantization to highlight the changes in meaning
in musical language; this is the first instance of the appropriation of this term
in the domain of music theory.

The expansion of tonality in Romanticism was not part of a particular in-
tention towards the quantitative growth of linguistic means as an end in itself.
Also, during this period — although from a certain temporal distance it does not
seem so — there emerged a distinct individualization of linguistic idioms. The
goal, however, was to express a certain type of content e.g. drama — by using
chromatics; poetry — by means of diatonic harmony with a frequent excursion
into the subdominant sphere; pastoral — by ‘freezing’ chord changes, etc. The
pairing of the language and highlighted aspects of content in Romanticism
comes to life; the goal is to achieve unique combinations. In the tonal music of
the first half of the 20" century, however, the synthesis of languages and styles
occurred, leading to the creation of a single modernist language system — re-
semantized tonality. This system is based on an essential relationship between
the referential relation and the semantic potential of the language of music,
and consequently with the musical style, so that its entirety rests on a triple
basis: language—style-meaning. These elements will be interconnected with a
key assumption being the resemantization of the tonal language of music in the
works written in the first half of the 20" century. The complex question of the
musical language of this period, considered through its referential relationship
to the traditional musical-linguistic phenomenon of tonality, has rarely been
comprehensively investigated. On the other hand, numerous studies have con-
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sistently studied linguistic systems, especially in the first half of the century.

In the period of late Romanticism, due to a total chromatization of the
language, the creation and resolution of tension within the tonality became
more relative, and the contrast between the major and minor keys also gradu-
ally disappeared. Chromaticism also applies to all types of chromatic relation-
ships between chords and/or keys separated by the third interval. Although in
comparison to early Romanticism tonality is weakened by the abundance of
chromatics chords and various types of enharmonic changes, it is still a strong
enough system and the stability of tonal gravity is not jeopardized.

The origins of the modernist conception of tonality can be observed in
the following characteristics: first, in absolute chromaticism, whose most ex-
emplary form is found in Richard Wagner’s works. The process of total chro-
matisation announcing the collapse of tonality started in the late Romanti-
cism. As Ludmila Ulechla observed: “Tonal centres were reached which only
had a chromatic relationship with the starting tonality. In Wagner's works, the
length and scope of operatic form required a wandering tonal scheme, which,
at times, covers the entire chromatic spectrum” (Ulechla 1994: 39). For the
first time, the language system begins to lose such a purely expressive feature
as the possibility of creating meaning through the alternations of contrasting
elements arising from within the language itself. The ultimate consequence
was the contrast of more or less chromatized sections, a phenomenon that
will be transformed into the colouristic contrasts of modernism. A further con-
sequence was the dissolution of the language system called tonality and its
ultimate negation, atonality. From the second half of the 19" century, another
phenomenon led to the modernist notion of tonality, although it was entirely
within the scope of expressive means of this stylistic epoch:

“An especially increased interest in the music of the 18" century can be
seen in works such as Liszt’s piano transcription of Mozart and Gregorio
Allegri in the composition Ala Chapelle Sixtine of 1862, or in Grieg’s
Holberg Suite for piano and string orchestra of 1884. The crisis of tonality
eventually led to a growing necessity to refresh existing musical language,
and thus, as a result of the Romantic striving for originality and unique-
ness, the already known tonal models from the past closely connected
with the extra-musical contents came into use” (Tepari¢ 2007: 125).*

For example, in the first movement of the Serenade for Strings in C major
Op. 48 by Pyotr Ilyich Tchaikovsky (1880—1) the composer uses remarkable
references to the period of Classicism. His evocation of earlier styles is part
of an abstractly imagined content, which is obvious in the title of the first
movement Sonatina, showing a typical romantic nostalgia for the past, in this
case for the gallant 18" century. The first theme of the Sonata for violin and
piano No. 3 in D minor Op. 108 by Johannes Brahms demonstrates a strong
capacity of the Romantic musical language to absorb tonal models of the past
—in this case, the Aeolian mode in d and Phrygian cadence. The application of
expressive means from the past, essentially incorporated into the framework
of the aesthetics of Romanticism, has rarely been considered in the light of
its modernist potential; music theorists have often overlooked it in favour of
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chromatic procedures.

One of the modernist responses to the breakdown of tonality is reseman-
tized tonality. It is a language system that is built on the foundations of the clos-
est connection of language with style. In contrast to the tonality of the 19" cen-
tury, whose eventual linguistic-stylistic references are fully absorbed within the
framework of the already well-established system, resemantized tonality treats
semantic references as integral parts of its grammar. Therefore, it seems most
appropriate to conduct a semantic examination. The meaning is, after all, one of
the central themes of musical aesthetics of the 20" century, as alleged by Edward
Lippman: “Related to the fascination with form is the twentieth-century interest
in meaning, which has doubtless been the chief object of speculation in our mu-
sical century. For good or for ill, it has largely replaced older philosophical and
aesthetic concepts such as beauty, imitation, expression, and content” (Lippman
1999: 352). Some semiotic theories, insisting on the application of linguistic
principles, place music analysis at the centre. Every conception inevitably rests
on the meaning: “Without semantics, the world of reality would be a seamless
continuum inaccessible to perception, knowledge, or understanding” (Monelle
1995: 93). A special feature of resemantization is that, because of its dependence
on the context, it does not study the relationships between musical signs which
are absolutely specified conceptually. Apart from what it explicitly indicates, a
piece of music also involves a series of non-explicit signified social, cultural,
psychological factors, whose meaning changes from epoch to epoch. Reseman-
tization is specific to the extent that it takes into consideration the fact of style
and its relationships with the language.

In the 19" century, the notion of extra-musical was opposed to ‘natural’
musical, that is, to ‘pure music’. This division tried to fix the opposition be-
tween the ‘musical’ and ‘extra-musical’ as immutable categories. Therefore,
it implied that the aesthetic sign of music did not possess multiple features,
i.e., by this conception music could be conceived as a system in which the
‘marked’, unchangeable signs alternate with ‘free’, absolute music features,
devoid of signs. The question of meaning in romanticism will be mentioned
briefly in order to assess what the perception of meaning of the first half of the
20™ century is, set against the preceding era. Many authors have written about
the aforementioned dualism. Eduard Hanslick differentiates between the con-
tent and form in the following way:

“An inquiry into the ‘contents’ of musical compositions raises in such
people’s minds the conception of an ‘object’ (subject-matter; topic) which
latter, being the idea, the ideal element, they represent to themselves as
almost antithetical to the ‘material part’, the musical notes. Music has, in-
deed, no contents as thus understood; no subject in the sense that the sub-
ject to be treated is something extraneous to the musical notes™ (Hanslick
1891: 162).

Dahlhaus considered the music of Romanticism to be programmatic,
but only if one takes into account its metaphysical nature: “In other words,
whereas music, in the form of church music, used to partake of religion as re-
vealed in the ‘word’, it now, as autonomous music capable of conveying the
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‘inexpressible’, has become religion itself” (Dahlhaus 1989: 94). Of course,
the suppression of this ‘metaphysical’ direction that Dahlhaus talks about
occurs in the music of the first half of the 20™ century. This is particularly
the case if we take into account the composition techniques based on some
predetermined tonal systems that exclude to the greatest possible extent
every kind of meaning, apart from that which would concern purely musical
qualities, such as dodecaphony and serialism. In this sense, in connection
with Anton Webern, Mirjana Veselinovic-Hofman states: “Webern, in fact,
points out that the musical ideas are formulated by musical laws of which
the highest one is clarity” (Veselinovi¢-Hofman 2007: 56). At this point one
could mention a series of assertions by different authors who would confirm
a completely different aesthetic direction of music of this epoch. Clarity, in
this particular case, is certainly a parameter that indicates a tendency de-
void of a metaphysical sense, as something that comes from the nature of
music itself. It is similar to the form, within which Stravinsky recognized a
meaningful part that the style brings forth: “Form is borne out of the tonal
medium, but each medium so readily borrows forms that were developed by
other media that the mingling of styles is constant and makes discrimination
impossible” (Stravinsky 1947: 42).

Given the fact that this article deals with music based on complex rela-
tionships of tonality with old styles, one might say that in these examples the
musical form is shrouded with the content of style, which in itself refers to
a meaning. The meaning could be considered dependent on the conventions
of a style, but also a variable one in terms of openness to infinite interpreta-
tions. Thus, a system is supposed to exist that would preserve in a coherent
way all meanings to which certain structures are associated. This is why
Robert Hatten, who regards style as a system of symbols, talks about the ne-
cessity of correlation between sound as an acoustic phenomenon and mean-
ing: “[it] is tied to the correlation of oppositions and sound structures with
oppositions in meaning structures, producing the more sophisticated kind of
iconism [ hinted at earlier” (Hatten 1995: 378). It is obvious, then, that there
are two levels, two planes: one concerns the syntax and traditional form, the
other concerns the meaning. I should, however, assert that this opposition is
part of a single system, and that one without the other does not produce any
meaning; hence the methodology of resemantization requires observation
only in unity, in which none of these aspects is seen a starting point. Other-
wise, the resemantization could be examined only on the basis of syntactic
replicability, which is not possible:

“To believe that a linguistic semantic description of language is possible,
is to believe that it is possible to add meaning to any statement, or more
meanings if it is ambiguous (of course, with no denial that this mean-
ing can subsequently be either influenced or specified by the situation in
which it is being used). It also means that it is possible to calculate the
overall meaning of a statement by knowing the meaning of semantic units
(words or morphemes) that can appear in it, and syntactic relationships
that connect them [...]. But if the semantic combinatorics is necessarily
taken as a point of departure of the syntactic organization, many linguists
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think that it is only a starting point, that it provides only indications. This
implies not only that the semantic relations are defined differently from
syntactic relations, that they have their own content, but, above all, they
cannot be placed in direct correspondence with the syntactic relations,
the two networks do not overlap, that there may be a relation of one type
without a parallel relation of another type. In other words, semantic com-
binatorics as much as it relies on syntactic combinatorics is not its simple
reinterpretation™ (Ducrot-Todorov1972: 375-6).

I have based the analytical method of resemantization on several assump-
tions. An examination of the relationship between language and style is de-
rived from semantics, the linguistic science of meaning. The two basic seman-
tic settings, contextual and structural, should be viewed in unity. The context
of resemantized tonality refers to the ‘old’ styles. They become part of the
structure, i.e., all linguistic and stylistic signs of the past become parts of the
signifier. As is the case of any semantic examination, it is possible to examine
meaning at the level of a statement, the interaction of signs, not at the level of
a sign. The sign has referentiality and it is understood to possess transcendent
properties. With regard to the fact that resemantization implies the indivisi-
bility of the structure of content, an approach that involves a methodology of
study based only on grammar or on content would not reveal the strategy of
language and style interaction.

Analysis of Resemantized Tonality

The exposition of the first movement of Prokofiev’s Symphony No.1
Classical (b. 1-19) is a good example of linguistic-stylistic resemantization.
The signs that refer to early classicism are diatonic and harmonic movements
based on tonal relations. The context of literalism is underlined by the orches-
tration of a due, with the division of strings and an emphasis on woodwinds,
as is the case in early Haydn.

In the first three bars of the first movement (fufti orchestra) the tonic
triad of D major is resolved, followed by an emphasized scale movement
in the strings, harmonized by the basic functions of D major. Modulations
to B minor (b. 7), C major (b. 10), A minor (b. 15) and a return to D major
sound like tonal inflections, and thus are produced in a different way from
the modulation flow with frequent changes of a concert style tonality that the
first theme refers to. The reason for this lies in the fact that Prokofiev uses
the modulations in an extremely simplified diatonic tonal language, empha-
sizing only the main functions. Thus, for example, the occurrence of the VI
degree of D major (b. 7), coming after a dominant, does not lead to a further
progress within this tonality: an arpeggiated chord of the B minor tonic and
the appearance of A# easily divert the melodic and harmonic flow into a new
key. It is even more striking in bb. 1011, because subsequent to the III de-
gree of B minor (D-F#-A) a triad slides a semitone lower and the movement
continues in C major. A similar modulation is also in A minor in bb. 15-16,
(the dominant of C major is followed by the II degree of A minor wherein
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the tone F# is emphasized), and especially impressive is the entry into dom-
inant D major subsequent to the seventh chord on the III degree of a minor,
since it highlights the chromatic third resemblance. Such a procedure gives
emphasis to the final cadence, and such a treatment of modulation indicates a
specific type of expanding tonality. Prokofiev ‘stretches’ tonality by diatonic
means, and in that sense one speaks about the signs directly derived from the
well-known linguistic resources.

General signs of early Classicism include diatonicism, an arpeggiated tri-
ad as the basic thematic material, diatonic chord series, melodic movements of
scales and movements within the arpeggiated chord. Due to their pronounced
use and the ‘correction’ of the historically recognizable signs, the very tonal
stability is resemantisized. A similar effect was achieved in the 18™ century
by the same means but in a different way, by means of tonal series of diatonic
functions and by frequent use of cadenzas. Prokofiev’s tonal language seems
like a mosaic of tonal signs of the 18" century, which are constantly repeated
in different tonal spheres. Thus, Romanticism is bypassed by historical ref-
erences to this period and, simultaneously, Prokofiev activates a modernist
language system.

The relation between the first and second themes points to the funda-
mental tonal contrast of the tonic and dominant tonality (D major, A ma-
jor) that carries within itself a ‘baggage’ of the resemantized tonality. The
literality of the context set on the basic features also refers to the stylistic
contrast of the two themes. A motoric, almost concertante Haydnesque first
theme is replaced by the second theme that is similar in style, which clear-
ly indicates a dance character in the gallant style of the early 18™ century,
with a typical periodic structure and an accompaniment in the form of
arpeggiated chords.

Within a traditional formal framework we can again observe linguistic
interventions stemming from the marked signs of the stylistic complex re-
ferred to. In the first sentence of the period of the second theme (bb. 46-53),
one finds a variant VI degree of A major (submediant, bb. 50-51) interpo-
lated between the chords of a dominant and its secondary dominant, which
in gallant style could not be placed in this way. In the second sentence, this
same chord is used to modulate to C major (b. 58) so that later, the tonic
chord of C major is directly followed by the tonic of F# minor (b. 62). This
is the most naked form of a tonal slippage, which directly confronts polar
keys and polar chords (i.e. triads separated by a tritone). At the last moment
the musical course returns to D major in a manner typical of Prokofiev: at
b. 65, the subdominant of F# minor is followed by the dominant of A major,
which directly leads to the reappearance of the thematic material on the ton-
ic. The first and second themes contain identical types of modulation and the
flow of signs arising from the diatonic resources. The return to the original
key occurs suddenly and at the very last moment before the beginning of a
new section. In this way a new linguistic-stylistic context is reached that is
neither the same, nor contradictory. These methods, especially a frequent
use of ‘old’ signs, as well as small interventions within the structure of signs
themselves, make it possible to talk about an authentic linguistic structure,

57



My3ukonoruja 2016 11 (21) Musicology

in which references to the old styles are inserted as constituent parts of their
grammar.

Hindemith’s song cycle The Life of Virgin Mary (Das Marienleben) is a
kind of precursor of the theory of tonality introduced in his study 7he Craft of
Musical Composition [Unterweisungim Tonsatz], published in 1937. In his book
Hindemith examines the acoustic phenomena, chord structures and in general,
the ‘grammar’ of the ‘language’, which however, he did not consistently pursue
in his compositions. At the musical level of the cycle The Life of Virgin Mary
we observe a merger of two symbolic planes, the archaic/modal or pentatonic
sound of the melody and a vertical which is entirely modernist and thus com-
pletely alien to the context of the Middle Ages. By giving central importance
to pentatonics and modality, Hindemith delves deep into the layers of antiquity
without using the opportunity for coloristic effects — on the contrary, this feature
is systematically bypassed throughout the work. Specifically, the color scheme is
expressed by using the pungent, ‘gray’ sound, which aims at a restorative effect;
an ordinary listener is taken to an almost unknown and temporaly distant mu-
sical world that appears like a distorted echo resounding through the ‘familiar’
musical space. In this case, the resemantization brings together a purposeful lack
of expression of medieval music aesthetics of Western Europe, absorbed into the
framework of the modernist poetic process which, unlike Prokofiev’s procedure,
neutralizes historical references. Tonality and its previous postulates jointly rep-
resent a link that ultimately leads to the stylistic reinterpretation.

The first song of the cycle, The Birth of Mary [Geburt Marid] begins
with a quotation of the main melody of the second movement of the violin
sonata Resurrection [Die Auferstehung] by Heinrich Ignaz Franz von Biber
(bb. 1-7). Symbolically, it shows the dominance of the Baroque stylistic lines
that form the basis of compositional-technical means used in the cycle The
Birth of Mary. The aforementioned tonal concept is present in most songs, and
Bieber’s Gregorian theme, in accordance with the baroque dramaturgy of vari-
ations, can be observed in some other songs. Bieber’s tune from the aforemen-
tioned sonata is itself a quotation of the Gregorian choral Surrexit Christush-
odie. The beginning of this gradually-led melodic movement (the leap A-C
in bb. 3-4 is redeemed) is characterized by the perfect fourth with the highest
tone C and also a shift to the whole-tone leading tone (b. 2, b. 6). The melody
has a pentatonic basis, which is later confirmed by its elaboration in the vocal
section (from b. 7). It is harmonised by diatonic chords of the Phrygian mode
in B and the bimodality between Gregorian pentatonic melody in A and a har-
monic basis in B leads to the creation of harsh dissonant chord structures. The
main melodic line is developed from the chords formed on the basis of the
bass line (with different intervals formed from the lowest bass tone, with an
insistence on the intervals of perfect fourths and fifths). When the text (almost
always treated syllabically) meets the mode (with the partially marked signs of
pentatonics) it seems as if it comes to the realization of the unique meanings
of the rhymes and music. It indicates the restraint of the angels who are not
considered worthy to sing about the most joyful news, the birth of Christ: Oh,
what restraint it must have cost the angels going to suddenly burst into a song,
as one bursts into tears, because of their knowing; that this very night will
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witness the birth of the Mother, she who is destined to bring forth the Son, the
Saviour, who shall appear (Rilke 2011: 125).

In the final segment of the initial subsection, the piano part emphasizes
the meaning of the text that tells of the birth of the Savior’s mother. Here we
find the triad and tertian chords and tonal movement that up to b. 28 could be
regarded as in B (one should also observe an interaction with in Bb, bb. 24-
25). By means of an ascent of motoric passages these tertian chord structures
and a polyvalent tonal flow morph into a segment of full tonal ambiguity, up to
the chord that could point to a dominant chord in 4b (b. 33, G: DF). The next
section begins in G.

In the case of a temporary loss of tonality, a central position is given to the
secondary characteristics (motoric rhythm, pedal), representing the aspects of
partially marked signs. At the word one (einen), the passage movement with
the described melodic-harmonic direction, shifts the entire context to a high
level of resemantization. The one who shall appear (Christ), is signified by the
stable tonality in G. This finally confirms the principle on which every tonality
is based: the greater the degree of departure from the gravitational center, the
more impressive its later resolution. In this case, due to the aforementioned
tonal features, the secondary characteristics are not sufficiently distinct to be
identified, as is the case with the signs that appear in Prokofiev’s symphony.
Hence this results in their complete neutralization with respect to their possible
historical contexts. The merger of the horizontal and the vertical implies the
joining of two opposite elements, an archaic horizontal and a modern vertical.

Conclusion

The analysis of Prokofiev’s and Hindemith’s works points to an obvious dif-
ference between the tonality of Romanticism and the resemantized tonality of mod-
ernism. The grammatical organization of tonality is undoubtedly based on syntactic
rules. In the Classic-Romantic syntax the meaning and the place of any given sign
within the statement is precisely known and “harmony becomes a pnmary parameter
governed by full syntactic rules” (Meyer 1996: 19). There are signs that logical-
ly lead to the beginning and the end of a statement, and within this syntax certain
chords lead to the prolongation and extension of the phrase, which is well-known
to all who have ever conducted Schenkerian analysis. The betrayal of expectations
related to the order of exposition leads to the effect of a surprise, a change of prede-
termined meaning in the codified system of the major-minor tonality.

Late Romanticism brought about a complete relativization of the syntactic
order of tonality; prolongations are increasingly extended, and an already es-
tablished flow of the signs of tonality gradually disappears. Sometimes the syn-
tactic beginnings are blurred, while the endings are not clearly defined, due to
the disruption of tonal gravity. However, even the most loose syntax still relates
to the syntactic order of tonality, established as early as the mid-17" century.
The resemantized tonality, on the other hand, retains the syntactic rules gov-
erning the major key-minor tonality as well. However, these rules also include
linguistic and stylistic references. Therefore, linguistic rules in this case may
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be called syntactic and stylistic rules. The signifier in music, by all accounts, is
always an acoustic phenomenon, while the label of the signified, at least in Ro-
manticism, could encompass a specific content, references to the drama, poetry,
pastorale, fantasy etc. This relationship is disrupted in the resemantized tonality,
and linguistic-stylistic references are added to the acoustic, i.e. to the signifier.
Although this resemantized tonality is linked to the tonal major-minor system
by means of references, its grammatical structure is essentially different, hence
it can be regarded as anautochthonous linguistic organization.

In order for the method of the resemantized tonality to work, it is nec-
essary to fathom the essence of linguistic and stylistic relationships, i.e. to
identify and name common strategies of reinterpretation by means of which
a particular semantic constellation makes a meaningful statement. I have
identified the following reinterpretation strategies in Prokofiev:

* An intensification of the flow of old signs in such a frequency, which
could never have been possible in the old context;

* The sign becomes a fragmented whole in relation to the ‘original” context;

* Some features of the old sign disappear, and some are overemphasized.

On the other hand, the reinterpretation strategies in Hindemith are different:

» The ‘incompatible’ properties of different signs are connected into one
whole;

* What used to be the peripheral property of a sign in the old context,
becomes central in the new context;

» The ‘original’ characteristic feature of a sign is neutralized to such an
extent that it ceases to be recognizable.

These examples show that there are two types of linguistic-stylistic rese-
mantization: one is related to the imitation of a certain historically unequiv-
ocally imposed context, while the other one is related to the transformation
of disparate elements that become universal signs. I have labeled these two
basic strategies of resemantized tonality as generalization and neutralization
respectively. I have borrowed these terms from Joseph Strauss; however this
author uses them in a completely different context: namely, whilst considering
the structural properties of chords in the tonal works of the first half of the 20™
century, Strauss does not regard the language as a meaningful phenomenon,
but exclusively as a syntactic one (Strauss 1990: 18).

The activation of these two strategies works logically when the linguis-
tic-stylistic relationships of an imitated or transformed statement of the past
are positioned at the level of the signifier. They are located between the sig-
nified and the new meaning — there is a strategy which is a constituent part
of the modernist, resemantized statement. The reinterpreted linguistic-stylistic
signs of the past are part of the usual linguistic grammar of this period and
can be treated as its stylistic features. The competences of the modernist spir-
it, ready to revive the old practices in the modernist vein, move towards the
diverse and comprehensive forms of assimilation of the past, integration and
enrichment of previous practices. In the broadest sense, these basic strategies
of generalization and neutralization could be designated as the quintessential
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modernist procedures. Each one of them can be placed within the framework
of'a unique process of resemantization and point to the expression of two types
of treatments of modernism: adopting or annulling. Through the effect of the
aforementioned strategies, a tonal sign of any adopted style, in any combina-
tion, becomes an authentic modernist semantic value, the resemantized tonal-
ity, with its authentic grammar.
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Cphan Tenapuh

INTPEBA3SWJIAKEILE KPU3E TOHAJIUTETA:
PECEMAHTHN30BAHM TOHAJIMTET MOAEPHU3MA

(Pe3ume)

VKOJUKO Ce PeceMaHTH30BaHa TOHATHOCT [TOCMATpPa Kao ayTOXTOHH je3UYKH CHCTEM,
y OKBHPY HEOKJIACHIM3Ma Kao jeMHOT OJI MOAAIUTETa MOJCPHH3MA, OHJIA CE OHA yKazyje
jorr 60Jbe MHTETPHCAHOM Y TEHEepallHe TEHIICHIIH]e CBOje emoxe. 3HaueHme KOje Ce MOXKE
WITYATATH U3 TIEPCIIEKTHBE PECEMAaHTH3AIIH]€ jé UCTO OHO 3HAYCHE KOje HOCEe CEMAHTHUKE
YHIGEHULIC [TOBE3aHe Ca MOAEPHU3MOM yoImuTe. buio na ce paxy o cTapuM eleMeHTHMA Y
HOBUM (hopMama, WM O HOBHM €JICMEHTHMA y cTapuM (hopmama, Be3a ca mporuuionihy je
HEOIXO/IHA, & YHYTap e je Morylie ycrnocTaBuTy 6apeM jeiaH 3HaYCHCKH CerMeHT. Pacon
MOryhHOCTH je BeoMa LIHUPOK, O HOTIIYHOT MPUXBAaTamba JI0 MOTIIYHOT HErHparbha MPOIILIOC-
TH. AHAJIUTHYKA METOJ PeCEMaHTU3alHje je Takol)e 3aCHOBaH Ha OBHM Oa3MYHUM MOJIEp-
HHUCTHUYKHM IpeMucama. Kao Takas, OH Ipe/cTaBba ayTeHTUYaH OATrOBOp Ha KpU3y Koja je
HacTaJla yclel pacTakamba IPaMaTHYKOr CHCTEMa JYPCKO-MOJICKe TOHAIHOCTH. [IpumeHa
aHAJTMTUYKOT METO/la PECeMaHTU3aIM]je je MoKa3aia 1a ce pedepeHiie Ha crape CTUIIOBE
Haja3e y caMOM je3HKy, Ha HUBOY O3HauHTesha. [IpoydaBare OBOT (peHOMEHA MyTeM CTpa-
Terja Koje MoBe3yjy Tpu (DeHOMEHa, je3UK-CTWII-3Ha4Yerhe, Ipe/IcTaB/ba OPUTHHAIAH JI0-
NPHHOC pa3yMeBarby CTamba TOHAJIUTETA Y MPBOj MONTOBHHU X X Beka. Hexanalmbu TOHCKH
CHCTEM, Tj. TypCKO-MOJICKA TOHAJTHOCT, MOYKE C€ M3y4aBaTh ca CTAHOBHIITA JUXOTOMH]E, OJl-
HOCA je3rKa U CajpiKaja, jep Ha HUBOY O3HAYKMTE/ha HUKA PAHHU]E HECY MOIJIC Jla CE MIIYH-
Tajy CTHICKe Kapakrepuctrike. CucteM aypa U Moja OMo je TOIMKO YBPCTO MOCTaBIbEH, Jla
je cBaky pedepeHily Ha cTape CTHIIOBE MOABOIHO MO OKPHIBE CBOT CHCTEMA, TpeTHpPajyhu
OBY CTHJICKY pedepeHILy Kao JIeo caapxkaja, eBokanuje. JJoK je KJIacCu4HM CTUJI 3aCHOBAH Ha
JpaMaTypruji KOHQIMKTa KOjU CE YCIIOCTaBJba U3Mel)y TOHMYHOT M IOMUHAHTHOT TOHAJIH-
TeTa, MOXe ce pehn 11a je OHaj cerMeHT MOJIepHI3Ma KOju ce ,,Bpaha’ TOHANINTETy 3aCHOBAaH
Ha JpaMaTypruju Koja ce ocjiama Ha JIBE OCHOBHE CTpaTeruje: TeHepaau3allijy U HeyTpa-
nuzanujy. CXOmHO ToMe, 0Baj MOJICPHUCTHYKH MPaBall Ce YKIIana y OIIITE KapaKTePUCTHKE
CTUIA KOjU TIPOMOBHIIIC HAMET ¥ aMOMBAJICHTaH CTaB npema MpOILIOCTH, y3 MoryhHoCT
BCHOT MIPUXBaTama WK Herupawa. OBe JBe CTpareruje ce Mory I/IZ[CHTI/I(bI/IKOBaTI/I y 4u-
TaBOM Pa3godsby Mozieprm3Ma. OBaKO YBPCTO MOCTABJBCH CHCTEM, Ha YHjHEM OCHOBaMa je
pa3BHjeHa peceMaHTH3aLMja, NPHIaaa KOPIycy MOTYHHOCTH KOjUMa Cy c€ KOMIIO3HTOPH
OYIIMPAJIY KPU3U TOHAIUTETA U yjeHIbY]e 3ace0He JIMHIBUCTUYKE HIHOME Y jeJaH CUCTEM.
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Abstract

In this article I discuss the blossoming of musical life in Greece that begun in
1974, simultaneously with the growth of the debt crisis. Communist musicians
returned from exile and they were hailed as heroes while their music became
indispensible to pre-electoral gatherings. Connected to the return to democracy,
music and musicians became extremely important to politicians and loved by the
people, and were offered a substantial portion of the money that poured in from
the EU. Cold War cultural politics played their role in promoting avant-garde
music as well. In comparison, today Greece has a great number of excellent
musicians and the architectural infrastructure for the performance and study of
music, but these are concealed by the daily hammering of crisis news.

Keywords
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Crisis is both a modern Greek phenomenon and an ancient Greek word,
still used today. In modern Greek, the word has two meanings: 1) Crisis is
‘judgement’, which is identical with its ancient Greek meaning, and 2) Crisis
is what is understood by the recent Greek phenomenon, a time of intense dif-
ficulty or danger. The link to that transformation was made through Christian
theology and ‘the Judgement Day’, as indeed, the Day of Crisis (in the first
sense) will be a Day of Crisis (in the second sense) to many. This linguistic
transformation is, however, a pessimistic view of the Day of Crisis (i.e. the
Judgement Day), since a number of souls will not descend to Hades on that
day, but ascend to Heaven.

Attracted by this connection between the two meanings of Crisis and the
concealed optimistic half, it occurred to me that it could be applied metaphor-
ically to the subject of this article, which is Music and Crisis in Greece today.
To summarise the metaphor in advance: it was a time of Crisis in the first
sense (the Judgement Day) which brought about a Crisis in the second sense,
opening up at, the same time, the path to Heaven, a fact thoroughly concealed,
however, in our everyday intake.

Ten days before the conference Music and Crisis held at the University
of Nottingham, on 22 June 2015, where I read a paper “Music flourishing
in a declining society”, I presented a similar paper in Greek, with the poetic

1

romanoy(@otenet.gr

63



My3ukonoruja 2016 11 (21) Musicology

title “Orpheus in Hades”. This was at one of the events associated with the
research project Western Art Music at the Time of Crisis: An Interdisciplinary
Study of Contemporary Greek Culture and European Integration, conducted
by the Music Department of the University of Athens, with the participation
of Royal Holloway University of London, and directed by Professor of An-
thropology of Music, Pavlos Kavouras. All the speakers at that event were
Greek, and a majority of them were not involved with this project. The partic-
ipants in the project, a victim of the Crisis itself (because the funding for that
project was severely and unexpectedly reduced) have publicised, mainly in
the social media, a lot of interesting facts about Western art music in Greece
since 2008 — the year when the recent economic collapse occurred. A most
comprehensive product of their research is the 26™ volume of the periodical
Polyphonia (Spring 2015), dedicated to the project, the title of which is also
that of the introductory article by Pavlos Kavouras (2015). Doing a very gen-
eral classification of the articles of this special issue, one observes that the
authors that stick to the period 2008-2014 present their findings as a posi-
tive exception to a generally negative picture. Thus, Katerina Levidou speaks
of the blossoming of Western art music festivals all over Greece (Levidou
2015), while Giorgos Manouselis singles out the quality and ethos, gained
through a new operational flexibility of the Ergon Ensemble, a new ensemble
for contemporary music, consisting of brilliant young soloists (Manouselis
2015). Besides the articles discussing theoretical and methodological aspects
of the subject (Samson 2015; Willson 2015), the remaining articles tend to
compare the dissemination of Western art music in Greece with its dissem-
ination in Western countries and explain the differences by looking into the
past (Hapsoulas 2015; Poulakis 2015; Kallergi-Panopoulou 2015; Fourlanou
2015; Mallouhos 2015; Vavva 2015).

The articles in Polyphonia, as well as the papers read during the all-Greek
conference mentioned above, solidified some of my opinions regarding the
events and the causes that simultaneously lit up Apollo’s lyre and deepened the
darkness of Hades in recent Greek history. At that conference, where all speak-
ers, being Greek musicians and musicologists, were persons in close contact
with contemporary Greek musical life, it turned out that almost everybody
else besides me was speaking about music in Greece being in Crisis (in its
second sense). It did not take long to realise that I was the exception because
I was the oldest one among the speakers, and as such, the only one who had
seen Orpheus’ lyre blast its light into the country. All the other participants
were born in that light (some being its rays, as a matter of fact). Most of them
tended to compare the present situation in Greece with some ideal situation
constructed in their imagination by their view of the environment in the West-
ern cities where they had studied. Speaking about Greece, they expressed their
experience of a country where university music education had numerous de-
ficiencies, orchestras had no decent facilities for rehearsals, and institutions
for musicological research (archives, digitalised or not) were unorganised and
extremely difficult to gain access to.

However, I spoke of my experience of a country where university music
education, as well as decent conditions for performers and basic foundations
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for musicological research (archives digitalised or not) did not even exist. My
own experience of the situation was that it had all appeared in the past few
decades. Musical life flourished very quickly; it brought together famous mu-
sicians with unknown talents dispersed throughout the country; and it turned
Greek music and musical life into one of the most qualitative, admirable, pro-
ductive and successful fields of modern Greek culture.

It is obvious that an important coefficient here that permits a clear view
is time. Depending on the time, one may decide what is the standard situa-
tion (the canon, as is often called), and if what we live today can be seen as a
qualitative ascent or descent. It is true that the musicians born in the light of
Orpheus’s lyre playing, have seen part of their income, and much of their opti-
mism and certainty for their professional future, fade away during the last five
or six years. Therefore I have chosen to present here the blossoming of musical
life in Greece, which includes the broad dissemination of Western art music,
for the first ever time in the country. This blossoming originated together with
the recent economic Crisis and out of the same political developments — and
their psychological repercussions.

The crucial period for the blossoming of musical life in Greece was from
1974 to the beginning of the 21™ century. Summarised, the events and causes are:

 the fall of the colonels’ junta in 1974, and the amnesty given by post
dictatorial governments to all communists and leftists for the first time
ever after World War 1II;

* the Cold War cultural policies and the exception that was Greece in
the Balkans;

* QGreece’s 1981 entrance into the European Union (1 e. European Eco-
nomic Community), and the money that came pouring in Greece from
the EEC/EU, before and after the euro replaced the drachma in 2001.

Musical education in Greece had begun with a spectacular growth after
the fall of the colonels’ junta (1967-1974). Music had a prominent role in the
return to democracy and the rebirth of the political parties, while the repatria-
tion to Greece of musicians with a heroic past and leftist ideology had a strong
popular impact. The colonels’ junta was the last dictatorship in 20" century
Greece; its task was the same as that of all previous dictatorships — to wipe
out the communists from the country. The way communists had been treated
before and after the junta’s fall was decisive for the growth of most evil and
good after that date. Communists had been greatly victimized up until then.
Marc Mazower presents impressive facts concerning the striking antithesis
between the post-war fate of Greek communists and the fate of Greeks who
collaborated with the Germans, and of German and Austrian war criminals in
Greece. The latter enjoyed public positions, fame, prosperity and a dignified
life, while the former were exorcised, imprisoned and tortured, impoverished
and humiliated, until many decades after the end of the Civil War (Mazower
1994: 405406). A most impressive example is that of Kurt Waldheim, a sus-
pected war criminal in Greece according to a UN commission, who was none-
theless elected and served as Secretary General of the United Nations between
1972 and 1981 (Ibid: 406).
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The vindication of communists was exceedingly generous. It was awk-
wardly exploited by some of the post-dictatorial elected governments and by
their voters in a continuous give and take that grew into a vicious circle, even
today continuing its, albeit declining, course. Communists were offered re-
spected professional positions (in the state academy etc.), and other means
to lead a prosperous life. The results were a multiplication of ‘communists’
over the country, and a carelessly growing debt. It is noteworthy that some
real communists, who had lived through the sufferings of deportation and im-
prisonment, abstained in disgust from these governmental offerings, as they
realised the immoral ‘games’ in their distribution, and valued their dignity best
(Michagl 2003).

Before becoming the most efficient subject for populism, communism
had been the ideology of the young and the progressive; furthermore, it had
been closely related to the music that had encouraged acts of resistance and
revolt. A key personality was the communist composer and politician Mikis
Theodorakis. His music, although forbidden by the dictators, was heard from
loudspeakers during students’ revolts, multiple times in the law school and
in 1973 in the polytechnic school. In the elections of 1974, music was more
important than speeches, being associated, as I have said, with the return to
democracy and the re-organisation of political parties. Music was the pro-
tagonist. Pre-electoral speeches were, in essence, music festivals. In order to
compete with the ‘United Left’ — a coalition of leftists, of which Mikis Theo-
dorakis was a candidate — all other political parties got or fabricated their own
composer. A party composer was considered indispensible, and in fact he was.
The composers of popular songs such as Manos Loizos, Yannis Markopoulos,
Thanos Mikroutsikos, Dionysis Savvopoulos, and Stavros Xarchakos gained
unprecedented popularity in the 1970s and 1980s thanks to their political iden-
tification, while others, such as Elias Andriopoulos, were actually established
through the generous support of the Panhellenic Socialist Movement (PA-
SOK).

The connection between politicians and musicians put into operation an-
other vicious circle, which heightened the (material) price of music, trans-
formed music making into a lucrative profession, multiplied the number of
professional famous musicians, turned composers and singers into the most
popular stars of the Greek publicity firmament, publicised the study of music,
and contributed to the carelessly growing debt. Antagonism was high between
political parties, TV channels, and even (this was new) between music schools
and conservatories, a great number of which had been newly founded through-
out the country to satisfy the great demand. The increase of guitar classes and
the creation of a very important Greek classical guitar school was character-
istic of the times, because many young people wishing to learn to accompany
their singing were trapped in the study of classical guitar.

But it was not only that sort of trapping that brought the dissemination
of Western art music in Greece at that time. Universal developments had pre-
pared that outcome. lannis Xenakis was another Greek composer who returned
home after the junta’s fall, and was welcomed as a hero. Concerts of his music
attracted massive audiences, ready to be enthused both by his leftist ideology
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and by the fame he had acquired in the West. His fame had benefited from
Western Cold War politics, to which culture was of great importance. During
the Cold War, Greece, the only Balkan country to be assigned to the Western
block after World War II, produced a number of avant-garde composers ac-
claimed in the entire world, such as Theodore Antoniou, Anestis Logothetis,
Yannis Christou, Michalis Adamis, Georges Couroupos, Georges Aperghis,
Kyriakos Sfetsas, and others. No other group or generation of Greek com-
posers has been so well integrated into Western music life. No other group of
Greek composers has been performed so often outside Greece. No other gen-
eration of Greek musicians had been offered so many scholarships to study in
the West. The majority of them were leaning to the left, as, indeed, one of the
early victories of the West was to steal the ‘progress’ from communism and
clothe it with capitalism.

Progressive young men were no longer those with leftist ideologies. Pro-
gressives were now those that contributed to and partook in the avant-garde
of the Western world. It seems as if the lure of the leftist youth stemmed from
the very first steps of serial music dissemination in Paris, as René Leibowitz
propagated the revived twelve-tone method to a progressive (i.e. leftist) read-
ership, relying on his friendship with Jean-Paul Sartre (Deliege 2003: 52).
Leftist youth were effectively attracted by new artistic trends. Thus, Greek
musicians who had become famous in the West were upon their repatriation
received as progressives by people belonging to the entire political spectrum.

In the 1980s the foundations of music education were firmly established,
and so was the economic crisis. Investing in education and modernising its
structure was characteristic of the times. Beginning in 1981, during the first
governing period of the Panhellenic Socialist Movement (PASOK) led by An-
dreas Papandreou, a great number of new universities and departments were
created throughout the country. The topology of educational reforms was as-
sumedly calculated with a view to political gains. The fact is, nonetheless, that
thousands of inhabitants of marginal cities and small communities saw their
lives change radically and prosper, and many rural families’ desire to see their
offspring get a university education was made easier.

Music was one of the subjects introduced into higher education during
that period (Greece being the last country in the entire European continent
to introduce music in its tertiary education). In 1985 the Music Department
of the Aristotelian University of Thessaloniki was founded, followed by the
Music Department of the National and Capodistrian University of Athens, the
Music Department of the lonian University in Corfu, the Department of Music
Science and Art of the University of Macedonia, the Department of Audio
& Visual Arts of the Ionian University in Corfu, as well as the departments
of technical tertiary education schools: Music Technology and Acoustics in
Rethymnon of Crete, Technology of Sound and Musical Instruments in Lix-
ouri of Cephalonia, and Traditional Popular Music in Arta.

Even more numerous were the music conservatories founded all over the
country, among which there were several municipal conservatories where les-
sons were free of charge. This was in contrast to all other music conservato-
ries in the country, with the exception of the State Conservatory of Northern
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Greece in Thessaloniki, founded in 1914 on the occasion of the incorporation
of the city to the Greek state after the Balkan Wars. In 1988 the first ‘music
school’ was founded in Marathon, close to Athens. Today, there are forty-four
public music schools all over the country. These follow the program of sec-
ondary education schools, and give extra music lessons. Besides their obvious
work with talented children, music schools employ numerous graduates of the
universities’ music departments, a combination with undisputable dynamics.

In the 1990s, musicians who migrated to Greece from countries to our
north, made it possible to have new symphony orchestras or string ensembles
in numerous Greek cities, and to give autonomy to the existing orchestras (up
to that time sharing many of their musicians). For example, in Athens, the Or-
chestra of Colours (1989) and the Camerata (1991) were established. I should
note that, unlike what happened in those countries that had profited from So-
viet music education, in Greece music conservatories, which are commercial
enterprises, produced more pianists and guitarists than performers of sympho-
ny orchestra instruments. This lack was especially prominent in the strings
because wind instruments were traditionally studied in the Ionian islands’ phil-
harmonic societies (because the lonian Islands were under the Ottomans for a
very brief period of time and had developed a prominent musical culture, very
well connected and very similar to the Italian south), hence wind players were
good and abundant.

In 1991 Megaron, the Athens Concert Hall, was inaugurated, changing
radically the musical life of the capital, which was up to that point far better
prepared for summer festivals than for winter concerts. The Music Library,
opened in 1997, transformed the conditions of musicological research within
its splendid building. Other wealthy Greeks followed the example of the Ath-
ens Concert Hall, a private undertaking supported by the State. The Michael
Cacoyannis Foundation and the Onassis Foundation Cultural Centre began
to operate in 2010, and in 2016 the exquisite Stavros Niarchos Foundation
Cultural Centre opened to the public; it will house the National Opera and the
National Library of Greece. These cultural centres expand the cultural zone of
Athens in elongated radiuses, leading to inestimably positive social changes.
Similar developments have occurred in several other cities, most remarkably
in Thessaloniki.

This increase of excellent musicians and architectural infrastructure has
developed in parallel with inflation, debts to creditors, excessive consumption,
the gigantism of the State, redundant non-productive public servants, shocking
tolerance of immorality, and everything else that encompasses our daily pes-
simistic intake, which unfortunately conceals the spectacular illumination of
Greek musical life.
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Kemu Pomany

KPU3A ITPEKPUBA CBETJIOCT

(Pe3ume)

Y 0BOM pajty mprKasaH je mpousar MY3HUKOT )KHBOTA y I'pukoj y mocnenmsux HeKo-
nuKko gerieHuja. OH je, IO IIPBU MyT Y OBOj 3¢MJbH, 00yXBaTHO U IHPOKY JHCTPHOYLIH]Y
3amajHe yMETHHUYKe My3uke. Jlo mponBara je JOoIuIo HCTOBPEMEHO Kajlia je HacTyluwia u
€KOHOMCKa KpH3a, a IIOTEKa0 j& U3 UCTHX HOIUTHYKUX OKOIHOCTH U BbUXOBHX IICHXOJIOIL-
KHX MOCIIEANIA.

O0pa3oBame y cepu My3uke y [ pukoj moyesno je MHTEH3UBHO Jia C€ Pa3BHja HAKOH
nmaja pexumMa BojHe XyHTe (1967-1974). My3uka je umaina 3Ha4ajHy yJIOTY Yy TOBPATKy
JIEMOKPATHj! ¥ TIOHOBHOM paljamby IMOMUTHYKUX TTapTHja, JOK je BEJHKOT OfjeKa y Hapo-
Jly uMao mosparak y I'puky mysudapa KOJPI Cy Ce OIUIMKOBAIIM XePOjCKOM Ipouuiomhy u
JIEBUYAPCKOM I/I,Z[GOHOFI/I_]OM Bojua xyHTa je Onia mocieama TUKTarypa y quKOJ y XX
BCKY; lbCH LIUJb _]e OMO HCTH Kao U KOJI CBUX IPETXOAHUX AUKTATypa, 1a ,,O'—II/ICTI/I 3aMJby
o KomyHucTta. Jlo nmajga XyHTe, KOMyHHUCTH Cy NpeTpriesu OpojHe kpTBe. IhuxoBy pexa-
OWIUTAlM]jy Cy HaJlabe KOPUCTHIIEC HEeKe OJ MOCTAUKTATOPCKUX M3a0paHuX BIaJa U HU-
XOBH TJIacaul, y HENPECTAHOM JIaBaby M Y3UMamby, KOje ce IPETBOPUIIO Y 3a4apaH KpyT,
kpehyhu ce nctum myTem, nako cBe craduje, u 0 JaHac.

IIpe Hero IITO je MOCTA0 HajACIIOTBOPHHUJH HCKa3 MOIyJIHU3Ma, KOMyHH3aM je OHO
HJICOJIOTHja MIIQJIUX M HANPEIHUX; IITaBHIIE, OUO j& TSCHO MOBE3aH ca My3UKOM, KOja je
MOJICTHLIAJIA HETOBO HCIOJbaBalbe OTIIOpa U peBosta. KibyyHa JIMYHOCT y TOME OMO je
KOMYHUCTHYKH KOMIO3UTOp U nonutuyap Mukuc Teomopakuc.

Ha m36opuma 1974. roguae My3uka je Onina 3HaYajHHUja 07 peTopuke, Oyayhu mose-
3aHa Cca MOBPATKOM JEMOKPATHJH W PEOPTaHM3AIN]OM TONUTHIKAX MapTHja. 3aBHCHOCT
MOJIMTHAKE Ol MY3WKE CTBOPHIIA je JOIII jemaH 3a4apaHu Kpyr usmely monutudapa u my-
3U4apa: KOMIO3UTOpE U TeBave yUYUHMIIA j€ HAjTIONyJapHHUjuM ,,3Be3/1amMa’ y TPUKO]j jaB-
HOCTH, LITO j€ IPOMOBUCAHO y MPOyYaBarmby MY3UKE U JOIPHHENIO0 HEXajHOM PacTy Jyra.
Jannc Kcenaknc 6mo je jour jeman TpUKH KOMIIO3UTOP KOjHU ce BpaTho Kyhu HakoH maja
XyHTe B Ono JodekaH kao xepoj. OH je, 3ajeHO ca jOoIl HEKUM TPYKHM aBaHTAPIHUM
KOMIIO3UTOpPHMa, OMO NPU3HAT y YUTABOM CBeTy. ToMe je JolpuHesa MojIuTHKa XJI1a HoT
para, 3a KOjy je KyaTypa Ouja o BEJIHUKOI 3Hauaja.

Tokom ocamzeceTux roguHa XX BeKa [IOCTaBJbEHU CY UBPCTU TEMEJbU MY3UUYKOT
o0pazoBama 1 apXUTEKTypajHa HHPPACTPYKTYpa 3a My3HUUKa U3BOerma U My3HKOJIOIIKA
UCTpaXUBamba, ajli U TeMeJbU eKOHOMCcKe Kpuse. [loBehame Opoja M3BaHpEIHHX MY3H-
Yyapa OJIBMjaJio Ce IapajieIHO ca PacToM HMH(UIalMje W AyroBama IpeMa KpeIuTopuma,
ca IIPEKOMEPHOM ITOTPOLIKHOM, THTAaHTH3MOM /JIpikaBe, BUIIKOM HEIPOAYKTHBHUX jaBHHX
Clly)kO€HHKa, IIOKAaHTHOM TOJIEPAHLMjOM IIpeMa HEMOpally M ca CBHME OCTAaJMM ILITO
je JIOBEJIO 10 Ca/lallllber MeCUMUCTHYHOT PaCTIONOKeHha, KOje 3acemyje CIEeKTaKylapHy
OpHIBAHTHOCT MY3HUKOT )KHUBOTA.
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Abstract

Bearing in mind the position occupied by Yugoslav postwar music, in this
article I review certain compositional strategies implemented by Predrag
Milosevi¢ in his piece A Peasant’s Interview with a Foreign Journalist, by
means of which this modernist composer stepped into the field of socialist
realism. I will analyze the score in order to identify the most significant
compositional-technical strategies used by the composer. Further analyses will
encompass an interpretation of the piece with respect to the theories of socialist
realism, while a separate segment of this article will be dedicated to some
aspects of the relationship between this composition and writings published at
the time of its creation. I will then use these analyses to emphasize some points
in MiloSevi¢’s work where one can observe connections with the theoretical
output of his contemporaries, as well as with recent writings that focus on
understanding the place of socialist realism in Serbian music history.

Keywords
Predrag MiloSevié, peasants, lied, socialist realism, communism, Yugoslavia,
USSR

Introduction

The goal of this article is to investigate possible connections of the art
song A Peasant’s Interview with a Foreign Journalist by Predrag MiloSevi¢?
with theories and ideas related to the issue of socialist realism in Serbian music

1 milanmuz@gmail.com

2 Predrag Milogevié¢ (Knjazevac, 1904 — Beograd, 1988) was a Serbian composer, conductor, pianist,
pedagogue and music writer, and member of “Prague group” of composers educated in the interwar
period in the Czech capital. His opus comprises a small number of works, almost all representing
the cornerstones of national musical history (e.g. Sonatina for piano (1926), String quartet (1928),
and Sinfonietta (1930)). Neoclassicism within (moderated) modernism is the most common
stylistic determination of his works. Hence Melita Milin observes that “Among all Prague students,
only Milosevi¢ displayed a strong affinity with neoclassicism” (Milin 2006: 109); while Vesna
Miki¢ observes that “Milosevi¢ pioneered compositional techniques of moderated modernism/
neoclassicism, while rejecting the subjectivity of late romanticism, and he advocated the sphere of
historicist modernism” (Miki¢ 2009: 107). However, I will argue that he was also influenced by the
idea of socialist realism in the late 1940s.
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and art in general. First of all, 4 Peasant’s Interview with a Foreign Journal-
ist will be observed in the light of the social context within which the piece
originated, especially in relation to political-aesthetical writings published in
the magazine Muzika (Music) — an official newsletter of Yugoslav Compos-
ers Union.> Following this segment, I will present an analysis of the score,
pointing out some significant musical gestures in relation to the harmonic and
formal structure of the piece. The goal of this analysis is to show the unusual
complexity of the musical language of this piece, written in the period during
which a simplification of contemporary art was demanded and expected. At
the end of the article, I will consider the position of the work in relation to
the theories about socialist realism by contemporary authors such as Mirjana
Veselinovi¢-Hofman, JeSa Denegri and Misko Suvakovié.

Yugoslav Context of the Late 1940s

Predrag MiloSevi¢’s song A Peasant’s Interview with a Foreign Journalist,
with the lyrics by Gvido Tartalja,* was published in 1949 (Milosevi¢ 1949) the
very year of the shift from the Soviet to a specifically Yugoslav paradigm of a
socialist society. The Tito-Stalin split® that had occurred the previous year came as
a surprise for many, since Yugoslavia was, until that moment, known as the most
dedicated follower of the “Soviet way to communism”.® Also, during that year,
very turbulent events occurred regarding music and socialism in the USSR, result-
ing in one more great purge of famous composers. Documents and reports about
these conferences and meetings were published in Yugoslav musical newspapers
and inspired polemics and decrees, while influencing many composers’ activities.’

3 Published between 1948 and 1951, this magazine played a crucial role in the Yugoslav postwar
music, even though only five issues were published. Its Editor-in-chief was Oskar Danon, while the
Editorial board consisted of Predrag Milosevi¢, Stana Puri¢-Klajn and Mihailo Vukdragovié. The
contributors to this magazine were numerous famous composers and writers on music of that time,
such as Nikola Hercigonja, Pavle Stefanovi¢, Petar Bingulac, Jovan Bandur.

4 Gvido Tartalja (Zagreb, 1899 — Belgrade, 1984) was a Serbian poet, best known for his contribu-
tion to literature for children. During the 1920s he was among the writers who adopted a modernist
orientation; however, immediately after World War II, Tartalja published several works strongly in-
fluenced by socialist realism, such as Radost za taj dan (Joy for that day, 1945), Zore (Dawns, 1945),
Beli grad (White City, 1946), Pesma o pruzi (A Poem About the Railroad, 1946), Udarne brigade
(Striking Brigades, 1946), etc (cf. Konstantinovi¢ 1983: 117-140). The composer Jovan Bandur
also set one work to Tartalja’s lyrics dedicated to the rebuilding of the country — a cantata Raspeva
se zemlja (The Land Begins to Sing, 1949), a part of his famous trilogy Partizanska rapsodija (The
Partisan Rhapsody), written between 1947 and 1949.

5 “Tito-Stalin split” is the term commonly used to refer to the conflict that occurred in 1948 between
the communist party leaderships of Yugoslavia and the USSR, represented by their general secre-
taries Josip Broz Tito and Joseph Stalin. Tensions between Yugoslavia and the countries of the
Informbiro resulted in purges within the communist party and the exclusion of Yugoslavia from the
Soviet-allied states (from 1955 known as “Warsaw pact” or formally Treaty of Friendship, Co-ope-
ration, and Mutual Assistance).

6 Muzicke novine were published in Zagreb at the time and had a regular column entitled Sovinform-
biro dedicated to the news on Soviet music.

7 Details about the Soviet influence on Yugoslav music are presented in Credanosuhi 1949: 41-54.
Also, important decrees from congresses and meeting were published in translation from Russian to
Serbo-Croat (Anon. 1948(a): 98—100; Xpewukor 1949: 1-15).
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The Kingdom of Yugoslavia before World War II had mostly been an
agricultural country, and after the war ended there was not much left besides
the physical labor of the workers’ minority and a vast population of peasants
(Petranovi¢ and Zecevi¢ 1988: 976). This period later become known as the
“Years of restoration and rebuilding” — the years during which many youth
labour actions were organized in order to rebuild and develop the devastated
land quickly. Although the optimism was ever-present in daily propaganda, the
reality was far from cheerful. Even though the results of these endeavors were
visible — roads, railroads, bridges, mines, tunnels and other massive infrastruc-
tural projects were finished or in progress all over the country — food short-
ages became a very serious issue and the only source of sustenance were the
primary producers of goods, that is, the peasants. This is why a system called
“compulsory purchase” (“obavezni otkup”) was introduced,® according to
which every agricultural producer was forced to sell a percentage of his crops
to the state, for a fixed price determined by the state and much lower than the
supposed market value. The refusal to do so was punished by force, and many
peasants protested and were imprisoned during these years. Paradoxically, the
peasant population formed the majority of the population in Yugoslavia, and
was one of the three cornerstones of the Revolution (peasants, workers, stu-
dents). Results of the Revolution in villages were visible, not only in the afore-
mentioned “compulsory purchase”, but also in the nationalization of private-
ly-owned land and division among peasants, as well as the collectivization and
the making of kolkhoz-style “collective farms”. The implementation of these
socialist ideals encountered numerous obstacles, and this influenced all other
spheres of social activities, especially in the area of culture, through the activi-
ty of “agit-prop” (Department of Agitation and Propaganda of CK KPJ) which
tried to encompass all aspects of cultural life (cf. Petranovi¢ 1988: 120-161).

Writings about Music in the Time of A Peasant’s Interview with the Foreign
Journalist

It is important to mention the participation of a Yugoslav composer Oskar
Danon at the Second International Congress of Composers and Writers About
Music, held from 20 to 29 May 1948 in Prague (as part of the Prague Spring
festival), with a paper The Role of Contemporary Music in Society, later pub-
lished in the first issue of the magazine Muzika, alongside the joint Decree
made at the meeting (Anon. 1948(a): 103). Danon’s paper presented the in-
tentions of the state leadership to intensify the Sovietization of the society in
order to follow ‘the only true way to communism’. The author emphasized
that “a work cannot lose its contact with cultural heritage, with great classi-
cal works, with the audience that these works were written for, and with the
inexhaustible source of folklore art” (Danon 1948: 5), adding that composers
should strive towards a simple musical language, a new musical expression
which will reflect the tendency towards the democratization of art, and pro-
duce works which will be “understood and accepted by the people” (Ibid).

8 This compulsory purchase was justified with a slogan: “We give wheat to the workers, they gave
us industrial goods” (Petranovi¢ 1988: 104).
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Oskar Danon also asked composers to pay special attention to vocal mu-
sic — mostly to mass songs, choral compositions and /ied. Even though mass
songs were often discussed by the writers of that time (Anon. 1948(b): 78-86),
it seems that /ied, as one of the “acceptable” forms of expression, remained in
the shadow of the request to compose for the masses. Ironically, only about a
month before the beginning of the Tito—Stalin conflict, Danon would proclaim
this (very Soviet) doctrine as the standpoint of the majority of Yugoslav com-
posers.

During the same year, a meeting of members of the Composers’ Associa-
tion of Serbia and of the Association of Serbian Writers was held, and the main
issue discussed was that of the Yugoslav mass song and the direction of devel-
opment that it should take. However, /ied as a separate genre, or a sub-genre
of the mass song was rarely in question, since the focus was mainly placed on
vocal-instrumental creations in general.

It is important to emphasize that in the same year as MiloSevi¢ com-
posed A Peasants Interview with a Foreign Journalist, scores of several sim-
ilar compositions were published, among them March of the Youth Brigades
by Jovan Bandur, Young Battalions by Radovan Gobec, Song of the Builders
of the Highway by Dragutin Coli¢, Collective Farm House (Zadruzni dom), A
Young Miner, The Recruits’ Song, Song for the First Five-Year Plan by Miho-
vil Logar, Song of the National Youth by Josip Slavenski, The Party Embrace
seems that, other than MiloSevi¢’s work, only Song of the National Youth by
Slavenski stands out from this group of works that were obviously composed
in accordance with recommendations and decisions presented in numerous pa-
pers, from Danon’s report to the founding assembly of the Composers’ Associ-
ation of Yugoslavia that took place the following year (Anon (Danon?) 1951:
84-98), during which certain changes in the cultural policy were indicated.

In the meantime, Pavle Stefanovi¢ kept readers of the magazine Muzika up
to date with current happenings on the music scene in the USSR, initially not
implying that any deviations from the officially proclaimed ideas of the CK SK-
P(b) existed within Yugoslav musical practice (Stefanovi¢ 1949: 41). This claim
is further supported by new works composed at the time (such as the aforemen-
tioned Partisan Rhapsody by Jovan Bandur), as well as articles written about
those works, whose authors repeated the basic ideas of Danon’s report.

In the light of the events of the time, it is not hard to discover why a peas-
ant is taken as the main protagonist of Milosevi¢’s work. Although its title sug-
gests that we will hear a dialogue, the lyrics are actually the peasant’s mono-
logue, told to the journalist who remains invisibly passive. Despite the obvious
reduction of musical means that can be observed in the post-war works such as
cantatas, mass songs and folklore-based pieces, 4 Peasant’s Interview with a
Foreign Journalist contains very dense, developed musical material, presented
in the form of a concise lied.’ It is possible to say that MiloSevi¢’s song did not

9 Even in the pre-war period, MiloSevié wasn’t very open to the idea of experimentation is music,
nor to using radical compositional techniques. From that period, the most important works are
already mentioned: Sonatina for piano (1926), String Quartet (1928), Sinfonietta (1930, diploma
piece, written in the class of Josef Suk).
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lose its link with great classical works — as Danon demanded in his report — but
nevertheless it cannot be said that it is a typical manifestation of this ideal. In
this sense, works by Mihailo Vukdragovi¢, Jovan Bandur and Danon himself'
are much closer to the idyllic model, while Milosevi¢ establishes a kind of
new attitude towards the music of the past, refusing to be limited only to the
nineteenth century heritage or to simplifying his means of expression. Regard-
ing Danon‘s remark about the audience, /ied was one of the favorite genres
of Serbian nineteenth-century bourgeoisie, and there are almost no pre-war
composers without at least one piece of the kind in their output.

Music Analysis

The form of A Peasants Interview with a Foreign Journalist is
through-composed, often with every verse followed by a separate musical
phrase. The introduction has a typically modernist feel, but it is also possible
to interpret it in terms of extended tonality (Example 1). Regardless of that,
this segment brings the exposition of all intervals, from consonant to dissonant
ones:

Example 1. Predrag MiloSevi¢, A Peasant’s Interview
with a Foreign Journalist, bars 1-2
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A further development leads to an intense harmonic activity, with distant
modulations leading to the very limits of the tonal system (Example 2), which
can be noticed in the segment from bars 18-21:

10 Details about Danon’s works in: Hercigonja 1948: 29.
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Example 2. Predrag Milosevi¢, A Peasant s Interview
with a Foreign Journalist, bars 18-21

ru - ka na - Sa ja S ka, procve-ta-la cve - tnim  Zu-lje-vi-ma ra - da.
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TN

molto crescendo

Harmonic progression in this case moves from D major, over D flat
major, to G sharp minor, which can also be interpreted as minor dominant in
C sharp/D flat major, given the lead B-sharp shift to C in b. 22 (Example 3):
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Example 3. Predrag MiloSevi¢, A Peasant s Interview
with a Foreign Journalist, bars 22-25

L 31 - L 33—
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The relations between music and lyrics are very prominent in two
structurally important points of the work. The first one is at the moment when
the vocal part brings forth the lyrics “write, journalist, about a country, about
a stream of blood, about a stream of sweat”, when the tonality retreats again,
in favour of a different kind of tone organization (Example 3). In bars 25-26,
on the tone F in bass, the chord F-A—B occurs, while in the right-hand part
there are repeats of two lines in contrary motion — F-E-E flat and D#-E-F
around the tone A. Chromatic movement is also present in the vocal part —
B—C-B-B flat-A, coupled with lyrics “about a stream of blood, about a stream
of sweat” — and additional tension is brought by the rhythm of the melody
with triplets, not being in sync with the piano part. Although it is possible
to make conditional tonal interpretation of this segment as variations on the
dominant chord with a flattened fifth in B-flat major, it is more likely that
Milosevi¢, in order to emphasize the expressive potential of the lyrics, moved
closer to principles of “constructive organization” and stepped away from
functional progressions. However, this kind of pathos is not new to socialist
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art, but musical means employed to achieve these expressive “limits” were not
very common in works by MiloSevi¢’s contemporaries such as Jovan Bandur,
Oskar Danon or Nikola Hercigonja.

Regarding the folklore influences (which are often present in pieces
composed by MiloSevi¢’s contemporaries at the time) there are no explicit
quotations of tunes or motives, although MiloSevi¢ made references towards
this musical sphere by employing technique of simulation of the sound of
the gusle."" Although the idea behind the mark quasi gusle is not completely
new in Serbian music (Miloje Milojevi¢ (1884—1946) used term Alla modo
serbo-classico in his ‘ballet-grotesque’ Sobareva metla [The Servant’s Broom,
1923], and later other composers made similar remarks) this whole segment
can be viewed as a certain reduction of musical activities in order to illustrate
the text “write about our gusle, about the whistle, about sound, about a voice
over the fields” (Example 4). Structurally, this part functions as an anti-climax
followed by the last wave of modulations.

Example 4. Predrag MiloSevi¢, A Peasant’s Interview
with a Foreign Journalist, bar 29
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After analysing the score, one may notice that the peasant is simply
the subject of the work, whose voice is aesthetically and ideologically very
distant from a real-life peasant’s point of view. 4 Peasant’s Interview with a
Foreign Journalist is close to the spirit of the inter-war mid-European lied,
accomplished using compositional means from the treasury of late romantic

1 As Vesna Miki¢ writes, “...when introducing the concept of simulation, Baudrillard relies on the
origins that this term has in military and medical terminology and explains the simulation as an act in
which we ‘pretend we have something that we don’t” (Miki¢ 2009: 65-66). In this case, this applies
both to the gusle and the peasant.
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and modernist techniques. Given that this song is only 45 bars long, all these
different elements with atonal segments make it very tense and expressive
as a whole. The brevity in this case is not a consequence of reduction but of
condensation, a tendency to create a musical flow with a high intensity of
changes, getting closer to the strategies and procedures employed by authors
akin to European expressionism.

A Peasant’s Interview with a Foreign Journalist and Socialist Realism'

The idea of socialist realism can simply be defined as a demand placed on
artists not to express their own response to their surroundings, but to portray
the “bright future” of a socialist society as well as the “reality” of current
time that is in accordance with official state politics and interests. Socialist-
realist art, generally speaking, has got very high ethical standards (with no
socially inadequate content), and it also possesses — as an imperative — a
strong connection between art and the contemporary issues of the common
man, which should help, affect, and educate him while he enjoys the art as an
aesthetic object.

JeSa Denegri argues that: “the word ‘socialist’ in this term [socialist
realism, M.M.] denotes the social order of the new state, the term ‘realism’
denotes a dominant model and type of presentation which by rule portrays,
idealizes and always depicts prediction of the actual reality of life” (Denegri
2009: 13). Hence, socialist realism is based on an interesting paradox: its major
demand for the depiction of material reality is, in a way, equated with its very
opposition, i.e. the requirement that the reality should fit the postulates of one
ideology, namely, socialism. As Misko Suvakovi¢ observed, “during the late
1940s and early 1950s in Eastern European countries, realism was, mostly, a
model of presentation of the optimal projection of the social and revolutionary
situation that was forced upon [a country] from the outside. Socialist realism
lost its critical function, and the apologetic functions were pushed towards
rhetorical ones — ornamental or trivially educational effects of promises or
projections of a specific modern ‘era’” (Suvakovi¢ 2008).

Although every realism depicts a certain ideology through the decision to
interpret an actual event, socialist realism differs because it explicitly shows
the ideal materialization of the ideology as a real(istic) event. As Ivan Hofman
noticed, “artists were expected to draw their content from the reality of life
in socialist society. Their subjects were the revolution and the construction of
socialism, their heroes the workers, kolkhozes, fighters, pioneers, and other
builders of the ‘happier future’. Art was ideologically dictated and it was ex-
pected to spread optimism and faith in a new, just and happy society, that is,
to ‘ideologically transfigure and to nurture working people in the spirit of so-
cialism’. Theoreticians of socialist realism differentiated the bourgeois realism

12 The idea of socialist realism appeared at the Second Congress of the International Association of
Revolutionary Writers in Kharkov in 1930, and was later developed during the First Congress of the
Association of Soviet Writers in 1934, and the Plenum of the Association of Soviet Writers in 1936.
It was a dominant artistic practice in Serbia since the end of World War II until the beginning of the
1950s, although it occasionally appeared in the pre-war period.
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which, at least in theory, aimed to show life the way it was (and which was, as
such, outdated), and socialist realism, whose mission was to present life as it
should be” (Hofman 2005: 42).

It is possible to notice that all these ideological assumptions are con-
nected to Milosevi¢’s work, given the fact that /ied as a musical genre is used
by the author to transmit a very current topic — peasants’ struggle with the
demands of the state (presented as society), together with their unbreakable
revolutionary spirit, which guarantees success in achieving the goals set by the
recent Liberation war. The peasant could be understood as a materialization
of one socialist ideal, because he is not a person with a name and a face; he is
anonymous and this anonymity should imply that he is just one of the many, a
role model or paradigm.

Nevertheless, there are some hidden properties of this work that provide
a reason for considering its relation towards realism in a more “brechtian”
fashion. This work “really” depicts the “ruling view as the view of the rul-
ing” (Brecht 1976: 96), bearing in mind that the peasant, although the main
protagonist, remains below the social level of the /ied, a composition com-
monly written to be performed in a concert hall, for an audience that consists
of well-educated citizens, who, after the Revolution and the declaration of a
classless society, kept the privilege of enjoying the artistic “beauty” of their
social class. This reveals that MiloSevi¢’s work speaks about reality in the
future tense, and the present is depicted as something that the future could
or should be. In other words, the ideal of the (socialist) future is presented as
a reality, since the kind of peasant presented in A Peasant s Interview with a
Foreign Journalist still needs to be constructed in reality. For now, he is just
an aesthetical object for presenting politically-correct fine art.

This example speaks in favour of the assumption that socialist realism is
an art for the collective, for the masses, but at the same time, it is not collec-
tive art, since the artist is commonly one “prominent individual” who acts as
a role-model with his entire personality. However, his uniqueness is subjected
to the state ideology and is only possible if it communicates what everyone
understands, completely opposite to the romantic “un-understandable” genius.

Symbols of different social strata are noticeable throughout the piece.
First, there is a peasant, a representative of the lowest, but the most contro-
versial class within the new state, since the government considered them to be
their “potential enemy” due to their defense of private property. A connection
with the recent partisan war is emphasized in the peasant’s descriptions of
numerous battles with the Nazis, but it is also implied that the newly formed
Yugoslav Peoples’ Army carries the spirit of the guerilla war, and has got, at
the same time, a prominent role in the government and strong ties with “the
people” and their brotherhood-and-unity viewpoint. In other words, the lyrics
remind us that armed forces were preventing the rebirth of nationalism and
separatism, still a real threat at the time. In addition, it should be noted that /ied
is a token of pre-war bourgeois salons. So, it is possible to say that 4 Peasant’s
Interview with a Foreign Journalist is an artifact whose ideological and aes-
thetic functions cannot be separated; a work that engages with its surrounding
as a political act presented in the form of a work of art.
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As Mirjana Veselinovi¢-Hofman notes: “a simplified kind of musical
neoclassicism recognizable by premises of socialist realism was in fact a
consequence of ideological and political usage of this style in the years after
World War II. Precisely, it represented a certain stylistic frame of the turn-
around towards methods of realism already expressed in the pre-war period”
(Veselinovi¢-Hofman 2007: 198). Although /ied is certainly an important part
of the compositional canon of that time, it should also be said that it carries, for
post-war circumstances, a questionable link with the bourgeois past of Yugo-
slav society. Hence, in his lied MiloSevi¢ masked these negative implications
with his choice of an appropriate subject, undoubtedly rooted in contemporary
issues. So, it is clear that this /ied was composed for an urban audience, but not
in the same way as it would have been done before the war, since it is based on,
as Denegri said, “a prediction of the actual reality of life”, seemingly opposed
to the “enjoyment in empty forms”, characteristic for the bourgeois distortion
of reality.

Questions Surrounding A Peasant’s Interview with a Foreign Journalist

Predrag MiloSevi¢’s A Peasant s Interview with a Foreign Journalist pro-
vides a valuable testimony to the complexity of the situation that existed in
Yugoslavia in the post-war period in the field of music. The assumption about
the existence of a monolithic aesthetical darkness imposed by the dictatorship
is certainly not plausible and it is obvious that no single platform exists that
would enable the understanding of every single musical piece from this period.
Furthermore, it is difficult to speak about MiloSevi¢’s turnaround, when tak-
ing into account the thing from which he turned away and the thing he turned
to, as well as the place that 4 Peasant’s Interview with a Foreign Journalist
would take up within that process. From the standpoint of means of musical
expression, Milosevi¢ uses those established at the end of the 19" and the be-
ginning of the 20" century, even though he does it in a highly individual way,
combining them with the newer, atonal and/or constructivist practices. This is
why, when speaking about this piece, one can use the prefix neo-, as it is real-
ized mostly through canonical techniques of the time. However, the word that
follows the prefix is much harder to determine, given the fact that MiloSevi¢
seemed aware that the aesthetical effect of any given piece in a certain reality
is determined by the ideology and that, by speaking in the very language of
that ideology, it makes it impossible for its impact to unfold in only one direc-
tion.
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Munan Munojrosuh

PA3I'OBOP CEJbAKA CA CTPAHUM HOBHUHAPOM TTPEJIPATA
MUJIOIIEBURA V OAHOCY HA IIMTABE COLIMJAJTIMCTUYKOI!
PEAJIM3MA V UCTOPUIN CPIICKE MVY3UKE

(Pe3ume)

[Nonazehn on mpukasa cTama Ha jyrocIOBEHCKO] My3HUKOj CLIEHH HEIOCPETHO Ha-
KoH Jlpyror cBETCKOT para, y pajy Cy IpelCTaB/beHEe KOMIIO3ZWIMOHE CTpaTeruje Koje
je Ilpenpar Munomesuh npumMenno y neny Paseosop cemaka ca Cmpanum HOBUHAPOM
(1949), a xoje ce MOry pa3MaTpaTé M y CBETIy Te3e O ,,AICKOPaKy OBOT MOACPHUCTHY-
KOT KOMIIO3UTOPA Y I0JbE COLMjaTCTHYKOT peanu3mMa. [lopen aHann3e My3ndKkor TeKcTa,
y K0jOj Cy MCTaKHYTH IOCTYIIM HEeyoOU4ajeHu 3a JeJ0 TOT WACJHOT ycMepema, pa3Ma-
TpaH je u opgHoc n3Mel)y MusomesuheBor ocTBapema 1 Hjieja 0 CaBpeMEHOM MY3HYKOM
n3pasy caracHOM ca JOMUHAHTHHM HCOJOIIKAM TOKOBHMA, MPEICTaBJEHHM KpajeM
1940-ux roguHa y yaconmcy Mysuka, oprany Casesa kommo3uropa Jyrocnasuje. [Toceo-
HO Cy pa3MaTpaHa IHUTama CUMOOIHKE ,,ceJbaka” y KOHTEKCTY aKTUBHOCTH ATHTIIPOI-a
U TaJallllbUX JIPYIITBEHHX JClIaBara, Ka0 M MOTEHIUjaJHOT Ipe3Haderma OBOT ,,TOKe-
Ha” NPWIMKOM MHTErpalyje y My3M4Ko Je0. JeaaH oj acrekara pajia jecTe U IHUTame
,,AJIeJHEe UCIPABHOCTH YaHpa COJIO MECME Y COIMjAIMCTUYKOM PEaH3My, Ka0 U HEeroB
OJIHOC Ca MacoBHOM IlecMoM, MMajyhn y Buay MmiomesuheB Beoma enaboprpaH je3nuk
TIPE/ICTaBJbEH Ha ,,MAJIOM IIPOCTOPY”’, KOjH CIOKEHONINY KOHTPACTHPA CPOIHUM JICITUMa
caBpeMenuka oyt Ockapa [lanona, Josana bannypa u npyrux. Takole, y pax cy ykiby-
YeHe TeopHje u mpernocraBke Mupjane Becennnosuh-Xodman, Munika 11lyBakoBuha u
Jemre Jlenerpuja o My3uIM U YMETHOCTH COLMjJIMCTHYKOT peasii3Ma YOIIIITe, Kao J1e0
aHaMTHUKe Iathopme ca koje je Paszeosop carnenad. Mmajyhu To y Buay, IHJb OBOT
paza ce MOKe OZIPEMTH M Ka0 HACcTOjarbe Jia Ce, MOope]] MCTUIAmba CIIMIHOCTH U pa3iiuKa
n3mel)y ena u HamMca u3 UCTOT BpEMEHa, IPUKaKe U jeiHa 07 MOTyhux MHTeprpeTaryja
TIO3HUIIHj€ OBOT MY3HUKOT JIe/la y CBETIY JaHAIIBET CXBaTamba COLNjaCTHYKOT pean3Ma
U BETOBHX Be3a Ca MCTOPH]OM CPIICKE MY3HKE.
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Yeyn noctmonepHor cBeta: 0 Menauxonuju n Pegonmy Muiana
MuxajiaoBuha*

WBana Bykcanosuh!
dakynreT My3u4Ke yMETHOCTH, beorpas

AncTpakTt

[penmer pasa cy 1Ba HoBa Aena Munana MuxajnoBuha u3BeieHa y OKBHPY TPH-
oune Hosu 36yunu npocmopu Ha ¢pecruBainy BYHT y beorpany, HoBemOpa 2015.
roqune. Kommnosunje Menanxonuja (2014) u Pesonm (2015) y pany ce aHanmmu3u-
pajy ¥ Tymade Kao CBOjeBPCTaH TUINTHX, C 003UPOM Ha FHIXOBY CPOITHOCT Y KOMITO-
3UIUOHO-TEXHIYKOM U CTPYKTYPHOM CMUCITY, Ha KOMIDIEMEHTapHOCT EMOTHBHUX
TOHYyCa CyreprCcaHnX HACJIOBHMA Jiella M Ha HHTEPTEKCTYaIHe Pellaliije KOMITO31-
uja. Kpo3 aHannsy oBHX KOMITO3HUIIH]a, a Y opehemy ca MPeTXOAHUM ay TOPOBUM
OCTBapewmHMa, y paay ce IpaTv UCIOJbaBalke ayTEHTUYHUX U NPENO3HATIbUBUX
[[PTa ayTOPOBOT CTHJIA, KA0 U KPYT CEMAHTHYKUX HIEja Y F-erOBOM OIIyCY.

Kibyune peun
Munan Muxajnosuh, MeaHXO0JMja, ATATHOCT, KOHIICT KPyra, ITOCTMO/ICpHA

Ilpehenu nym: nunuja cmeapanawmea Munrana Muxajnosuha

Kommnozutopcku onyc Munana Muxajnosuha (1945) yxusa cneundu-
YaH yIiiea U MO3ULMJy Y HOBHJO] UCTOPHjH cpricke My3uke. O TomMe cBefoue
OpojHe Harpaje, Kao u3pa3 oQUIHjeTHOT, THCTUTYIIHOHAITHOT MIPEro3HaBamba
YMETHUYKHUX BPEIHOCTH,> aJli MOX/Ia jOIII MEPOJIaBHHjEe O TOME CBEIOYE pe-
akuuje myonuke mocie u3Bohema mweropux gena. O ycnexy Muxajnosuhese
My3HUKe TOBOpe U OpojHE MHOCTpaHE MOpYLIONHE, U3BOhemha HEroBUX KOMIIO-
3WIMja Ha KOHIEPTHMa U (eCTUBATMMA IIUPOM CBETA,’ KA0 M aHTAKMAaHHU Y

* OBaj paj1 je peann3oBaH y CKIOMy npojexta Moenmumenis cpncke My3uKe y c8encKoM KyImypHoM
xonmexcny Karenpe 3a mysukonorujy @axyirera Mmysudke ymerHoctu. [Ipojekar noap:kasa Mu-
HHECTapCTBO MPOCBETE, HAayKe M TEXHOJIOMIKOT pa3Boja Pery6iuke Cpbuje (eB. 6poj: 177019).

I vuksanovic.iv@sbb.rs

2 Harpana ,,Cresan Xpuctuh” (1970), Harpaa beorpaickux My3nukux ceeuasoctd (1972), Oxrobap-
cka Harpasa rpazia beorpana (1984), mpse Harpazne Ha MelyHaponHoj TpruOuau KommosuTopa y beorpa-
1y (1992. u 1996. romune), Harpana ,,CteBan Mokpamarr” (1994) u Harpana rpana beorpana (2003).

3 Muxajnosuliesa nema cy m3BoljeHa y 3eMJbH H HHOCTPAHCTBY, Y caama Kao mTo je Tonhalle y Ilupuxy,
Mana cana Carnegie Hall y byjopky, Cana bepnurcke dunxapmonnje, Steinway Hall y Jlonmony, Ver-
brugghen Hall na xonsepsaropujymy y Cunnejy u muore apyre. Komnosunuja Preludium, Aria e Fi-
nale mraMmnaHa je y 4yBeHO] JIAjIIMIIKO] Kyhu Peters, [Ipenuou cy yBpIUTEHU Y Aumonoaujy cpncke
KIasupcke my3uKe M 3ajeiHo ca baeamenema n Enezujom cy oum mely 00aBe3HUM KOMIIO3HIIHjaMa Ha
Mehynaponaum TakmMudermnma Mysudke omnaguHe y beorpamy. Ckopo cBe HeroBe KOMITO3HILIH]E CY
3a0ene)keHe Ha HocaurMa 3ByKa JoMahux 1 cTpaHuX u3faBada. Muxajnosuh je mo3san ma 2016. ronune
Oyne roctyjyhn xommozutop y Jmwxony (Ppaniycka) n Xencunkujy (Puncka), rae he, y3 nopydeHy
HOBY KOMIIO3HIIM]Y, OTH U3BEICHA jOII TPU HETOBA JIeNa.
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CBOJCTBY PE3UICHIIM]ATHOT KOMIIO3UTOpa IO TMO3WBY. OBaKBY BPCTY aHTaX-
maHa MuxajnoBuh je nmao 2014. romuae y Hemaukoj, kana je 3a MelyHa-
ponuu dectuBan kamMmepHe My3uke y KeMmnTeHy, o mopyyOuHu, HacTaina u y
OKBHpY (ecTHBajIa NpeMHUjepHO U3BeIeHa KoMNo3uluja Menranxonuja 3a 060y
1 KJIaBUpCKHU kBapteT. Jlomaha myGnuka je Omia y mpwimiy Ja 1eno 4yje Ha
Mehynaponuoj Tpubunu komnosuropa y beorpany, centemOpa 2015. roguse.
Beh y nHoBemOpy ucte rogmune, 6eorpajacka my0Oimka ce cycpeiia ca HOBUM ay-
TOPOBUM JI€JIOM, KOMIIO3HIIH]jOM Pegonim 3a XOpHY U KJIaBUPCKH KBapTET, KOja
je 6una nocsehena ¢ecruBany BYHT, Ha kojem je u mpeMujepHO HU3BEJCHA
3ajeqHo ca Menanxoaujom, y OKBUpY Tpubune HoBu 3By4HM ITpOCTOpH.

[Tyt ocBajama naHalImer, 3peior u3pasa y MuxajaoBuheBUM KOMIIO-
3MIIMjaMa TIOYHbE Off HEOKIACUYHOT YCMepeha CTYACHTCKUX PajioBa — COJIO
necma Kuwa (1966), Tpuo conama (1967), Bapujayuje 3a xnasup (1968) u
I'yoauxu keapmem (1969), a HacTaBba ce peann3ainjoM KOMIJICKCHUX OpKeC-
Tapckux jaena kao mro cy Uvertira Fantasia (1970), Preludio, Aria e Finale
(1972) n Cumeponujcxe memamopghoze (1977), y xojuma je u gajbe MPUCYTHA
jacHoha ¢dopme, anmu ce u3pas nmoMepa oJi HEOKJIACHIHOT Ka SKCIPECHOHHMC-
THYKOM Ha00jy. Lamentoso (1977) u Notturni (1983) cy mak 03HaYUIM HOBY
a3y — cBeIeHOCT u3pas3a y OKBUPY KaMEpHOT KaHpa, MOJIEJIOBaHhe TOHCKOT
caqpkaja Ha ocHOBY CKpjaOMHOBOT MOJyca, Ka0 U CKJIOHOCT JIMPCKOM TOHY-
cy. Tokom 80-ux ToMHA MPONLIOT BeKa, IPUMETHO j€ OCBajaheé BOKATHO-MH-
CcTpyMeHTaNHOT xaHpa: [loxsana ceemy (1984), [[Ima camwam (1984) u Mope
(1986), 3a koje je KapaKTepUCTUYaH, MPE CBEra, U3BaHpedaH 0oJabup Moet-
ckux TexctoBa (bpanko MusbkoBuh, MBo Annpuh u Harama Muxajnosuh,
KOMII03HTOpOBa Khepka), a OH/Ia U tbiMa Ca00pakeH COPUCTULIMPAH My3HYKHU
roBOp. Y3 OBY JHMHH]y Y MuXajlI0BiheBOM OIIyCy, HAaCTaBIba Ce JINHMja Kamep-
HUX KOMIIO3MI1IK]a, Takohe npe(l)HH)eHe nupuke — bazamene (1986) u Enecuja
(1989). ToxoMm mocnenmwe AeLeHUje NPOLUIOT BeKa, IPUMETaH j€ jauu yIUIUB
MOCTMOJICPHUCTUYKE pe(epeHIInjalHOCTH y CBa TPHU JKaHpa — KaMEpHOM
(Mana srcanobna myszuka, 1990), cumdonujckom (Memenmo, 1993) u Bokai-
HO-MHCTPYMEHTaJIHOM (Silenzio, 1996). On 2000. ronuHe 10 1aHAC MOXKEMO
TPETIO3HATH M CBOJEBPCHO Pe3NMHpatbe H/WiiH ayropeduexcuBHocT (/lospa-
max, 2002), a Koju, 3aKJbyYHO Ca HAJHOBUJUM KOMIIO3HIIHjaMa, Meranxonujom
u Pesonmom yka3yjy Ha TOTOBO HJI€aliaH CII0j KOMIIO3UTOPOBE 3aHATCKE Iep-
dexnuje u auckpeTHe Guiozodceke nopyke. Tpeda HaroMeHyTH 1a TMHU]A CT-
BapajalTBa OBOT KOMIIO3UTOPA HE MOKa3yje BEJIHKE OCLUIAIM]E U JApaMaTH-
YHE MpeoKpeTe y GopMUpamy JUYHOT u3pasa. [IpaTutu cTUICKY reHesy win
pa3Boj MHAMBHIYATHOT CTHIIA y MuxajiioBuheBOM CTBapajamTBy 3HAYH Mpa-
TUTH TIOCTETICHO Ca3peBambe, MHTCH3UBUPAKHE U KPUCTATM3UPAHE OHOTA IIITO
Cy, MOKEeMO CcJI000IHO pehu, IepMaHeHTHE OJUTHKE J0CAIANIkBET OITyca.

Ako OMCMO TIaK MOpaJIM Jia W3/IBOjUMO HEKe KJbYYHE Tauyke Ha TOj pas-
BOjJHOj JIMHU]U, OHJa OMCMO MOpaii TOCEOHO J1a MapKHpPaMoO KOMIIO3HIIH]E
Lamentoso u Mana scanobna my3uxa: IipBa 03Ha4aBa OTHCHY TadyKy y opra-
HU30BaHOM, CUCTEMaTHYHOM HCITUTHBAY XaPMOHCKHX, MEJIOAN]CKUX, CTPYK-
TYpHUX U KOJOPUTHUX moTeHnrjana CkpjabuHOBOT MOyca, a Apyra MapKupa
noverak (pa3e MHTCH3MBHUJUX MHTCPTEKCTYAJHUX pellalfja, Kako y OJHOCY
MpeMa COTICTBEHUM JIeTIMMa, TaKo W TpeMa JIeJrMa JpyTuX ayTopa M eroxa.
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KBanuTatuBHU HOMak O3HaueH Lamentosom ykasyje Ha clelu(pUuHY, HH-
THMHY TPOTPAaMHOCT fiesia KOja Cy yCJIeAnIa, MITO j€ eBUAECHTHO U U3 BbUXOBUX
HAcJI0Ba; ,,anconyTHy MY3HKY U3 CTYICHTCKHX J[aHa 3aMCHHIIA je JINCKPETHO
,IPOrpaMcKa’ My3nKa, M3 YHjHX CC HACIIOBA UIIMUTABA]y peoBiahyjyhe pac-
nonoxeme u emonja (Eneecuja, Homypuu, [lIma carwam, Mope...). My3udku
HAapaTHUB y OCTBapemHMa off Mane dicanrobne my3uke 10 HaJHOBUJUX KOMIIO-
3WIMja TeMaTu3yje KOHTeMIUIAlNjy O COTIICTBEHO] CTBApAJIauKoj €THIU U ec-
TETCKUM NPUHIMIAMA, a UCKa3yje ce pedepupameM Ha MPETXOAHE ayTOPOBE
KOMITO3HIIMj€ ¥ IIATaTHMa M3 CTBapajallTBa BEIMKUX KOMIIO3UTOPCKIX HMEHA
U3 cBeTCKe u oMahe ucropuje Mysuke, kakBu cy Momapt, CtpaBuHcku, MoH-
TeBepau, PaxmamunoB u Bacunuje Mokpamwan. On 2009. ronune Hanasbe,
xomnosutje 3ernenu manacu (2009), Cenke cnoséa u mopa (2011), Fa-mi/
ly/ (2013), Melancholy (2014) u Pesonm (2015/) yxa3yjy Ha KOMIIO3UTOPOBO
HOBO YPamame Y COIICTBEHY MHTUMY U COIICTBEHH OIyC, KOjU CE OIIe/ajy je-
JIaH y IpyrOM H3HOBA, JIM Ca Ta4yKe ITyHE )KUBOTHE M CTBApaJIadyKe 3pesIOCTH.

Koopouname Muxajnosuhesoe unousuoyannoz cmuia

VY 3penom crmity Munana MuxajnoBuha cabupajy ce HajooJbe OJUIMKE
CBUX HETOBUX OCTBapema: MperienHocT ¢aktype u popme, nspacrame Ba-
pPHjaHTHUX TeMa M BepTUKaIHHUX ca3Bydja u3 CkpjaOuHOBOr Mojyca, Ipe-
IU3HO OOJIMKOBAHO BpeMe Y Jeny (JeuHUCaHO OJMEPCHUM M HapaIujoM yc-
MEpPEeHUM CMEHaMa TeH3Mja M peJlaKcallfja) 1 IlacMaH uTaTa U ayToLuuTara
Kao YBOPHHUX MeCTa CEMaHTHYKHUX ujeja y aeny. To je codpuctunmpan, guso-
30()CKM KOHTEMILIATUBAH, TEXHUYKU JOTEPAH U, U3HAJ CBEra, €MOIIMOHAIHO
HETOCpeaH My3HYKH TOBOP.

MI/IX&jJ‘IOBI/IheBO TeopI/IjCKO 6aBibeme CKkpjaOMHOBUM MOIYCOM, KPO3 H3-
pany oOumMHe CTyI[I/IJe YUjH je J1e0 06_]aBJ'beH y vaconucy Zvuk (Mihajlovi¢
1980: 30-49), 6u0 je on CYLUTHHCKOT 3Ha4aja 3a My3HUYKU U3pa3 y KOMIO3H-
uuju Lamentoso. Y yBoy OBe CTy/Hje, ayTOp U CAM UCTHYE Ja je jeiaH OJl pa3-
jora 3a TCOPHjCKO KOHICHTpUCAbe Ha heHoMeH CKpjabUHOBOT MOZLyca IIPH-
MCHa 0BE CIeLH(HYHE JSCTBULC Y COLICTBEHUM KOMIIO3ULjaMa, oapehyjyhu
HAYHMH [IPUMEHE Ka0 MHTYUTHBAH y MOYETKY, a KaCHHj€ U OPTaHU30BaH (HUCTO:
30). HTYHTHBHOCT HPMMEHE OBE JICCTBHLE Ce, Y NPBOj (pasu cTBapanaiiTsa
KOMIIO3UTOPA, TPET03Haje y MEJOAN]CKOj KOHTYPH, Y CEKYHIHOM TIOKPETY, Y
MHTEPBAJICKUM CKOKOBHMa CENTHMa U HOHA (Kao 00pTaja CEeKyH/E), He PETKO]
10jaBU IPEKOMEpHE KBapTe, ajld ¥ Maioj Tepur. OBH HHTEPBAIU Cy UCTOBpPE-
MEHO ¥ KJbYYHH MHTEPBAIM Y CTPYKTYpH MOIyca KOjU TOApa3yMeBa CHUCTE-
MaTCK{ HaM3MEHUYHU CIIe/l MaJie ¥ BEJIMKE CEKyH/Ie, IPEKOMEPHY KBapTy Kao
0Cy CHMETPHje W Majly Tepily Kao KOHCTHTYTUBHHU eneMeHT. Muxajnosuhesa
TEOPHjCKa CKCILIMKAIMja YHYTPAIUbe CHMETPH]E MOLYCa, HErOBHX TPaHC-
MO3MIIMja ¥ MOJYJIATOPHUX MOTYNHOCTH, XPOHOJIOIIKO-UCTOPH]CKO-CTUIICKE
ynoTrpede Moayca, CPOJHOCTH M pasjIfKa Yy OJHOCY Ha JTUjaTOHCKE JIECTBUIIE,
NEHTAaTOHHKY, I[eJIOCTENeHY JeCTBUILy, MeCHjaHOB MOAYC M HCTapcKy (oi-
KJIOpPHY JIECTBUILY, Ka0 ¥ YBUJ Y CTHJICKO-M3pakajHEe BaJiepe OCTBAPHUBE KO-
pumhemem CkpjaOMHOBOT Moyca — oMoryhuiie cy KOMITIO3UTOpY Jia Ta TpH-
MEHH Y CBOJHM JICJINMa Ca ITyHOM CBelihy 0 FerOBHM ITOTCHIIH]aIiMa.
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Hanymrame HeokmacuyHe cTHIICKe cdepe U3 MpBor nepuoga Muxajio-
BuheBOT CTBapasaliTBa, KOHIEHTpUcaHOCT Ha CkpjabuHOB MOIyc M Moryh-
HOCTHU HEroBOI' KOMOMHOBama ca JPyruM JEeCTBUIIAMa, Kao U 1moTpeda na ce
MY3HMKOM O3BYYM MHTHMHH CBET UJI€ja, MTOKa3yjy y KOMIIO3UIIMjaMa HACTAIUM
HaKkoH Lamentosa ctabuiHe KOOpAMHATE, YBEK M3HOBA peali30BaHE Ha MH-
BEHTUBaH HaunWH. Melonujcke KOHTYpe TI0CTajy MUPHH]E, YITIaBHOM JIy>Ker
Jaxa, MCIpenajy ce U3 HEeKOJMIMHE MOTHBCKUX (Iockyna, uuja je dhusuo-
HOMHja noapeheHa pacroyiokewy CyrepucaHoM HaclIOBHMa KOMIO3MIMja, U
MUPKYJIUITY KpO3 JIEOHUIIE n3Bohaukor Meauja 06e30elyjyhu Bucoku cremnen
WHTETPUCAHOCTH MY3HUYKOT ToKa. Kiacuuna nmonudoHnsanmja TKMBa, Koja je
Ouna oIMKa NUKIMYHUX KOMIO3MUIHja Kao mTto cy Preludio, Aria e Finale
nn Cumponujcke memamopgose, 3amMmennina je, y sehoj mepu, nepunucanoct
dakType Ha MJIaHOBE MeNoauje U npaTke. Ho, u y TakBoj KOHCTUTYIIHjH (DaK-
Type, He U30CTajy UIMUTAaTUBHE PEIUIMKe Mel)y leoHuIama, a parma, y BULy
OCTHHATHUX IOBPIIUHA, CBOJOM TMOJMMETPH]CKOM KOHIIETIIM]jOM Tpe3HayaBa
TPaUITMOHAIIHY TTONMU(POHH]Y Y HOBU BHJI €BONyTUBHOCTH. [locTojame Buliie
XOPU30HTAIHUX OCTUHATHHUX TPaKa Koje MmapajesiHO TEKY, a Of] KOjuX je cBaka
dbopMHpaHa METPUYKUM [TOMEPABEM MOJIENA, YKUIA YTUCAK 3apKAHOT, CTa-
TUYHOT BpeMeHa (ILTO je MpuMapHa KapaKTepUCTUKA OCTUHATA) U CTBapa yTH-
CaK TajacacTHX, OqHOCHO rubajyhux crpykrypa. [IpomMmene octuHara ckopo
PEIOBHO HACTYIIAJy ca OYETKOM HOBOT OficeKa y GopMu, 300r yera ¢popmai-
Ha MPEVICTHOCT, 8 CAMUM TUM U MEPLENTHBHA YOe/bUBOCT MuxajnoBuheBux
KOMITO3UIMja HUKaJa HUje JoBeleHa y nuTtame. ONmTy uaejy o BapujaHT-
HOCTH, BapHjaOMIIHOCTH U MPOTrPECUjU MY3HUKOT TOKa YMOTIYHY]je XapMOH-
cka 00ja BEpTUKAJIHUX CKIIONOBA (CEKYHIHHUX, TEPLHUX U TEPIIHO-KBAPTHHX ),
u3paciux u3 CkpjaOMHOBOT Mojyca M cia000JaH XOJ Yy HHUXOBOM IOBE3U-
Bamy, KaTKaJ| ca TOHAIIHUM yCMepemeM, uerthe ca MOIaTHUM UMIUTMKAIH]ja-
Ma, ajii, 3aBUCHO OIET Of Ujeje Jelia, YaKk U ca MOBPEMEHO aTOHAJIUTETHOM
(aronmkamHom)* peckonrhy. ,,Ova harmonija je ’tekuca’, ’ploveéa’, *plaveca’,
istovremeno stati¢na, prisutna, duboka, ali i slivajuca, klizeca... Ona je ista i
stalna razli¢ita (Premate i dr. 1984: 31)” (Stefanovi¢ 1984: 31).

HapatuBHOCT My3u4kor Toka y MuxajnoBuheBum Jenuma perysarcaHa
j€, Y OIITHM LpTaMa, OPTaHU3alljOM EKCITO3UIIMOHUX W Pa3BOJHUX THUIIOBA
n3narama. bpmkipuBa QpaMaTypiika opraHu3aliija TeH3HMja M pellakcalyja,
Kao 0a3MYHM MPUHIIUII IPOTOKA EHEPrHje MOTUBCKUX (DIIOCKyIa 1 CUMOOT AU-
HaMMKe eMOTHBHOTI Ha0o0ja, KJby4yHe Cy 3a ,,aKTUBHPaHkE PELUIN]jEeHTOBOT Ka-

4 [puaesu ,,aToHaIMTETHO” (M3BEICH M3 MPEBOAa HeMauke UMeHule Atonalitdt) n ,,aTOHUKAIHO”
ce KOPUCTE y CJIOBEHAYKO] U XPBATCKOj My3NYKO-TEOPH]CKOj JIUTEPATypH Kao aIeKBATHUjH TEPMHUHHI
Ol IIUPOKO PaCIpPOCTPAEHCHOT, KOJOKBHjaIHOT TPHICBA ,,aTOHATHO (BHUACTH, PELUMO, TEKCT
Jleona Credanuje: ,,Allen Forte: vprasanja ob analitiéni metodi teorije nizov/mnozic”, Muzikolos-
ki zbornik / Musicological Annual XXXII, Ljubljana 1996, 107-120, ctpane 109 u 111). Cam
[enbepr je cmarpao aa TpPHUIAEB ,,aTOHATHO HHje OATOBapajyhm jep MOCIOBHO 3HAYHU ,,My3HKa
6e3 ToHoBa” (Schoenberg 1978: 432). Jlebara oko 0OBOT TepMHHA (a1u U OPOJHUX aITEPHATHUBHUX,
Kao HITO CY ,,IOCT-TOHAJIHO”, ,,He-TOHAIHO WJIH ,,TAHTOHAIHO’) Tpaje CKOpo 4nTaB BeK. Kako Ou
TepMUH Tpebasio 1a ce OAHOCH Ha IPUHINI KOMIOHOBAmka KOjH HETUpa yCTPOjCTBA TOHATUTETA KAao
cucreMa (a He ToHa!) M IPaBUTAIM]y MY3HUYKOT TOKAa Ka HEKOM TOHCKOM IIEHTPY (IaKiie, TOHHIIH),
HaJIa3uMO J1a Cy IPHJIEBH ,,aTOHAUINTETHO | ,,aTOHUKAIHO ™ Npenn3Huju. Tpeba HalloMeHyTH Ja ce
y MuxajnoBuheBoM OImycCy TakaB TEpMHUH MOXE€ OAHOCHTH TPEBACXOAHO Ha KIACTEPCKE BEpTHKAe
(Ha mpuMep, OYCTHH aKOPpA KoMro3utuje Silenzio).
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nanuTera 3a Mmetagopudku Tpancep” (Scruton 1983: 79; ca enreckor mpe-
Bena U. B). Tume ce penmMuyHO MOke 00jaCHUTH M BHCOKA MPHjEeMUYHBOCT
MuxajnoBuheBe My3uke. YBOAHO OOJIMKOBAaWkE U HAPACTABE TEME U3 Major
Opoja MOTHBA, y OKBHPY €KCITO3UIIMOHOT JeJia KOMIIO3HIIH]j€, TOCTYITHO yIIOT-
nymaBambe CKpajOMHOBOT MOAyCa M XapMOHCKa TUCTIO3HIMja oAroBapajyher
neqaga WM OCTHHATA — YUHU CE Kao ayTeHTHYHH IPBU KOMIIO3UTOPCKH 3a-
nuc, Oelle’eH y CBOM IOCTYIHO-TIOHaBJkajyhem Bumy. Pa3Bojuu 610K0BH ce
nak popMHupajy UMIIPOBU3AIMOHOM pa3pagioM MOTHBA, paheHOM MOMEHY THM
NOKPETHHM OCTHHATHMa, CBE JI0 TayKe Mame WM BHIIE MPOITYyCTIHHUBE I'pa-
HUIIE Ka HOBOM pa3BOjHOM JIyKy. Taj HM3 pa3BOjHUX JIYKOBa, O/l KOJUX CBAaKH
oHaoco6 (opMupa CBOjy KyJIMHUHALIM]Y Y 30HU 3J1aTHOT IIpeceKa (UM HeIlTo
u3a Wera, OJKe TPaHMIM),” pe3yITUPa CBOJEBPCHUM CITUPATHUM OOJIMKOM
kommo3uije. CBaka erama je ,,10 MEJIOAMjCKOM, PUTMHUYKOM WJIH XapMOH-
CKOM ITapaMeTpy, HiIH ITaK I'YCTHHH (aKType W KOJTHIHHY JIelIaBama y oapelhe-
HOM BPEMEHCKOM OJICEYKY — Pa3BHjeHH]ja O] IPETXOHE, IPH YeMY MOCIEAbha
npenacTarba Bpahame y armocdepy mpBe U Apyre, ajld Ha BUIIEM €HEpreT-
ckoM HuBoy” (MujaroBuh 1994/5: 124).

[Toceban Tum ,,ycexa” y hopMu u HapaTUBHOM TOKYy MwuxajmoBuheBux
KOMITO3HUIIHja OCTBapyje ce ynorpeboMm IHTara u ayTouurara. Tume ce, 3aBu-
CHO 01 JKaHpa KOMIIO3HII]E, OJHOCA NpeMa PeePeHIIM Kao y30pKy, MOACILY
HIIM y30py W OJ CTClCHA aCHMMHIALM]e LUTATa y TEKCTYpH HacTajyhe xom-
TO3UIIKjE, PEATH3y]y pasIuyiTH HHTCPTCKCTYalHH HUBOK. OBO j& HAPOYHTO
U3PaXEHO Y BOKAJIHUM U BOKAJTHO-MHCTPYMEHTAIHUM JEIHMa, Y KOjuMa TH
UHTEPTEKCTYaJIHU HUBOU TIOCTA]y ,,AICXOIUIITE PU30OMATUYHUX, BUIIC3HAUHUX
Y HEOTPAHWYCHHX CEMaHTHUYKHUX TPAHCIO3UIMja M uHTepnperanuja’ (Bece-
muHoBuh-Xodman 2007: 278).

Menanxonuja u PeBont y konmexcmy Muxajnoeuhegoe onyca

Menanxonuja u Pesonm, HajHOBH]je Komno3uije Munana Muxajinosuha,
y CBETITy IIPETXOJHO OMHUCAHOT ayTOPOBOT IpeheHor myTa, YMHe, MOIJIo Ou ce
pehu, cBojeBpcTan quntux. To je moceOHO JIOMUIO 0 M3paXkaja y HUXOBOM
nu3zBohemwy Ha ¢ectuBany BYHT, koju je xomnosunujama o0e30e11o onrosa-
pajyhu ceMaHTHYKM W APYIITBEHO AHTaKOBAHU KOHTEKCT. Y KOMIIO3HIIMO-
HO-TEXHUYKOM CMHCITY, OBa OCTBapea Cy €KJIATaHTaH MPUMEP 3pENIoT ayTo-
POBOTI CTUJIA; CPOJIHA CY MO M300py M3Bohaukor menuja u (HopMaIHO-CTPYK-
TypHUM pelIelhUMa, a JOAAaTHO IMOBe3aHa HMHTEPTEKCTyaJHUM pelalujama
U CaMOM YMIEHMLIOM Jia ce y Pegonmy xopuctu uutar us Menauxonuje. Y
CMUCIIy EMOLIMOHAIIHUX TOHYCA, KOjU CYy UMILTUIIMPAaHu Beh caMUM HacCJIOBU-
Ma Jie714, KOMITO3ULIM]j€ YMHE KOMIIAaTHOMIaH nap, KOju ce MOKEe YUTaTH U pas-
YMETH Kao MapajurMaTcKu MOJEN MOCTMO/IEPHE.

Teopernuapu u ¢puno3opu NOCTMOIEPHE METAHXONIU]Y Ae(UHUILY Kao
BEHO (IOCTMONEpPHO) 0a3MYHO CTame: Kao pa3odapeme CBUM mocrtojehum,
TYXEHe HaJl CaBPEMEHOM LMBUIIM3ALMjOM, HOCTAITH]y 32 €TUKOM H eCTe-
THUKOM TPONLIMX BPEMEHA, CKEITHYHOM 3aruTaHolhy Haj Cya0MHOM CBETa,

5 Muciu ce Ha apUTMETHUKY TIOJIeNy Tpajara CBAKOT 0ficeka MOHA0COO MM CBAKe Pa3BOjHE eTare
IIOHA0CO00.
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Kao ,,postistorijsku tugu odsutnog smisla” (Suvakovié¢ 1997: 75). Muxajio-
BHh 3aTO 3a MENIONIN]CKO je3rpo Menanxonuje dupa cuiia3Hy Majy Tepiy b—g,
HBEHY MOJICKY 00jy Kao J1ajT 60jy KOMIIO3HIIMj€ U IPUMEY]e je Ha pa3InduTe
HauWHE: a) Kao menai, 0) Kao MHUIMjATHA MEJIOAM]CKH MOTHUB y TeBajyhem
WHCTPYMEHTY — 000H, B) KA0 XapMOHCKH HHTEPBAJI ¥ TOHABJHa]yhyl HEPBO3HH
IIECHAECTUHCKH MOTHUB Yy JYOOKOM PErHCTpY KJIaBHpa, T') Ka0 JI€0 CTPYKTYpe
akopasa (TIpeTeXHO CenTaKopasa), 1) Kao X0/ y MOBE3UBAKY aKopaa.

VY ¢dopmanHoj CTPYKTypH KOMIIO3UIMj€ MOTY CE€ M3/IBOJUTH YETUPHU Jena
(y memu o3nauena cnosuma ABCA ; Bunetn npuitor 1). [louetnu n 3appuinu
JIE0 Cy NEMMHUYHO €KBUBAJICHTHH, a YOKBUPY]Y JIBa pa3BojHa OJI0Ka, Koja Ccy
0a3zupaHa Ha HICTHM MOTHBUMA, aJTi Cy PA3JIMYUTOT TEMITa, MeTpa M HHTEH3UTe-
Ta aKyCTUYKE TUHAMHKE. Y eKCIO3UIIOHOM, TIPBOM JIelTy KOMITO3HIH]je (TaKT
1-30), Tema ce u3naxke TpH MyTa yBoJAehy Tpu KIbydHA MOTHBA: &) MEJIO/IN]|CKH
MOTHUB MOJICKE Tepiie (h—g) Kao TpaauIMOHAIHN CUMOOI ceTe y My3uu (M1);
0) Tpuoscku MOTUB-pUrypa (M2), KOju CBOjJOM PUTMO-METPHUYKOM OpraHU3a-
IIUjOM U quasi valse TIOTEHIIMjaJIOM MTPUBPEMEHO JIeCTa0MIIN3Y]je TapHy IMojie-
Ty jeauHuna y 4/4 Takty u B) XapMOHCKU b—g MOTHUB (M3), KOJU j€ U30JI0BaH
y yOOKe perucrapcke Jlare KJIaBupa, pUTMH30BaHUM TIOHABJbAEM Y HeTlpa-
BUJIHUM BPEMEHCKHM WHTEpBAJIUMA U (YHKIIMOHUIIE Ka0 HOBH ,,pemerchu”
dbaxTop y u3naramy TeMe, I1a ce, CXOIHO TOME, MOXKE Pa3yMeTH U Kao CUMOOI
(U3HYKUX TPOMIPATHUX CHMIITOMA MENAaHXOJH]je — IPXTaBHIIE U HEPBO3E HIIH
[aK Kao CUMOOJI CyMH»€, OIHOCHO JIEJIOBama IMOJICBECTH. YBOAHO M3JIarame
TeMe je y IEOHHIIM KIIaBupa, NOCTYMHO ocBajajyhu cBe ToHoBe CKpajOnHOBOT
MOJTyca Kpo3 CHJIa3HU MEJIO/IN]CKH X0/ HaJl (OHOM TefjanHe Tepiie (CTpyKTypa
CHUHTaKCHUKe jenuHuie je 2+2+3+2+3). lnuuujaaHau cuiia3Hu X0 MOTHBA U
MeJo/iMje TUIIMYaH je IpUuMep peTopuuke Gpurype catabasis, anu u cBojeBpc-
HY 3BYYHH IaH/IaH JIUKOBHOM MOTUBY ,,[IOTHYTE QHUrype” Kao jeIHOM O] Haj-
yemhux enemeHara mkoHorpaduje menanxonuje.’ [loHaBpambe b—g MOTHBA
UCTIPEKU/IaHO TIay3ama, pianto MOTUB (e—g—fis, TakT 8-9) u pianissimo nu-
HaMUKa MPHIA/Ajy apceHaly JaMEHTHOT TOI0Ca, PHIIaro)eHor ayTopoBoM
WHAWBHIYaTHOM XapMOHCKOM je3HKy. J[pyru HacTym Teme je y JEOHHUI 000e
(con tristezza, a volte con glissando minore, Takt 13—19), unju je ucmosen-
HH TOH — 300T CBOT' MEJIaHXOJINYHO-IIACTOPAIHOT TeMOpa MOTOAHOT 32 WIH-
Ty, €JIeTHjy WM JIAMEHT — HapaTHBHA NIEpCOHU(UKAIja ayTOPOBOT riaca. Y
OBOM H3J1aramy TeMe J10J1a3H JI0 U3pakaja CHMEeTpUYHa 03ULnja b—g MOTHBA,
Ha MMOYETKYy W Kpajy (pase, mTO je maHgaH peTopuikoj Gurypu epanalepsis.
VY tpehem m3naramy teme (takt 21-30), Takohe y meoHunm o6oe, MOKEMO
TOBOPUTH O peTopuukoj ¢purypu anadiplosis, Oynyhu na je nmoyerak ose ppaze
(b—g moTuB) HcTOBETaH Kpajy mperxomaHe. OcuM Tora, HHUIMPAH JJAMEHTHH
TOTOC Y IPETXOJHUM H3JIarambuMa, OBJIE Ce JIOIaTHO HarvaniaBa My3HJKo-pe-
TOPUYKOM (PUTYpPOM passus duriusculus, Koja moJpasymMmeBa XpoMaTcKo cujas-
HO KpeTame Y OKBHpY 4HCTE KBapTe, a koJ MuxajnoBuha oOyxBara pacnoH
MpeKoMepHe KBapTe (g—des, AeoHUIa BUOJIOHYENa, TakT 21-27). 3a oBO n3na-
rame je, y HapaTUBHOM CMHCITY, OUTHO YBOheHe MOMEHYTOr MPHUTajeHo-Tpe-

¢ CumbomuKy ,,OrHyTHX QUrypa” TEOpHjcKH je paspamuo Epsun [Tanodcku y cBojoj MoHO-
rpaduju o Jupepy (Panofsky 2005), a ieroB ananuTHuky npuias je npumenuo u JKau Crapo-
OMHCKH Yy TIpoy4aBamwy Menanxonuje y boanepoBoj moesuju (Starobinski 2011).
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Teher mecHaecTHHCKOT MOTHBA, KOju he Tek y Tpehem aenmy kommosuiyje m1o-
outn nmyny apupmanujy (Buneru IIpumep 1). Ho, Beh 1o oBor momenra y
HApaTHBHOM TOKY KOMITO3HIIM]j€ J10a3H J0 M3pakaja CUMOOJHKaA orviefana u
ajyieropuja oriiesiama, KOju Cy 1€0 MKOHOJIOIIKE TPAIUIHNje YMETHUYKOT MPH-
Ka3a MeJIaHXOolldje, ajii, IpeMa TyMadyewhy ICUX0aHalln3e, u JyOoKo ycaheHu
y NICUXUYKE Ipoliece Koju je npare. Omiename je cyoyaBame ca coOoM, camo-
KPUTHUYKO MPOLEHHUBAKE, OTHOCHO (POjI0BCKO ,,JToncToBehrBame cy0Ojexra
ca o0jexkrom” (Freud 1937: 247).

Hpyru neo xomno3unuje (Takt 31-68, MeTpuuka mpoMeHa Takra y 5/4),
OHOCHO TIpBa pa3BOjHA e€Tara, IpOoTHYE Y HacliojaBamy Marepujayia: of 1mo-
HaBJbajyhe quasi valse ¢purype-mMonena y 1€OHUIN KIaBUpa, MPEKO CHIIA3HE
Tyxehe mMenonuje y rynaunma (pianto MOTUB CHJIa3HE Majle CEKyHJE U CHIa3-
Ha Tepua ca glissando edexkTuma) 10 M3IHMBaKka TeMe y 000M HaJl OCTHHAT-
HUM MOJIEIMMA, Ol KOjUX OHAj y TyJaukoM aHcaMOiy oOpasyje CBOjeBPCHH
XapMOHCKH €KBUBAJICHT drone-y maie cekyHue a—g. Menonuja o6oe ocBaja
b—g MOTHUB y IpyT0j OKTaBH U OBa (pa3a pa3Boja OMBa MPEKHUHYTa CBOjEBPCHUM
KPUKOM y BHOJIOHYETY, 00pa3yjyhu Tako 3acek y ¢opMu Ipel HOBY eTary pas-
Boja. MIHTepecanTHo je /1a ce CBH KJbYYHHM HACTYIH Tema, y 00a Jena popme
HO]e;LI/IHaqu norahajy y taktoBuma 1, 5, 13, 21, 34 (...), npema ®ubona-
YHjeBOM HU3y OpojeBa, IITO y MEPIENTHBHOM CMHCIY JOHEKJIe oOjalimaBa
ocehame puHO M3baIaHCHPAHOT IPOTOKA BPEMEHA Y KOMIIO3UTOPOBUM JICITH-
Mma (Buzetu [Ipumep 1).

Y nHapennom neny popme (Allegro, Takt 69—152) hopmupa ce HOBa pas-
BOjHA €Tara, y K0joj Cy €BHJICHTHA TPH JIyKa: OBJIC CYy KAPAKTEPUCTUYHHU EKCTa-
TUYHU barbaro puram, pUTMHYKO-METPHYKA TIOMEpamba OCTHHATHUX QHUTypa,
MMHTALUOHU OJHOCHU JICOHUIIA M aKIEHTOBAHU aKOPJIU — KAa0 My3HMYKa WITyC-
Tpalja KpaTKOTpajHe 0a3e eHTy3Wja3Mma, Koja KapaKTepoOM aHTHUIMIIUPA OC-
HOBHO pacnojioxewme Pesorma. VIHINKaTUBHO je 1a ce Y OBOj pa3BOjHO] eTanu
MOTIIYHO Iy0u quasi valse durypa u 1a meHa HeXHa TPHOJICKA CHIHH(HKa-
IHja yCTyma npej poOyCTHUM CHHKonama 1 rpyoum akuenruma. Tema y obou
je IOHOBO BapHjaHTHO M3JI0KEHa, 0CBajajyhu mpBo TOH d°, a 3aTUM, Ha IpyroM
IaToy W f7; akycTH4Ka TMHaMHKa Takohe pacte J10 fortzsszma, na Ou Ha Ky-
MHHAIIMOHO] TauK{ OMET JONUIO O PETOPUYKOr recTa MpeKkua (peTopudka
$urypa abruptio) na nuBoy jauckypca. Harna npomena nuaamuke (ff-pp) u
Temna (Andante sostenuto) Mapkupajy PeMUHUCLICHI]Y HA MHULUJAIIHO U3-
Jarame TeMe ca rmoverka kommosunuje. OBakaB THII recta, Koju Pobept Xaren
cBpcraa y ,.crparemke” (Hatten 2004: 151-176), narnamasa pernpu3Ha Mo-
MEHaT, I1a CAMUM THM H KOHILIETT Kpyra y CTpyKTypH opme. CritazHa Mojicka
Tepua, eekTHO Kopuinhewe cunasHux glissanda v tremolanda, metanna 6oja
Kao rnocnenuua sul ponticello aptukynaiyje, a HAPOYUTO MTOMEHYTO KPYKEHE
TEeMaTCKOT Marepujasa, (QyHKIMOHAIM30BaHU Cy Ka0 PETPE3CHTH OICECHB-
HUX HJIeja W MEJAHXOJIUYHOT TYIICBHOT CTama. [Ipema peurnMa KOMIO3HUTO-
pa, MOTHB b—g je UCTOBpEMEHO KOpHUIIheH 1 Kao 03Haka/akpoHuM beorpana.
Onepucame aKpOHUMHIMA YJ1a3H Y KPYT THIIMYHO TIOCTMOJACPHUCTHYKUX YMET-
HUYKHUX CTpaTteruja pedepupama, a 3aHUMJBHUBO je y ciydajy Muxajnosuhe-
BOT OITyca, jep je MPUCYTHO M y KoMno3uuuju Fa-mi(ly) 3a knaBup u rygaue,
KOja XpOHOJIOIIKHU MpeTXoau Menanxonuju.
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Komnosunnja Pesonm peann3oBaHa je CIMYHAM KOMIIO3UIIMOHO-TEXHIY-
KHUM TIporieaypama kao u Meranxonuja. FbeHoO je METOIM]CKO je3rpo, TOIyIIE,
0a3MpaHo Ha HHTEPBAJICKOM ITOKPETY CEKYHIIE M FheHUM 00pTajuMa (CENTHMH
¥ HOHM). Y CKIaay ca 0a3udHUM adeKTOM KOjU CyTepHIle HACIOB KOMITO3H-
IIMje, TO MEJIOAM]CKO je3Trpo HHUje ApyTadrje caMO y MHTEPBAJICKOM CacTaBy y
OJTHOCY Ha MOTHMBCKH apceHan u3 Menanxonuje, Beh M y TMHAMHYKOM, PHUT-
MHYKOM M apTUKYJIAIMOHOM actiekTy (Buaetu [lpumep 2).

Cpoznroct n3mely /1Be KOMITO3HIIM]E MOXE CE IPATHTH 1 Ha HUBOY HHCTPY-
MCHTaJIHE OPraHu3allje U OpKecTpauuje; Pesoim je, kao u Menanxonuja, mican
32 M3/[BOjCH [yBa4KH HHCTPYMCHT — Y OBOM CITy4ajy, XOPHY — U KIIaBUPCKH KBap-
TeT, CJIMYHA je noziesna yiaora Mehy nHeTpyMeHTHMa y (akTypHO] CIIUIHM Aena, a
CIIMYHA je U AuCTpuOyIHja Mareprjaia. [IBe KOMIIO3UIMje ce Orvieqiajy jeHa y
JIpyTOj, MOMYT ,,A3BPHYTE Yapare” Ui ,,Ba JIAIA HCTOr HOBYMhaA”; CBOJEBPCHO
TPECITHKABAILE YHYTPAIIEE CTPYKTYPE OCEKa M Je/I0Ba KOMIIO3HIIH]A, ali ca
Pa3IMUUTUM €MOLMjaMa y OCHOBH, Jajé OCHOBAH IIOBOJ J1a C€ Tymaue Kao He-
packuanBa LEeNHA, ca IPENOPYKOM J1a ce U yOynyhe u3Boje Kao JUITHX.

Ha nuBoy mo6anne opranusanuje hopme, Takohe cy MpUMETHE aHAJIOTH]e,
OJTHOCHO JICIMMWYHE CKBUBaJCHIMje n3Mel)y nBe komrosuije. Y Pegsonmy
je, Takohe, Mmoryhe yountn yetnpu jena dopme (y meMu o3HaYeHa CIOBUMA
ABCB,; Bunet npwior 2), ¢ TuM WTo je (GuHamHu 1e0 GopmMe N3MEREHO MO-
HaBJBAKE JPYTOT Jela ¥ OTKPUBA CIIMPAJIHY JIMHHU]Y GopMe, Koja ofroBapa My-
3WYKOM HapaTHBy. 3a €KCHO3UIMOHU OJIOK MPBOT Jiefa je, aHaJIOTHO HOCTYIKY
y Menanxonuju, KapaKTepUCTUIHO TPOCTPYKO EKCHOZUIIMOHO U3JIarame TeMe U
CHUX BapHjaHTHHUX O00JMKa (J1e0 A y KOMIIO3UIH]jH, 10 41. TakTa). Y My3udIKOoM
TOKY OBOT jief1a pa3pal)yjy ce 4eTHpu MOTHUBA: ) staccato MOTUB y3J1a3HEe Maje
CeKyHJIe Y JIeOHUIH KiaBupa (M1); 6) eHeprudH CKOK BEIIMKE CeNTUMe HaHU-
e y JICOHHIIU XOPHE Ca 03HAKOM CiUsO, YOKBUPEH aKIIEHTOBAHUM TOHOBHUMA U
y JUHAMHUYKOM pacrioHy f—pp—f (M2); B) y3/1a3HO pa3jiokeH! akopA-Gpurypa y
JICOHUIN KaBupa (M3); T) antepHupajyhu mokper Majne CeKyH e HaHWKe Y Jie-
oHuIM BUONKHE (M4). J[paMaTUUHOCT MCKa3a MOYMBa Ha CHHTArMaTCKOM CIIOjy
KOHTPAaCTHUX MOTHBCKHX (hiockyna (peropuuka dhurypa antithesis), n3pa3uroj
MPOMEHJBUBOCTH aKyCTHYKO-JIMHAMUYKUAX BPEIHOCTH, Ka0 M €PEKTUMa Tpe-
JyIapa ¥ apTHKYJIalMjCKUX akieHara. Mnak, TeMOp XOpHe ¥ MEKH Tpar HeHe
nacropaiiHe 60je y CKJIOMy KaMepHOT 3ByKa aHcaMOja IeIMMUYHO yOiaxasajy
WIN pelaTuBH3Yjy U3pa3 peBonta. HakoH msnarama, popmupajy ce TeH3MOHH
JYKOBU y OKBHPY IPBOT pa3BOJHOT OJ0Ka (APYTH €0 KOMITO3UIM]jE, TaKkT 29—
119). Moryhe je u3nBojutu Tpu TakBa iyka. [IpBu ayk popmupajy yetnpu au-
HaMUYHA, METPUYKH TIOMEPJbMBA OCTHHATHA CJI0ja HAJ| KOjUMa XOpHA H3JIaxKe
CBOjy MOMaJIO pa3By4yeHy U MHTEPBAJICKH PACTp3aHy MEJIOAU)CKY (pasy, y K0joj
ce U3/Bajajy JIAMCHTO3HH CHJIA3HH TOKPET fis—e—es U IyT'H U3/P)KaHH TOHOBH.
OcrunarHe uHUje ce nak popMupajy Ha MOTOPHYHOM IIOKPETY PaslIoKeHHX
akopasa (M3 MOTHB y JICOHHIIU KJIaBHpa), antepHupajyhoj manoj cekynau (M4
MOTHB Y JICOHUIIA BUOJIOHYETIA), KOMOMHAIIM]JU OBa JIBA MOTHBA (JICOHUIIE BUO-
JIMHE U BHOJIE) U Ha (UTypu MoHaBJbajyher ToHa (UeTHPH IIECHAECTHHE U OC-
MHUHA HOTE, y JICOHHUL BUOIIMHE). Y APYTOM TCH3HOHOM JIyKy IIaBHH aKTep Cy
ryla4Ky MHCTPYMEHTH, KOjH OCBajajy IIPOCTOP TPUXOpAa g—a—b, JIOK ce XOpHa
MIOBJIAYM y IPYTH TUIAH U OCTHHATHE ciojese. [ panuity usmely mpBor u apyror
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JyKa MapKupajy aKIeHTOBaHH aKOP[IH, JIOK je TpaHuIia mpema Tpehem JIyKy 03-
HaueHa CHJIa3HUM glissando-M TyIauKux WHCTPyMEHaTa U TapajeIHiM CHIIa3-
HUM TacakeM 1o ToHoBuMa CkpjabuHoBor Moayca. Y Tpehem pa3BojHOM JTyKy
YApYXKEHO HACTyIajy XOpHa M KJIaBUp, JOCTIDKE Ce KyJIMUHAIHOHA fortissimo
JTMHAMMKA, J1a OM yClleIno HarId MpeKul My3ndkor Toka (tpehu neo, Andante,
takt 120). I'pannna je obenexxeHa MmajgoM TEH3HWje, TPOMEHOM TaKTa, TeMIIa
u muHamuike. Kao u 'y Menanxonuju, oBaj peTOpHYKH TeCT MPEKUIa JUCKypca
CTpaTelIK! HarllallaBa MOMEHAT Kaja ce y Jeny e(eKTHO CIajajy IojenuHe
¢durype u3 obe Komro3uije — anrepHupajyhu nokper mane cexynue (M4) u3
Pesonma ca cunasaum glissando nokpetuma, quasi valse MoTuB-purypom (m2)
Y HEPBO3HUM II€CHAECTHHCKUM MOTHUBOM TozicBecTH (M3) U3 Menanxonuje (Bu-
netu Ilpumep 3). Kao uHTEpTEKCTYaIHO ,,.4BOPHO MECTO”, OHO MCTOBPEMEHO
no0Hja 3HaYeHE ,,CyT0MHCKOT’ TTOBE3HMBambha /1B EMOILMOHAIHA CTamba, 3HOBA
yka3yjyhu Ha cBojeBpcHM KOHLIENT Kpyra y MuxajnoBuhesoj nmoeruim. Taxohe
Tpeba HaITaCHTH J1a alTepHUpajyh HOKpeT Mane ceKyH/e, HaKo CIIOpeaaH, yc-
MOCTaBJ/ba CYNTHUIHY BE3y M ca ayTOPOBOM KoMIo3umujoM Memenmo (1993).7
OsBa naneka, a WAk MPHCYTHA ped)epeHIa Ha CONCTBEHO N0, HHCITUPHCAHO
YMETHUYKOM MOETHKOM U CyTOMHCKOM TparkkoM Komro3utopa Bacuimja Mo-
Kpamlia, 1001ja 3Ha4Yeme ,,HeMOhHO pammpeHnx pyKy yMeTHHKa mpen CBeToM
OBO3eMaJbCKUM”.®

YMecTo 3a0KpyKera WM PEMUHHUCLICHIIM]e Ha TIOYETaK KOMITO3HIIH]j€e, Kao
mTo je To OMo ciydaj y Menanxonuju, BApUjaHTHO C€ TIOHABJHA TI€0 TIPBU pas-
BOjHH OJIOK, Ha YMjeM BpPXYHILy ce joralja HeOUeKMBAHHU, U3HEHAIHH 3aBpIIe-
TaK KOMITO3HUIIH]e, KOjH HaJIaKe J1a Ce IMOKJIONAI] KJIaBHjaType 3alyH TPECKOM.’
OBaj (pU3MUKH recT HaCHJba HaJl KIIABUPOM CUMOOJIMYHO Ce MOXKE pa3yMeTH Ha
nBa HaumHa. Kaxko je kommosunuja Pegonm nocBehena ¢gectuBary byHT, ona ce
yKJ1ana y OCHOBHY Hejy (hecTuBasa na u3pa3u mpoTecT 300T cTaTryca yMEeTHHY-
Ke My3uKe y JoMaheM IpyIITBEHOM MHIBbEY, 300T OJHOCA IPXKABHOI arapara
npemMa CTPyIY U HauuHa (PUHAHCH]CKE, IPYIITBEHO-KYJITYPHE U ME/IH]CKE BaJIO-
pH3alfje YMETHUYKOT My3HUYKOT CTBapajaliTea u n3Bohamrea. Y TOM CMHCITY,
MuxajnoBuheBa My3uka je ca Pegormom noduna u HOTy OPYIITBEHE KPUTHKE
¥ aHra)KOBaHOCTHU; HE TPBU IyT y HETOBOM OITyCy, jep je u'y Manoj scanoo-
HOJ My3uyu, GyHKIMOHATHUM YKpIITamkeM 1uTara u3 [lempyuixe CTpaBUHCKOT,
cerMeHTa U3 MoIapToBOr KJIaBUPCKOT KOHIIEpTa W ayTonuTara u3z Hoxmypha,
3alpaBoO TEMaTH30BaH MPOOJIEM CTaryca yMETHUKA y HajmpeM cMuciy. Ha
MHTEPHAIIMOHAIHOM HUBOY MaK (M3MYKH T'eCT rpyOor 3arBaparba MOKJIOINIA
KJIaBHjaType TPECKOM yKasyje Jia )KHUBUMO Yy JIEXYMaHU30BAaHOM CBETY, CBETY
MpUTHCaKa, HeToNepaHiyje n Hacuiba. Kpehyhu ce myro y 3agapanom kpyry
n3mMel)y 1Ba ocehama — MeTaHXONIHj€ U PEBOJITA — U3BECHO j€ JTOCTU3AILE ,,TAYKE
nynama’”. Ha Toj Tauku ce jaBibajy oTnop, OyHT, A€CTPyKLHja WU YaK U ayTo-

7'V Memenny oBa ¢urypa je IpuCyTHAa Kao OCTMHATHA JIMHMjA y ICOHWIM KJIAPHHETA (TAKTOBH
171-186).

8 Us mpornparHor TekcTa Munana Muxajnmoruha 3a mporpaM KOHIIEpTa Ha KOjeM je MPEeMHUjepHO
u3BeneH Memenmo.

9 OBaj rect je Bep6amHO CyreprcaH y NMAPTHTYPH M HA Taj HAYMH PEANH30BAH Ha TIPEMIjEPHOM
n3Bohemy xomnosummje y Kemnreny. Ha ¢pecruBary BYHT je mpuMemeHo anTepHAaTHBHO pEICHe
— peBoaTHpaHO Oalame HOTa Ha T0J] OJf CTPaHe CBHX W3BOhada u okperame jeha myOmuim.
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nectpyknuja. Kag npemosnamo aecTpyKuujy ¥ 3rpo3uMO ce HaJl FbOM, MU OTIEeT
3aI1a/IaMo y CTambe MellaHXonuje. Y HapaTHBHOM TOKY pa3MarpaHux Mmuxajio-
BUNEBUX KOMITO3MIIU]a 3a4apaHu KPYT U ,,MeJIaHxoimja otropa’ '’ yka3syjy ce kao
yCyIl TIOCTMOZICPHOT CBETa M YOBEKa Yy EHeMy, a mpema (riIo30()CKOM CTaHO-
BUILTY U TyMauewy Xajaerepa, bogpujapa u Antucepa (Feld 2011: 169-180).
Menanxonuja Buiie HUje ocehame, Beh crame ayxa uin 9ak 00JecT MOAEpHOT
no06a."" Ornop, moOyHa ¥ MPOTECT MojeAMHAlA H/WIK TPYIA caMo je OTCeHa Ja
JOTII YBEK MOCETyjeMO MO J1a y TOTaJTUTETy CaBPEMEHOT CBETCKOT cucTeMa (My-
JTAHALMOHAJIHOT WJIM TpaHCHAIIMOHAJIHOT KaHI/ITaJ'H/I?)Ma) HCUITO IMPOMCHUMO
U KOHTPOJIMIIEMO, JIOK, 3alpaBO, CaMO y4ECTBYjeMO Y MPOU3BOAIH U PENpo-
nykuuju cumynakpyma. To je curyanmja ,,u kojoj svi, ovako ili onako, nejasno
osecamo da su ne samo individualne i1 lokalne kontrakulturne forme kulturnog
otpora i gerilskog ratovanja, nego ¢ak i otvorene politicke intervencije (...) na
neki nacin tajno razoruzane i ponovo apsorbovane sistemom, ¢ijim se delom
mogu smatrati s obzirom da ne mogu postic¢i distancu spram njega” (Jameson
1995: 74).

Konyenm xpyea y onycy Munana Muxajnosuha

3a nocanammy onyc Munana MuxajinoBuha KapakTepUCTHUHH Cy KOH-
3UCTEHTHOCT, JOCJIEAHOCT U KOXEPEHTHOCT MY3HUKOT u3pas3a. OBe OJIHKe CY,
CBAKako, M 0J[pa3 KOMIIO3UTOPOBE JTMYHOCTH U HEroBUX (ypol)eHHX u cTeue-
HUX) 0COOMHA IICUXOJIOLIKE, COLUOIOIIKE, €THUKE U €CTETHYKE IIPUPOJIE, KOje
Cy Ba)KHE MPETIIOCTABKE 32 (POPMUpPAE JIUYHE TOCTUKE JeIHOT yMETHHKA. Y
OCHOBH HETOBE JIMYHE MOETHKE, TPAXKEHNU U BO)EHU CHAXKHOM MHTYHUIIUjOM U
BHCOKOM MMaruHaIyjoM, CToje KOHIENT Kpyra U NpUHLUI Kpykewma. Ha oBaj
KOHLIETIT yKa3yjy: 1) MoBe3aHOCT HEroBe TEOPHUjCKE MUCIH U KOMIO3UTOPCKE
npakce, 2) UHTYUTUBHO Tperno3HaBambe CKpjaOMHOBOT MOAyca Kao JeTepMu-
Hulryhe KOHCTaHTe COICTBEHOT MY3WYKOI M3pa3a M aJeKBaTHOr ,,0pyha” 3a
MY3UUKY €KCIIPECH]y CEeMaHTHUKOT KpyTa ujieja, 3) HauuH KpY>KHOT (BapujaHT-
HOT) pajia ca ofabpaHuM MaTepujajiom, 4) 3a0KpY>KeHa, CUMETPHYHA (bopMaJI-
Ha PCIICH:A Y IETMMa U 5) HHTCPTEKCTYaTHe penaunje HErOBUX KOMIIO3UIIH]a.

MuxajnosuheBo Teopujcko aemundpopame kdo1a CkpjabuHOBOT Mofyca,
HETOBE CTPYKTYpE,'? MYATHTOHAITHOCTH, NPUIATOAJEUBOCTH M KOMOWHATO-

10 Tepmun nipeyser u3 naciosa ksure Menanxonuja omnopa mahapekor nucua Jlacia Kpacnaxopkaja
(Laszl6 Krasznahorkai).

1 Xunokpar je y anTHuko 106a ne(uHECA0 MENAHXOMH]y Kao TYry U 60ja3zaH KOjU Tpajy y AykKeM
BPEMEHCKOM HHTEPBAITY, U KOjH Cy ITOBE3aHHU Ca TEJIIECHUM CACTOJKOM ,,IipHE Kyun”. OHa HHje caMo
TEeMIIEpaMeHT W/WIIM AyleBHH nopeMehaj Beh u obenexje yMeTHHUKE T€HHjATHOCTH M KPeaTuB-
HOoCTH. Y XpuihaHCKO] KOHLEMIHjH, OHA je TyMauyeHa Kao Teroda y AyIIH Koja ce JOBOIH Y Be3y
ca rpexoM u ca haBoioM. Y acTpoJIoIIKoj TpaJHIji METaHXOINIH Cy ITOABO)EHH 10 HeTaTHBHU
yTHLaj 6ora win riaHere CatypHa, a 3ajeJHO Ca HEOIUIATOHOBCKOM TEMOM O MECHUYKOM JIyAUITY
JoxuBehe anoTeosy y ernoxu peHecance. Y caBpeMeHO 100a MENaHXoNja ¢e TyMaiyd Kao HHTEJIeK-
TyaJlHa HaAMONHOCT, IpOoIleC Ka CIIO3HAY CBETa U IIpoleca Kpeanuje, ajld U U3BOp JeNpechje n
CYIOMHCKO CTame TMOCTMOJIEPHE.

12 CumerprraroCT CTPYKTYpe OTKpHBA M TEPMHHONIOTH]a y TEOPHjCKO] JTUTEPATYPH, TiMe ce Mu-
xajnoBuh Takohe OaBU y CBOjOj TEOPUjCKOj CTYAMjU: ,,Mano-TepuHu kpyr~ (Kopcakos), ,,Mano-tep-
1y 1ukiaycu” (CrnocobuH), ,,ceKBEHTHO-KpyxHe™ nectuie (Masen) uta.
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pHUYKE OTBOPEHOCTH MpeMa Pa3InYUTUM KOMITO3HIIMOHUM CHCTEMHMa (MO-
JTAJTHOM, TOHAJTHOM M aTOHHKAJIHOM), Kao M cnenuduyHe 0oje Kojy eMuryje,
npojekTyje ce Ha cBe HMBOe MuxajnonheBux kommosummja. Moxyc o0je-
JHbYj€ XOPU30HTAIIHY ¥ BEPTHKAIHY paBaH My3HUYKOT TOKa, & CAMETPUIHOCT
FCTOBE CTPYKTYPE Pe(IIeKTyje Ce Ha CHMETPHIHOCT O6J‘II/IKa Omto 1a ce panu
0 MPETNO3HATIHHBO] PEIIPU3HOCTH Y (GOPMH WIIU TTaK O CKPUBEHHM CHMETpPHja-
Ma y AYOMHCKHM CJIOj€BHMa CTPYKTYpe KOMIIO3MIIM]a, KOje Cy OATOBOPHE 3a
OpraHM3alIljy BpeMeHa y Jeiy, [1a THME M 332 €CTeTCKH JI0KHBIba]j Jielia.

WuTepBancka CTpyKTypa MoOIyca jeé OIrOBOpHA M 32 CBOJEBPCHY JIajT-
MOTHUBHUKY y MuxajnoBuheBoM omycy — Tpuxopjae 0a3upaHe Ha cleny Be-
JMKEe U Majle CeKyHJe, Kao M Majioj Tepuu (cuia3Hoj u y3nasHoj). Otyna u
cnenuduyuan T0KUBJba] pedepeHTHrX Beza m3mel)y onnx MuxajinoBuheBux
KOMITO3HIIMja KOjeé Ce MOTY TYMauuTH Kao ayTOHOeTHYHE. MHTepTekcTyanHe
KOpelnalyje ce MojjeIHaKo yCIOCTaBJbajy Ha HUBOY MHTPOBEP3HE CEMHUO3E,
koopauHncane CKpjaOMHOBHM MOIYCOM, U €KCTPOBEP3HE CEMHO3€ Y CMUCITY
TpaHCQHUTypaIHje TOIoca JaMeHTa.

Ha HuBOy yHyTpamnme ceMnose, napagurMaTcKUuX U CHHTarMaTCKUX Of-
HOCA MOTHBA W TOHAJIHE yCMEPEHOCTH, OJIHOCHO OHHX ,,UCTHX My3HYKHX
3HAKOBA... KOJU PErYJIUIIY YCMEPEHOCT mokpera” My3ndkor Toka (Cf. Agawu
1991: 51, ca enmneckor npesena U. B.), To ce manudecryje BapujaOuiHuM
TOHABJbAEEM U NIPOLIMPCH-EM MOTHBCKUX ()IOCKY/IA U BHXOBOM CIOOOIHOM
pasmeHoM u3Meby ciiojesa Menozmje M 1paTie. Y mapajiurMarckoj HapaTs-
HOj IIEeMH ,,[I0YeTaK—CpenHa—Kpaj”’, HHTPOBEP3HA CEMUO3a j€, HAPOUUTO Y
Menanxonuju, perynucana TpajiuLUMOHAIHAM YOPMATHUM M TOHAIHUM 330~
KPY’KeHheM KOMIIO3HILHje IOBPATKOM y TOHAIHY cepy g-molla.

CemaHTH4Ku Kpyr uieja y MuxajuoBiheBoM oIycy perpeseHTOBaH je
— Ha eKCTOPBEP3HOM HHBOY CEMHO3€ — MAaCTOPAJIHUM TOMOCOM Y HajUIMpeM
CMHUCITY, PEKOH(QHUIYPHCAHUM IOCTMOACPHUM JyX0oM BpeMeHa. KoMIekcHoCT
TOIOCA HE 00yXBaTa CaMo PENPEe3CHTAIlH]y MACTOpalHe HAHIe (Maja CBOje
TparoBe 0CTaBJba, PELUMO, yKOMnosnuHJaMa Mope, Silenzio, Notturni, 3ene-
HU manacu...), neh ce Ol € OTHCKYje Ka HOCTAJITHjH, CETH, CIICTH]H, JIAMCH-
Ty, MEIIaHXONU]H 1 pesurHanuju. Ilacropantu CeH3NGUITHTET ce, Kako HaBOJT!
Anmep, y onpelh)eHUM UCTOPHjCKUM M COITUO-KYJITYPHUM YCIIOBHMA, IPUPOTHO
YCIIOKEbaBA, Ka0 M apXETUIICKH TEKCT JPEBHE MacTopae (Alpers 1996: 108).
[TacTup mocraje penpe3eHT OMIITET eToca; HUje, JaKiie, BUIIE ped O MPOoTaro-
HHUCTH y MACTOPATHOM HapaTUBY, Beh O 3arOBOPHUKY MacTOPaIHOL. Y caBpe-
MEHO] TTacTOpaju ,,pUKIIMOHATTHA PEIPEe3eHTAIM]ja U Perpe3eHTaIja Cy0jeK-
Ta Cy UMIUTUIMTHE JeIHA Y IPYTOj, a 3aj€HO KOHCTUTYHIITY pPEIpe3eHTaTUBHY
anernoty macropaitHor (Alpers 1996: 161; npesena ca eareckor U. B.).

Y MuxajnoBuheBuM KOMIIO3MIIMjaMa CE€ apXETHIT TMAacTOPAIHOT TOIO-
ca Ipero3Haje y MeJaTHUM U OCTHHATHUM TOBpIIMHAMA, Y ,,apXandHoj” 0oju
CkpjabuHOBOT MOJIyCa, Y TIEBHUM TeMama, y TeMOpY MHCTpyMeHara Koju HOCe
MaCTOPAJTHU 3HAK, Y allOJIOHUjCKU MTPOUUIITNeHo] (hakTypH, Kao M 'y IUKIUIHO]
CTPYKTYpU My3UUKOT HapartuBa. [lacropamiu Tomoc ce TpaHchopmuiie u pe-
KOH(UTYpHIIIe U3 KOMIIO3UTOPOBE JINUHE YESKHE U TEKIE Ka WIMIHIHOM U
UICATTHOM (,,M3ryOJbeHU 00jeKaT” MEJIaHXONH]je), a Y CBETY U BPEMEHY KOjH TO
OJIaBHO HHCY.
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CeMaHTHYKH KpyT uzeja y MuxajinoBruheBoM OITyCy, KOju C€ KOHIICHTPH-
CaHO €BOIMpa y HAjHOBHjUM KoMIIo3ulljama Menanxonuja n Pesonm, ucto-
BPEMEHO je M JyOOKO JIMYaH W yHUBep3antaH. To objammaBa U3BaHPEIHE pe-
aKuje W npuxsarame MuxajmoBuheBuX KOMIO3HUIMja O cTpaHe nomahe u
CBETCKe MyOJuKe, jep ciymaoiry o0e30elyje maky u Op3y npojeKiujy u uieH-
TUUKALN]y ca ayTOPOBUM INIACOM M H€TOBOM ITOPYKOM.

IIpumep 1. Excnio3unyja reme y komnosunuju Meranxonuja,
ca TpU INIaBHAa MOTHBA

Melancholy
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(con tristezza, a volte con glissando minore)

WBana Bykcanosuh
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IIpumep 2. Eckno3unuja Teme y KOMIO3ULHUjU Pegonm,
Ca 4YeTHpH IJTaBHA MOTHBA
Revolt
(Aufruhr - Rebellion)
(2015)
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IIpumep 3. Jleo C u3 xomnozunuje Pesonm;
CTI0j MOTHBA U3 00€ KOMIIO3HUIIH]je
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Ivana Vuksanovié

THE FATE OF THE POSTMODERN WORLD:
ON MELANCHOLY AND REBELLION BY MILAN MIHAJLOVIC

(Summary)

The musical oeuvre of Milan Mihajlovi¢ (b. 1945) enjoys a high reputation and
position in contemporary Serbian music. This has been proven by the many awards he has
received, countless performances of his compositions at home and abroad, and especially
by the warm and approving reactions of the audience.

The stylistic consistency in his oeuvre is a result of his creative use of Scriabin’s
scale. The concept of this scale was first theoretically elaborated in an extensive study
written by Mihajlovi¢ in 1980 and, since then the scale has been functioning as a crucial
cohesive element in all Mihajlovi¢’s compositions. The novelty in his oeuvre, composed
during the 1990s, were intertextual references made by using citations from his own works
and those of other composers (Monteverdi, Mozart, Stravinsky, Rachmaninov, Vasilije
Mokranjac).

The most characteristic features of his mature style are also recognizable in his re-
cent works Melancholy (2014) and Rebellion (2015). The interval structure of Skriabin’s
scale is projected along the horizontal (melodical) and vertical (harmonical) axes of the
both works while the formal design resulted from shifts of tensions and relaxations. De-
velopmental sections are based on variation and improvisation of the small number of
different motifs (three basic ones in Melancholy, four in Rebellion) above the metrically
moveable ostinato layers and the releases are marked by change of tempo, dynamic, meter
and texture. The most significant and radical release is the one which marks the abrupt
ending of Rebellion by the physical gesture of slamming down the keyboard lid. As the
composition was written for the BUNT festival (Belgrade) it fits the festival’s idea of ex-
pressing resistance to the government’s neglect of academic musicians and institutions.
In the wider sense, it becomes a sign of the resistance to the world we live in, and that is
the world of lost ideals.

Both works are composed for the wind instrument and the piano quartet and in the
both cases the author’s voice, with its figures of sorrow and anger, is personified in sing-
ing, narrative lines of the wind instrument (the oboe in Melancholy and French horn in
Rebellion respectively). These two compositions also demonstrate the specific concept of
a circle that is intuitively searched for and ingeniously implemented. It is manifested by
the cyclic concept of Scriabin’s scale and projected in all of the author’s compositional
procedures as a vehicle for the expression of lament and resignation.

[pumibeno 29. pedbpyapa 2016.

[IpumibeHo 3a mwtamiy 24. maja 2016.
OpUrHHAIHN HAYYHH Pa/]
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The place of ‘Russian music’ on the Multicultural Map of Europe

Abstract: Both Russian and non-Russian composers and music critics will-
ingly used the notion of Russian exoticism to differentiate the Russian musical
legacy from the (western) European tradition, especially in the 19" century.
At the same time, various Russian musical practices were considered to be
exotic in Russia itself. In this article it is suggested that these two perceptions
of Russian music influenced each other, having an impact on the formation of
Russian national music. It is further claimed that Russian music served both as
an internal and external tool for defining the country’s musical culture on the
multicultural map of Europe.

Key words: Russian music, national music, exoticism in music, multicultur-
alism

Much has been written on the topic of Russian music and especially about
the issue of its identity in the broader, European context. Among chief contem-
porary authors who have contributed to this ongoing debate, one should single
out Richard Taruskin, Marina Frolova—Walker or Marina Ritzareva, whose
excellent works dealing with the roots of Russian music and its further devel-
opment in a dialogue with other European traditions serve as a departure point
for this article. Taruskin has especially ventured to define Russia musically
without neglecting socio-cultural or political backgrounds, as the title of one
of his books indicates (Taruskin 1981; 1993; 1996; 1997; 2009). Ritzareva, on
the other hand, may be regarded as a representative of the Eastern European
tradition of research: born in Leningrad, she specialises in 18" century Russian
music and composers such as Dmitry Bortniansky and Maxim Berezovsky.
She has also expanded her expertise into the 19" century Russian musical
nationalism and the question of vernacularity (Ritzareva 2002; 2016). Marina
Frolova—Walker has bridged these two traditions as a Moscow-educated musi-
cologist who moved to the United Kingdom. There her interests shifted to the
historiography of Russian music and, more specifically, the myths surround-
ing the creation of Russian national music. In her 2007 book dedicated to this
issue, she challenged the popular view that the ‘Russian soul’ can be heard in
Russian music (Frolova—Walker 2007).

Having in mind this extensive scholarship, my goal in this article is to
cast some light on different approaches to reading and fathoming Russian mu-
sic by (predominantly Western) audiences, especially showing the irregular
meanders of its comprehension. It seems that the phenomenon of Russian mu-

I agpiotrowska@interia.pl
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sic has been mostly discussed either with regard to the claims of its national
identity (underlining the allegedly ‘national’ traits) or to its celebrated exoti-
cism, connected with alleviating the importance of musical influences coming
from the so-called Russian ‘Others’.

Russian Music as National Music

The great 20" century composer Igor Stravinsky (1882—1971) asked rhe-
torically in the year 1939: “Why do we always hear Russian music spoken of
in terms of its Russianness rather than simply in terms of music?” (Stravinsky
1959: 95). In other words he diagnosed that music composed in Russia was
stigmatized with its ineffable ‘Russianness’ and accordingly labelled as Rus-
sian, immediately raising national connotations. Taruskin has drawn attention
to this inclination dominating the historiography of Russian music and dis-
cussed it very detailedly and profoundly and in great detail. The scholars have
never ceased wondering at the persistency of this, allegedly still prevailing,
predisposition of closely linking compositions written in Russia with the per-
formance of duties of national character, apparently willingly undertaken by
Russian composers (Gasparov 2005). Supposedly, they must have felt some
sort of an almost patriotic obligation to contribute to the creation of the Rus-
sian national idiom in music, and their sense of this civic responsibility was
fulfilled in compositions exhibiting national feelings or aspirations. Moreover,
in numerous books on music history, Russian music has often been treated as
an internal matter for the Russians, i.e. as their domestic, inner concern, which
when appreciated abroad could eventually prove to be of general value. It is
sufficient to quote a passage from the monograph by a renowned German mu-
sicologist Carl Dahlhaus who observed that “the national substance of Russian
[...] music was a condition of its international worth” (Dahlhaus 1980: 84).
Taruskin, continuing his discussion on the manner of approximating Russian
music to an international audience, eventually concluded (in a rather gloomy
tone) that “the habit of speaking of Russian music above all in terms of its
Russianness has ingrained many prejudices and lazy habits of thought. It is
often taken for granted that everything that happened in Russian music has
a direct relationship, positive or negative, to the national question” (Taruskin
1984: 323).

The tendency to highlight nationalism as the driving force of Russian
composers has been revealed in the endorsement of the 19" century group
of composers (Balakirev, Rimski—Korsakov, Cui, Mussorgsky, and Borodin)
propagated as The Five or Mighty Handful [Moryuas kyuka/Moguchaya
kuchka] which has invariably been presented in music history books as a truly
Russian formation. The Five is often described as a nationalist phenomenon,
whose main objective was the promotion of Russian music, not only in op-
position to Western (mainly German) music, but also by seeking internally to
comprehend and define Russian artistic music liberated from foreign influenc-
es. Due to their desire “to select from all that has gone before that which is dis-
tinctive, ‘truly ours’, and thereby to mark out a unique, shared destiny” (Smith
1998: 43), The Five are even credited to be the “cradle of Russian national
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music” (Seroff 1948), the expression itself reflecting Russian attempts to de-
fine the sources and characteristics of the so-called ‘Russian soul’. The trend
to describe The Five as a truly Russian phenomenon corresponds with the
19™ century Russian ideals of Slavophilism, in which Russia was perceived
as “prototypically Slavic”, and was assigned with “all dignified values of hu-
manity” (Gammelgaard 2010: 18). Furthermore, Russia was believed to have
“a mission to act in Europe on behalf of fellow Slavs” (Gatrell 1994: 263):
being a “leading Slavic nation” it served as “a symbol of Slavic peculiarity and
strength [...] against Germanization” (Gammelgaard 2010: 15—16), or broadly
understood westernization.

It was Russian art and music critic Vladimir Stasov (1824-1906) who,
being an ardent Slavophile, sharply objected to and openly criticised musical
compositions he considered to be not Russian enough, fearing that western-
ization could affect Russian music and present a considerable threat which
would “undermine the indigenous development of a Russian national music”
(Frolova—Walker 2001: 927). Stasov saw Russian cultural life as a struggle
“between two forces: the dominance of western European cultural influences
in the capital and the dominance of the indigenous Russian culture in the rest
of the country” (Olkhovsky, 1983: 25). He felt almost personally responsible
for the promotion of Russian music that could be hailed as national. He ve-
hemently advocated the idea of using native traditions in music conceived by
Russian composers. In his opinion The Five were the only true representatives
of Russian music, accordingly, any other attempts at music creation were ha-
bitually considered as not Russian enough. For example the oeuvre of Pyotr
Tchaikovsky (1840-1893) was under constant attack levelled from composers
considering themselves successors of Stasov’s ideals. Tchaikovsky’s works
were criticised for being more European than Russian. However, outside Rus-
sia Tchaikovsky was still seen through the prism of the country he was born in,
1.e. as a Russian composer. Hence Taruskin pitied him because although Tchai-
kovsky may have been “implicitly denigrated for not being as ‘national’ as his
‘kuchkist’ [i.e. belonging to Moguchaya kuchka /The Five/ —AGP] rivals,
all the same [he] is ghettoised along with them in the inevitable chapter on
nationalism” in Russia (Taruskin 1984: 326). Strangely enough, Tchaikovsky,
similarly to his colleagues, resorted to solutions that usually facilitated tagging
musical works as Russian. Allusions to Russian history, links with Russian
literature, as well as the influence of Russian folk traditions are the chief traits
that easily persuade most authors to talk about the Russianness of musical
works conceived by Russian composers, notwithstanding their actual personal
ideals and the usage of musical material.

While “the necessity to construct a national identity emerged with the
maturing of the Russian Empire and the beginning of Russia’s integration into
Europe i.e. from the time of Peter I” (Ritzareva 2007: 3), this desire to create a
national identity in the realm of music reflected Russian imperialistic tenden-
cies “to authenticate the past” (Meer & Modood 2012: 189). Indeed, several
19 century intellectuals travelling to Russia, like Tomas Garrigue Masaryk
(1850-1937) who visited Russia in 1887, 1889 and 1910, commented on Rus-
sian ‘Otherness’, saying that it was still indebted to the past, even the Mid-
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dle Ages, and that life there seemed completely removed/very different from
that in the modern and progressive West (Gammelgaard 2010: 18). Mikhail
Glinka (1804 —1857), who was credited with establishing national tendencies
in Russian music by referring, inter alia, to the history of Russia, was abso-
lutely idealized by his peers, who saw him as the founder of Russian music
(Frolova—Walker 2000: 132). His 1836 opera A4 Life for the Tsar [’Ku3nb 3a
napst/ Zhizn’ za tsarya], set in 1612 and originally entitled /van Susanin [VBan
Cycanun] features the heroic Ivan sacrificing his life for the Tsar. The Emperor
is endangered by the Poles who represent the Western incursion. This theme of
defeating the invading westernization occurred also in other Russian operas;
for example the same motif was exploited in Boris Godunov [bopiic T'ogyHoB],
composed between 1868 and 1873 by Modest Mussorgsky (1839-1881).
However, it was Glinka who proved his position as a composer of national
operas featuring the glorious past, composing between 1837 and 1842 Ruslan
and Lyudmila [Pycnan n Jlrommuna] set in the times of Kievan Rus’.

The libretti of these operas were based on works by the renowned Rus-
sian romantic poet Alexander Pushkin (1799-1837) who is attributed with the
formulation of the modern Russian literary language (Lavrin 1947: 18-19).
His well-known novel in verse, Evgeny Onegin ([EBrennii Onerun/Yevgény
Onégin], was set to music by Tchaikovsky and is considered to be one of “the
best known of all Russian operas and one that maintains a permanent place in
the operatic repertoire of the musical world” (Seaman 1999: 29). Also, Push-
kin’s drama Boris Godunov was the foundation of Mussorgsky’s opera of the
same name. Operas based on Pushkin’s works were generally hailed for com-
bining truly Russian subject matter “with an entirely new approach towards
form and content”, and devising musical language “novel, distinctive, rich
in folk elements, and, at its best, unmistakably Russian in character” (ibid).
These operas seemed to embody the spirit of the nation, both in their libretti
and music.

Following the example set by successful operas composed to libretti based
on Pushkin’s works, several voices appeared claiming that Russian intellectuals
were meant to collaborate. One could read that Russian composers “were pre-
destined to cooperate with Russian poets” because in Russia “great composers
and great poets were born in clusters, in subsequent waves. It is truly one of
the miracles in the development of Russian culture: the Golden Age of Poetry
coincided with the Golden Age of Music” (Vernadsky 1943: 7). Vernadsky even
talked about clusters of composers like Borodin, Cui, Balakirev, Mussorgsky,
Tchaikovsky and Rimski—Korsakov coming along with counterpart clusters of
poets, e.g. Apukhtin and Golenishchev—Kutuzov (Smaga 1981: 195).

Most importantly, a number of publications on Russian music underline
that Russian composers, just like their European contemporaries interested in
their native folk tunes, recognized Russian folk music as a symbol of national
identity. It was Stasov who vividly, if not radically and tyrannically, adhered
to the idea of using folk tunes in professional compositions (Ridenour 1981:
79). This idea also spawned the widespread notion that the figure of a simple
Russian peasant embodied the genuine Russian soul. This was connected with
an interest in Russian folk—singing dating back to the early 18" century. For
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example in 1751 the collection of Russian songs by Grigory Teplov entitled
Idle Hours Away from Work, or A Collection of Various Songs [Mexny nenom
Oe3nenne, nu codpanne paszusix necen/Mezhdu delom bezdel’e, ili sobranie
raznykh pesen] was published. This interest in folk musical traditions initiat-
ed the process of converting “burgeoning national consciousness into a more
specifically nationalistic consciousness” (Frolova-Walker 2007: 2). In the light
of the Slavophile doctrines glorifying peasant songs of supposedly pre—Petrine
(Peter I reigned 1689—1725) origin, the search for the Russian national iden-
tity intensified, especially in the middle of the 19" century (Frolova-Walker
1998: 343). The strengthening of folk sentiments resulted in numerous expe-
ditions dispatched, among other purposes, to collect folk songs; for example,
following the establishment of the polar station in 1882, such endeavors were
undertaken by the Imperial Russian Geographical Society? in 1886 and 1893
in the northern provinces of Russia (Swan 1943: 500). By that time anything
‘truly Russian’ (synonymous with old and pure, almost sacral) was opposed to
westernisation, which supposedly brought along a contamination and secular-
ization of Russian culture.

Russian Music as Exotic Music

The other dominant trend in perceiving Russian music involved associ-
ating it with a broadly understood musical exoticism. Various reasons have
contributed to describing Russian musical culture in exotic terms — among
others the influence of French encyclopaedists’ writings and the impact of
the 18™ and 19™ century foreign travellers who wrote about musical Russia
in terms of its uniqueness, or even oddness. Indeed, they would characterise
Russia as “different from the West” and position European standards against
Russian ones (Gammelgaard 2010: 15). Another important factor that facil-
itated this perception of Russia being opposite to Western Europe was the
Russian inclination to claim Byzantine roots (Sabaneev 1926: 178—180). In
the 19" century many observers noted that the country was very much like a
‘Byzantine empire’, using the word ‘Byzantine’ synonymously with ‘Russian’
(Gammelgaard 2010: 21). The romantic elevation of old (e.g. medieval) tra-
ditions, was the natural consequence of celebrating everything considered to
be purely Russia, such as religious rituals and musical practices. The primeval
Russian traditions were especially remembered as the millennium of founding
the Russian state approached. The work 7000 Years [1000 net/1000 L’et] by
Mily Balakirev (1837-1910) called the Second Overture on Russian Themes
for orchestra, later renamed by the composer as Rus’[Pycp], was presented to
commemorate the power of Russia. Also, in the 19" century musical practices
of the Russian Church were willingly kept in their antique form, despite the
fact that they had evolved considerably in the meantime. Marina Ritzareva
states that “church music, or, more precisely, ancient chant” became “the su-
per-icon of Russian” music since the strong Russian identity rested on cherish-
ing these pro—Byzantine values that looked back to the Greek Orthodox past

2 Tsar Alexander III himself bore the expenses since in 1881 he became the protector of the

institution. See: http://www.rgo.ru/en/society/history/chronicle (accessed 6 November 2014).
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(Ritzareva 2007: 12) and thus clearly differentiated Russianness from other
European cultures connected with Roman-Catholic or Protestant religious tra-
ditions. Some authors even claim that “the reliance on Orthodoxy as a national
patriotic force was transformed in imperial Russia into an arrogant great—pow-
er formula of ‘ Autocracy, Orthodoxy, Nationality’, which became the basis for
Russian state nationalism [...] directed not inwards, towards the people [...]
but outwards, towards the country’s external enemies since time immemorial”
(Shakarov 1998: 11-12).

While fostering within its empire a variety of cultures — also in its musical
dimension — the imperial Russia was still looking for recognition from the out-
side world (Lieven 1983: 22); however, in the eyes of the West “Russia func-
tioned as the Other” (Gammelgaard 2010: 22), and throughout the 19" century
easily fell under the category of orientalism because it was associated with
geographic Eastern peripheries. However, the East was understood vaguely
“as a sign or metaphor, as an imaginary geography, as historical fiction, as the
reduced and totalised Other” (Taruskin 1992: 254). In that context Russia with
its own ‘Others’ — Cossacks, Tatars or Gypsies (Sabaneev 1926: 29; Friedrich
1998: 90) seemed an embodiment of an exotic faraway land. Hence, in West-
ern eyes Russia was loosely connected with various barbaric peoples and this
perception consequently enabled its portrayal as a wild and untamed country.
Yet, as Taruskin observed, even nowadays, it is impossible to clearly classify
and categorize this imprecisely defined Russian orientalism since “any ade-
quate taxonomy of this richly variegated material would first have to separate
it into what we might call intra-Imperial and extra-Imperial categories (which
already raises the spectre of orientalism), dividing the intra-Imperial (follow-
ing the movements of the Russian army) into Siberian, Caucasian and Central
Asian phases, cutting the extra-Imperial first into vastly unequal Near — and
Far — Eastern shares, and then apportioning the Near —Eastern into Arabian,
Persian, Turkish and Levantine strains” (Taruskin 7/992: 253).

Nevertheless, for the majority of European intellectuals, any associations
with these faraway places seemed simply exotic. Allusions to them — as ap-
pearing in multiple Russian compositions so easily incorporated oriental ele-
ments — enabled Western commentators to fathom the unique position of Rus-
sian culture. In other words, musical works such as Borodin’s In the Steppes of
Central Asia [B cpenneit Azun/V srednyei Azii] constituted a kind of mental
bridge for understanding the Russian inclination to incorporate elements of
Asian sentiment. These references — exotic even for Russians themselves — are
easily found in the titles of several musical works (e.g. Balakirev’s Orien-
tal Fantasy Op. 18 called Islamey of 1869). Searching for exotic elements in
Russian music may, once again, be attributed to Stasov’s influence on musical
historiography. It was him who, while writing in 1882 one of his essays enti-
tled ‘Twenty Five Years of Russian Art’, suggested that “the Oriental element”
should be regarded as one of the distinguishing features of The New Russian
School (ibid). Indeed this “oriental element” impacted the oeuvre of many
Russian composers as well as writers and artists active in the heyday of the
romantic era, including Pushkin or Lermontov. The latter’s poem Tamara, set
in the Caucasus, inspired Balakirev, who composed his symphonic poem of
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the same name (1867—1882), considered to be an excellent example of a work
employing Caucasian sentiments (Campbell 2001: 514). The fascination with
the Orient also affected Glinka, Borodin and Rimski—Korsakov (Vernadsky
1943: 18). Pushkin’s The Prisoner of the Caucasus (1820-1821) was set as an
opera by Cesar Cui and later performed/adapted as a ballet by Boris Asafev (as
well as The fountain of Bakhchisaray, 1821-1823). Yet, it needs to be stressed
that for these composers orientalism also worked merely as a reservoir of ex-
citing musical ideas on a par with Russian folk traditions; often they did not
even travel to the regions to whose musical traditions they were referring, or
they misinterpreted the sources. Balakirev’s Georgian Song (1865) alludes to
Armenian (even Turkish and Persian) tunes rather than — and contrary to what
the title indicates — Georgian influences. Taruskin suspects that “Balakirev
knew that perfectly well”, yet even for him orientalism acted as nothing else
but a pretext to exploit the ‘Eastern theme’, enabling the ornamentation of the
melody with melismas and augmented second progressions (Taruskin 1992:
257). If Russians themselves were so easily seduced by orientalism, it is hard-
ly surprising that abroad they were often viewed through the prism of the East
and the ‘Other’ (ibid: 280).

Paths of Inclusion and Exclusion of Russian Music in European
Music Traditions

While on the one hand the ‘Russianness’ and the ‘exoticism’ of Russian
music are fervently debated, on the other hand it is also fashionable to discuss its
perception within the realm of European culture, as if implicitly suggesting that
Russianness is some sort of a unique trait, whose inclusion or exclusion from
European culture calls for a deeper investigation. Yet, the question which should
be asked in this context is whether ‘Russian music’ is an example of ‘European
music’? Should we, rather rhetorically, ask if ‘European’ is not a term much
larger than ‘Russian’, ‘Polish’, ‘German’, etc.? Finally, is not ‘European music’
a notion that needs to accommodate Russian alongside other national musical
cultures? The trap that many authors often fall into is that while writing about
‘European music’ they actually mean ‘Western European music’. In that sense
evidently (even geographically) Russian cannot be called Western. However,
not being Western European does not mean not being European.

Even the so-called ‘European music’ is an idea agreed upon by (Western)
scholars, a concept which is a result of certain cultural practices. At the same
time it is solely an artificial construct produced in the laboratories of knowl-
edge, merely a useful term that emerged during scientific debates as a label
of strategic importance. The notion of ‘European music’ has become a useful
benchmark applied as a heuristic concept facilitating debates on music in aca-
demic writings. Furthermore, because musicology as a discipline was affected
by the notions of Ars Gallica and Respublica Litteraria,’ in several scholarly
texts the concept of European culture was associated with Christianitas and

3 In his 1988 book Penser L’Europe Edgar Morin forwarded the thesis that not only did such im-
portant ideas as Christianity or humanism play an important role in European culture, but also their
opposition.
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Latinas referring to the Biblical vision of the world. Consequently, Orthodox
Russia or the Balkans were treated as lands whose relation with acclaimed
Christianitas needed to be carefully considered, if not questioned, resulting in
their specific treatment (frequently amounting to exclusion) from the European
musicological map. However, impacted by the emerging awareness of ethnic
identities, musicology also willingly stressed diversity of nationally differen-
tiated musical cultures (Bielawski 1999: 69). In musicological literature they
were drawn into the debate on the hierarchy of the European musical cultures.
An attempt was made to define such phenomena as ‘nation’, ‘state’, ‘race’ and
‘folk’ and consequently, within the framework of German dominated musi-
cology, such terms as ‘national schools’ and ‘national style’ were introduced.
The development of academic works promoting the Austro—-German canon
of musical works strengthened their supremacy and promoted the “idea of
resilient German musical spirit” (Murphy 2001: 8) deep into the 20" century*.
Hence there was a tendency to divide the musical cultures of Europe into two
streams: of universal character (equivalent to musical developments observed
in Western European countries) and of particular character (associated with
national tendencies attributed mostly to Eastern European countries).’

Faith in the particulars of national cultures, so celebrated in the 19™ cen-
tury, coincided with the popularity of Slavic mythology, deepening the division
between Western and Eastern Europe (Wolff 1994). At the beginning of the 20™
century it was still believed that the musical cultures of Eastern Europe pre-
served “wisdom, songs, and dance as an exotic collection, ethnological jewels”
(Bie 1920: 345). Larry Wolff convincingly proved in his 1994 book Inventing
Eastern Europe. The Map of Civilization on the Mind of Enlightenment that the
distinction between the industrialized West and more natural East of Europe
began to be shaped as early as the era of the 18" century Enlightenment and was
only developed later due to the emergence and popularity of the concept of ‘civ-
ilization’. Wolft shows that it was, among others, Voltaire’s writings on Russia
(as well as Jean-Jacques Rousseau’s on brave Poles, etc.) that helped to create
an image of Eastern Europe in the eyes of Western intelligentsia. Mentioning
the music of Russia in his 1785 Ideen zu einer Asthetik der Tonkunst (published
posthumously in 1806) Christian Friedrich Daniel Schubart described it accord-
ingly as savage and primitive, comparing even Russian folk songs to the sound
of birds (especially wild ducks). Even in the 21% century opinions underlining
Russian difference from the ‘common’ European legacy are not that rare. Ritza-
reva states for example that “Russia was not a member of the big West European
family. The feudal, agrarian reality, together with the Greek Orthodox tradition
and Cyrillic alphabet, has always segregated Russia from the West” (Ritzareva
2007: 4). She adds that Russia “lacked a cultural legacy that creditably could be
compared to the Western one. In order to achieve such a legacy, all the forces of
the Russian Enlightenment gathered. Scholars, literati, and publishers worked
hard throughout the 1760s-"90s to make a national cultural legacy available to

4 According to the composer Arnold Schénberg (1874—1951) the concept of European music re-
mained connected to the great German musical tradition. See: Schonberg 1984; Mersmann, 1934
[1955]; Eggebrecht 1991.

5 As attested among others in: Brendel 1852; Fetis 1869—1876.
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the public” (ibid). Yet, despite such efforts in the 19™ century travellers often still
“characterised Russia as belonging to the East, or tended to include Russia in the
categories of Asia and Byzantium” (Gammelgaard 2010: 33).

In the 18™ century Russian cultural trends orbited around the axis of sec-
ularization and westernization. Contacts with Western music traditions were
regular, starting from the times of Ivan the Terrible (1530—-1584). This was
especially true in the year 1703 when Peter I founded his ‘window to Europe’,
Sankt Petersburg and radical changes took place, affecting musical life too, by
opening up new possibilities of inviting foreign musicians to the city. Even a
great master of Baroque music such as Johann Sebastian Bach (1685-1750)
supposedly inquired about the possibility of obtaining a position at the court of
Empress Catherine I, widow of Peter I (also called Peter the Great), alas with
no success. Among musicians working in Russia at that time one finds inter-
nationally renowned names like Giovanni Paisiello (1740-1816) who arrived
in Petersburg in 1776 at the invitation of Catherine II, or Domenico Cimarosa
(1749-1801) who came there in 1787. In the 18" century many German musi-
cians also went to Russia (Schwab 2005: 30-50).

However, Russian music has always been meant to be ‘ipso facto coloured
Russian’. Furthermore, it has been generally agreed that “nationalism, or nation-
al character, or the striving for a native idiom, [...] was something unique, or at
least especially endemic, to Russia, or if not to Russia, then to Eastern Europe
(Taruskin 1984: 329). Yet, the political situation of Russia in the 19" century was
entirely different from those of the other nations of Eastern Europe, be it Poland
or Hungary. Consequently, musical cultural development there was aimed at
achieving different goals. Nevertheless, in musicological writings Russian musi-
cal development has been traditionally viewed through the prism of nationalistic
tendencies, without attributing features characteristic for other Eastern European
musical cultures, such as the influence of progressive politics or national liber-
ation. Although considered as “a powerful and independent nation” even “an
increasingly xenophobic and [...] increasingly imperialistic one” (ibid). Russia
was usually discussed in the same chapters as other Eastern European countries
and — consequently — with the same methodology of interpretation applied.

Although Taruskin rightly observed that most musicologists hail “na-
tional substance” of Russian music as the main “condition of its international
worth” (ibid), at the same time scholars insist that Russian music “represents
a successful blending of European methods and traditions with Russian ma-
terial and an essentially Russian spirit” (Seaman 1999: 29). In other words,
what is valued is quintessentially marrying two traditions: one of Russian folk
(revealed in alluding, among others, to Russian folk tunes and dance rhythms,
manner of singing, etc.) and one of Western European heritage. This trend, es-
pecially in the 19" century, was shaping the Russian musical landscape. It is a
well-known fact that many Russian composers looked up to Western patterns
and for example by 1856 Glinka thought of using Russian chant in art music
(Ritzareva 2007: 12). Perhaps then it may come as no surprise that in Russia
Glinka is seen as a universal composer from Russia while in the Western his-
toriography he is willingly depicted as a national Russian composer (Taruskin
1984: 325).
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The tension between Russian and foreign influences was so strong in Russia
that even the term ‘German music’ generally meant ‘foreign music’, and these
notions were treated almost synonymously (Sabaneev 1926: 17). Furthermore,
complying with such foreign influences was stoutly opposed by Balakirev and his
circle of nationally oriented composers. Others, like Anton Rubinstein feared that
Russianness in music might bring the danger of favouring dilettantism (Barenbo-
im 1957: 181-184 and 236-239). The fact that nationalism was generally viewed
positively as a phenomenon in the 19" century Europe seemed to have been for-
gotten, and the interest and care of Russian intelligentsia to cherish their own mu-
sical nationalism might be, ironically, interpreted as a result of implementing this
European tendency and “a foreign import” (Taruskin 1984: 329).

Acknowledging European Multiculturalism Vis-a-vis Russian Music

The unique position of Russia in Europe, conditioned geographically, po-
litically, and culturally, has continued to contribute to a multitude of possible ex-
planations as to the reasons for its distinctive image, with respect to art music.
Music, after all, can be considered a “cultural form — that is, a collection of texts
and a product of crystallized culture. Like other cultural forms, it functions in the
social field and is part of a cu/ture in the anthropological sense of the word” (Stites
1998: 187). Leaving aside discussions about the ambiguous situation of Russia,
it remains certain that Russian art music has always constituted a relevant part of
European musical traditions, considerably contributing to its multicultural identity
(Barry 2002: 205). Given that Europe is a cultural structure that stands for the
“tolerance between cultures” (Wood, Landry & Bloomfield 2006: 7) it is exactly
its cultural diversity and pluralism that need to be regarded as its “intrinsic value
precisely because they challenge people to evaluate the strengths and weaknesses
of their own cultures and ways of life” (Meer & Modood 2012: 184). Although
the term ‘multiculturalism’ was originally first applied in the 1960s and 1970s to
describe the state of affairs in Canada, Australia, Britain and the USA, and despite
the fact that multiculturalism is sometimes accused of being illiberal and relativist
(ibid: 180, 190) I would argue that its usefulness while talking about the recep-
tion of Russian music cannot be overestimated. It is multiculturalism that seeks to
address such issues as ethnic and national representations within larger contexts,
treating them as desirable and valuable. The musical map of Europe cannot then
be sketched without Russia and without taking into consideration its uniqueness as
well as its strong ties with Western European traditions. Multicultural Europe pro-
vides plenty of space for ethnic minorities, national diversity, and cultural variety:
understanding the essence of European ethno-cultural differentialism (Neumann
2004: 120-128) and multiculturalism also encourages us to look more carefully
into the past and to reinterpret cultural, academic and political practices or modes.

Conclusion
When Serge Diagilev presented his famous Ballets Russes in Paris, dur-

ing the first season (1909-1910) he deliberately distanced his viewers from
Russia, presenting it as an exotic milieu and including in his programme —
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among others — Arabian and Polovtsian dances, Persian themes, etc. In fact
Diagilev referred to a tendency, long and well established in the European
tradition, of “defining Russia musically” in the light of its acclaimed exoti-
cism, since such an oriental appeal was already attributed to music composed
in Russia throughout the whole 19" century. While on the one hand Russia was
perceived as exotic by the rest of Europe, on the other hand several musical
practices were considered to be exotic in Russia itself. I suggest that these two
ways of perceiving Russian music influenced each other, having also a strong
impact on the formation of Russian national music. It can be claimed that
Russian music served — especially in the long 19" century — as an internal and
external tool for defining the country in various dimensions.

More specifically, Russia was associated with musical multiculturalism
in various respects, including (but not confined to): 1) perceiving the music of
Russia as being closely connected with Caucasian, Siberian as well as other
‘uncivilized’ musical traditions (e.g. Gypsy). Stressing the close links with
remote places was especially privileged in operatic works (e.g. Demon by An-
ton Rubinstein). The appearance of Gypsies among Russian folks also became
one of the trade marks in numerous operas and ballets; 2) underlining the
pre-Byzantine roots of Russian culture. Moreover, references to old Rus’ as an
emanation of exoticism were frequent in works by, for example, Borodin or
Rimski- Korsakov; 3) establishing the symbolic function of a singing peasant
— the primitiveness of Russian serfs was musically expressed in their singing
practices; 4) introducing the notion of nega understood as ‘sex a la russe’.

Among various roots of defining Russia musically one of the most ob-
vious was the influence of Voltaire’s writings. Secondly, Russian composers
themselves, while contributing to the creation of the Russian national idiom
in music, relied on the late 18" century legacy (established deliberately un-
der Catherine’s II rule) hailing the role of a singing peasant. Furthermore, the
same composers willingly depicted Gypsies, Caucasians, etc., as well as often
setting their works in old Russia (for example Glinka, Musorgsky and others).
Those who resisted the general tendency (e.g. Tschaikovsky) were not treated
as truly Russian composers. Finally, the image of musical Russia in the writ-
ings of 19" century travellers and music critics stressed its uniqueness. Such
an attitude towards Russia resulted in the production of many instrumental
miniatures, whose titles included innuendos to Russian exoticism (e.g. Les
Bohemiens, Chanson populaires Russes, or Air Bohemien Russe, etc.) without
including any distinctive musical features.

The aspects underlined above as well as their sources can be read as strat-
egies enabling the incorporation of Russian music culture into the mainstream
European heritage, but at the same time as tactics aimed at excusing it. In this
article I have attempted to show how, mainly in the 19" century, both Rus-
sian and foreign i.e. European composers and music critics used the notion
of Russian exoticism to differentiate it from (western) European tradition, yet
at the same time how Russian folklore — still considered exotic enough to be
an attractive source of inspiration for musical production — served as a tool
facilitating the inclusion of Russian music into general European tendencies.
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Ana I Iljomposcka

MECTO ,,PYCKE MVY3UKE”
HA MVIITUKVIITYPHOJ MAIIN EBPOITE

(Pe3ume)

[TonasHa Te3a OBOTI TEKCTA jecTe Jia Cy MojaM PyCKOT er30TH3Ma KOPUCTHIIN PYCKHU U
MHOCTpPaHU KOMIIO3UTOPU U My3UUKH KpuTnuapu nocedHo y XIX Beky, 1a 6u pasnBojuinu
pycKo My3ndko Haciehe of (3armaaHo-)eBporcke Tpaauiuje. To ¢y YHHUIN CBECHO, ajlH
4yecto 0e3 ayOJper MpOMHILUBama. Y HCTO BpeMe, pasIATe PyCKe MYSHUKe Mpakce
Cy y camoj PyCPIJPI Tora jo0a cMmarpaHe ,,er30THYHUM” — KOHKPETHO, ped je 0 pyckoM
¢onkopy koju je y To BpeMe OMO aTpakTHBaH W3BOP MHCIIUpAIMje 32 HACTAHAK HOBUX
My3uukux gena. C apyre crpaHe, NpucycTBo (hoJiKIopa y KOMIIO3UIMjaMa OJAKIIAJIOo
j€ YKJbYuHBambe pycKe My3HKe y IVIaBHE €BPOIICKE TOKOBE. Y WIAHKY 3acTylaMm Te3y Ja
Cy OBe JIBe IepLeNIHje pycke My3uuke TpaJulije yTHHAIE jefHa Ha JpYry, Kao ¥ Ha
dopMupame pycke HallMOHATHE IIKOIe. TeMe Kojuma ce OaBUM y TEKCTy jecy: 1) pycka
My3HKa Kao HAI[FOHAJIHA MY3HKa; 2) pycka My3uKa Kao er30THYHA MY3HKa; 3) IPUCTYIH
MHKOPIIOpHUCaY, OJJHOCHO, N30MIITABAKY PYCKE MY3UKE U3 €BPOIICKE My3HUYKE TPAIUIIH]je
u 4) ynore pycke My3uKe Y HACTaHKY CBECTH O MYJITHUKYJITYPHOM ycTpojcTBY EBporne.

Cmarpam ja je mojam ,,pycka My3uka” MMao yjlory y aeduHHCamby MecTa pycke
My3UUKe KyIType Ha MYJITHKYJITYPHOj Maru EBpore, Kako HHTEPHO (Tj. OXl CTpaHe caMHX
PYCKHX My3WUYKHX ITMCala), TAKO M eKCTEPHO (Tj. Ca CTAHOBHIUTA MHOCTPAHUX IHcALa
KOJH Cy Ce FhbOMe OaBHIIH).
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Radio Ljubljana and its Music Policies 1928-1941
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Abstract

The main programming issue faced by Radio Ljubljana was connected to its
function: was it a new medium basically intended for cultural advancement
and democratic information distribution or was it a new medium primarily
serving as an entertainment platform for different types of listener? The ques-
tion had been one of the key topics from the beginnings of Radio Ljublja-
na’s broadcasting in 1928. This paper discusses the answers to this question
through an analysis of the musical programming from 1928 until the Luft-
waffe destroyed Radio Ljubljana’s transmitter in Domzale on April 11, 1941.

Keywords
Radio Ljubljana, musical practice, music between the 1920s and 1930s, music
programming and broadcasting

Introduction

Jean-Luc Nancy noted the important distinction between listening and
hearing: “If ‘to hear’ is to understand the sense [...], to listen is to be straining
toward a possible meaning, and consequently one that is not immediately ac-
cessible” (Nancy 2007: 6). Radio was devised to cover both aspects of peoples’
listening demands, the more sensational ones as well as the more reflective ones.
However, the fascination with technology is just as important as the sensations
and contents it produces, as indicated by the front covers of the first five weekly
programme booklets of Radio Ljubljana — my main source for the analysis here
of the broadcasting policy — confirming that the administration focused espe-
cially on technology, policies, musical issues, and culture (Example 1). In the
following lines, I shall address the relation between the three topoi with regard to
musical practice in Ljubljana from 1929 until the Luftwaffe destroyed the radio
transmitter of Radio Ljubljana in Domzale on April 11, 1941.

The Third University

The very beginnings of Radio Ljubljana were tightly connected to an
enlightening idea:

“The Education Union did not succeed in realizing its aspirations regard-
ing establishing Krek’s high school for a people’s education in Ljubljana;
but its section for education and programming, established in the Union for

I leon.stefanija@ff.uni-lj.si
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defining the programme guidelines of Radio Ljubljana, did set the people’s
university of the radio as a foundation of cultural programmes. Following
the example of the people’s universities in Denmark, the programme of Ra-
dio Ljubljana took great care about the education of the widest social strata”
(Bezlaj-Krevel 1998: 80).

Praising Slovenian poets and writers and also mentioning the most
avant-garde Slovenian composers of that time, Slavko Osterc and Emil Ad-
amic, the Editorial of the first programme booklet of Radio Ljubljana ended
with a solemn phrase:

“As is our University, our Radio is also a symbol of our freedom, a symbol
of our cultural activities, a symbol of what is sacred to us, what a thousand
years of our slavery did not manage to kill and what many traitors could
not destroy — a symbol of Slovenianhood!

The cuckoo of our radio announces spring: The Slovenian nation has been
threaded into an active circle of the family of the nations. [...]

Our Radio has here its grand mission!” (Radio Ljubljana, 19-25 May
1929/1: 2).

The function of the new medium was primarily educational (Cf. Bez-
laj-Krevel 1998, Brojan 1999, Sarec 2005, Novak 2006: 46—7; Sarec 2007,
2010) and, in contrast to the governmental interests in the totalitarian political
regimes of Slovenia as well as Croatia and Serbia, programmatically more
dependent on the “complex cultural background” (Goslich 2016). Actually,
Radio Ljubljana aimed to encompass, as a university does, the whole universe
of activities anchored primarily in the ideals of national culture, indicating the
enthusiasm with which the differentiation of the programme began to grow
rather fast. After all, the radio was conceived with immense social engage-
ment: “The radio is besides the press and film the third superpower of the
modern period” (“Tisku in filmu se pridruzuje kot tretja velesila moderne dobe
Se radio”; Radio Ljubljana, 19-25 May 1929/1: 2). Its activities were under-
pinned with a weekly programme booklet that claimed to fulfil two tasks:

“[1] The original task of this weekly booklet is to bring the programmes of
the Yugoslav and extracts of the foreign broadcasting stations. To this, one
should add its cultural task: introducing the programmes of the domestic
and the other two Yugoslav broadcasting stations [... with] regular columns
for language courses for enabling the listeners to easily follow the speaker,
for they will already have a printed text in front of themselves that almost
ensures full success.

[2] The second task is fetching the news regarding the broadcasting tech-
nique as exhaustive as possible [...]” (Ibid).

However, both issues, cultural and technological, proved to be rather

more elaborate than the announcement suggests. During the first years, educa-
tional topoi were focused on
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“four complexes: health [actually: body & hygiene], knowledge of nature,
history and economy, spiritual goods, such as music, art, philosophy and reli-
gion. In this part feminist issues were also included. And already from the start
the tourist propaganda lectures were introduced” (Bezlaj-Krevel 1998: 80).

The policy remains virtually the same as today’s BBC mission to “in-
form, educate and entertain”;* there is only a shift of emphasis in today’s mis-
sion of RTV Slovenija. According to §. 1 of ZRTVS-1 of 15. 6. 2005, RTV
Slovenia today tries to “meet the citizens’ democratic, social and cultural ne-
cessities” (“zagotavljanja demokrati¢nih, socialnih in kulturnih potreb drzavl-
jank in drzavljanov’’). One notices immediately that the “spiritual goods” — for
instance lectures by prominent intellectuals of that time or language courses
— had already changed in the 1930s. If there had been five language courses in
the first year, ten years later only two were left, one of them being the Slovene
language for Slovenes (Bezlaj—Krevel 1988: 80).

If today three complementary programmes offer different contents to lis-
teners,* until 1951 the entire programme had to suit the needs of the growing
population of a radio audience. Also, music — still the major phenomena in
radio quotas — aimed to satisfy the expectations of the widest possible circle.
The proclamatory tone of the initial musical policy of Radio Ljubljana read:

“Drafting and choosing the [musical] programme we aspire, as far as it is
possible, to meet the expectations of each subscriber. The evening of se-
rious, art music is followed by an evening of light, merrier, dance music
from different historical periods and different national backgrounds, which
is sometime also divided with respect to the musical forms (a night of waltz-
es, overtures, etc.). To comply with the expectations of the slim audiences
that prefer to listen to our domestic music [domaco glasbo], we programme
Slovenian music as domestic as possible, and we can say that it was precise-
ly Radio Ljubljana that carried the charm of our Slovenian song throughout
the world. At the same time we aspire to produce the songs of our brother
Croats and Serbs” (Radio Ljubljana, 19-25 May 1929/1: 7).

The main difficulty was in the changing expectations of all subscrib-
ers and the possibilities to meet these: their number and expectation profiles
changed fairly quickly.

From an Idealistic (Educational) to a Pragmatic Medium

The motto of the radio transmitting, “primarily educational meaning”
(Radio Ljubljana, 26 June — 1 July, 1929/2: 1), is considered fairly relevant at
the beginning, when the broadcasting-time ranged from approximately 10.00
to 22.00. As Pero Horn writes:

2 http://www.bbc.co.uk/corporate2/insidethebbc/whoweare/mission_and_values (accessed 1 May, 2016).
3 http://www.uradni-list.si/1/objava.jsp?urlid=200596&stevilka=4191 (accessed 1 May, 2016).

4 The Second programme (Val 202) started with real-time news in December 1951, the Third
programme (Program Ars) with 3 hours per day in 1969.
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“Radio is, simply, an eminent spreader of culture and its gains. Radio is
a culture carrier [kulturonosec] that does not distinguish between the so-
cial classes or between the poor and the rich; it utters, freely and easily,
the truth to all. It is precisely for this reason that radio is a real peoples’
college [ljudska visoka Sola] in the highest and most ideal meaning of
the word. As a college that may have an influence on all, including the
lowest layers of the nation, it is a real people’s necessity; radio paved
its secure way into the world for this reason” (Radio Ljubljana, 13—19
October, 1929/22: 1).

In November 1929 the educational zeal had already stirred up a debate
about the possibility of using radio in primary and secondary schools, al-
though practical reasons prevented that (Radio Ljubljana, 8—14 December,
1929/30: 1; Sarec 2007 and 2010). However, the programming was defined
and directed by the educational-programming sector; between 1928 and
1933 and again from 1936 to 1945 it was ideologically connected to the
Catholic Prosvetna zveza, whereas from 1930 the state gained jurisdictional
control of the Radio’s technical activities as well as its programming ones
(Radio Ljubljana, 28 March 1930/9: 2). Among the members of the board
there were

“also a representative of the Slovenian university, [theologian] Mr. Prof.
Dr. Fr.[anc] K.[saver] Lukman, while the president is [historian and pol-
itician] Mr. dr. Karel Capuder. The work in individual sections is run by
special referees. The referee for education is run by [teacher and theologi-
an] Mr. V.[inko] Zor, referee for music Mr. A.[nton] Dolinar®, referee for
theatre [literary critic] Mr. F.[rance] Koblar (with the help of the producer
Mr. M.[ilan] Skrbinsek (Radio Ljubljana, 26 June — 1 July 1929/2: 1)

As the number of subscribers grew rapidly from 2,030 in 1928 to 5,862 in
April 1929 (Ibid), it reached 25.000 in 1941°. An even more substantial growth
of subscribers was expected (Example 2).

The contents of the broadcasting began to blossom, respecting the ex-
pectations of the main subscribers: in 1929 they comprised 30.7% clerks
and 31.7% merchants and craftsman. The idea was to bring radio to every

3> Theologian and musicologist, Dolinar composed the lieder of the Pevska zveza (a choire
association), was the editor of the journal Pevec, he led the choir Ljubljana as well as the female
choir of the Lyceum. He remained in this function till 1945.

6 Novak 2006: 47. The beginners’ enthusiasm may be indicated by the fact that “[fJrom September 1
1928 to October 15 1929, 2420 hours of broadcasting were realized, this is 1495 more than the legal
obligation demanded. In this sum there were 1377 hours of music, more than 1007 hours more than
requested with the contract.” And besides, the number in the Subscribers book of Radio Ljubljana
for the years 1924-1930 ends with the number 9576 — many of them cancelled their subscription;
whereas the Subscribers book 1930-1932 ends with the number 17017. (The books are kept by the
Music department of Ljubljana’s National and University Library.) The truth regarding the radio
receiver is probably somewhere in between the official numbers and the bookkeeping inscriptions
of the radio receiver owners.
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household around the state (Radio Ljubljana, 20-26 September 1929/23: 1),
although at the beginning of the 1940s radio receivers were still too expensive
for peasants and workers (cf. Radio Ljubljana, 9—15 March 1941/11: 5), while
Japan supposedly even introduced the first colour-TV broadcasts on a regular
basis (Ibid: 9). Nonetheless, by July 1929 a note regarding “all-user-friendly”
musical programming was announced — a note indicating one of the priorities
undermining the initial radio policy in the direction of programming according
to “listeners’ wishes”. It reads as follows:

“From all around, we receive requests for as frequent broadcasting of Slo-
venian folk or folk-like songs as possible” (Radio Ljubljana, 7-13 July
1929/8: 6).

Similar broadcasts opened the main door to listeners’ requests and devel-
oped in two stylistic directions: toward popular slager music as well as toward
folk music:

“Friday evening is entitled: A merry evening with the accordion virtu-
0so Mr. [Avgust] Stanko [1903—-1976] and Schlager-singer Mr. [Mirko]
Premel¢; the Radio orchestra contributes light music. [...] singers will sing
from [the village] Krska vas at Cerklje, Dolenjska. Such performances of
provincial singers are interesting and important in many respects: many
so far unknown songs are discovered, the sense for singing culture among
people grows, etc.” (Radio Ljubljana, 21 July —27 August 1929/11: 7).

At the same time, the wish for “house performers” — music produced
and reproduced at Radio Ljubljana — grew in importance, since the majority
of the programme did not. The cover page of the programme list in August
1929 (Radio Ljubljana, 4-10 August 1929/12: 7) introduces a band con-
sisting of 10 (11 according to Novak 2006: 50) people. This was the Radio
Orchestra led by Kazimir Petri¢ that shrank to a saloon quintet in 1932 and
expanded again in 1933, this time with Danijel Grum. In 1925 he was suc-
ceeded by the most prolific and skilled conductor Drago Mario Sijanec,” who
successfully directed the Radio orchestra as well as the Ljubljanska filhar-
monija® until 1945. Also, several other performing groups were established,
such as the Radio [String] Quartet, the Slovenian Vocal Quintet, a Chamber
trio/quartet/quintet, a Brass quintet, and a Brand! trio (Example 3).

7 Selected among 13 applicants (Vinko Sustarsi¢, Josip Raha-Rajheni¢, Karlo Tarter, Filip Bernard,
Josip Poula, Bogomir Leskovic, Josip Hladek-Bohinjski, Stefan Gojznikar, Danijel Grum, Marijan
Kozina, Josip Cerin, Blaz Arni&) by a jury of 7 prominent musicians (Julij Betetto, Stanko Premrl,
L. M. Skerjanc, Vilko Ukmar, Anton Neffat, Anton Dolinar).

8 The situation with the orchestra was described by Samo Hubad in Sobotna priloga Dela, 14 June,
1975: 22: “Before the war, we had two permanent orchestras in Ljubljana: Opera and Radio. Phil-
harmony, then we had Ljubljanska filharmonija, was only a legal subject [pravna oseba] that mana-
ged to organize symphonic concerts with huge efforts of the organizers (Rupel, Bravnicar, Stanic)
gathering the musicians from around”.
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The growing number of performers went hand in hand with a growing
number — or rather branching out — of views regarding the radio’s mission,
which soon attracted political interest. In 1933, new centralist politics began
to grow stronger and also took over the programming of Radio Ljubljana. The
result was a new programme booklet Nas val,” commanded from and printed
in Belgrade, published from 1934 to 1940, with aspirations to take the lead and
oust the existent programme booklet Radio Ljubljana. Although both journals
combined by the end of the thirties, the introduction of the second journal in-
dicates the reverberations of political frictions in the entire culture as well as
in musical taste.

The many activities and endeavours demanded new reflection on the in-
itial ideals of the broadcasting policy in the middle of the 1930s. The need to
restructure the entire Radio Ljubljana broadcasting system was discussed in
three consecutive issues of Radio Ljubljana during the Advent of 1935. The
engineer “A. St.” started the debate (Radio Ljubljana, 17 October, 1935, 26/7:
1-2; 24 November, 1935, 27/7: 1-2) ascertaining:

“The programme committees so far have met only sporadically and then
they in haste cobbled the programme to fulfil all the quotas for a makeshift
radio programme. The spirit of originality was missing and the original
continuity, the connection with the high matters of the broadcastings from
the world around was [also] missing” (Radio Ljubljana, 24 November,
1935, 27/7: 1-2).

Niko Kuret took over the debate, offering a well differentiated plan to
improve the administrative as well as programme activities of Radio Slo-
venia. The following programme division was suggested by this influential
ethnologist and person of notable cultural stature, at the beginning also the
editor of the radio booklet Radio Ljubljana: “It is a necessity to divide [the
programme] through at least five activities, for: 1. Education, 2. Music, 3.
Entertainment, 4. For the youth and 5. Propaganda” (Radio Ljubljana, 1 De-
cember, 1935, 28/7: [3]).

What days cannot recognize and only years reveal is that three sets of
issues reverberate strongly from Kuret’s categorical division and these con-
tinue until today: the cultural/educational level, entertainment, and economic/
propaganda share. What were the relations between them and how were the
quotas distributed accordingly?

A more detailed explanation following this elaboration of the division
offers a telling detail regarding the overall shift of emphasis from the previ-
ously rather plainly stated enlightening mission toward a more pragmatically
understood compound or integrative cultural medium. Two statements reveal
this shift clearly, especially since they were both made by Niko Kuret, one in
1930 the other five years later:

9 The journal is available in the National and University Library Ljubljana under DS II 60219,
1934-1940.
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“due to a historically conditioned social development, there is an abyss
between high art and the perception of a common man. This abyss is big-
ger than it should be, because it is, of course, unbridgeable. [...]

The Slovenian Radio wishes to be a compromise. It wishes to remain close
to the people. Once again: it is rightly so.

But exactly this is its main problem. A huge amount of intelligence and
flexibility is needed, the management needs good insight into the con-
temporaniety and the national growth to keep the right course” (Radio
Ljubljana, 6-12 April, 1930/14: 2-3).

The “right course” demanded “intelligence and flexibility”” from the pro-
gramme managers to remain popular in the basic sense of the word; within
five years of the people shifted the emphasis from the idealistic education-
al and informative function of the radio toward a more pragmatic course. In
1935, Niko Kuret pointed to the pragmatic function of the radio as a personal
— intimate — instrument for sociability:

“3. Entertainment. The secret of the German radio lies in the simple fact that
the leadership has recognized the truth, according to which radio is not an
industry of lectures and concerts, but a device that has to become an organic
part of each citizen’s everyday life. That’s why it has to suit his needs and
wishes, has to take into account his life, which is at 90% the life of a worker.
The Radio programme has to offer, then, at least 50% of cheerfulness and
entertainment [vedrosti in zabave]” (Radio Ljubljana, 1 December, 1935,
28/7: [4]).

Within seven years of its existence, then, the radio’s policy had shifted
from an idealistic toward a pragmatic logic (by 1930 accepting advertise-
ments on the front cover of the programme booklet of Radio Ljubljana). The
categorical idealism resounding from 1930 grew pale: “radio is nowadays
the strongest propaganda tool for culture as well as for non-culture. It is a
task of critics to allow only culture to enter” (Radio Ljubljana, 612 April,
1930, 2/14: 1).

The notion of the radio as “one of the greatest Slovenian cultural gains
[...] with a primarily educational mission” (Radio Ljubljana, 26 May — 2
June, 1929, 1/2: 1), and the notion of Radio Ljubljana as the “real people’s
university” (Ibid: 2) stumbled upon the problem of the “small culture”, as
Niko Kuret wrote in April 1930 in the editorial (Radio Ljubljana, 612
April, 1930, 2/14: 2). The thorny position in which one has to search for
an equilibrium between education and entertainment — between the high
and the low, the utilitarian and the autonomous, the pragmatic and the
conceptual — was growing more difficult the more the new technology was
spreading among the users.
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Acting or Reacting? The Musical Activities of Radio Ljubljana

In 1935, the programming flexibility of Radio Ljubljana may be illustrat-
ed nicely with the words of the new conducting star, Drago Mario Sijanec. He
introduced his views on the music programme connected to the radio, which
may still function as a paragon for music culture under public jurisdiction. His
idea is an enlightening one. He sees his undertaking as anchored in the motto
Do not be afraid of classical music!:

“You should not think that the Radio will become a society for modern
music. Our programme shall offer to the listeners good art of all periods
and all [stylistic] directions. A cycle of popular debates should be intro-
duced, for better understanding, in which good pedagogues would teach the
listeners in a light manner: what is a symphony, what are opuses, cantatas,
movements, etc. Such a cycle should be given under a motto: Do not be
afraid of classical music!” (Radio Ljubljana, 1 December, 1935, 7/28): [4]).

The idea of music education resounds in different versions throughout the
radio’s broadcasting history, as Sarec shows (2005, 2007, 2010). The Radio Lju-
bljana booklet paid special attention to its educational mission, and up to the very
beginning of WW II the writings of Niko Kuret especially reveal a clear con-
sciousness about the necessity to educate people, especially young people (cf. for
instance Radio Ljubljana, 12—18 November, 1939, 9/46: 1-3). The weekly pro-
gramme booklet offered useful information regarding the arts, among them clas-
sical topoi of the Konzertfiihrer culture, including also music-theoretical contri-
butions about musical form, while contemporary composers feature prominently.
The administration remained faithful to this enlightening vocation. In 1939 Radio
Ljubljana still held the position of an institution that (especially because of the
introduction of the live symphonic music performances regularly from 1935):

“exercises a high cultural and educational mission, and in spite of the shal-
lowness of the era the number of those who love and understand art music is
growing. Thus, the radio should be a school for understanding of art music,
the accomplishments in this field may be expected also through simple lec-
tures on bigger [musical] forms given in a clear manner.

Then the yawning and criticism regarding art music will cease and it will be
loved by all as any other music, just as it is abroad. From this environment, our
future great Slovenian symphonist will emerge, who will decently represent
us to the whole world” (Radio Ljubljana, 12—18 November, 1939, 9/46: 6).

The last two quotations are full of future conditionals, which indicates the
formal status of the uttered ideas. Moreover, the main technical novelty — the
television — should be added for a clearer picture of the radio’s educational po-
tentials. By the end of the thirties, when the film had already taken over com-
mon cultural attention (hardly any pictures came to the front page of Radio
Ljubljana other than ones connected to certain movies!) television was seen
as a medium that “will unite four problems — film, radio, opera and theatre”
(Radio Ljubljana, 16-22 March, 1941, 13/12: 6).
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Although such predictions were never fulfilled, arts and music alike were
subjected to a constant draft regarding their position within social life as well as
within the media. By the end of the thirties, the programme of Radio Ljubljana
consisted of approximately 40% music. For instance, in 1938 music comprised
780 radio hours, which amounted to 36.7% of all broadcasting activities. And
the structure was dispersed through the following genres: 2.6% opera, 0.7%
operetta, 6.6% classical music, 14.1% light music, 8.5% folk music and 4.2%
dance music (Novak 2006: 56) — a distribution that seems far from trivial.
Even browsing through the programmes of the late 1930s and early 1940s,
one tends to admire the alertness with which music is dealt with, regardless
of genre differences. From classical to contemporary, national repertoire to
popular, dance music genres to spiritual/church music: the programmes speak
in favour of a delicate balance between pragmatic possibilities and educational
philosophy. In spite of this, a note from the programme booklet of Spring 1941
reveals the position of music already hinted at:

“It is a well-known fact to everybody that the radio brought music to the wid-
est strata of the nation. Today everyone can hear over the airwaves the most
profound artworks of the great masters in performances that match almost
entirely those in the concert halls; these compositions were before the intro-
duction of the radio accessible only to a very small circle of people. However,
a question arises: did the diffusion of the musical art among all folk strata
coincide with the growth of common musical education and did the under-
standing for musical works of art grow at the same time? We all know that
this is not the case: everything that does not fit into the frame of folk or dance
music is being rejected [...]” (Radio Ljubljana, 9—15 March, 1941, 13/11: 2).

A sober sense regarding the listening practice indicates that music was
gaining in importance: in 1929, 622 hours of music out of around 1,900 (1851)
hours in total to 1,204 hours of music out of a total of around 1.600 (2518; Ex-
ample 4). Some of the contents shifted as the Second World War was extend-
ing. However, music remained similarly distributed a month before the bomb-
ing of Belgrade, as the programme of Radio Ljubljana indicates for instance
on Tuesday 11 March, 1940, during a common working day (Example 5). It
seems that the music had four different levers of coding into the programme,
four approaches to the “dramaturgy” of the broadcasting enterprise for the pro-
grammers (Example 6). On one hand, the medium by which it was reproduced
seems decisive: the oval marks in the programme booklet for March 11, 1941
indicate gramophone broadcasts that offered 70 minutes of music, the squared
surface points related to live concerts of the Radio Ljubljana Orchestra that
entertained listeners for about 135 minutes, whereas stars beside the columns
indicated chamber and soloist live concerts that offered together 85 minutes
of music. Reproduction technology also dictated to a certain degree the pro-
gramme: recording was very limited in Radio Ljubljana'® in the 1930s, thus
recordings are mainly of German and Czech composers.

10 Beside the short historical survey offered on the http://www.rtvslo.si/razgodovina/frameset.htm,
the history of recording in Slovenia is offered in Traditiones, 43/2 (1914), http://isn.zrc-sazu.si/
index.php?q=sl/node/419 (accessed 1 May, 2016).
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On the other hand, the musical programming tended to lean on general
cultural and political issues, such as archetypal descriptions such as north—
south, east-west, or other more axiological binary oppositions: the noon-and-
evening-concerts for the gramophone streaming reveal a telling care about the
German/Slavic balancing; the noon concert offered a military brass band mu-
sic by composers of mainly German provenience, while the afternoon session
was predominantly featured by the “brother Slavs”.

The symphonic music performances do not indicate the same ideology,
but seem to stick to the older/newer music: the noon concert is based on clas-
sical repertory, the evening concert offers some music that at least nominally
comes closer to the 20™ century, Giacomo Puccini being unquestionably the
first among the modern classics.

A further differentiation of the music programme may be seen by nationality.
Both soloist performances — the chamber music concert (flute and piano) at 18.00
and the piano recital (21.15) offer a balance between the international and the
national musical heritage, as well as old/modern music (still notable in today’s
Radio broadcast programming). Marta Osterc Valjalo, the wife of the most ambi-
tious avant-gardist of the period, Slavko Osterc (who died two months after this
concert), performed Matija Tomc (1899-1986), a composer whose avantgardism
may be disputed today. However, his historical stature indicates that he featured
as a national and modern counterpart to the more classical, in the romanticism
anchored composers performed by Slavko KoroSec and Marijan Lipovsek earlier
that evening: both pieces, the Sweedisches Concert by Wilhelm Popp (1828-1903)
and the Bosnian Rhapsody by Rudolf Tillmetz (1847—1915) were at least formally
not modern music but classical in their romantic style at its best.

The fourth approach to music programming is the most elemental: from-
the-light-to-the-more-advanced-music logic is the foundation of the entire
musical programming. The marches to wake up with and the contemporary
regional artist to reflect the current position in time and space seem the most
unquestionable direction of a daily programming dramaturgy.

It seems notable that the general benefit of the “programmes and services
that inform, educate and entertain”, as the mission of the BBC reads,'! brought
about a process of “everydayification and boundary dissolution” and dislocation
(AyaB3 2012: 5) that still reverberates in the axiological quandaries regarding the
arts. As an advertisement in Radio Ljubljana reads (Example 7): the radio offers
the fastest way to receive the news, and it educates as well as entertains. But at
the same time, the diction that the radio offers the “cheapest artistic enjoyment”
implies some cultural goods and bads alike. The cultural goods may be seen in
the fact that all four above-sketched levers of programming have retained their
validity in current programming policy (also) of Radio Slovenia: the opposi-
tions, such as live/recorded, classical/modern, national/international, light/artis-
tic are but a fundamental set of complementary concepts that have a rich history
of transformation in broadcasting history because they are easily detectable and
their proportions may be easily shifted in favour of one or another content. The
cultural bads of the easily arrangeable programme, however, may emerge out
of the fuzzy directions in which the radio broadcasting is growing stronger, at

1 http://www.bbe.co.uk/aboutthebbe/insidethebbe/whoweare/mission_and_values (accessed 1 June, 2016).
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least nominally (cf. Leiler Kos 2014: 44), whereas there is no clear concept for
the development of the programmes. The national strategy for the media is still
in the process of preparation, although the majority of broadcasting frequencies
were already leased out in the years after Slovenia gained political independence
(Hrvatin 2007). In this respect, the “cheapest artistic enjoyment” — as positively
as it was accepted still decades after the WW II — may echo as a somewhat less
prudent idea in the period where cultural economy teaches that nothing is cheap.

PS.

Perhaps the main difference seems to be in the lack of focus of the ra-
dio today as an educational medium: if the interwar period was founded on
education-information-entertainment, radio today seems to have shifted the
emphasis in the direction of information-and-entertainment-culture. The main
objectives (“programske vsebine”) of the non-commercial media in the na-
tional interest, defined as:'?

- public information

- plurality and diversity of the media

- preservation of the Slovenian national and cultural identity
- stimulating the cultural creativity in the field of media

- culture of public dialogue

- strengthening of the juridical and social state

- development of education and science,

were recently criticized as:

- “being too concentrated on the right to be informed (that has the same
meaning in the information era) [...]

- it stresses too much the plurality of media space [...] which says nothing
about its quality [...]

- it contains abstract goals that at least in the field of media are not attain-
able (culture of public dialogue, strenghtening of the juridical and social
state, development of education and science)

- ignoring the meaning of qualitative programme contents, especially
those that are commercially less interesting”."

Although it is difficult to imagine at what quality the critics are hinting, it
is not difficult at all to realize the reiterated stance, according to which

“the current definition of the public interest causes big trouble regarding
the distribution of public subventions [...], because it is not possible to
measure its effects”.!

12 Pregled medijske krajine v Sloveniji, april 2014: 55, cf. also 56-8.
http://www.mk.gov.si/fileadmin/mk.gov.si/pageuploads/Ministrstvo/raziskave-analize/
mediji/2014/medijska_krajina v_sloveniji 16042014.pdf (accesed 3 December, 2014).

13 Ibid.
14 Ibid., 6
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The issue on quantification of the “effects” hinted at by a certain vaguely
defined quality seems promissing. Yet it is rather difficult to grasp its meaning
— it is much more evasive than the ideas of the radio as the “third university”,
which was so substantial for the first decade of Radio Ljubljana.

Example 1. The front pages of the weekly journal Radio
Ljubljana, Year 1, 1929, Nos. 1, 2, and 5.

“technology” / “policies” “music” “culture”

po§num\ PLACANA V GOTOVINI « CENA 5 DINARJEV poﬂ NINA PLACANA V GOTOVINI « CENA 5 DINARJEV

[)OSTNINA PLACANA V GOTOVINI + CENA.5 DINARJEV

|
X
X

I

EOZOTON

D OO

JLeTniK o oD 19.—25.MAJA 1929 o sTEVILKA] II:ETA + OD 2. MAJA—L JUNIJA 1929 + STEV.D Jremik o op 162 juNpa 1929 o STEV. 5

Example 2. Radio Ljubljana, 9-15 March, 1941, XIII/11: 1: “The number
of radio subscribers in Slovenia until now and in the future”. The blacked
line on the curve indicates the number of subscribers that were paying for the
service, the whitened part of the line indicates the prediction regarding the
number of subscribers.

D O rowc a1

UREJATA JOZE DOLENC IN VLADIMIR REGALLY

a0 15—din. Pri plagilu naroéniné v naprej za najmanj &etrt, pol ali celo leto prizr
asta, tako da zna%a Eetrtletna naroénina samo 40.— din, polletna !ﬂ.: din, celolet

L I I i G
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Example 3. Radio Orchestra. Picture from the weekly
programme 4—10. August, 1929/12.

PLACANA V GOTOVINI * CENA 5 DINAR]

Example 4. Bezlaj-Krevel 1998: 80 offers the following

programme comparison:

1929 1940 1929 1940
(number | (number (number | (number
of hours) | of hours) of hours) | of hours)
Opera music 40 121 National minutes - 116
Operetta music 32 20 el g 13 10
courses
Classical music 170 24g | Stockmarketand 71 78
trade
Light music 245 my | e 79 320
clippings
Folk music 95 260 Mass 61 65
Dance music 40 132 | Specialandreal- | 50, 86
time broadcasts
Drama 21 46 Children’s corner 21 48
Comedy 12 58 Women only 18 19
Ieiticgg Higrl 5l 8 6 Morning exercise 30 -
or poetry
Educational lectures 230 200 School hour 62 64
For farmers - 30 e i ity - 33
people
Lectures aout the society 90 89 Weather forecast 72 46
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Example 5. Programme of the Radio Ljubljana on 11 March, 1941.

7.00: Good morning.
7.05: Announcements and news.

7.15: A garland of cheerful sounds from
the gramophone (to 7.45)

12.00: Brass-band music (gramophone):
Dostal [Hermann or Nico?]: Volga, march.

Ziehreer [Karl Michael]: The Regiment’s
Father, march.

Schonherr [Max?]: From the Slavic Places.
Dolinar Bernard: Morning Dawn.

Lidzki [Ludwik]: A Garland of Legionar
Songs.

12.30: News, announcements.
13.00: Announcements.

13.02: Midday Concert of the Radio Or-
chestra:

Mozart [W. A.]: The Abduction from the
Seraglio, overture,

arr. Schreiner [Adolf]: From Gluck to
Wagner [ein chronologisches Potpourri],
assortment of melodies.

Pravecek [Jindfich senior]: Golden Youth,
intermezzo.

Tchaikovsky [P. I.]: Fantasy from his opera
Eugene Onegin.

Wetzel [Karl Friedrich Gottlob?]: Love
Letters, waltz.

14.00: News.

14.15: School time: The Alphabet — Janko
loves to go to school. — Dialog with sing-
ing (led by Mr. Janko Sicherl) until 15.00.

17.30: From the Czech operettas (gramo-
phone):

Jankovec [Jaroslav]: I Sing To You Only.

When the Spring Arrives, from the operetta
Brandejssti dragouni.

Jankovec: Cockoo. Dewy Goblet, from the
operetta Kukacka.
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Jankovec: Moon Over The River. My Gon-
dola, from the operetta Nam je hej.

Hasler [Karel]: You, Beautiful Eyes,
from the operetta Dcera druhé Roty. 1t is
the same, from the homonymous oper-
etta. The Artilleryman, from the operetta
Deélostrelec.

18.00: Flute concerto (Mr. Slavko Ko-
roSec) accompanied by the pianist Marijan
Lipovsek: Popp [Wilhelm]: Swedisches
Concert (Allegro, Andante, Allegro). Til[l]
metz [Rudolf]: Bosnian Rhapsody.

18.40: Russian Empire under Romanov
Family (Mr. Franc Terseglav).

19.00: Announcements, news.

19.25: National hour: Ljubljana Speaks.
Fran Maselj Podlimbarski — the storyteller
and national martyr (Mr. Rudolf Dostal).

19.40: Gramophone music.

19.50: Educational Consulting (Mrs. Vida
Persuh)

20.00: Concert of the Radio Orchestra:

Kreutzer [Conradin]: Overtura to the opera
Das Nachtlager in Granada.

Grieg [E.]: Suite for strings in old style op.
40: 1. Prelude, 2. Sarabanda, 3. Gavotte, 4.
Aria, 5. Rigaudon.

Vilhar [Miroslav]: Jamska Ivanka, music
from the Singspiel.

Friml [Rudolf]: 7 Am Only Dreaming.

Puccini [G.]: Fantasy, from the opera La
Tosca.

21.15: Piano concerto by Mrs. Marta Os-
terc-Valjalo:

Tomc [Matija]: Suite in three movements
(Varijacije — Juga — Molitev — Andanti-
no — Valéek — Etuda — Koracnica).

22.00: Announcements, news.

End at 22.20.
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Example 6. Music Programme: distribution of genres.

Radio Ljubljana, 9-15 March, 1941, 13/11: 17.

“Corele 11 marea

LIUBLJANA  569-527 5.6kw (Allegro, Andante, Allegro).

7.00: Jutranji pozdray. Tilmetz: Bosanska raps !
7.05: Napovedi, porotila. 18.40: Rusko em::o pod Romanovi
: Pisan venéek veselih zvokov (g B Tersogiany b
. 19.00: Napovedi, porodila.

19.25; Nacionalna ura: Ljnhljma go-
Fi Maselj Podlimbarski

Sc.hﬂnhgrr Iz slovanskih krajev.
Dolinar Bernard: Jutranja sarja.
Mdz!rl' Vem!ek l.egiom pesdii

12.50 Poméﬂl, objave. }
13.00: Napovedi. Kmm.r.ar Uvertura k op. »No&

Granadie.
13 02 Opnlnlmki koncert Radijske- Grieg: Suita v starem stilu za go

Munrt Be;leernIln. uvertura. daln| m 3. Harabanda)

g'a
Jamska Ivanka, glashy

CaJ'knvahj Fantazija iz op. sEv- spevoigre.
gen Onjegine, Friml: Sanjarija.
Wetzel: Ljubavna pisma, valdek, Puccini: F‘antsmjn iz opere »Lg

22.00: Napovedi, porodila.
Konec ob 22.20.

BEOGRAD  437.3-686 20 kw
6 Budnica. 6.04 ¢ vojaske godbe. 6.30
Narodni izreki. 6.45 ® Zdrawstveni
Mnhj;:,s doln, iz opte. >Nam je | it THEd r?a:li!je.vm & 145 .
Hafler: Ve krasne odi, iz 11.30 Napovedi. Objave, nato & zabavne
»Deera druge Rotye,
8aj je to vseeno, iz istoimen

8.00: Koncert na flavti (g. Slavko mi. 19.10 ®. 19.25 Nacionalna ura. 19.40
orofiec) oh spmmljwmjﬂ kla- Prencs £ za delavee. 21 Koncert komor-
virja (g. prof. M. Lipoviek ne glasbe. 21.40 ®. 22 Simfoniéna gl

: Svedski koncert. (). 2240 ®. 2250 Plesna glasba.
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Example 7. Advertisement from Radio Ljubljana booklet, 1941, 13/15: 26.
“Radio: the cheapest and fastest medium for getting acquainted with
the events at home and abroad; it takes care of instructions, fun and

entertainment; it offers the cheapest artistic enjoyment. It is the dty of
every conscious Slovene to subscribe to the radio with Radiophonic
Transmission Station in Ljubljana, Bleiweisova 54.”

HU QEUUE BYY zhanjanje z dogodki doma in na tujem;
skrbi za pouk, zabavo in razvedrilo;
nudi najcenej$i umetnifki uZitek.

DolZnost vsakega zavednega Sloveneca je, da se uvr-
sti med radijske naro¢nike

__E““’. radiofonski oddajni
5% postaji v Ljubljani

Bleiweisova 54

&5

TERT RRTTNIK BN
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Jleon Cmeghanuja

PAZINO JbYBJBAHA U BETOBE MY3UUYKE
[NOJIMTHUKE 1928-1941.

(Pe3ume)

[Mouenn emutoBama Panno JbyOspane y jecen 1928. rogmHae qoHENH Cy TyropovHe
HOBHMHE Yy TPaKCH My3WUKe MPOAyKIHje u pernpoaykiuje y Crosenuju. Pagno je, namehy
OCTaJIOT, YBEO HOB HA4YHH CIyIIamka My3HKe, a IPOMEHHO je U OY4eKHBakbha CIIyllaiala, [iTo
ce 1oKasajo yOp30 HAKOH I0YEeTKa EeMUTOBAbA U Y CAMOM IIPOIPAMCKOM CTPYKTYPUDPALY
emucHja. My3W4ku Tporpam je OHO KOHIMIUpPAH IparMaTHdkd, BODEH BEIMKHM
H/IeIN3MOM JIeCHUYapCKe MojauTHKe Katonndke [IpocBeTHe 3Be3e, koja je 3a 15 ronuna
3aKynmia y Hajam emuToBame Pagno JbyOrpane.

Kpenpame nporpama Pagno JbybOsbane mpaTuie Ccy Kako €KOHOMCKE W TEXHUYKE,
TaKo W KyJITypHE norenikohe, moues oj npeMaior 0poja My3udapa U TEXHHUKE Olpeme,
JI0 HAIIETOCTH Meljy Pa3IMuUTHM CTAaHOBHUINTHMA U YKyCHMa (HE CaMO y BE3U C MY3HUKOM)
OKO NMUTama — Koja je ITaBHa MUCHja HOBOT Meauja. TOKOM Jpyre MOJIOBHHE TPHIECETUX
TO/IMHA U JI0 YHUINTEHa ofamriubada Pamuja JbyOspana y ovkamama 11. ampra 1941,
Kpenpame Mporpama ce IpOMEHWIIO O] IPUMApPHO €IyKaTHBHOT yCMEpema IpeMa OHOMe
HamemeHoM 3abaBu. [Iporpam ce ocnmamao Ha Kiracuukanmjy Huka Kypera, xoju ce
3aJ1arao Ja ce nmporpam nojenu Ha: 1. Eoykamuene caoparcaje, 2. My3zuky, 3. 3abasy, 4. 3a
mnade u S. IIponacanonu npoepam. 111Ta je 3HaunIa Ta NETOCTPyKaA MOAEIA 32 My3UYKH
IporpamM HMHCTUTYIHjE KOja je Touena CBOj pajJ ca ujaejoM jaa Oyae Npasu ,,HapOJHU
YHHBEp3UTET? AHalM3a yKasyje Ha YeTHPH MEXaHH3Ma My3HUYKOT IIPOrpaMUpPaha TOKOM
TPHUIECETHX TOAWHA, KOjU Cy OIpelNeheHH OIMO3WIMjaMa: KMBa My3HWKa / My3HWKa ca
rpaMO()OHCKHX TUT0Ya, HAIIMOHAJTHA / MHTEPHAI[MOHAIHA MY3HKa, KJIaCHYHa / MOJCpHAa,
yMeTHHYKa / 3a0aBHa My3uka. TH eIeMeHTapHU KOHUENTH ce MehycoOHO Iomnymwyjy u
MOTI'y C€ CMaTparH TOJijelHaK0O Ba)KHUM M y JaHallmbe Bpeme. [Ipuiior ce 3aBpiuaBa Kpa-
TKOM aHajiorujom u3mMehy melyparnor nepuona n nepuoga nocie 1991. ronune.
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Abstract

The paper proposes a study of broadcasting in one of the most tightly iso-
lated regimes of the communist Eastern Bloc, beyond the paradigms of ra-
dio as a pure propaganda medium and of radio history as pure institutional
history. Instead of a macro-history from above, this contribution proposes
an ethnographically grounded micro-perspective alongside the lines of
“audience studies”, informed by “oral history” methods. It proposes focus-
ing on the social effects of radio listening and, in a broader perspective, on
how radio broadcasting was embedded into larger modernization agendas
of the regime of Enver Hoxha.
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“The medium is the message” — if we take into account this famous quote
by the Canadian media theoretician Marshall McLuhan (1964: 7), we must
acknowledge that media, and particularly radio in Albania produced multi-lay-
ered and often ambiguous messages in the second half of the 20" century. This
ambiguity concerns both the material aspect of the radio receiver, the broad-
casting content, and the diverse contexts of broadcasting reception.

Broadcasting, and Radio Tirana in particular, was beside the commu-
nist party’s daily newspaper Zéri i Popullit (The Voice of the People)* with-
out doubt the key medium of the communist regime for the “privatisation of
politics” (Mihelj 2013). It was through broadcasting that party propaganda
penetrated domestic space through the backdoor and in an immaterial way.
Radio Tirana had in addition an international relevance as a Marxist-Leninist
propaganda medium with foreign language programs, particularly in the 1960s

I eckehard.pistrick@musikwiss.uni-halle.de

2 It is telling in this respect that several directors of Radio Tirana had previously worked as editors
in chief of the party newspaper Voice of the people. Todi Lubonja, general director of RTSH from
1970-1972 for example, was chief director of Voice of the people (1963—1970) before he entered
radio.
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and 1970s, being at the same time Anti-West and Anti-Soviet - an aspect we
cannot develop further in the frame of this paper, which concentrates on the
role of broadcasting within communist Albania.

To consider radio as “the voice of the party”, i.e. an ideological tool to-
wards the myth of the creation of an ideal socialist society with ideal socialist
citizens, would fall short of a much more complex reality. Already in terms of
quantity, we have to rethink for Albania the role of the radio in domestic set-
tings. According to guidelines by the Central Party Committee, Radio Tirana
should ideally broadcast 70 % of music and 30 % of spoken word during its
daily programs (Cobani 2010: 82). Even if we take into consideration that mu-
sic and its aesthetic orientation, as well as the musical subjects often respond-
ed to ideological guidelines, we would misinterpret radio reality if we reduced
Radio Tirana to its propagandistic function.?

For the rural population of Albania, radio in particular and media in gen-
eral opened a new register of experience, significantly expanding the horizon
of their small local world. Particularly for Albanians as people in a tightly
isolated country, the radio dial as a mediating interface was a virtual window
to the outside world (Fickers 2012). Internally radio was a key medium for
bringing Albanians in touch with broader ideological agendas of change sub-
sumed under the Albanian term “zhvillim” (development). These agendas fo-
cused on the constructed “need for modernization”, the fight against “zakonet
prapanike” (backward customs) and the struggle for education. Broadcasts
such as “Teatri n€ mikrofon” (Theatre at the microphone) or “Fjala artistike né
mikrofon” (Artistic speech at the microphone) are representative of this idea
of bringing culture into the living room, especially in those places which did
not have access to the expanding network of cultural houses (vatrat e kulturés,
shtépité e kulturés). Radio as well as other media may be considered in this
sense as effective tools for a “mythology of modernization” (Ferguson 1999),
constructing a fictitious image of what the “new socialist man”, as well as a
utopian socialist society, should look like. Representative for this stance is this
statement from a North Albanian villager, who directly links “radiofication” to
the events of electrification and modernization:

“The people here lived for more than 400 years in the light of a pine-
wood spill, candlelight or kerosene lamps. Already electric lightning was
something extraordinary, which made people enthusiastic. Light brought
knowledge, which brought change, culture and modernization. There was
neither radio nor TV. Through electrification the whole village culture
modernized itself. This was the ground for all sorts of change to come”
(Vatnikaj 2015).

RTSH, the Albanian State Radio and Television, was a tightly controlled
and regimented institutional body. Its directors and employees had to conform
ideologically to the “party line”. Whoever aroused suspicion, like those radio

3 A similar position has been taken by Lovell in relation to radio in the USSR: “Soviet radio cannot
be reduced to the themes of totalitarian ideology and political control...” (Lovell 2015: 3)
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journalists who were suspected to have participated in the “meeting of 1956”
and were accused of having planned conspiratorial acts against the state and the
party, were removed from their post, sent to prison or to forced labour camps.
Even the leading positions were no exception from this rule: Todi Lubonja, who
was for several years a trustee of Albania’s dictator Enver Hoxha, was appointed
general director of RTSH in 1970; two years later he was dismissed for the fact
that he was one of the principal organizers of the XI. Festival of Light Music
“Festivali i Kéngés” in which “muziké me influencé t€ huaj” (foreign-influenced
music) was presented, which was beyond the socialist realist paradigm. Lubonja
was sentenced to 15 years imprisonment; afterwards he was degraded to a forced
labourer in the waterworks of Shkodra (see Bazzocchi 2004).

This tight regimentation and censorship applied to media was one of the rea-
sons for the inner erosion of the system, particularly in the 1980s; people (re)in-
vented their own trustworthy mediascape in innovative ways, employing ‘“kanage”
(self-made TV receivers made of used tins) for catching foreign “imperialist” TV
channels and switching to foreign radio stations, particularly Italian RAI, Radio
Skopje, Voice of America and Deutsche Welle. For the first time this allowed them
to look and listen beyond the official propaganda discourse of the regime. Even-
tually this involved strategies of the local population for “speaking back’ and of
appropriating media for their own agendas. This is how a local inhabitant from the
region of Lunxhéria, in close distance to the Greek-Albanian border, describes his
personal inventive ways of escaping communist media regimentation:

“There was collective listening with the radios and later collective watch-
ing with the TV. When we had electricity, there was only one TV set for
the entire village. And this set was set up in the house of culture, where
all gathered. When there was Football World Cup, we had to switch to
the Greek station. 10-15 boys gathered and went to someone - those in
charge would not allow us to watch or listen. We did not understand a
single word on the Greek channel, we just watched. The same for the
Italian channels. We used these small tin boxes, which were called kanace
with some diodes and resistors. This was like an amplifier. If you recorded
something — do you know how marvellous the quality was? But the state
would not let you... When they caught you, they sent you directly to pris-
on. Or if someone spied on you and reported that Piro had listened to an
Italian broadcast....even on the radio, better not listen to foreign stations.”
(Rebi 2015).

Also the role of domestic media has to be taken into account in this con-
text. This concerns particularly self-recorded tapes, and VHS which consti-
tuted a different part of reality than the official one. Such highly personalized
media often encompassed different experiences of time and sociality, often
non-compatible with official readings of reality and politics. Radio listening
and watching TV* and particularly the recording and mixing of foreign mu-

4 First experiments with television in Albania date back to April 1965 (Cobani 2010: 190), however
real transmission started in the 1970s to those who had an “authorization” for possessing a TV set
and who were lucky enough to have received one of the scarce TV sets sold in local shops.
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sic, as well as the circulation of foreign (pop) music tapes, became a way to
express controversial aesthetics and ideas, of escaping an oppressive reality.
Broadcasting itself had a double-sided nature: it was the voice of those in pow-
er, it possessed ideological authority, but on the other hand the medium suited
the mobilizing, participatory culture in Albania as well, shaped after the Soviet
socialist model. Radio had in this context not only the function to transmit the
voice of authority but also that ‘of the people’, to make people part of the mo-
bilizing mission of the communist party.

Considering this multi-semantic character of radio broadcasting in Al-
bania we propose seeing the introduction of radio, its everyday use and rele-
vance, not as an imposed state-directed process, but as a contradictory process
of negotiation between state-actors and the local population, as a tension field
between state policy and local expectations, constraints and counterstrategies.
This view takes into account the agency of an “active media audience”, its lo-
cal choices for the implementation and adaption of technology, as well as the
imaginaries, expectations and disillusions which media practice has brought
forth. What can be stated without any doubt is that media were not only ob-
jects of propaganda and consumption but also principal actors of socio-cultur-
al change throughout the 20™ century. Apart from processes of urbanisation
and migration, media were of outstanding importance for shaping individual
live histories, for the questioning and reformulation of values and traditional
practices.

The Establishment of a New Medium

When Radio Tirana was inaugurated on 28 November 1938 in celebra-
tion of the 26™ anniversary of Albanian independence, this was a national
event which required the presence of King Zog and his wife Queen Ger-
aldine. The speeches made during a short fifteen-minute ceremony in the
morning of that day emphasize the importance of radio as a new medium
which was considered to be a gift of the monarch to his people, as well as
a sign of prosperity, national pride and modernity. The General Director of
the Ministry for Postal Services and Telegraphy, Ndoc Naragi expressed this
idea in the following way:

“This gesture of His Majesty the King shows clearly his untiring efforts
with which he cares continuously for the progress of our country in the
realm of science and culture. This modern work, realized by the volun-
tarism of His Majesty the King shows effectively that the Albanian state
under his glorious regime has reached a higher level of development in
terms of technology as well as in culture, taking the best which results
from the fabulous invention of the radio. This station of 3 kw with short
wave frequency, built by the world-renown Marconi company, is the final
word in contemporary technology and will be apart from this our strongest
weapon for a national propaganda” (...) (Dizdari 2008).
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This argument was further deepened by the King himself declaring that:

“in inaugurating the radiophonic station of Tirana, I would like to stress
the importance which it has for the cultural development and the creation
of brotherhood within the Albanian race. At this occasion I would like to
utter a wish as your highest potentate: ‘“Wherever you are, reach out your
hand brotherly to the other, and dedicate [yourself] with endurance to the
work of progress, as the independence of our homeland is not enough, but
we have to engage for the creation of a brotherhood for all Albanians, and
for the consolidation of the crown of freedom’” (Ibid.).

Literature on the development of radio in Albania has unfortunately un-
conditionally followed such ideological statements of nationalist and later
communist leaders, seeing radio and TV as media serving the nation, consid-
ering media history primarily as the history of media institutions. One striking
example in this respect is Skifter Kélli¢i’s “History of Albanian Radio-televi-
sion (RTSH)” published in 2003. A much more personal view, but again from
the perspective of media producers, is the book by Agron Cobani in which
he recalls his experience as radio moderator and as an ex-director of RTSH
(Cobani 2010). The traditionalist point of view — considering media as the
preferred propaganda tool of the party — prevails also in outside press coverage
about the Albanian media system and in writings of Albanian Diaspora jour-
nalists. As a matter in case we might cite here a statement of Anton Logareci
(1910-1990), who since 1940 reported as head of the BBC Overseas Service
to his country of origin:

“Like literature and the arts, the press, radio and television operated under
the strict control of the communist party and served as its principal instru-
ments of political indoctrination and mass education” (Logareci 1978: 177).

An official propaganda leaflet shows this idea of a double indoctrination
exemplarily. A shabbily dressed villager or worker sits in his chair reading
the Party’s newspaper Zéri i Popullit (Voice of the People) while listing to
the program of Radio Tirana at the same time. The image suggests that radio
and newspaper function complimentarily as sources for information. The
Voice of the people represented through the newspaper and the Zéri i partisé
(Voice of the Party) of Radio Tirana are intrinsically connected since — in the
mythology of totalitarism — the collective body exists only in dependence
to its head, the personified party and its leader. The image shows the radio
receiver on an elevated table, and, on top of it at eye level with the worker,
is put an alarm clock. The clock in this context represents the working dis-
cipline and the balance between working time and “leisure time” (including
media consumption). Additionally, beside the radio can be seen a lamp with
a turned on electric bulb — this object as well as the caption of this image
brings media in direct relation with the electrification of the country effec-
tuated in 1967—1970. The caption, instead of describing the actual scene,
contains a short poem:
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“Do té fryjné erérat e maleve
népér telat-atere te malésisé,

e si me njé lahuté vigane
lavding do t’1 kéndojné partisé.”

“The mountain winds will blow

through the cable-arteries of the North Albanian mountains,
and like with a century-old lahuté

we will sing to honour the party”

(PPSH circa 1971).

This leaflet, distributed to common villagers to make known the achieve-
ments of the communist party, is of interest as it tries to negotiate between
the official party propaganda and the “mythology of modernization” and the
expectations and mental world of the villagers still attached to traditional prac-
tices and values. In bringing into the foreground such documents, as well as
oral history methods, an evaluation of the practical impact media had in Al-
banians’ everyday lives seems to be possible. This ideological discourse has
shaped the way in which people think of radio as a medium up to the present
day. A villager from the region of Lunxhéria in South Albania remembers the
early radio history of his village, whose inhabitants were particularly well off
due to a long migration history to the United States:

“There were a few radios with kerosine, and gramophones existed as well.
The radios were hung from the ceiling, I think they were Russian one’s.
We listened — but to what we could listen to: there was just one thing — ‘the
voice of the party’” (Rebi 2015).

Detaching from such a politicized view of media practice, and from the
common tendency to separate media technologies and media texts from their
social contexts of production and reception, this road will eventually lead us
to an “anthropology of media” (Askew and Wilk 2002) “forefronting the peo-
ple taking pictures, listening to the radio, working behind and posing before
the video camera” and examining “how they manipulate these technologies to
their own cultural, economic and ideological ends” (Ibid: 1). This would mean
in the sense of Morley’s “audience studies approach” (1992) that we acknowl-
edge the active agency of the audience and the impact media has on mindmaps
and imagination. In the end it is the listener who decides, where, when and
what he likes to listen to. Investigating broadcasting practice in Albania from
this perspective would mean exploring how radio has influenced private lives,
and the consciousness about oneself and the world (in the sense of Falkenberg
2005). Such a perspective would allow us to gain insights into how the rhetoric
of propaganda reached the individual level, how this propaganda was received
and appropriated and how cultural and social change was accelerated by media
texts and contexts on a practical level. We argue that media had a constitutive
role in establishing socialist norms, morals and standards of behaviour. Media
negotiated between the private and the public, the formal ideology and the
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informal understanding of it — Real socialism in practice. Media charged the
rather abstract ideas of revolution and change with affectivity and compre-
hensibility. They played therefore an active role for the social mobilization of
ideas. But how much agency can be accredited to audiences under a regime
with a tight media control is a matter of argument. Unlike the USA, where
in the formative years of broadcasting audiences “were critical components
in the making of radio, the establishment of its genres and social operations”
(Razlogova 2011: 3) assuming a participative role through writing letters, tel-
egrams or calling the radio editors, the possibilities of influencing or shaping
radio programming in communist Albania were very restricted. However it
was not a utopian relationship, which existed between radio as an institution
and its local audiences. Media innovation requires reciprocity and so also the
programming of RTSH received a wide range of responses from radio listeners
all over the country.

Broadcasting as an Event and the “Animated” Radio Object

Another aspect of radio is that it contributes actively to history-making,
to a popular understanding of what is happening in the world. Radio ampli-
fied and at times manipulated reality in the ether, constructing in the terms of
Dayan and Katz (1992) proper “media events”. The media theoretician Vie-
hoff expressed it that way: media make events perceptible — as media events.
Through constructing media events out of real events, media provide the pre-
condition that events leave social traces (see Falkenberg 2005: 18).

The radio therefore leaves its proper acoustic traces in society — it can
have a community building and opinion-making function. A representative ex-
ample for this powerful potential of the radio is the orchestrated media cover-
age of the burial of Albania’s dictator Enver Hoxha in April 1985. The regime
mobilized all available audiovisual media to create a proper “media event”
which amplified the death of the country’s leader as a shared collective trage-
dy, and eventually as “dynjaja”, as the end of the world.

Looking back to the perception of the radio in the Albanian village in the
1950s and 1960s we can see that not only was the radio creating events but
listening to the radio itself was an unusual event as well. We might speak even
of the quasi-mythical status of the radio as a material object (Morley 1995).
Possessing a radio meant having acquired a certain social status. Family al-
bums are a valuable source in this respect; they often show teenagers posing
with their first radio in the surroundings of the village. Family photos show
the presence of the radio as the newest acquisition of the family, held like a
new-born child in the hands of the mother. These photos provide accounts of
the radio as a personalized object, whose arrival was frenetically celebrated.
A local text, written in the dialect of Gjirokastra, South Albania illustrates this
approach depicting the arrival of the first radio receivers at the very end of
World War II:
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Radio in the village.

“The night came over us in Stérnec, a village seven hours by foot from
the town of Berat. (...) Near an old linden tree we put the radio, one of us
brought the wire for the antenna and another turned the generator with
a chain so that the battery was charged. The villagers, men and women,
gathered around us and took notice of the wheel which rotated to supply
the battery with energy, while they waited impatiently to listen to the ‘hu-
man without a soul’. After a while London knocked at our door: ‘tak-tak-
tak’ and the speaker started his broadcast: ‘Here is Radio London!” The
villagers folded their hands as if frozen, they closed their eyes and moved
their lips as if they would pray. (...) The Radio continued: ‘Brussels, the
capital of Belgium has fallen into the hands of the Allied forces, and the
red army is on advance everywhere else.” — ‘Cheers my friends and death
to fascism!” — wished a man with a black moustache and with a tiny raki
bottle at his mouth (...)” (Mikrokozmos 1945).

Of interest here is the formulation ,,njeriu pa shpirt (human without a
soul), a formulation that shows that the social appropriation of technology
was reflected also in verbal expression. Indeed this idea of a media object as
a friend or family member had an affective dimension as can be evidenced in
this quote from a handbook for the domestic use of television:

“When the television enters your house for the first time, the family cre-
ates a festive atmosphere, everyone is enthusiastic as a ‘good friend’ has
entered their house, an important tool of education and entertainment,
with which one can spend some hours of one’s free time. At the same time
they [the family members], take care that the television is brought into
the home and that it is put in the most adequate place, that it is installed
properly with the intention that the TV program on the screen can be seen
as clear and as well as possible” (Magko 1979).

The interconnection between the material, social and symbolic aspects
of media, and radio in particular, were significant if we take into account the
listener’s perspective. In the metaphoric language of the regime, media were
a “human without a soul”, they were as well the voice of the “trupit kollektiv”
(collective body) as it was “the voice of the party”. This ideological language
of the personified media accounts for the idea of the inseparability of people
and their leader in an “iron unity” (unitet i ¢elikt€). The idea of a media object
as “shok”, as a new friend, on the contrary, has a much more intimate mean-
ing. However all these bynames give an account of the profoundly social role
which was attributed locally to media and of an understanding of media as
“animated socially active objects”.

Radio had a constitutive role in creating domesticity as well as a do-
mestic belonging. Radio was part of everyday lives and it contributed to the

5 Translated from Albanian.
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fundamental reshaping of these lives during communism. Broadcasts which
referred to the everyday needs and problems of the people were a way to
stimulate interactivity and to enter everyday lives. Regular broadcasts like
“ora e fshatarit” (the hour of the villager), “emisioni i bujqésis€” (agronomic
broadcast), which had existed since the early days of Albanian radio back in
1938, were common reference points of listening, proving that radio was a
relevant source of information, apart from its propagandist and entertaining
function. Radio also redefined local concepts of time, particularly visible in
the temporal organization of the day. For the first time, radio and television
opened up a new temporal window — one which was associated with the
concept of leisure time.

Media Access and Exposure

However the penetration of everyday lives through media was not felt
similarly everywhere. Urban places, particularly Tirana with the concentration
of the political and intellectual elite of the country, were advantaged in terms
of' media access. A high ranking engineer from Gjirokastra remembers the me-
dia development of his town which had already been electrified in 1932:

“Radio existed even before the electric power came. But not with elec-
tricity, with vajguri (kerosene). When the electricity came in 1932, all
who were well-off bought an electricity-run radio. You had to be from
a family from a higher economic strata. You had to have Lek otherwise
you could not afford it. Television came much later, no urban citizen had
a television, there were just two: one for the chief of the executive com-
mittee of the Communist Party, who worked for the Albanian Embassy
in the Soviet Union, and one for a state officer, who was well employed
by the Albanian Embassy in Moscow till 1961. In the 1970s when we did
not have TV access we gathered around these two TV sets in the house
of Bajo Topulli, and we tried to catch the TV transmissions by the Greek
television. The quality was pretty bad, however what we saw seemed to
us like a miracle. Some of us spoke Greek, some just watched sport. We
have seen the 1970 World Cup: we, a very small group of close friends,
who knew each other and who were friends with the Party Committee. It
was something exclusive as the room was small and not everyone could
just enter...” (Kalo 2015).

Media consumption was also restricted in reality through the tight pro-
gramming schedules both of radio and TV, although the broadcasting schedules
were extended gradually during the communist period. Listening to the radio
was possible only from 6 a.m. to 12 noon and in the afternoon and evening
from 4 p.m. to 11 p.m.

The accessibility of media was crucial for the Albanian context as well:
this concerns not only gender and social class issues but also party affinity
and distance. Access to media was dependant both on the economic potential
of a household and on the issue of autorizimi (authorization), particularly

149



My3ukonoruja 2016 11 (21) Musicology

in the case of television. Local village teacher Pren Tog¢i from a mountain
village in Central Albania remembers exemplarily the difficulties of gaining
such an authorization. Although he was a reliable village teacher and later
head of the youth pioneer organization he did not accept party membership
— a step which caused several problems for him in getting autorizimi for his
own private TV set:

“In 1978 my name was on the list to get a TV set. As there were not too
many requests by my fellow villagers in that year, it was approved, but
in that year my father died and according to local customs we had to be
in black for one entire year. For this reason my request was refused all
of a sudden. In 1979 I applied again, but this time there were 4 requests
and a commission of ‘the people’ should decide. Me, another teacher,
and two common villagers were the candidates. So I told my neighbours
and friends to vote for me so that I got 16 more votes than the others. I
went to the chief of the commission and asked for the authorization. ‘I
cannot give it to you’ he said. ‘But I’ve got the vote of the people, you
have to give it to me!’ I replied. ‘I will go up to Tirana if you will act
against the will of the masses.’ After two hours I got it. Next early morn-
ing I presented myself to the mayor of the municipality. I got the seal
from him. But in the meantime villagers lobbied against me and accused
my family of having a ‘bad biography’ and of not having fought with the
partisans. After two days the mayor changed his mind and said ‘Deliver
the authorization, it is not valid anymore.’ I refused to deliver and asked
the Party secretary for help. After 1-2 months I finally took the TV set
from the village shop” (Togi 2013).

Possessing a radio or TV set was a question of social contacts and polit-
ical privileges. It depended on a ‘good’ or a ‘bad biography’ and it ultimately
influenced social prestige within the community. Such an authorization was
officially not required for radio receivers, but radios in village stores were
rare goods and shop keepers kept lists with “porosité” (demands). The local
interest in radio receivers was huge so that production could not cope with
the number of requests. This scarcity was the second major problem and is
recalled by Ndue Vatnikaj, who in the 1960’s was the seller in the only local
village shop in his home village of Curraj i Epérm:

“The day the village was electrified, on 29.11.1969 the first 8 radios en-
tered Curraj i Epérm. I took the radios from the shop and distributed them
to the families. My grandfather was 89 years old; when I turned the radio
on he was fascinated. He had never heard of anything like this before. It
was a Chinese radio called ‘25 December’; this was the National Libera-
tion Day whose 45th anniversary we celebrated back in 1969. They were
produced in China on orders by the Albanian State. This was a symbolic
act; a gift of the party to distribute a radio to those who were electrified
on the occasion of the National Liberation Day. But I had a problem: I
only had 8 radios for 200 families. Only after 56 months could I have a
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new supply for the shop. Although the people were poor, they were saving
money to buy a radio receiver. To listen to songs, news and music, they
just wanted to listen...” (Vatnikaj 2015).

It was a general policy of the regime to provide party secretaries and
ideologically compliant office-holders firstly with radios as a reward for their
loyalty.

Media possessed a particular aura and a symbolic significance as it rep-
resented one’s family’s access to progress and modernity. Progress was often
equalized with the directives of the Party and State leadership. This ideol-
ogy — as represented in numerous documentary films, poetry and works of
art — did not propagate a ruthless policy of fundamental change of the Alba-
nian cultural landscape but rather favoured the idea of a smooth transition
from the traditional world of the Albanian village towards a “socialist village”.
This transitional process aimed at reconciliation with the values and morals
of the traditional Albanian village and its social structures centred around the
term “zévend€sim” (replacement). Images such as those of a shepherd with
his sheep on the pasture, in his hand a battery driven transistor radio “Illiria”,
were common to illustrate this peaceful coexistence of traditional worlds and
modernity, which eventually aimed at blurring the boundaries between rural
and urban life worlds.

Photographer Roland Tasho recalls that in the 1970s newly married cou-
ples from the villages went to the capital Tirana to spend their honeymoon
there. Often these young couples promenaded through the streets with their
battery-run “Illiria” as a “suitcase” or they displayed it prominently under their
arms. This symbolic performance of a newly gained socio-economic status re-
mained incomprehensible to the city dwellers and they often mocked these vil-
lagers who all-of-a-sudden had turned into “civilized people”. Roland Tasho,
being from an established Tirana family was listening at that time to a radio
receiver from the GDR in his living room. After the fall of the communist re-
gime he bought an old “Illiria” radio at the tourist bazaar of Kruja: “as a relic
and as a souvenir to remember the old times” he says.

The End of Media Authority and Media Nostalgia

Towards the end of the communist regime, particularly after 1985, the
mythical construction of the unity of a “collective body” and the personalized
party was dissolving rapidly. The reception of foreign radio and TV Channels
was in constant augmentation. When RAI started its evening program, curtains
were closed. Media no longer served the mythical purpose of binding together
the leader, the party and its people. Media on the contrary contributed to deep-
en the shift between the party officials and the common population. Media be-
came a virtual place of emancipation, a refuge which offered the possibility to
escape the omnipresence of the party and prescribed collectivity. In this con-
text the change in listeners’ attitudes can also be seen. While at the beginning
of the media era, whole families had gathered in Albanian villages around the

29 ¢

radio receiver practising “community reception”, “individual reception” was
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prevailing since the 1980s. This fact gives account of a growing diversification
of public media tastes according to gender, age and educational background.
A village teacher of Central Albania, who received his first “Orienton”
radio back in 1968 for 11,000 Lek, which was then the price of a photo camera,
recalls how radio and TV consumption related to social status and education:

“We were one of the most wealthy families in the village, we listened
to refined popular music like Parashqgevi Simaku because we had all
finished school; those without school listened to songs with iso [poly-
phonic songs] or in the morning from 5 a.m. to 6 a.m., before going to
work, to songs with clarinet or with ¢ifteli [a plucked lute from North
Albania] on Radio Tirana. On TV we watched RAI Uno a lot; we liked
to hear light songs from San Remo, [and] we usually watched Italian
channels after 10 p.m. with closed curtains. The Yugoslav channels
were unreachable for us, as we had the mountains between their radio
waves and us” (Togi 2013).

As Lovell (2015) has argued for the case of Soviet Russia, radio history
is difficult to write, as it relies on fragmented and unbalanced sources, and
radio is an “inherently fleeting medium, extraordinary difficult to remember
accurately and describe historically” (Lovell 2015: 6). If we try to refocus on
Albania’s radio history through their audiences this means being confronted
with “selective memory” processes. Albanians remember particular listening
experiences, broadcasts, speakers, music titles, and at times forget about the
ideological implications of these listening experiences. Older Albanians reg-
ularly cite radio’s role in providing positive models for emulation and setting
high linguistic and cultural standards. As in the case of Soviet Russia studied
by Lovell, they compare the communist period of broadcasting more often
than not “favourably with the fragmented and undisciplined media system
that replaced it” (Lovell 2015: 4). In some regions the idea of radio and TV
as authoritative state controlled and non-pluralist medium survived up to the
post-communist era. A couple from the Central Albanian mountain region of
Shpati answered my question of their media consumption:

“We put on radio or TV only in the evening. Just news, nothing else, as we
receive only ‘Tirana’ here. My husband says to me: Why do you turn it on
— it is senseless. There is nothing to listen or to watch to. We only have the
State Television and Radio, that’s it.””” (Togi 2015).

A discussion of the post-communist use of radio in Albania would be
beyond the scope of this article; however it is worth mentioning here that
broadcasting production, as well as the contexts of reception have been
subjects of a further diversification linked to the privatization of the media
sector. At the same time a nostalgia for radio use and radio objects from
communist times is widespread. We might call this phenomenon, which
inscribes into a wider communist nostalgia, as a “sentimentalization of me-
dia”. It is telling that for this radio nostalgia that many Albanians have kept
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old radio or TV receivers, which are practically out of function, in cellars,
gardens or lofts. This fact illustrates how the symbolic value of such media
receivers has outlived their material value over time. The emotional bonds
between the Albanians and their human technology, their “friends” and
their “humans without a soul”, seems to be a lasting story, surviving even
the change of political systems. Identification with them is at the same
time part of a very personal love story and of an implicit transfiguration of
the ancient regime. Looking at the materiality of “their” radio makes them
recall the efforts undertaken, the sacrifices accepted, in order to become
part of a prescribed vision of modernity, as Sokol, a retired electrician from
Elbasan recalls:

“I started working in 1962, in 1964 I worked on the electrical installation
in several newly built blocks in Librazhd, I was 15 years old. I worked
more than was my duty and earned some extra money. From that money |
bought a Polish Radio, which cost 5000 Lek, a monthly wage at that time.
It was difficult: radios and bicycles needed to be registered, so that you
could be controlled. The first thing I did when entering my own apartment
was to put on the radio. You needed to make a sacrifice to have a radio”
(Lolli 2013).

This nostalgic approach has now even entered public space: in Tirana
a “Radio Bar” has recently opened exhibiting radio receivers from different
times and contexts; a “Propaganda Hostel” welcomes its guests not only
with the portraits of the dictators Mussolini, Hitler, Mao-Tse Tung and En-
ver Hoxha but also with a collection of nostalgic radio objects including the
previously mentioned “25 December” model.

In summing up we can assert that the symbolic meaning of radio and
television in Albania has shifted from communist times to post-communism
significantly. One might even say that its meaning has reversed: while me-
dia in the 1950s and 1960s were predominantly considered as progressive
symbolic tools of progress, social change and a party-led modernization,
post-communism has turned radio and television into nostalgic objects, and
material artefacts, recalling the times of Communism. A critical semiotic
approach as well as a media historical inquiry taking into account the role of
media archives as well as the traces broadcasting has left in collective cultur-
al memory as proposed by Huhtamo and Parikka (2011), would probably as-
sist us in disentangling the historical reasons for this current media nostalgia.
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Exexapo INucmpux

CJIYIIATH ,HOBEKA BE3 JVIIE” — OKBUP 3A UICTOPUJY
PAIMOANDY3UNIE ¥V KOMYHUCTUYKOJ AJIBAHUIJN CA
YCMEPEWBEM HA ITYBJIUKY

(Pe3ume)

Hamepa pana jecte na pa3BHje HOBH NPUCTYII IIPOyYaBarba paunoumbymje Y KOMy-
HH3MY H3BaH JIBEjy MapaurMu: pazmja Ka0 YHCTOr NPONAraHIHor Menuja, u I/ICTOpI/I_]e
pajMja Ka0 MHCTHTYLHOHAIIHE UCTOpHUje. YMECTO MakpoO-UCTOpHje ,,0103r0°, 0Baj MpH-
JIOT TIpeJyIaXke eTHOrpad)CKK 3aCHOBAHY MHUKPO-TIEPCIIEKTUBY Y TpaBIAMa ,,CTy,ZII/Ija ciy-
manmamtBa” (Morley 1992), y3 Metoze ,,ycMeHe HCTOpHje” M HCTOPHjCKE ,,apXEOJIOTH]e
menuja” (Huhtamo and Parikka 2011). Hcnutyjy ce BuIiecTpyke APYIITBEHE yJIOre KOje
j€ paJaro uMao 3a pypaiHe 3ajeIHUIIC Y JSTHOM O]l HajH30JI0BaHH]UX KOMYHHCTHYKHX pe-
JKMMa McTouHor O10Ka — Kako y MarepujaTHOM U CUMOOJIMYHOM CMUCITY, TaKO M Y TIOTJIe-
1y MICOJIOLIKOT caapiKaja BeroBor mporpama. IIpeanoxkeHo je Gpokycupame Ha yclIoBe
y KOjuMa je cIymame paarja omno Moryhe, kKao M Ha pUTYaTHOCT KOja je 4ecTo mpaTiiia
HCKYCTBO CITymIama. Y MHPOj MEePCIeKTHBH, paaronudysrja 1, TeHeparHo, ynorpeda Me-
nuja, Oulie pasmarpaHe y CBETJIOCTH KpUTHUYKE aHTporojoruje passoja (Ferguson 1999),
y3umajyhu y 003up panuoaudys3ujy Kao eceHIMjaIHy 0CoOuHy yrpaljeHy y mmpe Mmoaep-
HU3anujcke nporpame pexxuma EnBepa Xore.
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VYaa3zak y KonapueBy 3a1y:k0MHYy: KyJTypHa A€JIaTHOCT
U MY3U4YKa my0auKa

Cabuna XayuOynuh'
Axanemuja rpana O6oa / Typkya

Ancrpakr

HenpukocHOBEHO] permyTaliiji KOjy je y YATaBOM PETHOHY CTEeKIIa 3aIy K-
6mna Wmmje MunocassseBuha Komapma (mo3nara jorr u mox numeHom Ko-
napyeBa 3a1y:x0nHa) y beorpany (ocHoBana 1878. ronune) monpuHenu cy
KBAJIUTET W PA3HOBPCHOCT Iporpama, O4yBarbe TPaaMIHje U MOACTHIA]
3a HOBE WJIgje y CBUM JOMEHHMa YMETHOCTH M Hayke. My3uuka monyna
Komapuese 3anyxOnHe jkaHPOBCKH je BeoMa pa3Hoinka u Oorara. Pax je
YCMEpeH Ha aHaIH3y Mpoguiia My3ndKe myOiuKke Koja mocehyje KoHmepre
y Benukoj 1BopaHn Kpo3 npukas leHUX OCHOBHHUX COLIMO-IEMOTPadCKHUX
OCO6I/IHa U MY3UYKHUX aKTUBHOCTH.

Kibyune peun
Konapuesa 3a1yx0nHa, KyATypHa JIeIaTHOCT, IpOrpaM, My3HuKa IyOiInka

Veoo

Banyx06una Mnuje MunocasspeBuhia Komapua® je ocnoBana 1878. roau-
HeE, Y BpeMe pa3Boja Haj3HauajHUjUX MOAEPHUX KyITypHHX MHcTUTyIHja Cp-
ouje.’ KBanuTer u pasHOBPCHOCT MpOrpama, Mperno3HaBambe BaKHUX TeMa y
aKTyeJIHOM BpPEMEHY, Ka0 U OYyBam€ CTApUX M MOJACTHIAKE HOBUX HIEja Y
rOTOBO CBMM JIOMEHHUMAa YMETHOCTH U HAayKe JONPHUHEIH Cy HETIPUKOCHOBEHO)]
pelnyTanuju oBe MHCTUTYIIH]€ Y YUTAaBOM peruoHy. [ocToBama Haj3HAYajHUjUX
MMEHa U3 CBETa KyJIType U aTpaKTUBHOCT IIPOrpaMa HheHa Cy MpPeno3HaT/buBa
obenexja. lyroroguiimboM KOHTUHYHPAHOM KYJITYPHOM JieaTHomihy ofHero-
BaJjia je Kao CBOjy myOnuKy untaB HU3 reHepanuja. Tpebda pehu na Komapuesa
3a/y0nHa* roqrHaMa opraHusyje u OecruiaTaH My3W4Kd nporpam omoryha-
Bajyhu npuctyn my6auiy koja uMa KyJITypHe notpede, anu He U UHAHCH]CKY
MoryhHOCT 12 ux 3a10BoJbu. M mopen cBera, 3Ha4ajHUjU aKaJeMCKH IOKY-
IIaj¥ 1a Ce aHAIM3Upa paj OBe MHCTHUTYIIH]jE U, TOCeOHO, IheHa MyOsInKa, HUCY
JI0 cajla yUMEHHU.

I sabina.hadzibulic@abo.fi
2 TokoM TIepHOJIa COIMjaIM3Ma 0Ba HHCTHTYIH]jA je HocHa uMe Konapues HApOIHH yHUBEP3UTET.

3 Osne npeenctBeno mucium Ha Hapomny Gubmuorexy Cp6uje (1832), Hapoaun mysej (1844) u
Hapoano mozopurire (1868).

4V namem Texcty Guhe kopuimhen oBaj, nomynaphuju 1 yemhe kopuuheny Ha3uB.
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OBaj TeKCT mpezcTaBiba CTOra MHOHUPCKU KOPAK U, Ka0 TakaB, TEK Mode-
TaK ONCEXHM]je aHalmM3e Koja ou Tpebaro 1a Oyne peannsosana y npomahoj u
HINPO]j aKageMcKoj 3ajenHunu. [Ipenmer pana cy KylITypHa JeIaTHOCT U My-
snvKa myomuka Komapuese 3ayx6nie. OCHOBHY IHIB Pajia je 1a IPYKH YBHL
y JISNIaTHOCT OBE MHCTUTYIIHje Kpo3 puka3 ucropuje Komapuese 3a1yx0une n
OTIHC JIEJIAaTHOCTHU PA3JIMYUTHX JIeTIapTMaHa, T3B. IICHTapa, y 4rjoj je HaIexk-
HOCTH OpraHu3alyja KynTypHor nporpama. [locebaH akmeHar je cTaBjbeH Ha
aHanu3y pana u nporpama Llentpa 3a my3uky y nepuoay ox 2000. go 2009.
roqune.’ MicTo Tako, paj Texu Jaa npeactaBu mpodui myouke koja mocehyje
KoHIepte y Benukoj nopann KomapueBe 3amy:xOMHE PUKA30M HEHHUX OC-
HOBHHX COIIMO-IeMOTpa)CKUX 0COOMHA M My3WYKHX aKTUBHOCTH.® My3nuka
nyonuka Benvke nBopane cMarpa ce pelieBaHTHUM U300pOM yIIPaBo 3aTo MITO
ce 80% menokymHOT My3WUYKOT mporpama KomapdeBe 3amyxOuHe peanusyje
y IOMEHYTOM TipocTopy.” JlogaTtHo, mpoduin My3udke myOIuKe je YIOTIyHheH
NPUKa30M HBEHOT OJJHOCA MPEMa MY3HIIN M CaMOj HHCTUTYIIH]H.

OBaj pan ce 3acHMBA, IIPE CBEra, Ha aHAJIM3M Moctojehux u3Bopa moxa-
TakKa, KOju yKJby4yjy CTpy4YHE paJioBe U TO/MIIKE U3BemTaje o paay Komap-
yeBe 3aayxoune y neprony oa 2000. mo 2009. rogune.® YV 003up cy y3ere u
OpojHe myOnuKaiyje Kao 1e0 MEIHjcKe IMPOMOIIHje My3WYKOT Iporpama HH-
crurynuje.’ [Toganm o My3uukoj myonunu Benuke qBopaHe NMPUKYIIJBCHH CY
2010. rogrHe TOKOM IIIECT KOHIIEpaTa, U TO TPU COIMCTHYKA, JBa OPKECTapCKa
U jemHor kamepHor.'" TepeHCKO NPUKYIUbake MoJaTaka H3BEACHO je TpuMe-
HOM YITUTHUKA U UHTEpBjya.'!

> Pamu ce 0 BPEMEHCKOM TMEPHOMY KOjH je TIPETXOAHMO TEPEHCKOM MPHKYT/baly MONATaka Kao
CacTaBHOM JIeTy JOKTOPCKOT MCTpakuBama KynTypHa mapTUnMNanuja ¥ My3UUKH YKYC MY3HYKe
myonuke KomapueBe 3aayxOnHe — cTyauja ciaydaja, ondopameHor Ha Karenpu 3a cormonorujy du-
no3odckor daxyntera YHuBep3uTeTa y beorpany, Ha koMe je ayTopka OBOI TEKCTa Taja pajuia.
JleceToromummby epuojl ce, MpeMa OPESIHUIMMA METOOJIOTH]E COLMOJIONIKUX HCTPAKUBAIba,
MOJKE CMaTpaTh PEICBAaHTHUM M BaJIUIHUM HCTOPUjCKUM OKBHPOM y HCTPAKUBAUMA OBE BPCTE.

6 Jlonatna o6jantmena OBOT MOjMa 1aTa Cy y HACTABKY OBOT TEKCTA.
7 CraTMCTHUKH MpHKa3 6poja KOHIEpaTa peaqn30BaHuX y AeCET Ce30Ha CIIeN Y HACTABKY Pajia.

8 MomenyTn m3BemTaju 06yxXBaTajy YBOTHHK Kao CakeTaK M OCBPT HA TONWINEY ETAaTHOCT (Y3
MIPUKa3 MOjeJHHNX MY3UYKHX KPHTHKA 00jaB/beHUX y JoMahoj mTaMium) U mpeniee HeloKymHOT
nporpaMa U3BeAeHOr y nepuony ox 1. janyapa 1o 31. nenemOpa TOKOM CBake OJAMHE €a JIMCTOM
us3Bohaua, nporpama u npocropa uzsenbe. Ilperien nporpama y opranusanuju L{eHTpa 3a My3HKy
oOyxBaTa u Opoj MmoceTUIaa IpemMa CBAKOM OZIP>KaHOM IIHKITYCy.

? To moipa3yMeBa MporpaMcKe KEEIKHIIE, TIOjeIMHAYTHE IPOTPaMCKe IIPOCIIEKTe, OTTace y HOBHHAMA
U 4acOIICUMA, TIaKaTe ¥ PeKaMe, Kao ¥ 3BAaHUYHY BeO CTpaHy MOMEHYTe HHCTUTYIIH]E.

10 JTeraspHuju MoAIM 0 OBUM KOHIEPTHMA TaTH Cy KacHHje, Y ey 0 My3HuKoj my6imun Komapaese
3a1yKOHHE.

' Yiutank o6yxBara 46 mHTama OTBOPEHOT U 3aTBOPEHOT THIIA, Tj. TTHTamba 0€3 MoHyheHux
OZTOBOpA U ca HUMa. Llusb miTama y yIHUTHKY je CTUIAmbe YBHIA Y COIHO-AeMorpadcke oco-
OHMHE Npe/ICTaBHUKA My3HUKe IMyOJIMKe, BbUXOBY NPUBATHY M jaBHY KYJATYpPHY MapTHIUIALIN]Y,
Te MOCEA0BABE KyITYpHUX f00apa. CTpyKTypHCcaHU HHTEPBjyHU Cy TOKOM Iay3e Bohenu ca 30
4JIAHOBA ITyOIHKe Pa3IHIATOT COIMo-IeMorpadcekor npodmna. basupanu cy Ha 10 oTBOpeHNX
MUTaka, y3 MOTYhHOCT JI0JJaTHMX KOMEHTapa M omncepmanuja. MHTepBjynMa cam jxenena jia
ca3HaM BHUINIE O JUYHOM OJHOCY IIPEACTaBHUKA IyOJIUKe IpeMa MY3UIM, pa3io3uMa 3a Cily-
MIamke My3UKe, HAYMHY Ha KOjU OHA yTHYe Ha FbUXOBO COIMjAITHO OKPYXKEHe H, Haj3al, pas3io-
3uMa fonacka y Komapuey 3amy:xOuny.
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O nacmanky u ucmopuju Konapuese 3adysicoune

KomapueBa 3aayxOnHa je OCHOBaHa Mpema TOCIEIHkOoj Kebu Wnmje
MunocasseeBuha Komapma (1800-1878), cpnckor TproBia MOpEKIOM W3
Konapa magomak CmeznepeBa. HakoH 3aBpilieHe OCHOBHE ILIKOJIE U TPropau-
Ke Ipakce, camocTaiHu nocao nokpehe y beorpany orBapamem cBoje mpBe
panme. TproBauky aenaTHOCT Jqajbe pasBuja y IlaHueBy, rme ca cympyrom
IIPOBOJIM TOTOBO TPH JelieHuje. Taaa npBu MyT UCIIOJbaBa HHTEPECOBAE 32
KIbIKEBHOCT M IPOCBETY pUHAHCH]CKH ToMaxyhu mpeBoa u mramiy ['poda
o1 Monte Xpucra Anekcanapa J{ume (1854). Hakon cmpTH cynpyre, Muio-
caBsbeBuh ce Bpaha y beorpan (1856) u Ty octaje 10 kpaja xuBota. [onune
1861. opnmyuyje na ocnyje KmnxeBuu Gpona u TuMe cBOjy GUHAHCH]CKY TIO-
Moh, 10 Taga cropaauyHy, IPETBOPU Y PEAOBAaH M CUCTEMATCKU JOIMPHUHOC
cprckoj KynTypH. McTe ronuHe je mpuiaorom moMorao u ocHupame Cpricke
npasHe akagemuje y Hosom Cany. Y nucmMy HCTaKHYTHM MHTEJIEKTyallluMa
Tora BpeMeHa MutocaBibeBrh Kaxe:

»Ja caM ce PeIIno J1a oJ1 MOjUX MPUXO0/a, JOKIE KUBUM, HU3/1ajeM 10 CTO
Jykara hecapCcKux rofiMim,e Ha MOTIIOPY Hallle KEbMKEBHOCTH Y IIUJBY: Ja
Ce Y CPIICKOj OMJIAJTUHH U HApOAy MpoOyne U yTBPAE UyBCTBA YECCHOCTHU
U pomosby0ja, U J1a ce pa3BHjy pa3Ha moiesHa 3Hama’ (M. M. Komapari,
1861).

o 1874. ronuHe momMorao je o0jaBipuBame 42 nena, Mmehy kojuma je
HajBume O0wio npesona (3amyx6mna Mnuje M. Komapria 2015, uatepruer
U3BOp), alu ¥ MHore 4acomuce.'? Camo roguny aana npe cMmptu (1877),
MunocasspeBuh je TECTaMEHTOM CaB CBOj MMETAK, OCHM HEKOJIUKO H3-
JIBOjEHUX MamHUX MOKIJIOHA, ,,3aBEIITa0 Ha KOpHCT cprickor Hapoaa” (Tec-
tameHT M. M. Konapua 1877: 3) y unipy mmpema KynType u Hayke. berosa
’KeJba je, Ipe cBera, ouna na nocrojehu Kmmxesnu Gonp ,,Beunto octane”
ucnymanajyhu ,,Hajripede HapojaHe NoTpede y KimMKeBHOCTH  (HcTO: 3).
V3 To, Tpebaio je oa mpuxoja ca UMama OCHOBaTH (oHJ U3 Kojera he ce
BpEMEHOM IoJuhM CPIICKM YHUBEP3UTET Kao AOIyHa nocrojehem yHuBep-
3UTETCKOM 00pa3oBamYy.

,»Ja JKeIIUM J1a OBe Moje Hapende ocTaHy HelpoMemeHe oK je Cprcrsa
u Cpbuje, u 1a HE MOXE OBE MOje Hapende NMperHayaBaTH HU 3aKOH, HU
BJIACTH JpXKaBHE, HU Ma KO Apyrd. OcTaB/baM aMaHeT YUeHHM MaTpHoTa-
ma CpOuma xoju he ogOopHHUIM OKBaTH, 12 OBaj aMaHET cauyBajy Kpo3 CBa
BPEMEHa, 1 JIa Ce CTapajy Kpo3 CBa BpeMeHa oBe ()OHI0BE y TI0OPOM CTarby
OZIp’KaTH, M C HBHMa y TPaHHIlaMa OBOT' TECTAMEHTAa TaKO YHOTpeOJheHe
YUHHUTH, KaKko he Hapo/ CPIICKK HajBUINE KOPUCTU UMaTH (UCTO: 5).

KonapueBa 3aqyx0OuHa ce pasBujaia Kpo3 Tpu paznmuuute ¢ase (3amyx-
o6una Mnuje M. Komapua 2015, untepuer usBop). [IpBa daza (1878-1886)
Ipe/ICTaB/ba MEPHUOA y KOjeM Ce TyMaduo M ocrmopaBao MuocaBibeBuhes

12 Hexn o mux ¢y Buna, Hesen, Cpncku kivusicesnu enacuuk, Mucao, Krnuoicesnu cesep, Bocancka
6uUna U IIP.
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tectameHT. Y npyroj ¢dasm (1886—1912) opranuzoBana cy oba ¢donma, ma
je KmmwxkeBuu ¢onn Tama objaBuo 113 nenma. Tpeha daza 3anounme kamga je
BPEIHOCT MMama Hapacia a0 nudpe kojy je MunmocaBbeBUh TeCTaMEHTOM
OpeINo Kao MOYETHH KalWTall 3a OCHHBAamke YHHBEp3HWTeTa. Tama je m or-
KyIJBCHO 3eMJBHINTE U MOJWTHYTa JaHallmba 3rpaaa Komapuese 3amyxOnne
y Beorpany kao xonayna jokanuja HoBoopmupasor KomapueBor Hapomror
yauBep3utera (1932)."° I1pBu koHLEepT je oapxan 4. pedbpyapa 1932. roaune
npoMoBHcameM Bennke qBopaHe, a 3rpajia CBe4aHO OTBOPEHA HEIITO KacHHUje
y okTo0py.'* Octarak nmpocropa usrpaljeH je HakoH Tora.

[porpamcku okBup Komapuese 3amyx0nHe peduHncao je Anekcanmap bemh,
Koju je Ha uerry Onoopa Konapuese 3a/1yx01nHe 610 o1 ocHuBama /10 1941. ronune.
OCHOBHH IPUHLIMII PaJia, KojeM je 3amyOnHa BepHa U JJaHaC, jeCTe OTBOPEHOCT 32
JbyJIe Pa3IYUTOr COLIMjaTHOT TTIOPEKJIa, y3pacTa M HHBOa oOpasoBama. Kpos crc-
TEeMarcKe KypceBe U TojeMHavYHa TIpeiaBamba MpykKaHo je (hopMaIHO 00pa30Bame,
QM Cy U TIPEZICTaBJbaHa HOBA HayuHa ToCcTUTHYha, Te moImyapr30BaHa mocrojeha.
C mocreneHnM pa3BHjameM JICIATHOCTH O(OpMIBEHE Cy CI000IHE Kareape Ha
KOjUMa je paJuo BeMKU Opoj rpeaBada. BpemeHoMm Cy cTyauje opraHu3oBaHe y
Opcex 3a pupoAHE U er3akTHe Hayke, Ojcek 3a npuBpey U mpaso, Te Oxicek 3a
HCTOpH)CKO-(IIIONIONIKE Hayke ca yMeTHolhy u ¢unozopujom. Hero taxo, opra-
HH30BaHH Cy U KYPCEBH 32 TOJONPUBPEIHIKE, 3aHATIIH]E, TPIOBIIE M YHHOBHHKE.

Hakon Jlpyror cBerckor para KomapueBa 3amyxOuMHa ce BpeMEHOM M3
beorpana npommupuia 1mo menoj 3eMJbH, a YHOPEIo Herosaia Be3y ca ocTa-
JUM WHCTHUTYIMjamMa UCTOT mpoduiia pasMernyjyhu mporpame u npenaBaue.
On 2013. romuae Konapuesa 3aaykOMHA UMa CTAaTyC yCTaHOBE KYJType O]
HallMOHAITHOT 3Havaja.

Kynmypua oenamnocm Konapuese 3a0yacoune

KonapueBa 3amyxOuHa maHac pacroiaxe HpOCTOPOM Koju oOyxBara
Benuky nBopany (883 cemuiura), Many caiy (200 cepumra), Camny ,,Jocud
[Mapunh” (100 cemumra), My3uuky ranepujy (80 cenumra), Camy »Mnan
I'pon‘ (50 ceaumTa), 16 yunonuna (10 o 20 ceaumnra), TMKOBHY TajlepHjy
(ca mpomajHUM JelIOM), KibuXKapy ,,Ajekcanaap benuh”, 6ubanorexy u tpu
XoJa. 3rpajy MpUIIaIajy joll ¥ aTeJbeu, alu U Kiyo-pectopas. '

JlenatHocT 3amykOMHE ce JAaHac OJBHja KPO3 YETHPH PA3IMUYUTA IICH-
Tpa, u To: LlenTtpa 3a mMy3uky, LlenTpa 3a mpemaBauky AeiIaTHOCT, TajepHjy
n 6ubmmoteky, LleHnTpa 3a HacTaBy cTpaHux je3wka u LleHTpa 3a m3maBauky

13 Baspa mamomenyTH ja mocToju pasnuka mzmely mojmosa Konapuesa 3ajmyx6una u Komapuen
HaponHH yHHUBep3uTeT. [IpBu ce ogHOCH Ha unTaBy MuiocaBibeBHheBY 3a0CTaBIITHHY U, Y TOM
cmuciy, odyxsara oba (onna u, kacuuje, Komapues Hapoxuu yausepsuret. Ipyru pedepupa nc-
KJbYYHBO Ha MHCTUTYILM]y OCHOBaHy 1932. roauHe.

14 Apxurexra 3mama Komapuese 3axyx6une ITerap Bajanosuh npuMenno je HajcaBpeMeHHja Hayd-
Ha ca3Hama y Kpeupamwy U KOHCTpyKLHju Benuke nBopane. OTys ce OHa M JaHAC CMaTpa jeJHOM Off
HajaKyCTHYHUjuX cajna y beorpany.

15 [IpocTop je U3y3eTHO TEXHUUYKH OIPEMIBEH, @ HAMEHbEH je (POPMATCKH Pa3IMIUTHM [IPOrpaMUMa.
Texuuuxy onpemy Konapuese 3amxyx0une, usmel)y ocraor, unHe: raBHa 1 3a/ba OnHa (IIKOJbKA),
4 kmaBupa, 3 yembana, TOHCKH CTYIHO, IPEHOCHUBO O3BYYCH:E, OTPEMa 3a Pa3IMYUTEe MPOjeKIHje,
ompeMa 3a MOCTaBJbabe U3I0KOCHNX EKCIIOHATA U JIp.
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JICNIATHOCT U KEbIKAPY »Anekcanmap bemuh”. Pany OKBHUPY HaOpOjaHMX IICH-
Tapa 0CTBapyje ce Kpo3 T3B. KaTeape, My3HIKe IHKITYCe, je3HKe TPy, Al U
I/IBJ'IO)K6€, HWHBCHTAPHC JG}II/IHI/IIIC 1 mTaMIlaHa u3aamba.

Llenmap 3a my3uKy

Lentap 3a my3uky je ocHoBaH l. oktoOpa 1979. romune ¢ mubeM na
IIMPH U IIpOIarupa My3udky KyaTypy y beorpany. IIporpam osor Llentpa ce
U3BO/M y IpocToprMa Benmke nBopane u Mysuuke ranepuje. Kao HoBu mpoc-
Top, My3unuka rangepuja je mpoMoBucaHa nodeTkom 1985. ronune.

[Mporpam LlenTpa 3a My3uKy ce OBHja NMPEKO TPU IpyIie OpraHu3aTo-
pa. Ilpe cBera, To Cy KOHIIEPTH OpraHU30BaHM Of cTpaHe camor LleHTpa 3a
MY3HUKY. 3aTUM, KOHIIEPTH OPraHW30BaHU IpeMa criopasymy ca [‘pajgckum ce-
KpeTapHjaToM 3a KyJITypy 1 MuHucTapcTBoM 3a Kyatypy Pemy6nuke Cpouje.
[Tocebny TpyIy unHEe OCTalld IPOrpaMu, KOjU Ce€ BE3yjy 3a MHOTOOpOjHE pa3-
JUYXTE TIOjeMHAYHE OPTaHU3aTope.

JertasHuM yBUIOM y My3udkH niporpam KomapueBe 3aayx0uHe moryhe
j€ 3aKJbYYMTH J1a POTpaM HHje OpraHn30BaH KaHPOBCKU. UecTo ce Ha jeqHOM
KOHIIEPTY M3BOJM ’KaHPOBCKU pa3MuuTa My3HKa.'® AHanm3a mokasyje na cy
Ha perepToapy NPUCYTHH KaHPOBH O] KJIACUYHE, NIPEKO [1e3a U Ory3a, Mmormy-
napHe, ma 10 world music, cTraporpajicke U HapoJHE W3BOPHE My3WKe. 300T
TOTa je CTaTUCTHYKY Iperes] Opoja KoHIepara op)kaHux y Benukoj nsopann
u My3uukoj ranepuju y nepuomy ox 2000. 1o 2009. ronune cactaBibeH IpeMa
IpYIIM OpraHU3aTopa CBaKor KoHIepTa (Buaetu Tabeiny).

VYenen mocrojama pa3MuUTHX TPyla OpraHU3aTopa My3HWYKOT IIpOrpa-
Ma OHeMOryheHo je MpUKyIUbamke W NPUKA3HBabE MOJaTaka O YKYITHOM TO-
auibeM 6pojy noceruiaia konuepara y Beiukoj 1Bopanu 1 Mysuukoj rajie-
puju. Hanwme, nzieja LienTpa 3a My3HKy je 1a CBaKH I10je/IMHAYHH OPTaHH3aTOP
BOJIM €BUJICHIIN]Y O Opojy moceTHiIala KoHIepaTa koje opranusyje. Tako Llen-
Tap 3a My3UKy THOCeIyje UCKJbYYMBO MOAaTke o Opojy moceTuiana Ha KOH-
LepTUMa y COTICTBEHO] opranm3anuju. Ha ocHOBY THxX momaraka moryhe je
3aKJbYUYHTH JIa je Ipocedan Opoj moceTuiana Ha KoHIepTy y Bennkoj aBopanu
TOKOM JieceT roguna 6uo 510, qok mpocedan Opoj moceTuiana KOHIEpTa y
My3uukoj ranepuju usHocu 59.

Konneprn y opranuzanuju camor lLleHTpa 3a My3uKy O/[BHjajy ce mpemMa
W3/IBOJEHUM IIeTTMHAaMa, T3B. HUKIyCUMa, YhjH je Opoj OO0 pa3nuiuT TOKOM Io-
muHa.'” Y necetoroauiimeM eproay odyxsarao je ocam (2004), neset (2000,
2002, 2003), mecer (2001, 2005, 2006, 2007, 2009), omHOCHO jemaHAECT IU-
kiyca (2008). IIporpam je ocTBapeH Kpo3 MUKITyce: Benukauwu mysuyke cye-
He, 36e30e y ycnony, Ilpomenaonu xonyepm, Mysuuxa paouonuya, Cycpem

16V mpuror Tome HajuTyCTpaTHBHUjH Cy KOHIEPTH Beorpazcke duuxapMoHHje, koja cBe demhe
[OpeJ KJIaCU4YHEe U3BOAU IIPUMEHECHY U MOIYJIAPHY MY3UKY.

17V merpaxkeHoM BpeMeHCKOM TIEPHOMY je 3a KpeHpame MporpaMa OBUX IHKITYCa 3acTy/KHa M-
3n4ka ypenanuna Mupjana Jlazapesuh. Y peanuzaruju joj momaxy pykosoaunai LleHTpa 3a My3HKy
Bepa Crojanouh, 3amMeHnk pykoBoanona Mutonr Taauh u cekperapu 1 OpraHH3aToOpH mporpama
Kcenuja bunh u Anexcangap Yrapkosuh.
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ca ymemuuyuma, Pesepeucano 3a, V capaorwu ca, Odabpanu 3a ooabpatue,
FBeoepaocka wikona eumape, Myzuuka npeoasarva, Jyouneju, Konyepm c nogo-
oom, World Music, Ceemcku Jlan mysuxe, XymanumapHu konyepmu, M3 naute
npooykyuje, Pezepsucano 3a dysaue, Ceéem ¢nayme n Ocepm na XX ex.

VY Benwukoj 1BOpaHu ce OApKaBajy UCKIbYYUBO KOHIIEPTH IUKITyca Benu-
Kauu mysuyke cyere, 3eezoe y ycnowny, World Music n [Ipomenaonu konyep-
mu. Konueptu nuknyca Mysuuxa paouonuya, Cycpem ca ymemmuuxom, Pezep-
sucarno 3a, beoepaocka wikona eumape n Mysuuxa npedasarva, Pesepsucano
3a dysaue n Ocepm Ha XX ex onpxamajy ce y Mysuukoj ranepuju. Ocranm
HaBEJICHU IIUKJIYCH OCTBApYyjy ce y 00a MmoMeHyTa mpocTopa.

be3 Hamepe na ce nporpam y opranuzanuju LlenTpa 3a My3uky pa3marpa
npeMa KBaJIUTETy, Moryhe je KOHCTaToBaTu Jia ¢y MOjeAMHU LUKIYCH aTpak-
TUBHUJU JMCTOM M MPOTpaMoM H3Bolhaua, Te cBakako moceheHuju y ogHOCY
Ha apyre. Tume cy ce HEKM M3/IBOJWJIM U MOCTaIU 3alITUTHU 3HaK Konapue-
Be 3anayx0une. To cy, npe cBera, HUKITycHu Berukanu mysuuxe cyene u World
Music. Hexu on n3Bohaua koju cy HaCTyHHIN y HUKIycy Benukanu mysuuxe
cuene jecy Jerrenuj Kucun (EBrénmii Kvicun xinaBup), JIMutpuj XBOpOCTOB-
cku ([mutpuii XBopoctoBckuii 6aputon), [lynmujan Paxiun (Julian Rachlin,
BuonuHa), Kokumrod I[ennepeuxu (Krzysztof Penderecki, komnosutop/aupu-
reut), Muxawui [Inetwo (Muxann [1netués, knasup), Bagum Pjenun (Baanm
Pénun, Buonuna), bopuc bepezoscku (bopric bepe3oBckuii, knaBup), Apka-
mj Bononoc (Apkaauii Bononocs, knasup), [lon Bunujamc (John Williams,
rutapa), Hukonaj 3uajaep (Nikolaj Znaider, Buonuna), ®@azun Caj (Fazil Say,
knaBup), Crecdan Munenkosuh (Buonuna), Harama BesskoBuh (kiaBup), Ke-
mai ['exuh (knaBup) u Anekcangap Manap (knasup). Y ckiony uukiyca World
Music HacTynumu cy, usMely ocranux, Jama Jlu6epman (Jascha Lieberman,
BUoONIMHA/BUoNa), Poou Jlakarom (Roby Lakatos, Buonuna), [Taxo [lewa (Paco
Pena, rurapa), lujero En Cerana (Diego Ramon Jiménez Salazar, mo3nar kao
El Cigala, Bokan) u npyru.

VY cBakoj nocmarpaHoj KOHLEPTHO] ce30HU Benuka aBopana je kopuirhe-
Ha U 1o cropa3ymy ca [pajckum cekperapujaroM 3a KyaTypy U MuHmcTap-
cTBOM 3a Kyntypy Penyonmke Cpouje, u To 3a norpede nucturyuuja (beorpan-
cka punxapMmonuja, Jyrokonuept'®, Mysuuka omiiaanHa, AHCaMOI HapOTHUX
necama u urapa Komno), dbecruBana (beorpancku ues decrusan, beorpaacke
My3W4YKe cBedaHOCTH, beorpaacku netwmu dectuBan, Guitar Art hectuBan) u
Pa3IMYUTUX MOjeAMHAYHUX KOHIlepara U npupenou (CBeTOCHMEOHOBCKA aKa-
JeMHja, XyMaHUTapHU KOHLIEPTH U 1p.). Benuka nBopana u My3uuka ranepuja
je xopuirheHa u 3a moTpede MojeIMHAYHUX OPTaHnu3aToPa, MPe CBera My3HUUKe
nponykuuje PTh-a (koHuepry, cHuMama 1 npo0e), ajli ¥ KOHLIEPTE MHOTO-
OpOojHUX MY3MUYKMX IIKOJA, KyATYpHO-yMETHHUYKUX JpyIluTaBa, beorpancke
buxapMoHMje, HAyYHUX MHCTHUTYTA, 33 JyKONHA, Te M0jeJMHaYHIX U3BOhaua,
aHcamb0asa 1 XopoBa.

ITopen moMeHyTHX LIEHTPAIHUX AaKTUBHOCTH, 0Baj LleHTap oprann3osao
Jj€ ¥ MHIUBH]yaJHy HAacTaBy BHOJMHE 3a CBE y3pacTe y okBHpY OTBOpEHOT
YHHMBEP3UTETA, IITO C€ OJBUjaJI0 y capaimu ca BuonuHnckum ctyauom mpode-

18 VeranoBa 3a My3HUKO-CIIEHCKY JelaTHOCT Jyrokonuept je 2014. rouHe yIa y THKBHALH]Y,
a Hacienuo jy je Llenrap 6eorpanckux dectuBana (LIEBE®); Bunern: www.cebef.rs (mpum. yp.).
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copa Jlejana Muxawmnosuha (1932-2016).
Ocmane oenamnocmu Konapuese 3adyscoune

[Iporpam LlenTpa 3a mpeaBayKy AeIaTHOCT j€ OPraHU30BaH MIPEKO OCaAM-
HAECT TpeNaBadyKuX jeMHMIIA, T3B. KaTenapa, HAMCHECHUX PA3IMIUTHM 00-
nacTima Hayke M ymerHoctH. [Iporpam ce octeapyje Kpo3 LHMKIyCe H I0je-
JMHAYHA IPS/aBatba, KbIKCBHE BEYCPH 1 aKaJlEMUje, PA3TOBOPE U IUCKYCHje,
HayYHE U KIbM)KEBHE CUMIIO3HjyMe B ceMuHape. bpoj mporpaMckux jemuHuma
M3BENICHUX Y jaeceroroauinmeM nepruoay (2000-2009) usnocu 2.383, a yky-
naH Opoj mocerminana je 342.044. Hajsume nporpama je peanuzoBaHo y Ma-
noj camu (2.223), nox Benuka nBopana u Cana ,,JJocud I[lanunh” Genexe jen-
Hak Opoj mporpama (81). OuexknBano, Opoj moceTnana je HajBuIM y Maioj
camu (285.281).

ITomenyrom LlenTpy npunana u I"anepuja, koja mporpaM ocTBapyje Kpo3
caMOCTaJlHe, TOIUIIIbE U MpoaajHe nu3noxkoe. Y necer oOyxBaheHHX ce30Ha
peamuzoBane cy 153 umznoxbe. Ykyman Opoj mocetwmnana usHocu 199.456.
Jleo oBor mporpama u3Boau ce u 'y My3uukoj ranepuju, koja oenexu 29 pea-
JTU30BaHMUX M3JI0KOM Y UCTOM nepuoay. bpoj mocerunaia Huje perucTpoBaH.

Llentap 3a HacTaBy CTpaHHX je3uka moctoju 82 romuue."” Y neceroro-
IHIIEBEM neprony oBaj LlenTap je omoryhno ydeme necer jesnka Ha pa3iIHdn-
THUM HUBOMMa je3ndke ocrocodsbeHoctu.?’ O 2008. roqune [lentap nBa myra
TOUIIEE 00jaBibyje eneKTpoHckn yaconuc Korapujym. Ilomanu mokasyjy aa
je YKymaH Opoj ToNa3HUKa KypceBa je3nka y UCTPaKEHOM nepuozy 19.734.
bpoj jesnmukux rpyna y Kojuma ce opraHusosaia Hacrtasa je 2.053. Ha ro-
JMIIKBEeM HUBOY, Opoj rpyna ce kpehe o 159 (2008) mo 297 (2001).

LleHTap 3a W3maBadKy JENAaTHOCT CBOj paj NPBEHCTBEHO 3aCHHMBA Ha
o0jaBipHBamy yIOGHUKA M TIPUPYYHHKA 33 YUCHE CTPAaHUX je3HKa, KOjU Ce
YIJIaBHOM KOpHCTE Ha Te4ajeBUMa CTpaHUX je3nka y LleHTpy 3a HacTaBy cTpa-
HuX je3uka. [loMmeHnyTn meHTap mpyka u rpadudke yciayre Koje mpare mpo-
rpame 3aJy)KOWHE, alli ¥ IITaMIla pa3jinyuTe NpurogHe marepujaie.’’ bpoj
HOBHX M3Jlamba HUje BEJIIMKH, a 00aBe3HO oOyxBata M3Bemraje o pamy Komap-
4eBe 3aIy’)KOMHE. Y JIeCeT Ce30Ha, MOPe] MOMEHYTE ITyOIHuKaImje, U3/1aTo je ’
METHAECT HOBUX HM3/1aba, BAICCET TIOHOBJLEHUX U je/laH 300pHUK.

CBu HacnioBH y u3namy Konapuese 3aayx01He MOTy ce HA0aBUTH Y KibU-
xapu ,,Anekcannap bemnh”, unja je gemaTHOCT opHjeHTHCaHa Ka (PrIoIoMII-
KO-JINHTBUCTHYKO] JINTEPATypH, T€ HOCAUUMa CJINKE U 3BYyKa.

19 Vnrepecantan je momarax ma ce y Komapuesoj 3ay:k0HHY SHIVIECKH jE3HK YUHO 1 TIPE HETO IITO
je ocHoBaHa Karenpa 3a eHINIECKHM je3WK M KILHKEBHOCT mpu beorpaackom yHuBep3uteTy. Mepu
Crencduna-ITonoBuh mpenasaia je eHIVIECKU je3MK MOYSTHOT, CPEAET ¥ BUILET HUBOA, a KACHUje
Omuta jemaH o1 OCHUBauYa IIOMeHyTe Kareape. OHa je M ayTopKa IIpBOT yIIOCHNKA SHIJISCKOT je3HKa ca
(hoHETCKOM TPAaHCKPUIIIMjOM y HAC, KOjH je 00jaBjbeH n3Mel)y Ba cBeTCKa para ymnpaso y U3amby
Konapuese 3anyx0Oune.

20 To cy: enmiecku, HeMauKy, (DPAHIYCKH, HTAIHjaHCKH, IIAHCKH, PYCKH, KHHECKH, jallaHCKH, IP-
YKH U CPIICKHU 3a CTPAHIIC.

21 To ¢y nakaTy, MO3MBHHIIE, IUIAKETE, TIPOrPAMH, KaJTeHIapH, 00eIeKMBauH, TerHTHMAIH]E, YBe-
pema, OJIOKOBU, BUSUTKApTE, MEMOPAHIYMH U IPYTO.
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Myszuuxa nybnuka Benuke osopane

VY HajonmTHjeM CMHCITY, 1T0jaM ITyOIHrKa ce OTHOCH Ha MPUMAOIE MTopyKa
0e3 003Mpa Ha TO J1a JIK Ce Pajind O CIYIIAOIMMA, TIIeAA0IIMa, YUTA0I[Ma, He-
3aBHCHO OJ PUPOJIC MEIH]ja MTPEKO KOJUX CE OJ[BUja KOMYHHKAIIH]CKH TIPOIIEC
WM o1 caapkaja mopyka (Abercrombie and Longhurst 1998). Kako HaBoau
Tomuh (2003: 129-131), my6nuka je kao ApyIITBEHH (EeHOMEH, Omiia UHCTH-
TYLIMOHAIM30BaHa JOII Y aHTUYKO BpEMe ca CBOJUM O0HMYajuMa, IpaBuiIuMa U
OYCKHMBAIbMMA Y TOIVIE/ly MECTa, BpEMEHA U Cajpxkaja pajime. 3aysumana je
ay[MTOPUjyM Ca Kojer ce IMPEKTHO MOIIIA II0CMATpaTH NpescTaBa, 6uia je y
CTAJIHOj MHTEPAKLMjU Ca KUBUM U3BOhAaIMMa M TaKo je YMHMIIA [IOTCHIHjaJI-
HU KOJICKTHBHUTET KOjH JIEJH 3ajeTHUYKU background (npema: ucro: 129, oaj
110jaM c€ OIHOCH Ha 3aj€JHIYKO HHTEPECOBAE, Y OBOM CIIy4ajy 3a My3HUKY) U
3ajeTHUYKH JTOKHUBJIbA].

Huje Temko 3akJby4HMTH J1a OBE OJIMKE KOPECIIOHAMPAjy ca OUTMKaMa
JaHAIlbE T3B. jeHocTaBHe myonuke. OHa ce, npema Koctuhy (Koctuh 1982:
130-135), nedunuine kao COUMjaTHU arperatr Wiu CKyIl JUYHOCTH KOje Cy
noBe3aHe (HU3MUKoM ONU3MHOM, anu Mely Kojuma HeMa PelUIPOYHUX KOMY-
HUKanuja uin cy oHe ciabe. [ToBe3yje ux mpuBpeMeHH MHTEpeC (CIyIIame
KOHLEPTA, IIe/lakbe IPE/ICTaBe U CIL. ) ¥ CBOJE€BOJBHO MPUCTYMAjY Tpynu Ja ou
TPHCYCTBOBAJIC YHHY O KOJEM Cy NPETX0HO obaBemTeHe. Bpera jennocraBue
nyOJIMKe U HEHO TOHAIIAkhEe 3aBHCE OJ1 BPCTE U3BE0€ KOjOj IPUCYCTBYje.?

[Ipema cBojuM OcHOBHMM o0enexjuma, My3udka myommuka Komapuese 3a-
Ty’)KOWHE y UCTIMTHBAHOM BPEMEHCKOM TIEPHOY jECTE jeTHOCTaBHA MyOIInKa.
VY 0BOM HCTpaXUBamy TO je IMyOIrKa ca MIeCT KOHIepaTa U3 TPU PazIHInTe
rpyne opraHusaropa (Io JBa M3 CBaKe IpyIe), N3BEJACHIX TOKOM jyHa Mecena
y KoHIIepTHO] ce30uu 2010. romune.” Y3opak je popMupaH METOJOM Clydaj-
HOT M300pa MCIUTaHMKA, KOju oMoryhaBa 00jeKTHBHO OIICHHBAE MOY3/a-
HOCTH 3aKJby4Ka O HOMYNalUju. YNoTrpeOsbeH je, n300poM CBAKOI' JECETOT
4JjaHa MyONuKe TPHIMKOM Yllacka y TpeaBopje 3aayKOWHe, MOATHUII CHUCTe-
MAaTCKOT y30pKa, koju yuHM 150 ucrnmranuka.”* PasroBopu cy Bol)eHH TOKOM
nay3e. Peakiyje ucrmranuka cy ce Kpertaie o oj0Hjamka U HEermoBepema 110

22 Ha NpuUMEp, NMOoHAIaAKE rly6nm<e jeI[He CIIOPTCKE YyTaKMULEC U ny6nm<e KOHLEPTa KIIACUYHE
MY3HUKE HI/Ije HCTO, UAKO CY o0e 1o CYHITUHCKUM OIIJ'II/IKaMajeZ[I/IHOCTaBHa Hy6HI/IKa.

23 To cy cnenchu xouueprn: Llentap 3a My3uky: uukiyc ¥ capadwu ca — Kpuurruna Bpauxko, dajo,
10. jyn; muxiyc [Ipomenaonu konyepmu, KonapueB noaujyMm xkamepHe My3uke — KitaBupckn myo
Tea Jumutpujesuh u [ejan Cyboruh, 13. jyn. [Ipema cnopasymy ca [pagckum cexpeTapujaTtom 3a
KyITypy ¥ MunucrapcTsom 3a Kyntypy Pemybnuke Cpouje: Cranuim y gact — beorpazcko Bpero,
12. jyn; Konnepr ancam6ira HapogHux necama u urapa Koo, 15. jyn. Pasnuuuty nojeuHaaHu op-
raauzaTopu: beorpancka ¢punxapmonuja, 11. jyn; Tamapa Hukesuh, Bokanna conuctkuma, 14. jyH.

24 Vionuko M3aBpaHM JeceTH UlaH MyGIHuKe HUje KeIeo a yuecTByje, GupaH je cienehu y Husy.
Axko ce y3me y 003up n1a je mpocedan Opoj ciymanana y Bennkoj nBopanu mo xonuepty 510 (mo-
JIaTaK [aT paHuje y TeKCTy), OHAa y30pak o 150 sbyau unHM rotoBo jenaHy tpehuHy myOnuke 1o
KOHIIEPTY. 3a MCTPaKMBamhe OBOTI TUIA (KOje ce y HOTIIYHOCTH OCllamka Ha jeIHOT MCTpakuBada U
OrPaHMYCHO je MHOI'MM JIpYruM (hakTopuMa), TakaB y30paK ce cMaTpa PejeBaHTHUM M BAIHIHUM
npeMa Ha4yeJMMa METOMO0JIOIHj€ COLMOIIOIIKHX HCTPAKUBAHA.
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NpUXBaTarmba ca )KeJbOM Ja Ce IOIPIKH UCTPAXKKBaY, a IMOKa3ajo ce 1a cy ouie
y CKJIajly ca ImyOJauKoM ofipelyeHux KoHiepara.?

VY onmespmMa Koju ciiee Ouhe mpukazaHe M aHAJIM3UpPaHE COIMO-EMO-
rpadcke ocobuHe, Kao ¥ MPUBATHA U jaBHA MYy3HUYKa aKTUBHOCT MYy3HKe ITy0-
nuke Benmke nBopane Komapuese 3amyxOunne.

Coyuo-oemoepaghcke ocobune myzuuxe nyonuxe

3axBaspyjyhu OpojHUM HCTpaKMBamkUMa JI0Ka3aHa je Be3a u3Mmely yuec-
TAJOCTH ydemha y yMeTHHYKUM jaorahajuma U cTapocHe 100M, oOpa3oBama,
MaTepHjaTHOT CTaHIapa, Te npebuBama y rpany (e. g. DiMaggio & Useem
1978; DiMaggio & Ostrower 1990; Peterson u cap. 1996). Jenno panwuje uc-
Tpa)XHMBambe ayTOpKe OBOT paja IMoka3ajo je na y myomuiu Omepe Hapomror
no3opuiira y beorpany npeosnalyyje skeHcka nomynanuja.® CiaudHe pesyi-
TaTe IOHOCE W APYre CBETCKE CTYAMj€ jeHOCTaBHE My3WYKe IMyOnuke (e. g.
Mann 1969, 1975; Gainer 1993; Kolb 2001). [logatHo, >xeHe yenthe y4ecTBYjy
y CBHM BpCTaMa yMETHHYKHX aKTUBHOCTH, M3y3uMajyhu mocere KoHIepara
ue3 mysuke (Upright 2004: 5). Behe yuemhe sxeHa y ,,JIeTHTUMHO]” KyATyp-
HOJj aKTHBHOCTH PEIIOBHO C€ 3allaka Y UCTPAKUBAbHMa KYJITYpHE MOTPOIIIHE
(mpernen Bunetn y Lizardo 2006). [Ty6muka Benmke nBopane cienu oBaj mpo-
¢bwun, jep je ca roroBo 73% dnHE KEeHE.

VY crapocHoOj cTpyKTypH myOnuke mpeosial)yjy kareropuje HajcTapujux
(61 u Bume ronuHa) u oHUX on 21 10 30 roaMHa ca TOTOBO jeTHAKUM YoM
on 28,7%, omqaocHo 28%. O4exkuBaH je pe3ynrar aa je Hajmiaha xoxopTa (110
20 roguHa) U HajManoopojuuja (4,7%). ManoOpojHa je u Kareropuja UCIUTa-
Huka o 31 no 40 ronuna crapocty (8%), ITO ce MOXKE MTOBE3aTH Ca KUBOT-
HOM /1001 y K0jOj c€ MHTEH3MBHO Tpajii Kapujepa u cTBapa nopoauna. OBakse
YKUBOTHE MIPUJIMKE CBAKAKO yTUYY HA CJIA0H]y KYJITYPHY aKTUBHOCT.

Yaxk 60,7% myOnvke nma BUCOKO oOpaszoBame. Of Tora, cBera 1,4% nma
CBpILIEHE MarucTapcke cTyauje, 1ok 2% uma TUTYITy JOKTopa Hayka. Ha apyroj
CTPaHU UCTOT KOHTHHYYMa Cy OHH Ca 3aBPIIEHOM OCHOBHOM HIKOJIOM (2,7%),
OJIHOCHO CaJIalllibU CPEIOIITKOIIM. Bumy ctpyuny cripemy numa 8,7%, a jour
j€ BHUIIe OHMX Ca 3aBPILEHOM CpeamoM IikosioM (28,7%). Hajsuie Bucoxo-
o0Opa3oBaHUX HcTIUTaHUKA UMa Mely HajcTapujum (24,6% ox ykymHo 60,7%
BHUCOKOOOPa30BaHUX ), a HajMamwe y kareropuju og 31 no 40 ronuna.

VY npodecroHaliHoj CTPYKTYpH HajOpojHHjU cy cTpyumann®’ (56%), a 3a-
THM CJIeNIe CpelbeciiojHa 3annmMama (23,3%), ctynentu u yuenurm (15,3%),
pamuauny (3,3%) u pykoBoauotu (2%). XKene cy OpojHHUje y CBHUM KaTeropuja-
Ma 3aHUMama, a y KaTeropuju MeH3noHepa JOMUHHPAjy cTpyumand (19,3%
on 23,3%). IlpeoBnalyyjy nekapu, kako mely meHznonepmuma, Tako U mehy

25 Jlok je my6imKa KoHIepata y opranusaruju LleHTpa 3a Mysuky u beorpajcke (pmixapMoHHuje
MOKa3aja OTBOPEHOCT M CHPEMHOCT 3a capajiiby, IMyOIiKa MpeocTaaix KOHIepara jé HEBOJbHO TPH-
XBaTajia YIIUTHUKE U Y Pa3roBOpy MOKa3MBaJla Pe3epPBUCAHOCT, YaK M HETPIEJbHBOCT.

26 Pamu ce 0 MCTpakMBamy JEIHO COIHOIONIKO MCTpakuBame myomuke Onepe Hapomsor 1mo3o-
putta y beorpany (2012), @unozopuja u opywmeo XXIII (3), 295-312.

27 Kareropuja cTpyumaKa ce OJHOCH Ha BHCOKOOOPa3oBaHe JbyJle 3arocieHe y npodecujama Koje
3axTeBajy oarosapajyhe popmMaaHO 3HAE U BEIITHHE.
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CTpy4YmhalliMa TeHepasTHO. 3a BHUMa y TOjeHAK0] MEpHU ciene mpodecopH,
NPaBHHIM, APXUTEKTE W WHKCHEPH. YMETHHKA TOTOBO Jla HeMa, a YAeo Ipo-
becnoHaTHUX My3udapa y y30pKy je 3anemapspuB (oko 3%). Kako oBaj moza-
TaK MOK€ W3a3aBaTH CyMIbY YCIIE]] 331aTOT KOHTEKCTa UCTPaKNBamba, BAKHO
je pehu na ce oBae paju UCKJbYUIHMBO O OHMMA KOjUMa je CTBapame 1 H3Boheme
My3HKe jeanHa npodecuja of koje npuBpelyjy.?® Jenan ox pasiora Tako HHC-
Kor Opoja mpodecrnoHaIHuX My3ndapa Mel)y Mysuukom myonukom Komapuese
3ay’kKOMHE MOXKe OMTH BUXOB NMPO(ECHOHATHN aHTAKMaH, KOJU UM YeCTO He
JI03B0JbABA JIa y BEUEPHUM TEPMHUHNMA PUCYCTBY]Y KOHIIEPTHMA JIPYTHX H3-
Bohaua. Ta cutyarja Moke OUTH TOHEKIIE 3a3BaHa v IOBPEMEHUM ocehameM
npe3acnheHOCTH MY3HYKHM aKTUBHOCTHMA, I1a YCJIEA Tora CI000IHO BpeMe
panmje mpoBoyie yuenrheM y IpyruM KyJITypHHM akTUBHOCTHMA. [Ipema Hero-
CpEeHOM HCKYCTBY M Ca3HamHMMa ayTOpKe TeKCTa, My3W4apH HEpPEeTKO MMajy
npodecroHanHe apuHUTETE, Ia CEJIEKTUBHO MpaTe UCKJbYUYHBO HACTYIIE Bp-
XyHCKHX M3BOhaua miM ciyinajy My3udka jesa Koja ce U3BOJe IMPEMHjepHO,
WU N1AK Y PETKUM TIPHIINKaMa.

JlobujameM 0roBopa Ha MUTakbE O MaTePHjaIHO] TOTPOLIBH Y IPETXOI-
Hoj ronuHM (Yera cte, y TOKY IIPETXOJHE FOIMHE, MOPAJIU Jla c€ OJpEKHeTe?)
NPUKYIUBEHU Cy MOAAIM O MaTepUjaIHOM CTaHapay myonuke. VcnmocraBuio
ce 1a ckopo cBu ucnutanuim (96%), npema cOncTBeHOj MPOICHH, TPUIIAIA]Y
MOTYJIAIMjU Ca BUCOKUM MaTepHjaHUM CTaHAApAOM, T€ C€ y TOM CMHCIY
nmyOIMKa 1MoKasaja U3y3eTHO XOMOTEHOM.

Mecto cTaHOBama HHUje OWIIO0 TIpeIMET MHTEPEeCcOBama, jep ce 300r cre-
U(UIHOCTH OBE MyOJIMKe MOKE IMPETnocTaBUTH Ja BehuHcku xuBu y beo-
rpaiy, OHOCHO Jia je Opoj moceTuiana u3 ApYyrux MecTa 3aHeMapJbuB U, 3a
noTpede UCTPaKUBaba, HEBAXKAH.

Hpueamna MY3UUKA AKMUBHOCM I’ly6]ZMK€

HpeMa pe3ynTaTuMa HCTPaXKHBamba U3 2010. ronuHe, KylITypHE aKTHB-
HOCTH KOJj€ C€ OZ[BHjajy Y IOMY MCIIMTaHHKA, Y IPHBATHOM JI€/Ty CBAKOXHCBHOT
JKUBOTA, CMaTpajy C€ UCTHMHCKUM IOKa3aTesbeM KyNaType JuyHocTU. Jlok ce
pasnosn M MOTHBH MoXahama jaBHUX KyITYpHHX JclIaBara Mory Hahu u y
COLIMJAJTHO] TMPE3CHTALUjU, YMPEXKABABY U JIPYKEHY, 10TIE€ Ce aKTUBHOCTH
y HPHBATHOM JKUBOTY BE3yjy MCK/bYYHBO 33 JIMYHE OTpebe 1 mpedepeHimje
camux norpomaya. To je jenHa o HajUHAWBUIYaTHUjUX (GOPMH MOHAIIAA,
KOJOM C€ TE€XKHU J1a C€ CONCTBEHA JIMYHOCT ayTEHTUYHO YIOTIIYHU U OIVIEMEHHU.

[Tomrro je y hoxycy ucTpakuBama My3ndKa MyOJIHKa, ONPaBIaHo je yIu-
TaTH HCHE YIAHOBE YNPABO O YYECTANOCTH CIIylamka My3uke Kox Kyhe. My-
3MKa je JaHac JIOCTYIIHA JIAKIIE U _]eI[HOCTaBHI/Ije Hero ukana panuje. OHa j je
J1e0 ,,PE/ICT [1aHa™ U ,,[I03aIMHA” CBAKOJAHEBHOT KHBOTA: Ka0 LITO CIymIajy
CHHMJbEHY MY3HKY, JbY/IU j€ CIYIIajy U ca paauja, ajlk U y M03a1HH, Kao JIe0

28 TTakue, y OBy KaTeropujy He yTase HACTABHUITH U TIPO(GECOPH My3HKe, aKaTEMCKH HCTPAKUBATH Y
My3UYKOM YMETHHYKOM TI0JbY, My3HUKH KPUTHYAPU U CBU JPYTH KYATYpPHU PaJHULM KOJH JIeNYjy Y
CBETY My3HKe; TauHHUje, HE ylla3e OHU KOjH MOXK/Ia TI0CELYjy My3UUKO 00pa30Bame U/UIIH HCKYCTBO
y CTBapamby 1 H3BOlErby My3HKe, alli UM TO HHje IIABHH H3BOP MPHXO/a, OHOCHO, He 6aBe ce THME
poQeCHOHAIHO.
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TeleBU3MjCKuX mporpama u ¢guimona (Bennett u cap. 2009: 76). 3ato u He
YyIH IITO Y My3U4Ko]j myOnui Besrke a1BopaHe HeMa OHHMX KOjH HE CITyIIajy
My3UKYy. 3anpaBo, rotoBo 90% mbHUX YMHU TO CBAKOJHEBHO, a octanmux 10%
HEKOMHKO MyTa y Hexesbu. Hajpanuje je ciymajy myrem panuja (90%), mto
noteplyje OpojHe peHOCTH OBOr MeHja.”” HICTO Tako, Ca3sHajeMo U Jia Telle-
BU3Mja HUje KJbYUYHHU MENH]j 3a Clylame U npaheme My3uke, jep csera 5,3%
myOJIMKe TO YMHU Ha Ta) HAYUH.

W3 pasroBopa ca MCIIUTaHUIIMMA Ca3HAIM CMO Jla MX Ha CIyIIamke My-
3UKE TOJCTHYY UCKIbYYHBO Pa3io3y eMOTHBHE PHPOLE, a Kpehy ce o1 oHnx
mpemMa KojuMa je My3HKa CPE/ICTBO 32 MONPABIbAILE PACIONOKERA (,My3uka
Me je ofprkaia, BbOoj3u XxBana”, ,,My3uka My je 4ecto morpebHa, jep ce Tazua
oceham 60spe”, ,,Ja He 3HaM mTa Oux O6e3 My3uKe, yBeK Mu Tpeba”, ,,My3u-
Ka MM Hajnakime Oyau ocehama”), mpeko ujaeje a je My3HI MECTO Y CBaKOj
npuiuiid (,, YBEK — M Kajia caM cama, M Kaja cam ¢ npujaresbuma’’, ,,My3uky
clyliaM HOH-cTon”, ,,My3HKa je ONIITeNpUCyTHa; 6€3 MyHO aHra)kKMaHa MOXe
Jla ce CIIylla y CBAaKoj MPUIMLK’), 10 TOra Jja CIIyIIamke My3HKe 4eCTO UMa Ka-
Tap3uuaH eexar Ha caMor CIyIIaola, I1a My Tako J03B0OJbaBa J1a JaKIle u3pa-
3 TPEHYTHO pacnojioxemne (,,My3uKy BOJIHMM J1a CIIyIIaM KaJ jeé HEKO BeceJbe,
CJIaBJbe, KaJ U3J1a3UM Y I'pajJ WIM KaJl caM HEepacloioXkKeH Jla Me MOJUrHe”).
Jenan oj1 BUCOKOOOpa30BaHMX MEH3MOHEpa Y MyOnuIy 00jacHUO je J1a YeCTo
cylia My3uKy jep My OHa Jiaje BOJbY 3a JKMBOT. YIIPaBO MYy3HKa j€ 3aCTyX-
Ha 32 HKEroBO J0OPO PACIONIOKEHE U MO3UTUBHY €HEPIujy; OHa MOXKE H 10
cy3a aa ra nosene. Hemro miaha BucokooOpa3zoBaHa MCIMTAHHUILIA, JOII YBEK
y pagHoM A00y, cMarpa Jia joj pacloyioKeme 3aBUCH OJ] My3UKe KOjy CIIyIla.
Jo6pa my3uka y 10j Oyau y3BUILIEHE eMOoLirje 1 MoXke Ja je ycpehu. 3anpaso,
y3 My3uKy ce oceha mornmyHoM u TO o0jalimaBa leHy HHTCH3UBHY MOTpPeOy
32 CIIyLIAkEM My3HKE.

M3BecHO je 1a M3/10)KCHOCT My3HLIM HCIlYHaBa 1 y30yhyje ncnuraHuke.
JloxuBibaBajy je Ka0 HeH3OEKHOI CallyTHHKA y Pa3iuYUTHM KUBOTHHM CH-
Tyalujama, ma cy joj, 0e3 u3yserka, yOoko mpuBp)keHH. My3uka TUPEKTHO
YCIIOBJbAaBa KbUXOBO €MOTHBHO CTabe, 11a je HECYyMIbUBO Y OBOM CITy4ajy MO-
YKEMO IMOMMATH U Kao JOpPMy €MOLIMOHATHOT KalluTala.

Yeuhajyhu orpoman 3Ha4aj My3HKe y KHBOTY HCIIMTAHHKA, HE YyIH Ca3-
Hambe J]a My3HKa y 3HATHO] MEpH onpelyje 1 HBUXOBO HajONMKe COLMjaIHO
OKpyXeme. Tako HEeKM UCTIMTAHHWIIM CMAaTpajy Jia Cy UM MpHjaTebu ¢ KojuMa
Jienie My3UdKa WHTEpECOBama MOCEOHO MHTEPECAHTHU U BaXKHH (,,MHCIIHpa-
TUBHH Cy MH JbYIH KOjU MY3WIM NpUJIa3e HA pa3HEe HAUYMHE W 3HAjy 3aIlTO
HEILTO chyuiajy”’, ,,My3UKy CMaTpaM JIeJIOM OIIIITEr 00pa3oBama CBAKOT 4Y0-
BEKa, 11a M€ CBaKH Pa3roBOp ca TAKBUM JbYIUMa MOJICTHYE ), IOK IPYTH MUCIIE
Jla CKJIOHOCT Ka MY3HIHM 4ak oapehyje ¥ mpupoay JUYHOCTHU (,,MMaM ITyHO
npujaresba ¢ KOjuMa JI0CTa MpUYaM O My3uli. BaxxHO MH je Aa uxX umam y
OKpYXemY, jep MHCIHM Ja Cy TO BEIpH JbYAH, KHUBH, AyXOBHUTH, paayjy ce
XHUBOTY”). 3a Miaher nmpeacTaBHUKA My3UYKe MyOJTUKe, CTYIeHTa, My3HUKa je
OHO IIITO Ta JUPEKTHO Claja ca npujaresbuma. CBe 3ajeTHUYKEe aKTUBHOCTH Cy

29 Paymo xox kyhe nva 97% my6nmke (ped je o pesynTaTiMa Jo6MjeHHM Ha OCHOBY HCTPaKHBARha
u3 npse jeneHuje XXI Beka; UTambE je 1a i OM MOHOBJbEHA HCIUTHBAMA Y JAHAIIKHEM BPEMEHY
Jlajia UCTe pes3yaTare; Ipum.yp.).
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UM BE€3aHE 3a MY3MKY — 3aj€JHO Uy Ha KOHIIEPTE, CIIylIajy MYy3HKY, [IpaTe jae-
IIaBamba y CBETY MYy3HUKeE M 4eCTO Mpuyajy o Tome. CIM4HO, BHCOKOOOpa3oBaHa
MCTIMTAHUIIA CMATPa 12 jOj je U3y3eTHO 3Ha4ajHO JIa YTHCKE O MY3HIH TTOIeNIN
ca npujarespuMa. Pa3roBope o My3uIH JI0KHBIJbaBa K0 OMYIITEHE CyCcpeTe ca
npujaTesbuMa TOKOM KOjuX ce 3a0aBibajy, aliv, YjeIHO, ¥ Ca3Hajy HEIITO HOBO
1 y30y/1JbHBO.

My3uka y30yhyje ucnuranuke Ha MHOTO Ha4YMHA M TUME IIOCTaje Heu3-
OCTaBaH JIeo JUYHUX CKJIOHOCTHU U npedepennrja. Ha Taj HaunH yTHue u Ha
n300p mpujaresba, jep OMHOCY MpyXka 3ajeAHUYKY TauKy W MHCIUPALH]y 3a
Kpeupame 3ajeJHHUKOr BpeMeHa. MHoruma je He3aoOmina3Ha Kapuka y yc-
nocTaBJbakby U rpalemy npujaresbcTaBa, Ia U3BECHO CIYKH U Kao (Gopma
JPYLITBEHOT KaruTama.

Jasna mysuuxa akmusnocm nyonuxe

W ynpkoc pa3HOBpCHOj U Ooraroj KyATypHO] HoHyau rpana beorpana,*
My3HuuKa ImyOnika Benmke qBopaHe nmokasaia ce OBHM HCTPaKHBAEkEM CIIPOBE-
neanm 2010. roguHe Kao n3y3eTHO XOMOT€Ha Y CBUM jJaBHUM KYJITYPHUM aKTHB-
HOCTHMA y JJBAHAECTOMECEYHOM NEpUOy Mpe ucnutuBama. Hanme, vak 95,3%
nyOnuKe je Hajpajauje ciymano KoHepre. KoHlepTHe akTHBHOCTH YOeIJbUBO
npenmade y n300py CBUX MCIUTaHHKA. Tek 2% je paauje UIwio y 6uockor, a
1,7% y nozopwumire. Jlakie, Mmoryhe je 3aKkJbyduTH J1a C€ Pajnd O H3y3€THO XOMO-
TeHOj IMyONuIH, KOjy Be3yje ayTeHTUYHO HHTEPECOBAE 3a MY3HKY.

Bonehu ce pesyirariMa nojeimHUX UCTPaXKHBamba Koja Cy Mokaszasa Jia
Cy Ky/ITypHE aKTUBHOCTH Hajuenthe pe3ynrar cnelu(pUIHUX OKOJIHOCTH, 00a-
BE€3a WM OTpaHHYe-a a He JIMYHKUX npedeperiuja,’’ xenena caM 1a casHam
pasjore fonacka myOirke Ha KOHIIEPTE y Konapuey 3amyx0ouny. Oarosopu
Cy mpuIM4HO yHU(OPMHM 1 Moryhe KX je cBecTd Ha cBera Tpu KbydHa pas-
J1ora rocere. Jennu najy onmmja 06JamH,eH,a (,;10 je yBek MysmKa”, ,,n06ap
KOHIIEpPT”, ,,BOJIUM J00pY MY3UKY”, ,,HajOOJbE je CIyIIaTH MY3HKY YXKHBO),
HeKkH ce oOpahajy koHKpeTHUM u3BohaunMma (,,JJomuia cam 1a uyjeM Kpumrru-
Hy bpanko yxuBo”, ,,Ty cam 30or beorpazacke ¢uixapmonuje”), a MHOTH
camoj I/IHCTI/ITYIII/IjI/I Jeman ox BMCOKOOOpa30BaHMX HCIUTAHUKA CPEIHHE Te-
Heparmje je objachno na je y KomapueBy saxyxOuiy nomrao 300r Mysuke,
OJTHOCHO BOKAJIHE COJIMCTKUILE KOJY j€ YT XKeJIeo Ja uyje, a Koja je Te Beuepu

30y 2010. rommnn y Beorpany cy, n3meljy ocranor, rpahammma Gimne JIOCTYITHE JIBE OnepeKe kyhe,
Oaret, 14 mo3opwuinTa (0 TOra MET ACYMjUX), ICBET CHHEIIeKca, 41 My3ej, alld U MHOIITBO KOH-
LEPTHHUX JABOPaHa Pa3INIUTUX pa3Mepa, OMOIroTeKa, rajJepuja, H3I0KOSHUX MPOCTOpa, CIIOPTCKUX
JIBOpaHa M CTaJJMOHA, KyJITYPHO-UCTOPH]CKUX CIIOMEHHKA, apPXCOIOLIKUX HAA3UIITA U 1.

31 Aganm3om monaraka T06MjeHHX TyTeM MyOHHCKHX HMHTepBjya Jlamp je moxasao (Lahire 2004)
na je BehuHa Hajuemrhe KylITypHO akTHBHA jep TpaTé Hekora (MapTHepa, Aely, npujaresbe). He-
KaJa je passior ToMe MpHUTHCAK KOju Hocu onpehenHa cutyaiuja, amu ozxpelene nmpodecroHanHe
U IIKoJICKe OKOMHOCTH. [ToHekax cy oHe ofipa3 YyU4THBOCTH IIpeMa JPYroM U JKeJbe Ja My Ce yIo-
BoJbU. Melhy momMeHyTHM pasno3uMa cy U morpeda 3a pelakcalyjoM M MPUjeMYHBOCT oapeheHor
KynTypHor norahaja, moctymuor 6e3 miahama. Hemro apyraunje uctpaxuBame, Koje je CrpoBesa
Anpajt (Upright 2004), nokasyje na je yTHIaj Cynpy>KHHKa IpecyaaH y GppekBeHIuju nocehnpama
KYJITYpPHHX aKTUBHOCTHU. ITOoCeOHO je M3pa)keH y jaBHMM KyJITypHHM aKTHBHOCTHMAa MyIIKapana,
KOj€ Cy, Kao IO MPaBUIly, yCIOBJbEHE jaABHOM KYJITYPHOM aKTHBHOLINY HUXOBHX MapPTHEPKH.
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HacTynana y Benukoj nBopanu. Pa3sroBop je 10IyHHO MO3UTUBHUM YTHCIMA
0 KOHIepTY, Koju hie My 3ayBek octarn y ceharby. Herrro crapuju ucnmrannk y
TICH3MJH j€ CBOJ JI0JIA3aK ONPaB/ao peryTamujom came Komapaese sanyxone.
3a mera OHa Ma CBE MOKEIbHE 0COOMHE je/IHe I00pe Ky/ITypHe HHCTHTYIH]e
— y LeHTpy rpaja je, apupmucana, 100po MenujCKu TOKpUBEHa, Hyau Oorat
Y KBaJIUTETAH MPOTpaM, 0CO0JbE je Jby0a3Ho, a MPUCTYN HHCTUTYLIU]H j€ JIaK.
W3 naBenenux pasinora, cBaku je KoHuepT y KomapueBoj 3amyxounu, 6e3 usy-
3€TKa, 32 Hera MO3UTUBHO HCKYCTBO.

Creuena cazHamba O OIHOCY My3uuke nyOnmuke Bemmke nsopane mpe-
Ma My3ulH yryhyjy Ha HEKOJIHMKO 3akibydaka. OBM 3aKJbyUIlM C€ OJIHOCE Ha
BPEMEHCKH MEepUoJ] HAIllMX UCTPa)xKuBama, To jecT, Ha 2010. roauny; moryhe
IpOMEHE 10 BpeMeHa 00jaBJbHBamba OBOT pajia HUCY OBOM IPHIIMKOM y3€Te Y
o03up. Ilpe cBera, oBa my0nMKa MMa HENOAEJHEHO MO3UTUBAH OJHOC IIpeMa
MY3HIIM — BOJIM j€ ¥ BEPHA jO] je KaKO y IPUBAaTHOCTH CBOTA JIOMa, TAKO U Y jaB-
HUM IPOCTOpHMA. Y TOM CMHUCITY je Moryhe mocmarparu oBy myOJIUKy Kao je-
JIaH PeIaTHBHO XOMOTECHU COIMjAJIHU arperar. Y4ecTajoCT CIyIlamba My3HKe
TOBOPH J1a ICHHU MPECTAaBHHULIN MY3HKY JOKUBJHaBajy Ka0 BaXKHOT >KUBOTHOT
camyTHuKa. OHa je y BHXOBHM JKHBOTHMA IPHCYTHA CBY/A U yBeK. Ca hrma
je Kaz ce pajyjy, Iiady, Kaj Cy yCaMJbCHH WM XKelle 1a mogene occhama ca
npyruma. Ha ToMm Tpary ce, kako je Beh peueHo, My3uka MOXXe pasyMeTH 1 Kao
IXOB eMOIIMOHATHY KanuTall. be3 003upa Ha )KUBOTHY 7100, OHM HECMETaHO
KOMYHHMIIMPAjy ca pa3lInuuTHM HHjaHCaMa CBOT EMOTHBHOI PETHUCTPA yIPaBoO
saxBasbyjyhu Mysuim. IIpupoza Te IpUCHE Be3e ca My3HKOM HEMHHOBHO ycC-
JIOB/bABA U EHHXOBO CBAKOLHCBHO COLMjaIHO OKpyskere. Mmaru npujaresbe
33 BbUX 3HAYH Y)KUBATH y My3ULH CKYIIa, IPUYATH U JICITUTH YTHCKE O 10]. 1
KOHAYHO, Kajia je (OKyC Ha jaBHO] My3W4KO] HAPTHLMIIALK]H, OBA IyOIHKa Ce
TOHOBO T10Ka3a/1a yHU(POPMHOM y CBOjUM akTuBHOCTUMA. CBaKH J0Na3aK y
KomapueBy 3a/y:0uHy je 3a BHX JeIMHCTBEHO HCKYCTBO, jep MOMCHYTA UH-
CTHTYIHja KBAJIMTETOM CBOT IPOrpama, OPraHU3ailijoM U nocseheHnm paiom
YBEK IIPe/ICTaBJba MpaBy U300p. YKpaTKo, OHa je AeTepMuHHUpajyhu nmokperau
MXOBE KOHIIEPTHE aKTUBHOCTH.

3axkmyuax

KomnapueBoj 3a1y>kOMHU HaC je MPUBYKAO jeIMHCTBEHU CTaTyC caMme WH-
CTHTYIIHje, Ka0 U BEPOBambE Jla lheHa MyOJIHKa, yclel KapaKTepUCTHIHE TIPO-
rpamMcke MoHyZe, Mmoceayje moceOHoCT BpeaHy aHanuze. OcHOBaHA Kao Jap
HCTHHCKOT poaosbyOa, Komapuesa 3amy:xOuHa je of caMOr HAaCTaHKa MMala
Ba)XHY ADYIITBCHY M KyITYpHY ynory. O4uT J0Ka3 y IpHIIOr TOME j¢ HeHa
MHOTOCTPYKa JICJIATHOCT, KOja Ce Kpo3 JICHIeHH]e T0CTOjarba OpaHmIa  OIIc-
Tajasia KBAJIMTETOM M O0TraTcTBOM Iporpama koju Hyau. [IpoMuHeHTHOM cTa-
TYCy MHCTHTYIIH]j€ JONPUHOCH U OCHOBHU MPUHIHII Pajia 3aCHOBAH HA UACjU
OTBOPEHOCTH ¥ IPUCTYTIa CBUM WIAHOBHMA APYIITBA, 0€3 AUCTHHKIIN]E ITpeMa
CTapoCTH, 00pa30Bamy WM KIIaCH.

Mysunuku mporpam KomapueBe 3agyxOuHE OcTBapyje ce NMpeKo pana
IlenTpa 3a my3uky. [lopen nporpama opraHn30BaHOT TUPEKTHO O CTPaHE I0-
MmeHyTor LleHTpa, My3udka AenaTHOCT 3aayKOMHE je TOMyHheHa MporpaMoM
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OpraHu3oBaHUM y3 noMmoh aBe paziauuute Behe rpyme opranusaropa. AHanu-
30M JIECETOTO/IUIIIHLE My3UUKe TIOHY/Ie MOoTyhe je 3aKJbyuuTH /12 je My3HUKU
periepToap, >KaHPOBCKH BPJIO Pa3HOJIMK M OOTaT, MOHYIUO CITyIIaoluMa HeKa
0] BpXyHCKHX M3BOAauKNX MMEHA JAaHAIIBUIIE.

Kako ce HajBehu neo mysmuxor mporpama oasuja y Benukoj aBopanu,
0110 je yrmyTHO OMyKe UCTPaKUTH YIIpaBo MyOJIMKy OBOT IpocTopa. AHamu3a
noka3yje na cy 2010. ronuHe By TPeTeKHO YMHIIIE BUCOKOOOpa3oBaHe MpH-
MagHUILC XCHCKOI' IM0JIa CTPYUYHhAYKUX 3aHMMabkba U BHCOKOI MaTepI/IjaJIHOI‘
cranaapaa. Yneo Hajcrapujux v onux o 21 no 30 roquHa cTapocTH je HajBehn
U, yjenHo, usjeqHadyeH. VcroBpemeHo, 0BO je myOiHKa Koja je ayTeHTHYHO,
0e3 u3y3eTKa, HaKJIOmkeHa My3uny. O ToOMe TOBOPH HHTEH3UBHO CBAKOJHEBHO
ciylIame My3uKe Koj Kyhe, ajiu ¥ oy1a3aK Ha KOHIIepTe Kao Hajuemrha jaBHa
KyATYpHa aKTUBHOCT y TOAMHHU IpEe MCIHUTHBAMKA. Pa3inke HE MOCTOje HU y
HepLEeNINju 3Hauaja My3HUKe y BbUXOBUM kHUBOTHMA. OHa je HemTo Oe3 uera ce
HE MOXe, 6e3 uera HemMa eMOLMOHAJIHE EKCIIPECH]je U Ca/lpKajHOT IIPHjaTesbCT-
Ba. Ha kpajy, y KonmapueBoj 3aayx0unu cy My3unu Oy U MocebHo ce pa-
JIyjy JONacKy Ha TO MECTO, jep 3aaykOmHa Moceayje cBe MoXebHe 0COONHE
jenHe yrie[He KyITypHe WHCTHUTYIIH]E.

Nako je oBaj TeKCT TeK npBU HOI(yH_Ia_] y HayYHOM MPUCTYIY paay u myo-
iy Komapyese 3a1yxOuHe, jacHo je 1a je 0Ba TeMa NPUKIaIHa i Hy)KHa U3
MHOTO pazjora. [Iutama koja ce OBUM IIOYETKOM OTBapajy cy MHOToOpojHa U
BaJbaJI0 OM MX aHAIM3UPATU Ca PA3IMIUTHX CTAHOBHUINTA, a MOCEOHO ca cTa-
HOBHUILITa BpPEMEHCKHX IIepHo/ia KaJla ce UCTpakuBama Bpiie. [lopen HayuHux,
nyOsba ananu3a genarHoctd Komapuese 3a1yx0MHE U B-eHE MyOINKe CBAKaKO
MOXK€ UMaTH U MHOTO MPaKTHMYHUX MMIUIMKAIMja 32 KpeaTope JOKalHe Kyil-
TYpHE MOJIUTHKE.

Tabena 1. bpoj xonmepara n3Benennx y Komapueoj 3axyxoman (2000-2009)

T'oguna y opri);izz;i K.3. HOKS:;;; TyPIIVIy Ocrany KOHIIEPTH YkynHo
B. I.* M. I** B. JI. M.T. B. /I M.T. B. /1. M. T.

2000 32 43 73 1 36 2 141 46
2001 34 50 103 2 44 3 181 55
2002 28 50 95 / 71 1 194 51
2003 27 30 102 / 72 4 201 34
2004 35 29 105 / 65 2 205 31
2005 27 30 102 / 71 4 200 34
2006 35 35 89 / 60 5 184 40
2007 38 36 75 / 66 / 179 36
2008 39 39 84 / 64 2 189 41
2009 43 32 76 / 70 / 189 32

YkynHO 338 374 904 3 619 23 1.763 400

*B. /1. = Bennka nBopana Konapuese 3amyxOune
** M. I. = Mysnuka ranepuja Konapuese 3amyx0mnne
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Sabina Hadzibuli¢

THE ENTRY TO KOLARAC FOUNDATION:
CULTURAL ACTIVITY AND MUSIC AUDIENCE

Summary

The Foundation of Ilija Milosavljevi¢ Kolarac (also known as Kolarac Foundation;
in Serbian: Kolaréeva zaduzbina) was established simultancously with the development
of the most important modern cultural institutions in Serbia in the 19" century. The quality
and diversity of the program, the ability to recognize important topics in the current time,
as well as preservation of the old and encouragement of new ideas in almost all domains
of art and science have contributed to its unquestionable reputation throughout the region.
However, there have been no significant academic attempts to approach its work analyti-
cally and, in particular, its audience.

The aim of this paper is to give an overview of the work of Kolarac Foundation by
presenting the origin and history of the institution, followed by an analysis of the program
of all its activities in the first ten seasons of the new millennium. The central part of the
paper is an analysis of its cultural activity in the given period. Finally, by using empirical
data, the music audence of Great Hall (Velika Dvorana) of Kolarac Foundation is profiled
through its basic socio-demographic characteristics and music practices.

The music audience mainly consisted of women, highly educated professionals with
a high material standard. The share of the oldest and those from 21 to 30 years old is the
highest and, at the same time, equal. This audience is authentically fond of music, with no
exceptions at all. Its members listen to music on everyday basis, and they were attending
concerts in the year before the investigation. They find music to be an inevitable part of
their lives, and cannot imagine emotional expression or making friendships without it.
Finally, they sincerely like coming to Kolarac Foundation since they find it to be a place
that has all the positive treats of a good cultural institution.

[pumsbeno 11. pedpyapa 2016.

[IpuxBaheno 3a mrammy 24. maja 2016.
OpurvHaIHA HAyIHH pajl.
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HHTepnperanus KJIacCHYeCKHX MY3bIKAJIbHBIX MPOU3BEIeHHUI B
MOJILCKO# M PYyCCKOH AHUMALMHM KaK 0CHOBA TBOPYECKOI0 THAJIOTa

Onpra Bacunbesna boukapesa'

Kagenpa Teopun 1 METOIUKIMY3bIKaIbHO-XyI0KECTBEHHOTO BOCIUTAHUS,
OI'BOY MIIO SpocnaBckuil rocyqapCTBEHHBIN MEAArorMueCKUil YHHBEPCHTET,
Spocnasib

AHHOTALHS

My3bIKaTbHBIH aHIMAIMOHHBIA (DHITBM — 3TO TOYKA IIEPECEUCHUS aBTOPCKIX
MHPOB — JIMAJIOI My3bIKAHTa M XyJ0KHHUKA, 3TO ’KUBOU MPOLECC BU3YyalbHON
UHTEPIIPeTali XyJA0XKEeCTBEHHOTO 00pa3a My3BIKaIbHOTO IPOU3BEICHHS.
Juanor pexuccepa aHMMallMOHHOTO (DUJIbMa C PaHEe CO3AaHHBIM KOMIIO3H-
TOPOM MY3bIKAJIbHBIM IIE€AEBPOM MOXKET COCTOSTHCS TOJNBKO B TOM Cilydae,
ecild HaOIIoAaeTCss MHTOHALIMOHHOE «BBIPABHMBAHUE» XyNOXKECTBEHHBIX U
LEHHOCTHBIX JETEPMHUHAHT, POJCTBEHHOIO CIMSHMSA JMYHOCTHBIX SMOLIUO-
HaJIbHBIX COCTOSIHU.

ABTOp MOAYEPKUBALT, YTO B XyI0’KECTBEHHOM 00pa3e aHIMAI[OHHOTO (HITh-
Ma 0o(opMIIsIeTCsl BHYTPEHHAS CYIIHOCTb ,, 51 TBOpLIa Ha OCHOBE BBIpa3u-
TEJIbHOCTHU, €MHCTBA M COOTBETCTBUS LBETOBBIX, 3BYKOBBIX, IIACTUYECKUX
PEeLIECHU, CONPKEHHBIX ¢ NIYOOKUMHU 00001eHusIMU  (PUII0CO(CKOro, Kyib-
TYpPOJIOTMYECKOI0, LIEHHOCTHO-CMBICIIOBOTO XapakTepa. B crarbe npusosrces
HIPUMEpPbl MHTEPIIPETALUH KIACCUUECKUX MY3bIKaJIbHBIX LIECBPOB B aHUMA-
IIMOHHBIX (PUIBMAX PYCCKUX M TTOTbCKHX KHHEMAaTOTrpadHCTOB.

KiroueBrble ciioBa

TBOPYECKHUIl TMATIOT, KITaCCHYeCKasi My3bIKa, aHMMAIMOHHBIA (QUIIbM, XyT0XK-
HUK, KOMITO3UTOP, TBOPUECKHUIT MPOIECC, XyT0KECTBEHHBII 00pa3, nHTepIpe-
Tarus

Knaccudeckast My3bIka 4acTO BJIOXHOBJISIET TBOPIIOB HMHBIX BHIOB HC-
KyCCTBa: XYJIOXXHHKOB, MHCATeJIed W TO3TOB, aKTEPOB U PEKHCCEPOB, TaCT
TOJYOK K HOBOMY IMPOYTCHHIO XYIOKECTBEHHOTO 00pa3a, BBI3bIBAS OTKIHMK
JUYHOCTHBIX accoraiuii. B My3bIke, Kak BO BpeMeHHOM HCKYCCTBeE, Jeii-
CTBHE TPOSIBJIsIETCS Yepe3 IBHKEHNEe M Pa3BUTHE, OPTAHU3YEMOE PUTMOM.
[ToaTomy oHa mpuBIIEKaeT XxopeorpadoB, apTUCTOB OaieTa, KWHEeMaTorpagu-
cTOB. My3bIKaIbHBIN 00pa3 MOKET CPEICTBAMU Pa3HBIX BUIOB HCKYCCTBA WH-
TEPIPETUPOBATHCS B JBW)KCHUH, B IIBETE, B CIIOBE, Tu1acTuke u ap. (Petrovic,
Milankovi¢, A¢i¢ 2012: 206-215). U uBert, u JuHMS, U 3BYK, 1 00bEM, U JIBU-
JKeHHe, M prudma, ¢ OTHON CTOPOHBI, H3HAYAILHO HE3aBUCHMBI B MaTepHale,
C IPYroi CTOPOHBI, PHUTMHUYECKH, HHTOHAIIMOHHO, CEMaHTHUYCCKH 3aBHCHMBI
JPYT OT Apyra. DTH MEXaHHU3Mbl B3aMMOJICHCTBUS, THAJIOTa BUI0B UCKYCCTBA

I OVBoshkareva@yandex.ru
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YeJI0BEYECTBO BhIPAOOTAJIO HAa MPOTSHKEHUH MHOTHX BEKOB, IMEHHO OHH 00e-
CIIEUMBAIOT TIEPEKOUPOBKY XyIOKECTBEHHOTO 00pasza M3 3BYKOBOW IMPOTS-
KEHHOCTH B JIMHEHHO-TpapUUECKyI0, )KHBOMUCHYIO, KOJIOPHUCTUYECKYIO pe-
anpHOCTh. H. B. MocycoBa oco6oe BHUMaHne 00palaeT Ha CHHTE3 HCKYCCTB
B OIIEPHOM JKaHpE, KOTOPHIH ,,BKIIOYAET B ce0sl HE TOJIBKO OPKECTP U TEHUE,
HO 3TO — OCOOBII TeaTp co CBOEH mcTopueH, Grmocodueli, BOIIIOMAIONICH
caMy JXHU3Hb, TlIe BaKHO BCE: CII€HA, KOCTIOM, PEXHCCypa W Xopeorpadus,
(ecnu cymiecTBYIOT OanieTHBIE HOMEpa B KaHBE OIMepHOTro criekrakisi)” (Mocy-
cosa 2016: 113). Cunecre3us B MHTEPIIPETAI[MH OJTUCEHCOPHBIX U MOHOCEH-
COpHBIX BHJIOB MCKYCCTBA TO3BOJISIET BBISIBUTH TIIyOUHHBIE, MIOMYAC CKPBITHIC
[IEHHOCTHBIE CMBICIIBI TOTO WJIM HHOTO MTpon3BeneHus. CHHeCTe3Hs, OTXO/S OT
HEMOCPEJICTBEHHOTO CIOXKETA, aKTyaJIM3UPyeT MpOoIecchl 0000IIeH s, CHMBO-
JIM3alMK, acCOUMALMU U JP.

Bomomenne XymokecTBEHHOTO 00pa3a B MY3BIKaJIbHOM aHUMAIlMOH-
HOM (HUJIBME CBSA3aHO C MIOMCKOM CHHTE3a KOMIIO3UTOPCKOTO ,,51”” U aBTOpCKO-
ro ,,fI° xynoxkHuKa-anuMmaropa. B packpbITuu TeMbI U UACU MPOU3BEIACHUS,
HACBILIICHUH UX JIMYHOCTHBIM CMBICIIOM ¥ COCTOUT CYIIIHOCTh UHTEPIIPETAIIMH
My3bIKasibHOTO 00pasa. E. MoBanoBuy, paccmarpuBasi My3bIKaJbHOE HCKYC-
CTBO M ,,KaK CPEICTBO BOCHUTAHMS, U KAK MHCTPYMEHT JJIsi COBEpPLICHCTBO-
BaHUs ObITHUA, CYUTAET, YTOJTUYHOCTHO-IIEHHOCTHBIM XapakTep MOCTUKESHUS
MY3BIKaJIbHOTO 00pa3a GOopMHUPYET TUATOTMYECKUNA cr1oco0 B3auMOACHCTBUS
JUYHOCTH C OKPY’KAIOLIUM MHUPOM, BKJIIOYAIOUINM B c€0sl HPaBCTBEHHO-ITH-
YEeCKYI0 LIEHHOCTh, 0COO0YI0 MPUYACTHOCTh K JyXOBHOMY BHIeHUIO Mupa (Mo-
BanoBuu 2016: 74).

Co3nanue aHMMAIMOHHOTO (MiIbMa, 00BEIUHSIONIET0 3BYK, IIBET, IJia-
CTHKY, mpeanojaraet (puiocopCckoe OCMBICICHHE HCKYCCTBA, HALEJICHHOTO
Ha HK3UCTEHIMAJIbHBIM MOMCK CBOEr0 MecTa B MUpPE, MOHUMAHHUE LIEHHOCTH
cBoero ,, A u ,,51* JIpyroro, BujieHre CBOEH HEOTACIMMOCTH OT MHUPA C OTHOU
CTOPOHBI, U OJHOBPEMEHHO CBOEH MPOTUBOIOIOKHOCTH MUPY, C IPYTOM.

»51 BO3BpAIaoCch B TaMSTH B BEKa,

I'me MpIcTBH CBEpIIIeHHAs TBOPHIIA dyzeca,
CrnuBasch B emuHeHnH ¢ 'apMonueii Beenenno,
OHa mpopoYecKH cTpeMuiIach B Hebeca.

Omna Oyauira 3apeBoM JCHHUIIBI
1 3axwurana rmuiameHeM cep/ia,
ITomo6HO cKa309IHOM Kap-TITUTIS
Ee mpITanucek yxBaruTh BCeT/a.

Meicns pescTaBaia B 001a9€HbN Pa3HOM —

B paspsne ¢hopmyr, BEICTPOSHHBIX B Psfl,

Wie B andwumage 3ByKOB, BO3HOCAIINX K HEOY —
Besne ona xwuna, sBIss MUY,

Henocsraemsiii nuk McTuHbI

N CoseprmeHcTBa gac™.

O. boukapesa
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Bpemennas npupona My3bsIKM M aHHMAallMK [TO3BOJISIET CO3/1aBaTh IIPO-
CTPaHCTBEHHO-BPEMEHHOW KOHTHHYYM, SIBICHHBIH B XyJ0KECTBEHHOM 00-
pasze OTHOBPEMEHHO B 3BYKe, IBeTe, Turactuke. Co3garesb aHMMaIMOHHO-
ro (rbMa MOKa3bIBaeT B JBWKCHHUH apTe(akThl, KOTOPHIE CYIIECTBYIOT B
KyJIBTYpe B CTaTUKE: PUCYHOK, pecka, MKOHA, OPHAMEHT, KyKJja, TPEIMETHI
u ap. OcmeiciaeHne GuIocoOPCKUX BOIMPOCOB OBITUS, KUZHEHHBIX KOJUTU3UN
CBS3aHO C BO3MOYKHOCTBHIO TpaHC(HOPMAIMH CIOXKHOW CHUCTEMBI MPEACTaB-
JICHUM U acCOLMAIMK aBTOpa OT MPOCIYIIAHHOTO MY3BIKAJIBHOTO MPON3BeE-
JeHus. BeIpa3suTenbHOCTh Xy10’)KECTBEHHOTO 00pa3a aHUMAIMOHHOTO (QUTh-
Ma 3aBHCHUT OT €UHCTBA M COOTBETCTBHUS I[BETOBBIX, 3BYKOBBIX, MPOCTPaH-
CTBEHHO-BPEMEHHBIX, MNIACTUYECKUX PEIICHUN, COTPSIKEHHBIX C TTyOOKUMHU
00001mennsIMu Pr10coCKOTO, KYJIBTYPOIOTHUECKOTO, IIEHHOCTHO-CMBICIIO-
BOTO Xapakrepa.

My3bIKkanbHbIH 00pa3 KOMIIO3UTOP BBICTPAUBAET KaK ,,COOBITHE U OIICH-
Ky 3TOTO ,,COOBITHS, pOXKJas ,,IBHIKEHUE TPOTHBOUYBCTBOBAHUSA ‘, ,,KaTap-
CHC"“— HEOXHUJAHHOE CTOJIKHOBEHUE YYBCTB, ,,MeTaMop(}o3*, ,,BO3BBIIICHHE
gyBcTB (JI. C. Boirorckuii). O. B. boukapeBa ormeuaer, 4To ,,BbIPa3UTEIb-
HOCTb SIBJISIETCSI 3CTETUYECKOM rpaHulel, KoTopas (GUKCUpYeT crocod B3au-
MOOTHOUIEHUS 'BHYTPEHHEE — BHEIIHee . J[Maior ¢ HCKycCTBOM HEBO3MOXKEH
BHE BBIPA3UTEIILHOCTH, TaK KaK OHA SIBJISIETCS HE TOJBKO CPEICTBOM, HO U
LEeNbI0 TBOpYECTBA... VIMEHHO B Amanore ¢ MUpPOM (KyJIbTypOil, MpUpOaOH,
cOOCTBEHHBIM BHYTPEHHHUM " $1°, IPyTrUMU JIOABMHU) IPOUCXOIUT pacIIUPEHHE
TBOPYECKUX BO3MOXKHOCTEH, Bo3pacTanue cyobekTHocTu (boukapesa 2013:
230). XymokeCTBEHHOE COJICpKAHUE OKA3bIBAETCS MOJIHOCTHIO ,,HEBMEIIac-
MO B XyHAO)KECTBEHHYIO (hOpMY, OHO M30bITOUHO. MICTUHHBIN CMBICT MYy3bI-
KaJIbHOTO BBICKA3bIBaHUS JOHOCUTCS KaK OT3BYK, Kak 9X0. TpeOyercs Hamps-
JKEHHOE KeJJaHWe pasraJaTh CKPBIThIA aBTOPCKUN MOATEKCT, TaK KaK Coaep-
’kaHue oOpa3a Bcerjga OKasbIBaeTcsl Oorade HEmoCpeICTBEHHO NEepedaHHOIo
3ByKOCMBbICJIa U 3HaYeHHs1. KOMIO3UTOp BBICTpanBaeT My3bIKalIbHbII 00pa3 1o
TUy pacmupenus. [IpoucxonuT 3To 3a cueT MyHKTUPHOCTH OYepTaHuii oopa-
3a, B KOTOPOM COUYETAIOTCS OTKPBITHIE U 3aKPbIThIE JIEMEHThI MOAECITUPOBAHUS.
3aKpBITHIC JIEMEHTHI — ATO HHTOHAIIMOHHBIE KOMIUIEKCHI C (PUKCUPOBAHHBIMU
3HAYEHUSIMHU, OTKPBITHIE JIEMEHTHI — TO UHTOHALIMOHHBIE KOMITJIEKCHI C CUTY-
aTUBHBIMU 3HAUYEHUSMH, KOTOPbIE U3MEHSIOTCS B 3aBUCUMOCTH OT KOHTEKCTA.
VIMeHHO B 3TOM CMBICIE MOKHO TOBOPHUTH O TOM, YTO MCKYCCTBY NpPHUCYI B
M3BECTHOM CTENEHU MPUHIIMII ,,HOH GUHUTO™ (0e3 KOHIIa, 3aBepIICHHAs He3a-
BepIIEHHOCTh 00pa3a; Axuesep 2006).

[Ipobnema wmHTEpHpeTannu MY3BIKAIBHOTO 00pa3a B aHMMAIHOHHOM
¢unpme pemaercs KHHeMaTorpaducTaMu no-pa3HOMY, HCXO/S U3 OCTABIICH-
HBIX 33/1a4. AHAIM3UPOBAIUCH MHTEPIIPETAINN HanOoIee N3BECTHBIX IPOU3-
Be/ICHUH 3apy0eKHON KIACCUKU PA3HBIX AMOX U Xy/I0KECTBEHHBIX HAIpaBie-
nuii: U. C. baxa, B. A. Momnapra, 3. ['pura, ®. [llonena, K. Cen-Canca, K. Jle-
Oroccu 1 pon3BeieHus pycckux kommo3utopos: H. A. Pumckoro-Kopcakosa,
C. C. IlpokodneBa.Mbl BBIIEININ HECKOIBKO XyJ0)KECTBEHHBIX KPHUTEPHUEB,
MTO3BOJISIOINX CYIUTh 00 aIeKBATHOCTH BU3YaIM3AIIMHA MY3bIKH:

® YPOBEHB XYIOKECTBEHHOTO BOTUIOMICHHS M COOTBETCTBUSAaHINMAIINOH-
HOTO 00pa3a My3bIKaJIbHOMY 00pa3y;



e mryOokue 0000meHust GrrococKoro, KyabTypOIOTHIECKOTO, ICH-
HOCTHO-CMBICJIOBOTO XapaKTepa, YpPOBEHb CHMBOJIM3AIMH, IIIMPOTA aCCOIHA-
[MATUBHOTO PSa;

® COOTHOIIEHHE MY3bIKAJIbHOIO M M300pa3nuTeNbHOr0 00pasa 1o crermne-
HU a0CTPaKTHOCTH — KOHKPETHOCTH;

® penieHue npooOIeMBbl TPATUIINN — HOBaTOPCTBA;

® JICIIOJIb30BAaHUE JIUTEPATYPHOTO HappaThBa KaK OCHOBBI JJISI TIPOBE-
JICHUS CIOKETHON JTMHUH MY3BIKAJILHOTO (MiIbMa (7151 MPOTPaMMHBIX MY3bI-
KaJIbHBIX COUNHEHUH);

e oObeanHeHue (hakToB OMOTpaduM KOMIIO3UTOPA U €T0 MY3bIKaTbHBIX
[IPOU3BEICHU;

® paccMOTpeHHe NMpoOIeMbI ,,BpEMEHHOCTh — BHEBPEMEHHOCTh' MOJ1Y-
COB OBITHSI IMYHOCTH B COTIPSKEHUN PEaTbHOMN KU3HU U ,,IPOJOTKEHUS ce0s‘
B COOCTBEHHBIX TBOPECHHUSX.

K nepBoii rpynme ¢puabMOB MOKHO OTHECTH T€ MPOU3BEIICHHUS, aBTO-
PBI KOTOPBIX B OOJBIIEH CTEIEHN OTTAIKUBAIOTCS OT MY3bIKaJIbHOTO 00pa-
3a W HaxoAsAT ero KMBOIMCHOE pealrcTHYecKoe WK abcTpakTHoe, Oolee
00o00menHoe uzobpaxenue. Tak, punsMm @anmaszus Yonra JlucHes oTKpbI-
BaeT my3bika U. C. baxa, Tokkata u ¢yra d—moll (Walt Disney, Fantasia,
1940). Ilpu mocTpoeHUN 3BYKO-3PUTEIIBHOTO MOBECTBOBAHHS CO37aTeNnn
bunbMa, HapALy ¢ MYJIBTUIUTHKAIMEH, BBOAAT PEaJbHYI0 ChEMKY HUTparo-
IIUX MY3bIKAHTOB cUM(pOHUYECKOTo opkecTpa noja ynpasienuem JI. Cro-
KOBCKOT0. Pa3HOLBETHBIN JIyd IpOXKEKTOopa MONEPEMEHHO, CUHXPOHHO C
MY3BIKOH MMOKa3bIBAET TO OAHY, TO IPYTYIO OPKECTPOBBIE I'PYIIbI. ABTOPHI
HCIIOJB3YIOT pa3Hblil MacTad n3o0paxeHus B kaape (00Ul miaH, Kpyn-
HBIH, CPETHUI), yCUIIMBAsi BHUMAHHE K 1IEJIOMY HJIA OTACIBbHBIM JETaJISM.
Hamnpumep, Bo BpeMst 3ByyaHHsl CTPYHHOU TI'pyIIbl U300pakaroTcs mapsi-
e B BO3AYyXe CMBIYKHU. Mepa U cTeneHb 0000IEeH s Xy105KECTBEHHOTO
o0Opa3a B aHUMAIIMOHHOM (UIBME BO MHOTOM OOYCIJIOBIIEHA €T0 IMHAMUYe-
CKOM mpupooii. [IBmxkyiieecs n300pakeHUE HE MOXKET OBITh MOJPOOHBIM,
Yaiie OHO OCBOOOXKJIEHO OT M3JIUIIHHUX JeTalleld, mpeneabHo 0000IIeHO,
WM IaHO B KOHTYpax.

CoBceM Mo-MHOMY BOIUIOIICH MY3bIKalbHBIH 00pa3 Tokkarsl d-moll U.
C. baxa (J. S. Bach, Toccata d-moll, pexxuccep Piotr Muogalski, 1994) mosnb-
CKMMH KHHEMaTorpapucramu: oH Oojee 0000meH, GumocopudcH. 3BydnuT
Opras, ¥ TEMHOE, MpauyHOE NMPOCTPAHCTBO TOTHYECKOTO XpaMa aBTOPHI IO~
CTETIeHHO ,,3aJINBAIOT" TEIJIBIM COJIHEYHBIM CBETOM, KOTOPBIN mpeolpa3yer
BCE BOKpYT: yOpaHCTBO cobopa, Tuia JIoeH, 3aMoiHAIOMUX XpaM U T.JI.
BosBrimaronias yenoBeka My3bika baxa ycrpemuisercs k BepiinHe codopa —
KyToJly Xpama, CAMBOIU3UPY4 ['apMoHnto Mupo3nanus.

Pemast mpoGnemMy HMHTEpIIpeTali My3bIKA CPEICTBAMH XY/IOXKECTBEH-
HOW aHWMaIMH, CO3/1aTelan (WIBMOB B OJHUX CIIydasX aKICHTUPYIOT BHH-
MaHHE Ha MY3bIKaJILHOM o0pase, moadupasi Marepuan Ui ero aJeKBaTHOTO
BU3YaJIbHOTO BOIUIOMICHUS, B IPYTUX CITy4yasiX, OTTAJIKUBAIOTCS OT HApPATHBA,
B TOM YHCJIE U JIUTEPATyPHOTO, TTOCITYKUBIIIETO OCHOBOM TSI CO3TaHMS KOM-
MO3UTOPOM MPOTPAMMHOTO COUYMHEeHMS. Takue (QUIbMBI MBI YCIIOBHO OTHECEM
KO BTOpPOM TpYIIIIE.
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B ocHoBe crokera ¢uinema Ceua npu Kepowcenye (pexuccepsr HO.
Hopmreiinu n M. iBanos-Bano, 1971, my3sika H. A. Pumckoro-Kopcakosa
Ckazanue o nesuoumom epade Kumedsce u oeee @egponuu) NSKUT SIU30M
pycckoii uctopuu. I'opon Kutex ObIT caceH OT pa3opeHHs Tarap 1Mo BoOJe
boxnbeil, OH clenancs HEBUAMMBIM, YIIEN IO BOIBI 03€pa, U CTal MECTOM
UCAITBHON JKM3HM TIO0 HAPOIHBIM TPEICTABICHUSM. ABTOpaM yHalloCh JIO-
OUTBCS TIPENEITBHOTO 00001IeHus, H300pa3uB KOHPIUKT JABYX MPOTHBOCTOS-
mmx cuil. KoHTpacT nBeta, KOHTpAIyHKT JTUHUHA CIeTaid BOSMOKHBIM TTI0Ka3
KOH(ITMKTa — OCHOBHOM JABMKYIIIEH CHITBI CEO’KETA U €T0 PA3BUTHS B ’TOM aHU-
MaImoHHOM (usbMe. My3blka Iiedann U TpareJu, B MOMEHT TIOTEPh Ha TI0JIe
OUTBBI, Ha CKOPOHBIX JIMKax UKoHOMHCH D. ['peka B KoHIIE pHIIbMa CMEHAETCS
Ha Ma)KOPHBIN Jaa — u300pakeHusi Mupa U Tpyaa Ha ¢peckax C. Yimakosa.
[TonudoHNYHOCTB, OTpaXkast CIOXKHBIN KOH(IUKT B3aUMOJICHCTBUS, T03BOJIH-
Ja XyJ0KHUKaM CKOHCTPYHPOBATh OPUTHHAIBHOE PEIICHHE TMPOCTPAHCTBEH-
HO-BPEMEHHOH, IIBETOBOM, 3ByKOBOW OpraHU3aIuy Gpuibma.

MO)XHO BBIIEUTH M TPETHIO TPYIIY (HIBMOB, B KOTOPHIX COYETAIOTCS
ouorpaduyeckoe MOBECTBOBAHUE O KOMIIO3UTOPE U MY3BIKAIbHBIA Marepual,
npuHaanexkamui cyobekry onorpaduu. Tak, crynus M. U. P. caumaer annma-
IUOHHBIN UK CKA3KU cmapoeo nuaHuHo O TBOPYECTBE KOMIIO3UTOPOB, HAUH-
Hasi ¢ 2005 rona. B puneme Yemesepmuiii anenvcun (pexuccep 0. Tutosa, 2011,
my3bika C. C. [IpokodbeBa) aBTOpPBI HCIIOIB30BAIM aBTOOHOTPaPHUECKYIO MO-
BecTh JlercTBo IIpokodbeBa, ero snucronspHoe Hacieaue. [loBecTtBoBaHue OT
MIEPBOTO JIUIIA MIO3BOJIMIIO aBTOpaM (uiibMa Co31aTh aTMOchepy J0BEpUTETHHO-
ro auasnora. OuiabM NpenCcTaBIeH KaK UCTOPHSI )KU3HU U TBOPYECTBA KOMITO3H-
TOpa, 3TO B3IJISAZ] B3POCIIOro YeJI0BeKa, COXpaHUBIIETro B cede aeTcTBo. HTepec
BBI3BIBACT U MHTEpIpETaIMs 00pa3a aneiabCuHa, KOTOPbIA COMPOBOXK/IACT BaXK-
HbIE cOOBITHS OMorpaduu KoMno3uTopa. BoaMoxHO, 3T0 MHOCKa3aTeIbHbIN 00-
pa3 CoJiHIa, PaJJOCTH, KOTOPBIN JIEHTMOTHBOM MPOXOIUT Yepe3 BCE TBOPUECTBO
[IpokodreBa. DTy Bepy B KH3Hb, ONTUMHU3M, KOMIIO3UTOP COXPAHUII 10 KOHIIA
CBOEH JKM3HHU, HECMOTPS Ha BCE HEB3TO/IbI U YIapbl CYIbObI.

C 1989-1997 rr. monbCKUMU KHHEMarorpaducTaMu B CTYAHH aHMMa-
moHHbIX puneMoB TV Studio Filmow Animowanychr. ITo3Hanb) Obu1 c0O3-
na" ki 3 60 ¢unemoB IlleneBpbl KilacCHYeCKOW MY3BIKM B aHHMAaIlU U
(Miniatury Filmowe do Muzyki Klasycznej). B 1iukiie npenctaBieHbl QHIbMBI
Ha My3biky A. BuBanemau, U. C. baxa, B. A. Momuapra, JI. B. berxosena, ®.
[lonena n Apyrux KOMIO3UTOPOB.

PaccMOTpuM Kpyr OCHOBHBIX MPOOJEM, KOTOpPBIE DEIIAIOT CO3AaTeNd
AQHMMAIMOHHBIX (HIBMOB, 00paIasch K MIMPOKO M3BECTHBIM KIACCUYECKUM
MIPOU3BEICHUSM.

[ToctanoBka mpo0OiIeMbl HHTEPIPETANN KIACCUYECKOW MY3BIKM B aHU-
MalMOHHOM (priIbMe MperoiaraeT COBpeMEeHHOe IPOYTEHUE TIPOU3BEICHUSI.
»MYy3bIKaTbHBI aHUMAIMOHHBINA (DWIIBM — 3TO BCETNa aBTOPCKasi HHTEpIpe-
TaIMs My3bIKH, PEIICHHAs! CPEJICTBAMU M300pa3UTEILHOTO HCKYCCTBA B IMHA-
muke aBrxeHus (boukapesa 2014: 79). lnanornyeckuii KOHTEKCT aHUMAIIH-
OHHOTO (pMIIbMA OCO3HAETCS B COYETAHUH TOPU3OHTAIBHOTO M BEPTUKAIEHOTO
MOZYCOB OBITHS, YACTUYHO NEPECEKAIOIINXCS KU3HEHHBIX TPACKTOPUH paz-
HBIX [TOKOJICHNH, TPOSBJISIFOIIMXCS B TBOPYECKOM OIyC€ B COOTHOLIEHHH ,,Tpa-
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JIMIIKS — HOBATOPCTBO . DTa TEHICHUIUS SIPKO MPETBOPSIETCS B AHUMAIIMOHHBIX
¢unpmax, mocBsIeHHbIX TBOpUecTBY B. A. Monapra.

My3bika Momapra sSBI€eTCS NIABHBIM JEHCTBYIOIINM JUIIOM B HECKOJb-
Kux QuibMax: Bonuwebnas ¢retima, yBepTiopa K onepe, Ayummnyiis, Jusep-
THUCMEHT pe Maxkop, Apust koposnesbl Houn u 1p. B punsme Bonwebnas gneii-
ma, YBeptiopa, bparment (Czarodziejskiflet, uwertura, fragment, pexuccep
Ryszard Kicza, 1991), co3naHHOro Ha OCHOBE MY3bIKH YBEPTIOPHI U3 OIEpPHI,
AQHUMATOPHI MMOJTHUMAIOT MPOOJIEMY TBOPYECKOTO J1apa, BITAIOTCS TIOHATH (e-
HOMEH BBIJIAIONINXCS MY3bIKAIBHBIX CIOCOOHOCTEH MortapTa, KOTOpbie TIpo-
SIBUWIKCH OYeHb paHo. MajeHbkuit Mouapt, myTeniecTBys Ha JUCTOUYKE Bpe-
MEHH, N0JIy4yaeT B Jap BOJIIEOHYIO Nanouky. BommeOHoe 3BydaHue My3bIKd
OXKUBJISIET BCE BOKPYT: CTAPUHHBIN 3aMOK, aHTU4YHBIE (DUTYpHI U 1p. Maruye-
CKasi CHJIa MCKYCCTBa CTaJIKMBAETCS C PEabHOCThIO: HE BCE TAK OE3MATEXKHO
B My3blke Mouapra. OtaenbHble BU3yallbHbIE JETalH: TTOKOCUBIIUKCS POsUIb,
MOJTypa3BaJUBIIMICA 3aMOK U APYTUE B COYETAHNUHU C B3BOJIHOBAaHHBIM Xapak-
TEPOM MY3BIKH POKJIAIOT OUIYIICHHE TPEBOTH 3a CyAb0Yy FeHHS.

B cBetnom xonopure BoinonHeH ¢uibM B. A. Mouapt, Exsultate Jubilate
Annunyiiss (W, A. Mozart, Exsultate Jubilate Alleluja, pexuccep Aleksandra
Korejwo, 1991). ABrops! puiibMa MIMPOKO UCHIOIB3YIOT MPUEM TpaHChopMa-
1uu, cB0OOOIHO NpeBpaias 6ab0uKy B aHresna, aHresa B [IBETOK U Ap. Y TBEpK-
Jlasi UCI0 LEeOCTHOCTU U KOHUEHTPUYHOCTU MUPA, TOJUEPKHYTYIO MY3bIKOI
JIMKOBaHUS, BOKAJIbHBIMH FOOMIISIIUSMU, MYJIBTUILUIUKATOPBI MTOIOT TUMH KH3-
HU, TBOPYECTBY, O0KECTBY.

SApkast TearpanbHOCTh npucyma ¢unbMmy B. A. Mouapt, Borwebnas
@neuma, Apust napuusl Houn (W. A. Mozart, Czarodziejski flet. Aria Krolowej
Nocy, pexuccepsl Tadeusz Wicherek, Waldemar Szajkowski, 1991). ABTopsl
¢unbMa UCIONB3YIOT HHTEPECHBIN MpUeM 0000I1eHUs Yepe3 MoKa3 MEeMEHTa,
BBICTpauBaIoOLIero 1enoe. Beero nuiib ofHa AeTanb — KPUHOJIUH F00OKU — U MBI
TMIOTIa/1ae€M Ha CIIeHY, I7Ie IIPOUCXOAUT ACUCTBUE CIIEKTAKIs. BBIOTHEHHBIN B
ap>keBor MaHepe MyJbTUIUIMKAITMOHHBIN GuiibM B. A. Monapt, Marenvras
nounas cepenaoa (W. A. Mozart, Maly Mozart Night Music. Rondo. Allegro,
pexuccep Jacek Adamczak, 1993) nmopaskaeT 3puTeneit TOHKMUM IOMOPOM, SIp-
KUMHU KOMEIUIHBIME 00pa3aMy JAUpHKepa, OPKecTpa M CIIymareneid My3bIKd
Monapta, OyATO MOICMOTPEHHBIMHU aBTOPOM B KHM3HH, JMHAMHYHBIM, BUXPE-
BBbIM JIBIDKCHHEM MY3bIKH U Pa3BOPAYNBAIOIINXCS COOBITHH.

CroxeTHasi OCHOBA TPHUCYIa MYJIBTHIUIMKAIMOHHOMY (miibMy B. A. Mo-
napt, Typeyxuu mapw (W. A. Mozart. Marsh alla Turka, pexuccep Witold
Giersz, 1993). lnTepecHas aeTainb — pyKH TUpHKepa — Oy/ITO YIPaBIISIOT BCEMH
COOBITHSIMH, KOTOPBIC TIPOUCXOST B (PHIIbME: UTPACT JIM MapIl OapaOaHIITUKOB,
JBIDKETCS JIM OTPSiZ BCATHUKOB, TOCKYET JIM B 3aMKE TypelKasi KHSDKHA U JIp.

[Tpo6nema nemocTHOCTH OBITHS (0CO00€ ,,BpEMS — IPOCTPAHCTBO ") JTNY-
HOCTHU B CONPSKEHUH CO CMBICIIOM XH3HH U JIESTEILHOCTH — 3TO €Ille OfIHA
bunocodcekas mpodiiemMa, KOTopast peraercs KuHemarorpadgucTaMu mpH co3-
JAaHUW aHUMAIMOHHBIX (PMIIBMOB.

B douneme K Dnusze, myzvika JI. bemxosena (Dla Elise, pexwuccep Jacek
Kasprzycki, 1992) paccka3ana uCTOpHs 4eIOBEUECKON KU3HU: JIEBOUYKH, JC-
BYIIKH, >KeHITMHbI. Hecomuenno, nmepen Hamu repouHs XIX Beka, 00 3ToM
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TOBOPHT XY/IOKECTBEHHBIHN SI3bIK (DMIIbMA — PUCYHKHU BBIIIOJTHEHBI B TEXHHUKE
CTapUHHOI T'paBIOpPHI — B 4epHO-0esoif ramme. M numis oTenbHbIe AeTalH,
BO3YIIHBIN APUK M OPOIIKA-I[BETOK BHITIOJIHEHBI B IIBETE, KOHTPAITYHKTHPY-
IOIIEM JIPYT JIPYTY: PO3OBBIA — TOITy00, CHMBOJIMKA YKH3HU M CMEPTH. ABTOD
MOKA3bIBA€T HaM YCJIOBHBIM, BBIMBINIJICHHBIN, HO OHOBPEMEHHO PEasIbHBIN
MUP, CBOOOHO KOHCTPYUPYS OPUTHHAIBHBIA MPOCTPAHCTBEHHO-BPEMEHHOM
KOHTUHYYM. [IpenenbHO KOHIIEHTPUPYsI BpeMs — BCS )KU3Hb TE€POMHU TPOXO-
JIUT 32 HECKOJIBKO MUHYT 3ByYaHUSI MY3bIKQJIbHON MbECHl — XyJOKHHUK TO0H-
BaeTcs NyOOKOro CHMBOJIMYECKOTO O0OOIIEHHS — KOJOBPAIEHHS >KU3HU U
CMEpTH.

[IpoGnemy ,,BpeMEHHOCTh — BHEBPEMEHHOCTh * MOJIyCOB OBITHS JINYHO-
CTH B COTIPSKEHUU PEeaIbHOM KU3HH | ,,lIPOJIOJDKEHUS ce0s™ B COOCTBEHHBIX
TBOPEHHUSX PEIIAIOT CO3[aTeld aHUMAIMOHHBIX (DUIBMOB, TOCBSIIEHHBIX
JKU3HU U TBOPYECTBY BEJIIMKOIO MOJILCKOro komnosuropa @. [llonena.

dunsm Opunepuk lonen, Bansce h—moll, op. 69, Ne 2 (Fryderyk Chopin,
Walc h-moll, pexuccep Walderman Szakowski, 1996) — 310 My3bIKanbHas
ouorpadusi, CHMBOIMYECKOE 000OIIEHUESKU3HH KaKk 00pa3a JOPOrH >KU3HH,
HE CIly4yallHO MpPH MEPBBIX 3BYKaX MbEChl MOSABISETCS 00pa3 KOMIIO3UTOPA,
eyIIero B KapeTre. DTu ABa 00pa3a aBTOpbI (puiibMa CBSI3bIBAaIOT, BO3MOXKHO, U
MOTOMY, 4TO CTpacTHbIM >kenanueM Lllonena O6bu10 BO3BpallleHUEe HA POAMHY,
B ropsuo jrooumyto uM [oneury. My3bika Bajgbca — 3T0 00pa3 ero Mys3bl —
Kopsx Cann, 310 ucTopus J1t00BU, KOTOpas IpeodpakaeT YeloBeKa, U3MEHsIS
€ro JKU3Hb U POKIasi BIOXHOBEHHE K TBOPUECTBRY.

CHUMBOJIMYECKOE 3HAYEHHE XYIO0KECTBEHHOI'O OTKPBITHS, MPOOYKIACHUS
TBOPYECKUX CHOCOOHOCTEN uelIOBEeKa MOAHMMAIOT aBTOpPbI (puinbMa Dpude-
pux [llonen, Banoc a—moll (Fryderyk Chopin, Walc a—moll, pexuccep Aniela
Lubieniecka, 1996). My3bika, BoimeOHast cujia HICKyCcCTBa B LIEJIOM, MOJT00HO
JIeMHypry npeoOpas3yeT Bce BOKPYT — dTa HJIesl 3amedariieHa B 00pa3e TaHIly-
IONIeH IEBYIIKH, KOTOPAst OKUBJISIET 3aCTHIBIINE, OMEPTBEBIINE (HOPMBI, IPE/I-
METBI. ABTOpBI (hHIIbMa HCIIOIB3YIOT CUMBOJIHMKY MPOTHUBOIIOCTABIICHUS 1IBE-
Ta: roly0oi, KaKk CUMBOJI CO3MJIaHMUsI, U KOPHYHEBBIH, KAaK CUMBOJI KOCHOCTH,
naeptHocTH. DuneM Dpudepux [llonen, Panmaszus—sxcnpomm (Fryderyk
Chopin, Fantazja — Impromptu, pexuccep Monika Marlini-Madej, 1995),
my3bika lllomena cTpoutcss Ha KOHTpacTe 4epHO-Oenoro. bonbiime yepHbie
NTHUIBI ACCOLMUPYIOTCSI ¢ 00pa30M TPEBOTH, CMATEHHS, JyIIEBHOIO BOJIHE-
HUSI, TAHIYIOIIAst IEBYIIIKa B Oe7I0M — 00pa3 KpacoThl, YUCTOTHI. YepHO-OernbIii
KOHTPACT NOAYEPKUBACTCS COMOCTABICHUEM O€JBIX KIIABUIII  YEPHOTO (paka
posiisi. HeBoabHO B MaMATH aCCOLMATUBHO BCILIBIBAIOT CTPOKHM M3 CTUXOTBO-
penus b. [Tacrepnaka Umnposuzanus (ITacrepuak 2010: 34).

5,51 KJIaBUILIEH CTat0 KOPMUII C pyKU
Tlon xyionanbe KpbUIbEB, IIECK U KJIEKOT. ..

b. ITacrepnak
ABTOpBI pUIIbMa CKOHIEHTPUPOBAHBI HA CONPSKEHUH ayIUaJIbHBIX U BU-

3yaJbHBIX KOMIIOHEHTOB: ,,lTIOJICTHOCTH, ,, ABMKEHUE . Bce AuaioruyHo, Bce
€JIMHO: MBICIIb, TAHEII, )KU3Hb, IT0JICT, BJOXHOBCHUE.
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[TpoGremy ObITHS KaKk HHTUMHON, 0000 (POPMBI MUPOBUIACHHS, MUPO-
BOCHIPUATHS, MUPOIYBCTBOBAHUS, MUPOIIOHUMAHHUS, CBSA3aHHON C TYXOBHOM
OCBIO YEJIOBEKa, MPOSBICHUEM KPAacOThl COBEPIICHCTBA IOTHUMAET aHWMa-
moHHbI GuieM K. Cen-Canc, Jlebeow (C. Saint-Saens, Labedz, pexuccep
Aleksandra Korejwo, 1990). @unbpM 3auapoBBIBACT 3pUTENIS MIACTUYECKUM
pelIeHneM: MIaBHOCTh JIMHUH, MEPEIaloNINX IBIKCHHE HE TO JIeOe s, He TO
JIEBYIIKA B COYETAaHUM C HEOOBIKHOBEHHO YapyIOLIeH MO KpacoTe MeEJOIuH,
ACCOILIMMPYETCSl C M3BECTHBIM XopeorpaduueckuM HOMEpoM OaneTmeiicrepa
M. ®okuHa, crienHaIbHO TOCTABICHHBIM JUIsi OanepuHbl AHHBI [1aBiIoBOI.
My3blka CHMBOJIM3HPYET KPACOTY, BBIPA3UTEIIbHOCTh, COBEPIICHCTBO, TY BbI-
COTY, 10 KOTOPOH MOAHSIICS AyX YenoBeueckuid. Terublii, ,,0apXaTHbIN TOI0C
BHOJIOHYEJH, UCTIOIHSIET TUIAaBHYIO0, TIEBYUYIO0 MEJIOANIO Ha ()OHE CIIOKOIHOTO,
KaK I71a/ib 03€pa, aKKOMIIAHEMEHTA.

AHUMaMOHHBIN (DUIbM, OOPALIEHHBIN K KIACCHYECKOMY MY3BIKaTbHOMY
MIPOM3BENICHHIO, BHICBEUMBAET U MPOOIEMY MPOSBICHUS JTMYHOCTHO CBOEOOpas-
HOTO UH/IMBUIyaJIbHOTO TBOPYECTBA, €T0 0ObEKTUBHBIX M CyObEKTUBHBIX XapakK-
TEPUCTHK (CTUJIS, MAHEPbI, TEXHUKH ) KaK BO3pACTaHUsI KPEATUBHOCTH OBITHSL.

ABTOpHI priibMa B nemiepe ropHoro kopoiisi, My3bika D. ['pura u3 crouTbl
Ilep Tlonm (E.Grieg, Suite Peer Gyunt. In the Hall of the Mountain King, pe-
sxkuccepWitoldGiersz, 1996) nepenocsitHacBckazouHytoHopeeruto ¢ ee Grop-
JTaMH, OTBECHBIMU CKaJlaMH, BEJTUKOJICTHBIMH MOPCKUMHU Tei3aKaMH, BBITION-
HEHHBIMU B T€XHUKEe akBapenu. Crenys 3a pa3BUTHEM MY3bIKaJIbHOM MbECHI:
YCUJIGHUEM JWHAMUKHU, TeMIa, YINIOTHEHUEM (akTypbl, UTPOA TEMOPOBBIX
KpacoK OpKeCTpa, MyJIbTUILTUKATOPbI BEICTPAUBAIOT CKA30UHBIN CIOJKET: Fepoid
¢unbMa, HaANOMUHAIOMIMK THOMa, B30MpaeTcsi Ha ropy, HaOmogaer madar
CJIYT TOPHOTO KOPOJIsl, KOTOPBIA PYKOBOIUT JAUKOM IJISICKOH.

B annmanmonnbix punsmax K. Jledrocen, Jeuocenue, Apabecka (Claude
Debussy, Movement, Arabeska, pexxuccep Ebzbieta Kamienska, 1994) aBropsr
BBIOMPAIOT KUBOMKUCHOE PEIlIEHUE — MepeMellleHue a0CTPaKTHBIX IMSTEH, JIU-
HU, TPaHCPOPMUPYIOIINXCS B TeOMETpHUYECKUE (DOPMBI — ITOTYEPKUBAs 3610~
KOCTb, Pa3MbITOCTb MY3bIKQJIbHOW (PaKTyphl, PUTMHUYECKYIO, TAPMOHUYECKYIO
cBoOoxy m3noxenus. Kommnosumus ¢punbpma, He CBI3aHHAs CIOXKETOM, TUKTYET
CBOM 3aKOHBI Pa3BUTHS. DTO MHOTOLBETHE KAPTHHBI MHUPA 3aMeYaTeNbHO T1e-
penano B cruxotBopennu M. Bonommuna [Bomommn, M. 2001: 266].

,,Kak MHe OJIM30K U TOHSITEH
DTOT MHp — 3€JICHBIN, CHHUH,
Mup >KHBBIX, TIPO3PAYHBIX TISATEH
W ynpyrux THOKUX JTUHUH .

M.Bonomms (U3 mukia HHapusic 1902)

Bomtomast mHAMBHAyallbHOE MPEICTABICHUE O BBICIIEH TapMOHUU M
COBEpUIEHCTBE, aBTOP CO3Aa€T 0CO00€ MPOCTPAHCTBO — BPEMS, B KOTOPOM
00HapyKMBAa€TCs CYLIECTBOBAHUE XYIOKECTBEHHOW HJI€H, KOHIIEHTPUPYIO-
e CMBICIIOBOE JUAJIOIMYECKOE OTHOIICHUE ,,My3blKa — aHUMauua'. Xyno-
’KECTBEHHBII 00pa3, KaKk 3aJJaHHOCTb TBOPYECTBA, OOBEANHSIONIAS MY3bIKY U
AHUMAILIMIO, ONPEAEIISAET MPUPOY HOBOTO HIEHHOCTHOTO CMBICIONIOPOKICHUS.
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3axnouenue

TakuMm 06pa3om, MOKHO yTBEP)KAATh, YTO KIACCHUECKHE MY3bIKaJIbHbIC
IIEZIEBPBI YaCTO BJOXHOBIIIIOT MAacTEPOB PAa3HBIX BUIOB HUCKYCCTBA: XYIOXK-
HUKOB, JINTEPATOPOB, Xopeorpados, apTUCTOB Oanera U 1ap. My3bIKaJbHBINA
06pa3 JacT TOJIYOK K HOBOMY MPOYTCHUIO, BbI3bIBasA OTKJIMK JIMYHOCTHBIX aC-
commanuii. CpeacTBaMH pa3HbIX BHIOB MCKYCCTBA MY3bIKaJIbHBIA 00pa3 Mo-
’KET HHTEPIPETUPOBATHCS B IIBETE, B CJIOBE, IUTACTUKE U JIP., KOTOPHIE C OTHON
CTOPOHBI, U3HAYAJIbHO HE3aBUCUMBI B MaT€pHraJI€, OJJHAKO PUTMHUYCCKU, NHTO-
HAIIMOHHO, CEMAaHTHUYECKH 3aBUCUMBI APYT OT Apyra. [rybokuii aMOImoHab-
HBIN CJICA, IIOTOK accounaunifl OT IMPOCIYIIAHHOTO MY3bIKAJIbHOTO MPON3BE-
JACHHA YaCTO SABJIACTCA MCTOYHHUKOM BIAOXHOBCHUSA JIA €0 UHTCPHPCTALIUU,
BOILUIOIICHUEM B MaTepualie JPYroro BUIA HCKYCCTBAa. BBIpa3sUTENLHOCTH
Xy/JIO’)KECTBEHHOTO 00pa3a aHUMAIMOHHOTO (UJIbMa 3aBUCHUT OT €JMHCTBA U
COOTBETCTBHA LBCTOBBIX, NPOCTPAHCTBCHHO-BPEMCHHBIX, INIACTUYCCKUX PC-
IIEHUH MY3BIKQJIbHOMY 00pasy, CONMPsHKEHHBIX C MTyOOKUMH 00OOIICHUSIMH
duocockoro, KyabTypOoJIOTHIECKOTO, IIEHHOCTHO-CMBICIIOBOTO XapakTepa.

B anumanmonHbpIX (uimpmMax mpobieMa HHTEPIpPETaul KIacCUuYeCcKoro
MY3BIKQJIBHOTO MIPOM3BENICHHSI PEIIACTCS Pa3HBIMK CIIOCOOAMU: Yepe3 peau-
CTUYECKOE, CIOKETHOE WM a0CTpakTHOE, Oosee 0000IeHHOEe H300pakeHHE.
B OJHUX ClIy4dasaX XYAOXKHHUKH aKHCHTUPYIOT BHUMAHUC HAa XYJO0XCCTBCHHOM
o0pase, mooupast MaTepuall Jisl €ro aJeKBaTHOTO BU3yalIbHOTO BOIIJIOIICHHUS,
B JIpyTUX CillyYasX, OTTAJIKUBAKOTCS OT JIMTEPATyPHOIO CIOXKETA, [IOCIYKUBIIIE-
r0 OCHOBOW JUIS CO3J[aHUsI KOMITO3UTOPOM MPOTPAMMHOTO COYMHEHMsI. MOX-
HO BBIJICJIUTH U TPYIY (QUIBMOB, B KOTOPBIX COYETAIOTCS OHOrpaduueckoe
MOBECTBOBAHUE O KOMITO3UTOPE U MY3bIKAJILHBINA MaTepuall, IPHHAICKAIHN
cyObekTy Ouorpaduu.

PaccmarpuBasi mpo0ieMy aJeKBaTHOCTH BU3yalH3allMU KIIACCHYECKON
MY3bIKH B @aHUMAlIMOHHOM TBOPYECTBE IMOJILCKUX U PYCCKUX KHHEMaTorpadu-
CTOB, MOXXHO YTBEP)KJaTh, YTO XyIAOKHUKU CO3/AIOT (DUITBMBI, BBISBIISISI CBO-
eoOpa3Hble 0COOEHHOCTH XYJO0KECTBEHHOTO CTHJISI KOMIIO3UTOPA U €ro 3TO-
XH, OCHOBBIBASICh Ha COOCTBEHHOM ITOYEPKE TBOPYECKON MHAMBHYATbHOCTH.
3HAUNMBIMU JUTSI UHTEPIPETALNN MY3bIKaJIbHBIX KIACCHYECKHX ILEIEBPOB B
AQHMMAIUK SIBJISIOTCS CIIEIYIOIIME MapaMeTphl: BBIPA3UTEIBHOCTD XYIIOXKE-
CTBEHHOTO 00pa3a W €ro COOTBETCTBHE MYy3bIKAJIILHOMY 00pa3sy; riyOokue
0000mmenus punocodckoro, KyIbTypOIOTHIECKOTO, IEHHOCTHO-CMBICIIOBOTO
XapakTepa; YpOBEHb CHMBOJHM3AIMU, ACCOIMAIMAaTUBHOCTH; COOTHOIICHHE
MY3BIKQIBHOTO M M300pa3uTeIbHOr0 o0pas3a Mo CTeneHu aOCTPaKTHOCTH —
KOHKPETHOCTHU;pPELICHUE MPOOJIEMbI TPAIUIIMU — HOBAaTOPCTBA; MCIIOIb30Ba-
HHE JINTEpaTypHOTO HAappaTUBa KaK OCHOBBI ISl IPOBEACHUS CIOXKETHOH JIH-
HUH MY3BIKaJIbHOTO (puiIbMa (7151 MPOTrpaMMHBIX MY3bIKaJIbHBIX COUYMHEHHN);
oObenmHeHNe (hakToB OMOrpaduu KOMIIO3UTOPA M €r0 MY3bIKAIBHBIX TIPOH3-
BE/ICHUH; pPacCMOTpeHHe MPOOIEMBI ,,BPEMEHHOCTh — BHEBPEMEHHOCTh ' MO-
JyCOB OBITHSI TMYHOCTH B CONPSDKEHUH PEANbHOM JKU3HHU U ,,TIPOJOIDKCHUS
ce0s B COOCTBEHHBIX TBOPCHHUSX.
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Ol’ga Vasil evna Bochkareva

THE INTERPRETATION OF CLASSICAL MUSIC IN POLISH AND
RUSSIAN ANIMATION AS A BASIS FOR CREATIVE DIALOGUE

Summary

Animated musical film, lying at the intersection of the two creative worlds and rep-
resenting a dialogue between the musician and painter, is a living process of the visual
interpretation of the artistic image of a musical work. A dialogue between the director of
an animated film and the composer of a musical masterpiece can take place only if there
is intonational (term used according to B. Asaf’ev’s writing) “equalization” of the artis-
tic and validation determinants of merger-related, personal, emotional states. The author
emphasizes that within the artistic image of an animated film, the inner essence of the “I”
is made on the basis of the artist’s expression, the unity and consistency of color, sound,
plastic solutions, coupled with deep philosophical generalizations, cultural, and value-se-
mantic in their nature. The article provides examples of interpretations of classical music
masterpieces in animated films by Russian and Polish filmmakers.

[Momyueno 23.5. 2016.
CormacoBano k nevgaru 7. 9. 2016.
O0o3peBatenbHast CTaThs
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My3uxorpaduja Becnuxa Jyyicnocnosenckoz neeaukoz casesa
(1935-1938)"

Anekcanmap Bacuh!
Mysuxonomku uHCTUTYT CAHY, Beorpan

Armncrpakr

OcHoBaH 1924. ronune, Jy)KHOCIOBEHCKH IIEBAYKH CaBe3 je IPEKO jeIHe JIele-
HUje 0o Oe3 concTBeHora racuia. Mapra 1935. nokpenyt je Becnux JIIC-a
U C IPEKUIMMA je U3J1a3uo 110 kpaja 1938. BecHux je Ha IPBOM MECTY AOHOCHO
BECTHU U MPUJIOTE U3 KHUBOTA JyTOCIOBEHCKUX MEBAYKUX ApymTaBa. Mehytum,
y TOM IVIaCHJIy HAllUIM Cy c€ ¥ OOMMHUjH OIJICIH O XXMBOTY U pamy AoMahux
My3u4apa MpOIUIOCTH M CaJAlIbOCTH, HAMKMCH O TEXHHYKMM HpoOieMuMa
XOPCKOT TeBama, KPUTHUKO-aHATUTHYKH MPUKA3H XOPCKHUX U3/Iama U 1ap. Y
OBOj CTY/IMjH Jaje Ce aHallu3a CTPYKTYpE, CaapiKaja U HJICOJOIIKe miardop-
Me oBor yacomnuca. OBO je TpBa HayyHa CTy/auja mocBeheHa OBOM IIIACHITY, a
npaheHa je U ’beroBOM MOTITYHOM OHOITHOTpadujoM.

Kibyune peun
Becnuk Jyscnocnosenckoe nesaukoe caseza, Munenko YKuskosuh, bpanko M.
Jparyrunosuh, Munoje Munojesuh, cpricka My3uuka nepuojauxa — XX Bek

logune 1924. ocHoBaH je Jy>KHOCIIOBEHCKH ME€BauKu caBes. Buie ox jen-
HE JICLIEHUj€ OH HHj€ MMAo CONCTBEHO Iacuio. Ty yimory BpILIMO je Hajupe
qacoric Mysuka (1928-1929), a morom [acnuxk Mysuukoe opywmea Cman-
kosuh (o1 HOBeMOpa 1929. no kpaja uznaxema npee cepuje yaconuca 1934).
Ta nBa yaconuca, a noce6HO [ TaCHUK, UCLPITHO CYy U TEMEJbHO MpaTHiia paj
Casesa. KparkoBekocT je obenexje Hajpeher 1ena MehyparHe cpricke My3Hyke
NEPUOZIMKE, a B0j C€ MPUAPYKY]E€ U CHHKOIUPAHOCT M3Naxemwa. Tako he [ac-
Huk Mysuukoe opywmea Cmankosuh myHe Tpu roquHe outu yrames (1935—
1937). Tana je Jy)KHOCIIOBEHCKH MEBaYKHU caBe3 OMO MPUMOPAH Ja C€ OCIOHU
Ha COTICTBEHE CHare u'y Maprty 1935. mokpeHnyo je cBoj Bechux.

Becnuk Jyscnocnosenckoe nesauxoe cageza n3nasuo je of Mapra 0 1935.
o HOB6M6pa 1936. Ilocne may3e o jenaHaeCT MECEIH MOYeo je TIOHOBO Ja
n3nasu y janyapy 1938. On mapra g0 centemOpa Te ToIUHE HUje U3/1a3H10, 1a
O ce 3aBpIIHY MMOKYIIIaj OAUTPA0 O OKTOOpa 1o neremopa 1938. Tocre Tora
BHUIIIC HUje OOHABJbaH.

* OBa cTy/Hja Mpe/cTaBsba Pe3ynTar paja Ha npojexty Moenmumemu cpreke Mysuke 00 TOKATHUX
00 2nobannux okgupa. mpaouyuje, npomene, uzazosu (6p. 177004), koju punancupa MuUHHCTAPCTBO
MIPOCBETE, HAyKe U TEXHOJIOIIKOT pa3Boja Buane Penyonuke Cpouje.

L alvasic@mts.rs
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VYkynan 0poj 00jaB/beHHX CBE3aKa je ABaieceT YeTupu: TokoM 1935. nza-
TIJTO je ocaM cBe3aka, y 1936. ronunu jenanaecrt, a 1938. et 6pojesa. 3ammi-
JbCH KA0 MECCYHHK, BecHuk je HEPETKO pealn30BaH Kao JBo0poj, TpoOpoj 1
geTBOpoOpoj. Hu 6p0J CTpaHHWIIa YHYTap jeJIHEe CBECKe HE 0j1aje CTAaOMITHOCT:
kpehe ce ox cemaM CTpaHMIa 10 TpuaeceT nBe crpaHmie. Mnak, Hajuenthu
0o0uM jecTe ocaM CTpaHHMIIA ¥ 3aCTYIJBEH je Y ocaM Opojena.

[IpBu ypenHuk OHMO je KOMIO3UTOP M MY3MYKH KpuTHUap MHUIIEHKO
JKuskoBuh, y oHO 106a rm1aBHU cekpeTap Jy>KHOCIOBEHCKOT IIEBAYKOT CaBe3a.
VY janyapy 1936. Ha meroBo Mecto momao je aupurenT Munan bajmancku.
JInuHOCT ypenHuKa MEHaHa je y joll TpU MpUJIMKe: reHepal y nensuju Cae-
tucias T. CumoBuh (jyn 1936), Cranuma K. Ceneposarn, rmaBau tajuuk Ca-
Be3a (janyap 1938), u majnocne, Munan Byjun (ox okroGpa 1938).

N360p HazuBa 3a OBy myOIHMKaIKjy HUje Ono ciayyajaH. BecHux je Tpeba-
710 1a Oyzie IIacHHUK, a He IIMPOKO MOCTaBJbeH yaconuc. OCHOBHHU IHJb OUIIO je
(mehycobHo) nHbOpMUCaHE 0 paay MEBAUYKHX JKyTa U XOPOBa 00jeIUHEHUX Y
Jy’KHOCIIOBEHCKOM MEBAYKOM CaBe3y. 3aT0 y OBOME IVIACHITy YUTaMO O KOHIIEP-
THUMa 1 KoHrpecuma CaBe3a, IpaTuMO MO3HMBarba MeBava Ha MPETIUIaTy Ha U3-
nama JIIC-a, 3aro ce pehajy npurogne O6ecesie ¥ TEKCTOBH KOHKYpca. BecHux
je IparolieH U3BOp IMojaraka o pajy HalIUX XOPOBa U MEBAYKUX IPYIITaBa Y
rofMHama KaJjia Cy rneBadka JpyIlITBa JOKHBJbaBasa 030MIbHY KpU3y, HACTOja-
JIa ¥ yCIIeBasa 1a 3aJpKe CTaTyC 3Ha4ajHUX yCTaHOBA HALICT My3HYKOT KHBO-
Ta. AJ‘II/I Jia BUIUMO J1a JIH je Bechuk y IOTIYHOCTH 0CTA0 CaMo ,,00aBeILITajHH
Meyj”, ¥ J1a JIi Ce Y OBOj 30UpLM OJf CTOTHHY JCBETHACCT YIAHAKA, KOIHKO
M3HOCH YKYITHA MPOAYKIIMja OBOT TNIACHHUKA Jy»KHOCIIOBEHCKOT ITEBAYKOT CaBe-
3a, HaXoJIe U JIpyrauuju My3ukorpadcku cacraBu. Y oBoM paay 3anumahe Hac
u uaeonoinka miargopma Becuuka. Ilohumo on me.

Yaconuc je orBopeH yBogHOM pedjy ypeauuiTsa (Urednistvo 1935). Tlo-
3HABAOIM CTHJIA U YBEpEHa — EHEPrUYHO CAOMIITCHUX yBepewma — MuieHka
’KuskoBuha, oBzie he mpeno3HaTi BEroB CHaXKHU ryac. J[Be eJ10KBEeHTHE cTpa-
HUIIE CUTHHUjET CJIOTa OBE YBOJHE PEYM UMajy CaMo jeAaH IHJb: Ja YHTAOLEe
nozicere, Wik, 00Jbe: ONMOMEHY Ha 3Hauaj Jy)KHOCIIOBEHCKOT TIEBAaYKOT' CaBe3a
Y Ha HEONXOAHOCT (My3HM4KoOT) jenquHcTBa y KpasseBunu Jyrocnasuju.

O301JbHO JIOBE/ICHA Y MUTAE Ueja 3ajeTHUYKE JYTOCIOBEHCKE JIPiKaBe,
TOTOTOBO ITOCIIC ATeHTaTa Ha Kpasba Anekcanzpa IIpsor Kapahophesiha, nma-
na je 1a ce Opanu u Ha mozpy4jy Mysuke. IlosHato je 1a 10 Kpaja nocrojama
NIPBE jyTOCIOBEHCKE 3ajeJHHIIe XPBAaTCKH Ij€BauK/ CaBe3 HUje MPHUIIA0 Jyxk-
HOCJIOBEHCKOM I1€Ba4YKOM caBe3y.” To cTallHO OTBOpEeHO muTame onrtepehuba-
70 je pax JIIC-a, HApOYUTO y WHOCTPAHCTRBY, I7IE€ CE OYCKUBAJIA jeIMHCTBEHA
opraHusaiuja 3a ey JApKaBy.’

Munenko JKuBKkoBuh Ha MOYETKy OBOT YBOJIHHKA Ofaje NMPH3HAMKE Ha-
[IMOHATHUM CaBE3MMa — CIIOBEHAYKOM, XPBAaTCKOM M CPIICKOM — 33 FbHXOBE
HCTOPHjCKE 3aciayre y o0nacTy IUpPEHa HAMOHAIHE CBECTH M 3a KYJITYPHY
JIEJIaTHOCT, Tj. MPOTAraHy y MUPOKHM HAPOJHUM CiiojeBuMa. Tu cy case-

2 Bumern: Anonim 1984: 353; Anonim 1984a.
3 Bugmern: Bacuh 2012: 181.
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3u, kaxe JKuBkoBuh, ,,sa puno Casti odigrali svoje znatne istorijske uloge”
(Urednistvo 1935: 1). MehyTtum, mocie nmpBUX JBejy pedeHHUIIa C OBUM CaJlp-
’KajeM, OH TIpera3y Ha IJIaBHU 3a/1aTaK CBOT YBOJAHHKA, a TO je (hpEeHETUIHO 3a-
Jarame 3a jefaH U JeAMHCTBEeH Jy)KHOCIIOBEHCKH TIEBAUYKU CaBe3, M 32 CHAKHO
JjyrocioBeHCKo jenuHcTBO. Munenko JKnBkoBuh He roBopH KakaB he caapikaj
JIOHOCUTH HOBH Yacomuc; oH He peha pyOpuke u teme Oymyher mmacuia; 3a
FHETa je BaXKHO CaMo JeHO: ouyBame jequHcTBa CaBesa U 3eMJbe.

VYBopHMYAp HHUjETHOM pEYjy HHUje NMOMEHYO XpBAaTCKU IjeBayKu ca-
Be3, anu je (0) OICYTHOM ,,0lOHEHTY  mopyuuo cienehe: ,,Sve, dakle, Sto u
juznoslovenskom pevastvu pretstavlja umetnicki najsavrSenije i nacionalno
najzdravije, prislo je Juznoslovenskom pevackom savezu, ¢ija su vrata uvek
Sirom otvorena svakom dobronamernom i iskrenom trudbeniku na polju
horske umetnosti” (Urednistvo 1935: 1).

3a nucia oBOr IpoJiora MUTamke JyKHOCIOBEHCKOT MEBAaYKOI caBe3a He-
PAacKHUIUBO j€ MOBE3aHO C MUTambEM JpXKAaBHE UACOJIOTH]e, U 3a By ce U 6opu
Munenko XKuskouh. Hanme, oH HOBM yacomuc BUAM KA0 MECTO KPo3 Koju he
Cce JIaBaTH TMPEKTHBE ,,Za vaspitanje neupuéenih ili kolebljivih snaga u smislu
integralnog jugoslovenskog nacionalnog i kulturnog jedinstva... ” (Urednistvo
1935: 2). 3a kageHIly 4iaHKa cadyBaHa je JieBu3a Biajajyhe m,ueonomje ze-
Bu3a CaBesa u Becnuxka, Takohe nesuza Munenka JKuBkoBuha: jeqHa qprxasa,
jenan Hapon, jenan Cages.

OBaj UIICOJIOIIKH TPOIIAC YMECTO YBOJHUKA C BHIIIE KOHKPETHUX MY3HUKHX,
CTPy4HHX aMOULIMja HAMCE,CHUX HOBOM YaCOITACY, OTBPHUBAH j€ y HU3Y “IIaHAKA.

Tako je Becnux y cBOM mpBoM 0pojy o0jaBuo roBop ®pana bakyrmana,
npeacennuka [leBauke sxyne ,,llITpocMajep”, HA KOMEMOPAaTUBHOM KOHIIEPTY
onp:kaHoM neremopa 1934. y 3arpedy, y crioMeH Ha cTpajayior Kpajba AJek-
canapa. OBa noayxa Oecela cacTaBjbeHa je ca CHaXKHUM eM(baTI/IqKI/IM Ha-
6ojem. Kao npBeHa HUT y TEKCTy c€ MPOBJIAYM 3aBETHA MHCAO O jEAMHCTBY
JyrocnaBuje u weHor Hapona. bakyman kpaska BHIM Kao ,,Onoga, u kome su
oliCena nastojanja svih nasih plemena od vjekova, nastojanja oko stvaranja
jedne, ]edlnstvene Jake Jugoslavije” (Bakusan 1935: 4). Bakyman kaxe aa je
KpaJb OIIaKaH JCHaJI/IMa jeone (moas. A. B.) HaLII/IJC Ogaj nameHT ce 3aBplIaBa
3aKJIeTBOM: ,,A mi ¢emo cuvati Jugoslaviju zato jer smo je htjeli, zato Sto je
volimo, zato jer smo za nju ginuli i na bojnom polju i na vjesalima, zato — jer
nam je to rekao na$ Kralj” (Bakusan 1935: 5).

VY noBopuu capagHuka ,,BecHnka Jy)KHOCIIOBEHCKOT' T€BAaYKOTl caBe3a’
KOjH Cy OpaHMJIN HJIE]y JyTOCIOBEHCTBA, JyTOCIOBEHCKE capamke U OpaTcTaa,
HAIIUTH Cy C€ ¥ TMOTIHCAHU ¥ aHOHMMHU ayTopu. Y JBOOPOjy 3a anpuil U Maj
1935. apXHMaHIPUT Credan UMnkuh 3acTyrnibeH je OTNCEKHUM TOBOPOM Ha
KoMeMOopaThBHOj ceaHui Cpricke IpkBeHe meBadke aApyxune y Comobopy,
Ha CEJHMIM MOCBeheHO] HAIlMOHATHOM pamHuKy JoBany-Jouwm JlamomieBuhy
(1870-1935).* YV oBoM wiiaHKy J10cTa ce moapooHo uznaxe JlanomeBuhes xu-
BOTOIINC, C TOCEOHNM HAIJIACKOM Ha H-ETOBOM 3HAUajHOM YJENy y paay Te-
Baukux ApymraBa Combopa. Unejna crpana JlanomesuheBor KyaTypHO-IIO-
JUTHYKOT aHTa)XMaHa IpPUKa3aHa je Kpo3 HEeroBa HACTOjamka OKO OCHUBAMHA
Cage3a cprckux nesaukux apymrasa (1911), unju je Ouo npencennuk. Mehy-

4 Brorpadujy J. Jlanomesuha Bunetn y: Maprosuh 2011.
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THM, TIOPTPET MMPEMHUHYJIOT He OM OMO TOTITYH J1a C€ HUje M3IBOjUO HETOB pajl
Ha JYyrOCJIOBEHCKO] capammu. Apxumanapuh Wnkuh npukasyje Jlamomesnha
Kao JIMYHOCT KOjOj je OMo IajeK CBaKH ,,IUIEMEHCKHU ceraparu3aM’ W HaBOAH
noxatke o KoHTakTuMa J. Jlanomesuha ¢ XpBarckuM mjeBayKuM CaBe3OM y
3arpeOy u CaBe3oM CIIOBEHAUYKUX TeBauykux npyxuHa y JbyOrsanu. U umaeja
CIIOBEHO(MIICTBA UMaJa je cBor npucraiuiy y JoBany Jlamomesuhy, ma C.
Wnkuh nomume u meroBo oopahame CaBe3y YElIKMX MEBAYKUX JPYIITaBa y
[Tpary (Ilki¢ 1935: 13-19).

W menornucany ayTopu Cy 31yIIHO moHaesbamu JKuskorheso ejepyjy
u3 yBogHMKA Becnuka, pehajyhu npumepe koju cy To norsphusaiu. Taxo je
HEMOTIUCAaHHU CapaJHUK CAacTaBHO OOMMAaH YJjaHAK y 4acT JIBaJECeT IMeTe ro-
JUIIBUIE YMETHUYKOT pajia KoMIo3uTopa u aupureHra Ceertonuka [lanrha-
Ha, MPBOT ApPTUCTUYKOT Bohe JyKHOCIOBEHCKOT MEBaYKOT caBe3a (Anonim
1935: 20-22). Tekct je kpuaT noganuma u3 ouorpaduje u CTpy4dHOT aHTaXK-
MaHa CJIaBJbEHUKOBOT, U Y TOM CMHCITy j€ KOPUCTaH Kao W3BOp JaHAIIHbUM
uctopuuapuma mysuke. CaomnmreHe cy U BeoMa 3HayajHE YUEHEHHIIE, TIOMyT
oHe na je ITamrhan npBU Koa HAC yBeO JyXOBHE KOHIIEPTE y IPKBY, T Ja j€
MIPBU KOMIIOHOBAO JIMTYPrUjy Koja YKJby4yje MHCTpyMeHTaIHu aHcamo:i. [o-
€HTa je OCTaBJbCHA 3a TOCIEAmhY PEUHHIlY TeKcTa: ,,JJugoslovenska muzika
mnogo duguje Svetoliku Pas¢anu, jer je posle rata bio Pas¢an prvi i jedini
Srbin dirigent koji je u istoj meri 1 podjednako propagirao dela hrvatskih 1
slovenackih autora, Sire¢i ideje jugoslovenstva” (Anonim 1935: 22).

Huje morpebno mpoay:xaBatu c ,,JokazuMa” 4BpcTe BecHuxoge Bepe y
jyrocioBeHcTBO. [ToMmenumo jorr camo roBop renepana Ceerucnasa T. Cumo-
Buha, npeacennuka JIIC-a, Ha GeorpagckoM KOHIEpTY 3arpedbadkor Jyrociuo-
BEHCKOT aKaJIeMCKOT Xopa ,,Mianoct — baykan” u \beroBor qupureHra Jakosa
I'otoBua, mapta 1936 (Simovi¢ 1936: 18). T'oBop je TIPUTOJaH U Ha6njeH eMo-
jama. CyCTIKY Ce H3pasu KojH CYTepHILy jeMHCTBO | jeaHOMyje: Opaha,
Jyrocnosercku 3arpe0, sena necvma Opara Xppara, 3ajelHi4Ka, Oparcka jyro-
CIIOBEHCKA 11eCMa, JyroCIoBeHCKH beorpa.

Becnux Hu'y je/HOM TPEHYTKY HHjE OACTYIHO O jyTOCIOBEHCKE HJICO-
nomike iatgopme. Octao je BepaH uaeju kojy je Munenko JKuskouh 6e3
U HajMame CyMIbe y BeHY CHAary M OJPXKHBOCT 3aCTyIao Y YBOJHOM CIIOBY
HOBOIIOKPEHYTOT Jacouca. YOUCTBO Kpajba M3a Kora Cy CTajalie XpBaTCKe
ycraiue ¥ YHyTpalliiba MakeJOHCKa PeBOITyLiHOHapHa opranusauja (BMPO),
HH]E TI0KONIEOa0 yPeAHHKE U Jy)KHOCTOBEHCKH TIEBAYKH CaBe3 y WICJH YHjU
je 3aTouHHK Ouo Kpasb. Y Bechuxy HeMa CIUKE MOJUTHYKE PaciiojeHOCTH
KpaseBune Jyrocnasuje, Ap>kaBe Koja ce€ TOKOM TPUAECETUX TOJMHA HAIIa
y Benukoj kpu3u. Kao 3Banmuno rmacuio JI1C-a, Bechux HHUje HX MOTA0 OfI-
CTYIIUTH OJI TIpaBIia KojeM je cam CaBe3 0CcTao BepaH. BecHuk HUje 3aMHUIIIbCH
Kao MECTO CyueshbaBama PAa3IMIUTHX yBepema W 00jeKIHMja W 3aTO je CITMKa
JyrocnaBuje y eMy ,,3BaHUYHA” ¥ peIyKOBaHa.

Wznenalyyjyhe je na je Bechuk 06jaBuo camo jeaaH TEKCT mocBeheH mpo-
OnemMrMa XOpcKe MHTEpIpeTanje U TEXHUKe. 3aucTa, Of JIUCTa KOju je Oho
OpraH IeBavKoOI caBe3a, 04eKUBAIIO OH Ce BHIIIE CTPYYHE, €TyKATHBHE MMaXKHHe
npeMa XOpPHCTHMA, XOpOBUMAa W IUpUreHTuma. Mmak, mpobnemu ¢ Kojuma

188



Anexcannap Bacuh Mysuxkorpaduja ,,BecHuka Jy>KHOCIOBEHCKOT IEBAYKOT caBe3a’”

ce cyouaBajy YpeIHHIM YacoIKca MOApa3yMeBajy HaJlaKeme U 3aapKaBambe
KBaJTM(PHUKOBAHUX capaJHUKa. A Becnux je M3J1a3U0 KPAaTKO U HEPEIOBHO U
HUje ycreo aa okynu Behu Opoj My3WdKHuX nucana. ¥ HeJIHHA HOCMaTpaHo, y
Becnuky JIIC-a ayTOpCKUX LITHBA UMa MaJIo.

VY ueTBOpOOpPOjy 3a jya — centembap 1935. Munenko JKuskosuh je o0ja-
BUO TEKCT IOJ HAcIoBOM ,.EnemenTn xopcke unrepmperanuje” (OKuskoBuh
1935a). J)KuBkoBuh HEeMa BUCOKE TEOpHjCKe MM ecTeTHuke amOunuje. beros
b OMO je J1a MpeoYr OCHOBHE — OH Kake: 00jeKTHBHE HPETIOCTaBKe 3a
MOCTU3akE YCIIEJIOr TyMauemha My3HuKor fena. OH je CBOj WwiaHaK MOAeINO y
naparpade y kojuma je enabopupaHo JeceT YNHMUIIAla My3UUKe HHTepIpeTa-
1yje: o0pazoBame TOHA, TEXHUKA AUCaka, IUKIINja, PUTMHUKA, METPHKA, TUHA-
MHKa, apTUKyJaluja, akeHTH, (ppa3upame 1 aroruka. JKuskosuh nuiie jacHO
u jenHocraBHO. Mako je mpeamer meroBor Hamuca CTpY4YHOI KapakTepa, OH
j€ TOCTUTa0 BUCOK CTENEH PasyMJBUBOCTH, YaK U 3a YUTAOIE 0e3 3HATHUJUX
MY3UYKHX 3Hama. To je o4uTo M OMo meroB 1usb. OH je MHcao y IIacuily
HaMEHCHOM XOPCKHUM IeBaYnMa, a BehuHa mUX HUCY OWIH TpodecuoHaTHA
My3uuapu. PeneTutopuj ocHOBa, HENPETEHIIMO3aH U CaKeT IPAKTHYHH CaBeT-
HUK, TO je ofpeheme oBora CTpyyHOr WiaHKa HalmMCaHOT 0e3 BHILKA CTPYYHE
TEPMUHOJIOTH]E.

Mehytum, c Musnenkom XKuskoBuhem Becruk JyscHociosenckoe nesauxoe
casesa 3aKOPadno je Uy CTPY4Hy aHaIu3y U KPUTHKY Kommosuimja. Hamme,
TOCJIEe AYTOT IIEPHOJIA y KOjeM je IIUTahe ITaMIara HoTa y beorpajty Ouio He-
petero, JIpxxaBHa wramiapuja Kpasesute Jyrociasuje Habasuia je onpemy
HOTpeOHY 3a MTaMIamke My3UUKOr MaTrepujaia, u roquse 1935. nojaBuna cy ce
npBa U3/1ama Jeia JoMahnux KoMIo3UTopa y U3/amy Te ITaMIapuje.

Munenko JKuskoBuh ce y Becnuxy JIIC-a ocBpHyo Ha XOpcka Jena
JIBOJUIIE HAIIMX KOMIO3UTOpa: Ha Jlumypewjy u Ilomen Jocupa Mapurkosuha
(ZleOVIC 1935b) u Ha Tyx)0amuny Kyoa cu nam ynemuo Kocre Manojnosuha
(Zivkovié 1935v). TIpuctyn u nocrynak Munenka JKuskosuha y OBHM utaH-
M JISTUTUMHUCAHU Cy N300pOM IMOTITYHO MPOQECUOHAIHOT, CTPYYHOT je3HKa;
HE BUJIE CE ’KeJba U HAIOP Ja CE CMAbEeheM (PPEKBEHIIN]Ee My3HUKEe TEPMUHOIIO-
ruje npuhe Omke YnTaoly (XOpckoM nepady, wiany Capesa), KOju je BEpOBaTHO
camo JeyOutesb Mysuke. XKuskouh muie o GpaxTypH, XoMOQOHH]H 1 mOIH]o-
HU]H, MY3HYKOM OOJIMKY, O MEIIOH]CKOM IUIaHy 1 XapPMOHCKOM JE3UKY; FeroBe
ofjeKiuje YKIbydyjy KPUTHYKO-aHAIMTHYKE KOMEHTape O JH]aTOHWIIHM, Mpo-
GreMy XapMOHCKOT KOHTPACTa, CTHIICKOM arapary Komrnosuiuja. BpenxoBame
HHje 3aHeMapeno. Tako JKuBkoBrh aprymMeHTOBaHO W3HOCH MPUMENOE Y BE3H C
po0IIeMOM (XapMOHCKe) MOHOTOHH]e y MaHoj1oBHheBOM KOMaTy.

OBu kpuTH4KH cactaBu Munenka JKuskosruha Moru cy ce Hahu 1 y cBa-
KOM CTPYyYHOM MY3HUYKOM YacOIHCy, a He caMo Yy Becnuky. [1a kome ce oHza
oB1ie oopaha oBaj my3uuku nucan? Tekct o Koctn ManojnoBuhy 3aBpiaBa ce
cinenehum peunma: ,,... ova tuzbalica zbog svojih velikih melodiskih raspona
1 dosta razvijene polifonije namenjena je iskljucivo velikim horovima koji
potpuno Vladaju pevackom tehnikom i stoje na visokom stupnju umetnicke
interpretacije” (Zivkovié¢ 1935v: 50). Moxna je Munenko JKuskosuh sxeneo
Jla HaI| XOpcKky nieBayu (OymyhHOCTH) Oyoy CIpEMHHU YHTAOIM OBAKBHX TEK-
CTOBa. Y CBaKOM CIIy4ajy, IPE] Hama je IITHBO KOje 3aXTeBa My3UUKa 3HAmbA.
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Crpydne pyke My3udapa, MakO WX HHje OWIJIO TPEBHIIE, TIOIHITIE CY HUBO
Becnuxa Jyscnocnosenckoe nesaukoe cagesa; OHE Cy 3allpaBO OBOM INIACHITY Jiajie
WJICHTUTET MY3UUKOT Yacoruca Koju He Ou 61o Moryh 11a ce octano caMo Ha BECTH-
Ma 0 pajly MEeBavYKUX JAPY’KUHA, TOBOPHUMA, M3BELITajUMa M KOMEMOpallrjama.

Crpyunu My3ukKorpadu MoJenwIn Cy CBOjy Naxmwy y Becnuky Ha mpo-
IIJIOCT ¥ HA CABPEMEHU TPEHYTaK CPIICKE MY3HKe.

[To3naro je na my3uuka uctopuorpaduja y CpOuju 4MHM CBOje MpBE KOpa-
Ke yrpaBo y MehypaTHOM Iepro/Ly; TH KOpaIi HAYWEbEHH CYy M Ha CTpaHHUIIaMa
My3uuke nepuoauke.’ Becnux JIIC-a o6patio ce 1BeMa KPYITHUM U HajKpyII-
HUJUM JITYHOCTHMA HAIlMOHAJTHE My3W4Ke ToBecTH: bpanko J/[paryrurosuh je
CBOjy Maxmy ycMepuro Ha muaHocT JlaBopuna Jenka, nok je [lerap Kpcruh nc-
Tynro ¢ HarrcoM o CreBany Mokpamity (Dragutinovié 1936; Krsti¢ 1936).6

[IpBo nuTame Koje ce MOoCTaBJba y BE3U C OBUM IITHBHMA jECTE MHUTAHE
onpehema BUXOBE KaHPOBCKE MpUMNaAHOCTH. Hayunu muckype je nsyserak y
CPIICKOj TUTEpaTypH 0 My3HuILH ripe Jpyror cBeTckor para. Bpcra koja ce Tana
pa3BIIIa jecTe My3HUYKH OIJIe]l, OTHOCHO ecej. Ty o3Haky hemo ymorpeOutu n
y Be3u ¢ wiaHuuma Jparyrunosuha u Kpcruha y Becnuxy.

I[pen Hama cy nmopTpeTH ABOjHLIE My3HUdapa carpal)eHu Ha lMXOBUM OHOrpa-
dujama, bubnrorpadujaMa 1 Ha KPUTHUKO) OLIEHH BUXOBUX OCTBapema. To cy jes-
TPOBHTH, CBEOOYXBATHU HAIKCH, C HarameHnM (akrorpadckiM ciojemM Koju ce
MOKa3yje Kao MOy3/1aH y CBETIOCTH IOTOHHX MY3HKOJIOMIKUX UCTPAXKUBAA U TIPO-
yuaBamwa. 1 lparytunosuh u Kpcruh ¢ yBakaBamemeM MUILy O OBUM TBOPIMA
MOJIEpPHE CPIICKE MYy3HUUKe UCTOpHje. AJIM TO MX HE CIIpeyaBa Ja M3HEeCY KpPUTHUKA
3araXkamba KojuMa ce He MOT'y CTABUTH 3aMEPKe Y CMUCITY HEOOJeKTUBHOCTH.

Y mehyparaom pazno0spy jeIHO O/ ITIaBHUX NMUTamka y Be3u ¢ MokpamIieMm
OuJI0 je muTame KapakTepa HEeroBor paja: 1a JIk jeé OH OPUTHHAIHU KOMIIO3H-
Top WK (camo) npepahuBau-xapMOHU3aTOp HapoaHE My3uke?’ Dopmynaiimja
NHTamba OTKPUBA CKPUBEHY CTPEIBbY 1a O ce MOoKpamueB yrie] OKpHHO U
CMamHOo aKko ce OH He OM TMO/BEO oA MPBY 011 Kareropuja. To, mehytum, HEje
u ctpax Ilerpa Kpcruha. On jacHo (1 ompaBaaHo) kaxke aa je Mokpamari ,,u
prvom redu, kompozitor-harmonizator” (Krsti¢ 1936: 43).8

VYpaBHOTEKEH MPUCTYI U OIEHA O/uIMKa cy M bpanka [IparyruHoBuha
Kao nucia omieaa o Jenky. JparyrunoBuh He ryOou n3 BUJa HCTOPH]CKH KOH-
TEKCT y KOjeM ce of[Bhjasia JeHKoBa akTUBHOCT. OH Kaxe:

Kakve je mogucnosti, u Cisto tehnickom smislu, pruzalo pozoriste Jenku?
Jedan mali orkestar vojnih muzicara, koji je jedva imao sastav nepotpunog
romanticarskog orkestra, glumci koji su sa malo glasa i sluha postajali
pevaci i skromni pozori$ni hor regrutovan od glumaca — to su bila sretstva
koja je Jenko imao na raspolozenju... ” (Dragutinovi¢ 1936: 2).

5 O nouenuma uctopuorpaduje cprcke Mysuke y MelyparHoj nepuoauiu sujaetd y Bacuh
2012a.

6 KpctuheB unaHak je peTXoaHo 06jaBibeH y TUCTY Jugoslovenski autor, Zagreb, septembar
— oktobar 1931, god. I, br. 314, 1-3.

7 Bugetu: Bacuh 2005: 104-105, 110-112.

8 Kpcruh je Taj ctas caonmruo jom 1908. u Huje ra usmenuo 1936. rogune; sujgetu: Bacuh
2005: 104-105.
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JparytunoBuh yBepJpMBO yKasyje Ha BpJiMHE JeHKa Kao KOMITO3HUTOpA
— Ha ®meroBo ocehame 3a hopmy, Goraty MenonujcKy WHBEHIIH]Y, APAMCKU
MHCTHUHKT, OKPETHOCT MHCTpyMeHTaropa. I3Hoce ce m Hemocranu: JEHKOB
oZHOC TpeMa GOIKIOpYy OMO je BUILE IEKOPAaTHBaH Hero rncuxoiomku. Onena
Kojy je parytuHoBuh M3HEO Mpu Kpajy CBOT Haluca HHUKaJa HUje J0oBoleHa
y ImUTame: ,,... Jenko je prvi instrumentalni kompozitor 'na pomolu moderne
muzike kod Srba’, ¢iji ’komadi s pevanjem’ direktno pripremaju pojavu nase
opere” (Dragutinovi¢ 1936: 4).

Nwma jomr jenHa muMeH3Mja OBUX cacTaBa Ha KOjy Tpeba CKPEHYTH MaxKbYy.
Naxko y HOTIyHOCTH yCMEPEHH ,,ca3HajHO ’, OBU MY3HKOTpa(CKU OINIEaN caIp-
K€ 1 eJIEMEHTE JINTEPAapPHOT U3pakaBarma KOjU HE CMETajy MHTETPUTETY TEKCTa
Y HE HapyIllaBajy BHEroBy paBHOTEXY. bpanko JIparyruHoBuh Ham ycmeno ao-
yapaBa JenkoBy Bpauapy: ,,Pa ¢ak i danas, moze se, sa potrebnom istoriskom
perspektivom, sluSati ova poStena muzika, €iji je iskreni lirizam do suza dirao
romantic¢arsku publiku nasih staramajki... ” (Dragutinovi¢ 1936: 3).

[Terap Kpctuh y cBOM CHHTETCKOM, CUCTEMAaTHYHOM YWIaHKY 0 MoOKpam-
Iy HUje MPOITyCTHO HUIITA 07 MOKpam4eBOr paja: KOMIO3UTOpP CBETOBHE U
LPKBEHE MY3UKE, XOPCKU IUPUTEHT, My3UUKH TIe1aror, opranuzarop. OCBpHYo
ce M Ha Bherose My3uukouaeosouke Hazope. [1a unak, unraouy he ce noceod-
HO ype3aTH pedyH KojuMa je JodapaH MokpamueB KapakTep U HeroBa JIMY-
Hocrt: ,,U [pedagoSkom] radu se nikada nije sluzio ’disciplinom’, praskanjem,
vikanjem, psovanjem itd. ve¢ se uvek ophodio o€inski, prijateljski i drugarski,
negujuci ljubav i oduSevljenje za rad” (Krsti¢ 1936: 43).

Becnux Jyscnocnosencroz nesauxoe casesa ce'y J€IHO] MPUIIMLIK OTIIHUP-
HH]e OCBPHYO U Ha CaBPEMEHO JyTOCIOBEHCKO XOPCKO cTBapasaiutso. Hanme,
y le06p0]y 3a anpun ¥ Maj 1936. roguHe 00jaBJbEHO je YBOIHO MPE/IaBambe
mro ra je Muxauno Bykaparosuh onpskao 18. anpuna te ronune Ha Komap-
YeBOM HApOJHOM YHHULEP3UTETY, Ha KOHLEPTY CpICKOI I[PKBEHOI MEBAYKOT
npymTBa u3 Combopa (Vukdragovi¢ 1936). Taj TeKCT TOHOCH KPUTHYKH TIpe-
e/l Haj3HA4YajHUjUX CaBPEeMEHUX JOMahuX XOPCKMX KOMIIO3MTOpA, MOMYT
[Terpa Kowosuha, CreBana Xpuctuha, Munoja Munojesuha, Anrona Jlajo-
Buna, Auryna Jlooponunha, Bunka JKranema, Kocte Manojnosuha, Jocumna
Cnasenckor, Munenka XXuBkouha n npyrux. Muxawio Bykaparouh nurire
OZMEpeHO, TpyAehn ce a MCTaKHE YMETHHYKEe BPEIHOCTH CaBPEMEHE XOp-
cke mpoaykuuje. beros miac je y Ipyrom Iuiany, OH CBOj€ €CTETHUYKE MOIvIe-
ne (kommno3uropa) He uctuae. Mehytum, ocBphyhu ce Ha Mitagy Oeorpaicky
KOMIIO3UTOPCKY T€Hepalyjy, OHy Koja ce jaBuia nocie [IpBor cBerckor para,
Byxknparosuh je n3Heo HalloMeHy Koja OTKpPHBA HETOBO CTAHOBHUIITE KaJjia Cy
y MUTakby MOJIEPHA My3UKa M HAIIMOHAIHH CTHII:

,»U bezmernom naletu najrazlicitijih utisaka u koncertnoj dvorani i operi,
gde se Culo sve sem muzike rodene zemlje, ubrzo se gubilo sa ovom i
podalo se pod uticaj svemoc¢nih Sefova evropske moderne” (Vukdragovi¢
1936: 28).

Becnuxoé TpeKkpaTKu M UCIPEKUAAHU KUBOT CBAKAKO j€ YTHIIA0 HA He-
JTIOBOJbHY M3Tpal)eHOCT HETrOBOT yCMepema Kaja je ped 0 TEMEJbHUM IUTaAmbH-
Ma IOy T O/IHOCA ITPEeMa HAllMOHATIHOM CTHITY, IPUXBAT/BUBOCTH U3PakajHUX
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CpezcTaBa aBaHrapAHE My3HuKe U T. cil. Mako ce y ciydajy My3HUKUX U YOIIIITe
YMETHHUKHX Yaconuca Hajuyenhe pazadupe JOMHHAHTHO CTAaHOBUIITE Ype-
HUKa M capaJiHuKa, TO HE MOpa HYXXHO MOApa3yMeBaTH U/I€JHy MOHOJIUTHOCT
rnacuna. [1a unak, mpumernhemo na je Byknparosuh oae moowo ,,momoh”.

Hawume, nuckpernom Byknparosuhy Onm3ak je japku Mumoje Mwumoje-
Buh. OHo mTo je Bykaparosuh kazao jacHO anu He U ITyHUM IJIaCOM, @ CBAKaKO
6e3 Benmke enadopanuje, MuinojeBuh je caxeo y HEMOIyCTJbUBH, UMITIEPATHB-
HU nporpam: ,,Hamra my3uuka kynarypa mopa [nons. A. B.] ga ce ocinoHu Ha
HalMoHaHU My3uuku ctuwin’” (Munojesuh 1938: 9).°

VY penaruBHO oOMMHOM wiaHKy Puxapaa IlIBapra, ,,ITeBau mponutoctu
u nieau Oymyhunoctn” (LlBapiy 1938), HEje ped 0 CTHIICKOM yCMEpemY KojeM
Tpeba Ja cTpeMu caBpeMeHa CpIICKa M jyrocioBeHcka Mmys3uka. IlIBapi, 3a-
TOBOPHUK CaBPEMEHHX KOMIIO3UIIMOHHUX CPE/ICTaBa, OBIE MOJECPHY MY3HKY
HE TIOMHIbE Kao IUJb, Beh Kao peasHoCT, U 3aTo MM03UBa IeBayka APYIITBA HA
NOAM3alke HUBOA 3Hama U CTpydHOCTH. Hanme, MojepHe XOpcke mapTUType
[IIBap11 je MOMEHYO caMO C BbUXOBE TEXHHUYKE 3aXTEBHOCTH, 11 OTY/la HaBEIe-
Ha ,,TIOpyKa” IeBaunMa 1 lUXOBUM ApymTBUMa. OBaj BATPEHU 3aCTYITHUK MY-
suke ApHonna llen6epra (Arnold Schonberg), meroB Hekagammkby CTYICHT,
IpeBOJMIIALl YBOJA U3 HeroBe Hayke o xapmonuju, OBJie C€ HHUje UCHOJBUO Y
notmyHoctd.' MehyTim, mo3HaBaoIy leroBuxX TEKCTOBA y JPYTHM TJIACHIIH-
Ma npumetnhe 1a \beroa nojasa y Becnuky npeacTaBiba KOHTpacT Bykaparo-
Brhy u Muojesuhy.

Becnux Jyscnocnosenckoz nesaukoe caeesa Aeilyje Kao ,,Top30” 'y HO-
pehemy ¢ apyrum, AyroTpajHUjUM CPICKUM MY3MYKHM YacONHMCHMa, IJa-
cunuMa Ooratuje ¥ pasHOBpCHHUje mpoxaykinuje. Ty mpe cBera MHCIMMO Ha
Ihacnux Mysuuxoe opywmea Cmanxosuh | My3uuku enacnuk (1928-1934,
1938-1941), u Ha 38yk (1932-1936)."! [1a unak, merosa 3Ha4ajHa uHPOpPMa-
TUBHA BPEIHOCT KaJia je ped O IMoJanuMa U3 )KUBOTa U paJia HallluX IeBauKuX
JpyLITaBa, 1001iIa je IpUMETHY JIONyHY Kpo3 jefaH Opoj OOMMHUJUX TEKCTO-
Ba Y KOjiMa Cy Ha3HadeHa Heka of ropyhux nurtama MehyparHe My3uuke 1e-
pPHOIHKE, My3HYKEe YMETHOCTH U KYITYype.

9 O mormexuMa Munoja Munojesiha Ha HAITHOHAHY CTHIT BUACTH y Bacuh 2007.
10 O IIsaprioBom omHocy npema IllenGeprosoj Mysumm BueTd y crymuju Bacuh 2011: 146-147.
11O 6pojuum acnekTHMa THX IIIackIa MoApoOHo je pacrpasibano y Bacuh 2012,
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nPUJIOI:
HOTIITYHA BUBJINOT PA®UJA

VESNIKA JUZNOSLOVENSKOG PEVACKOG SAVEZA

Urednik: Milenko Zivkovié, glavni tajnik JPS.
Od januara 1936. urednik Milan Bajsanski.

Od juna 1936. urednik Svetislav T. Simovi¢, general u penziji.
Od januara 1938. vlasnik za Savez i urednik:
Stanisa K. Seperovac, glavni tajnik JPS.

Od oktobra 1938. odgovorni urednik: Milan Vujin.
Vlasnik za JPS pretsednik Svet. [Svetislav] T. Simovi¢,
general u pensiji.

Od oktobra 1938. vlasnik za JuZnoslovenski pevacki savez:
Pevacka Zupa ,,Baji¢” u Novom Sadu.
Stamparija ,,Polet”, Beograd.

Mart 1935, god. I, br. 1:

Uredni$tvo, Uvodna rec, 1-2.

Fran BakuSan, Seni viteskog Kralja Ujedinitelja, 3-5.

X kongres JPS. Zapisnik X kongresa Juznoslovenskog pevackog saveza odrzanog u
Beogradu 25 novembra 1934 god. u domu Muz. Drustva ,,Stankovi¢”, 5-9.

Iz Saveza, 10.

Zupe i drustva. Svecani komemorativni koncert Zupe ,, Strosmajer”. Glavna skupstina
HPD ,,Kolo”, 11.

Poziv na pretplatu, 12.

Iz Urednistva, 12.

April / maj 1935, god. I, br. 2/3:

8.
9.

10.
I1.

12.

Arhimandrit Stefan 11ki¢, U spomen D-ra Joce Lalosevica, 13—19.

Bogdan Milasinovi¢, Govor na pogrebu dr. Joce Lalosevica, 19-20.

Jubilej Svetolika Pasc¢ana, prvog art. vode JPS, 20-22.

Iz Saveza. Odlaganje XI kongresa. Uputstvo za izradu tajnickih izvestaja o radu
pojedinih Zupa za XI kongres. Prema odluci kongresa... Cehoslovacko Pevacko
Drustvo ,,Opus”... Za nove clanove JPS primljena su sledeca drustva... Na dan 2
maja t. g. odrzalo je Udruzenje penzionisanih oficira i vojnih ¢inovnika koncert... U
Beogradu su odrzala svoje koncerte sledeca Bugarska pevacka drustva... Produzenje
konkursa JPS. Clanarina JPS, 23.

Zupe i drustva. Zupa ,, Mita Topalovic¢™... Zupa ,Stevan Sremac’... Zupa ., St
Mokranjac™... Ipavéeva pevacka Zupa... Koncerti pevackih drustava Ipavceve
zupe... Srpska zanatlijska pevacka i prosvetna zadruga u Zemunu... Somborsko
srpsko zanatlijsko pevacko drustvo... Srpsko pevacko drustvo ,,Vila” u Prijedoru...
Jugoslovensko muzicko drustvo , Strosmajer” iz Osijeka... Srpsko zanatlijsko
pevacko drustvo u Somboru... Pevacko drustvo ,,Mokranjac” iz Bjelovara... Srpsko
Jevrejsko pevacko drustvo u Beogradu... Masarykovo filharmonicko drustvo ,,Kolo”
iz Sibenika... Srpsko pevacko drustvo ., Vila” iz Vinkovaca... Dubrovacko srpsko
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pevacko drustvo ,,Sloga”... Umro Rudolf Kauni¢. Masarykovo filharmonicko
drustvo ,,Kolo” u Sibeniku... Pevacko drustvo ,,Jugovici” u Prokuplju... Umro Toma
Stojanovi¢. Pevacko drustvo ,,Vardar” u Skoplju... U Skoplju je Pevacko drustvo
,,Mokranjac” osnovalo svoju muzicku skolu... Srpsko pevacko drustvo u Zagrebu...
Srpsko pevacko drustvo u Zagrebu... Srpsko pevacko drustvo ,,Jedinstvo” u Banjoj
Luci... Jugoslovensko muzicko drustvo ,, Strosmajer” u Osijeku... U Sibeniku je
Masarykovo filharmonicko drustvo ,,Kolo”... Prizrensko pevacko drustvo ,,Car
Uros”... Somborsko srpsko crkveno pevacko drustvo... Jugoslovensko akademsko
pevacko drustvo u Zemunu... Jpd ,, Primorski Hrvat” na Trsatu promijenilo ime.
Glavna skupstina Zpd ,,Sava”’ iz Zagreba, 26.

13. Izdanja Juznoslovenskog pevackog saveza, 277.

14. Poziv na pretplatu, 28.

Juni / septembar 1935, god. I, br 4/7:

15. Milenko Zivkovié, Elementi horske interpretacije, 29-31.

16. Iz Saveza. Svet. [Svetislav] T. Simovi¢, Referat Upravnom odboru Juznoslovenskog
pevackog saveza. Na dan 6 aprila 1935 u 7.20 casova jutra doputovao je u Beograd
iz Praga Hor praSkih uciteljica... Govor pretsednika J P S Svetislava T. Simovica
djenerala u penziji na banketu u cast dolaska Srpskog pevackog drustva ,, Gusle” iz
Mostara na dan 1 juna 1935 godine u Beogradu. Govor pretsednika JPS na koncertu
pevackog drustva ,,Rodina” iz Sofije, 31-34.

17. Zupe i drustva. Poziv Sabackog pevackog drustva na proslavu 70-godisnjice i XI
kongres JPS. Obcni zbor Ipavéeve pevske zupe v Mariboru. Izvestaj Glazbenog
drustva iz Blata na Korculi. IzveStaj o organizovanju gostovanja Bugarskog
pjevackog drustva ,, Rodina” u Sibeniku. Nova uprava Jevrejskog pevackog drustva
., Lira” u Sarajevu. Nova uprava Ipavceve pevske zupe J. P. S., 34-38.

18. Izvestaji za XI kongres JPS. Milenko Zivkovié, Izvestaj glavnog tajnika
Juznoslovenskog pevackog saveza XI kongresu Saveza odrzanom 20 oktobra 1935
god. u Sapcu. S. Mosi¢, Izvestaj blagajnika podnet kongresu JP Saveza 20 oktobra
1935 u Sapcu. S. Mosi¢, Ukupan pregled Prihoda i rashoda Juznoslovenskog
pevackog saveza od 1 decembra 1934 do 30 septembra 1935 g. Izvestaj Nadzornog
odbora Juznoslovenskog Pevackog Saveza podnet kongresu u Sapcu 20 oktobra
1935 god. Tajnisko porocilo za redno letno skupscino Hubadove zupe JPS v nedeljo
7. aprila 1935. ob. 9. uri dopoldne. Predlogi Ipavéeve pevske Zupe za kongres J.
P.S. leta 1935. Izvestaj Vardarske pevacke zupe ,, Mokranjac” u Skoplju za godinu
1934/35. Izvestaj [i] Predlozi Pevacke zupe ,,Laza Kosti¢” u Somboru. Izvestaj [i]
Predlozi Zupe ,, Mita Topalovié¢”, 38-52.

19. Program XI kongresa i proslave Sabackog pevackog drustva, 52-53.

20. Povlastica za XI Kongres, 53.

21. Konkursi, 53-54.

22. Svima zupama Juznoslovenskog pevackog saveza, 55.

23. Dodatak izvestajima za XI kongres. Dnevni red XI kongresa JPS. Predlozi Savezne
uprave XI kongresu JPS, 55.

24. Izdanja Juznoslovenskog pevackog saveza, 56.
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Oktobar 1935, god. I, br. 8:

25.
26.

27.

28.

29.

Milenko Zivkovic’, Josif Marinkovi¢: ,, Liturgija” i ,, Pomen”, 58—59.

Milenko Zivkovié, K. P. Manojlovi¢: ,,Kuda si nam uletio”, tuzbalica za veliki
mesoviti hor, prema tekstu iz Njegosevog ,, Gorskog vijenca”, posveéena seni Kralja
Aleksandra, 60.

Zupe i drustva. Srpsko pevacko drustvo ,,Sloga” u Sarajevu... Izvod iz tajnickog
izveStaja o radu pevacke zZupe ,,Isidor Baji¢”i njenih ¢lanova za godinu 1934/35.
Podaci o radu drustava: Muzicko Drustvo — N. Sad;: Zensko Muzicko Udruzenje — N.
Sad; Akademski muski hor — N. Sad; Zidovsko pevacko drustvo ,,Hasirah”; Crkveno
pevacko drustvo ,, Turija”; Srpska crkvena pevacka druzina — Srem. Mitrovica,
Srpsko zanatlijsko pevacko drustvo ,, Strazilovo” — Srem. Mitrovica; Srpsko crkveno
pevacko drustvo ,,Sajkas” — Zabalj; Gradjansko pevacko drustvo — Stari Becej;
Srpsko crkveno pevacko drustvo ,,Javor — Gusle” — Sid; Pevacko drustvo ,, Venac”
— Novi Futog, Srpsko ratarsko pevacko drustvo — Belegis; Pevacko drustvo —
Tovarisevo, 60—63.

Izvod iz izvestaja Upravnog odbora Pevacke zupe ,, Stevan Sremac” podnet godisnjoj
skupstini ¢lanova, na dan 29 septembra 1935 godine, 63—64.

Ispravke. U Vesniku J. P. S. br. 4—7 — za Juni — Septembar 1935 godine ucinjene su
ove Stamparske greske..., 64.

Januar / Februar 1936, god. II, br. %:

Branko Dragutinovi¢, Davorin Jenko. Povodom stogodisnjice od rodjenja, 1-4.

30.

31.

32.

33.

34.

35.
36.

Zapisnik XI. Kongresa Juznoslovenskog pevackog saveza odrzanog u Sapcu na dan
20 oktobra 1935. god., 4—13.

Zupe i drustva. Proslava Isidora Bajica u Novom Sadu. Rusko pevacko drustvo
,,Slavjanski” iz Beograda u Novom Sadu, 14—15.

Iz J. P. Saveza. Uputstvo... Nov ¢lan J. p. Saveza. Na apel Uprave J. p. Saveza.
Skupstina beogradske Zupe. Savez je dobio nove prostorije. G. G. pretsednik Simovic,
potpredsednik Dr. Tomand! i glavni tajnik Bajsanski primljeni su kod pomocnika
ministra Prosvete g. Kovacevica..., 15.

Iz J. P. Saveza. Koncerti saveznih drustava: Srp. crkveno pevacko drustvo u Sremskoj
Mitrovici; U. R. P. G. ,,Abrasevi¢” imao je dva koncerta... Srpsko pevacko drustvo
., Vila” u Vinkovcima... Jenkovu proslavu su odrzali... Dubrovacko srp. pjev. drustvo
,Sloga”... Srp. pjev. drustvo , Jedinstvo” Banja Luka... Dubrovacko srp. pjev.
drustvo ,,Sloga”..., 15-16.

Iz J. P. Saveza. Slave: Pancevacko srp. pev. Drustvo proslavilo je svoju slavu sv.
Jovana Damaskina. Skopsko pevacko drustvo i Muzicka skola , Mokranjac”
proslavili su svoju slavu sv. Stevana Arhidjakona u spomen svoga duhovnog patrona
Stevana Mokranjca. Pevacko drustvo ,,Mokranjac” Beograd slavilo je sv. Vasilija
Velikog 14 januara 1936 god., 16.

Iz J. P. Saveza. Rezultat konkursa Juznoslovenskog pevackog saveza, 16.

Paznja p. pretplatnicima, 16.

Mart 1936, god. I1, br. 3:

37.

S. [Svetislav] T. Simovié, Jugoslovenski akademski kor ,, Mladost — Balkan” (Zagreb
— Univerzitet), 17-18.

195



My3ukonoruja 2016 11 (21) Musicology

38.

39.

40.

Zapisnik XI. Kongresa Juznoslovenskog pevackog saveza odrzanog u Sapcu na dan
20 oktobra 1935. god. (Svrsetak), 18-21.

Zupe i drustva. Masarikovo Filharmonicko drustvo ,,Kolo” Sibenik: Kratki izvadak
iz zapisnika glavne godisnje skupstine M. F. D. , Kola” iz Sibenika odrzane dana
12 januara 1936. Svima saveznim pevackim zupama i drustvima. A. K. ,, Mladost —
Balkan” u Beogradu, 21-24.

Iz Saveza. Dobrotvori i utemeljaci Juznoslovenskog Pevackog Saveza, 24.

April / maj 1936, god. II; br. 4/5:

41.

42.

43.

44,

45.
46.

47.
48.

49.

50.
51.

Mihailo Vukdragovié, Savremena Jugoslovenska horska muzika i njeni pretstavnici.
Predavanje na Kolarcevom Narodnom Univerzitetu uz koncerat Srpskog Crkvenog
pev. drustva iz Sombora, 25-29.

Iz Saveza. Fond Jugoslovenskog akademskog pevackog drustva ,,Slavenski Jug” iz
Beca pri Juznoslovenskom pevackom savezu u Beogradu, 30.

Iz Saveza. Pravilnik za savezna i Zupska takmicenja pevackih drustava ¢lanova JPS,
30-32.

Iz Saveza. Nacrt pravila Pevackog drustva ¢lana Juznoslovenskog Pevackog Saveza,
32-36.

Pretplatnicima, 36.

Zupe i drustva. Utakmica pevackih drustava Zupe ,, Isidor Baji¢” 7. juna 1936. godine
u Novome Sadu, 37.

Zupe i drustva. Koncert hora ,, Smetana” iz Plzena (Cehoslovacka), 37-39.

S. T. S. [Svetislav T. Simovi¢], Zupe i drustva. Jugoslovenski koncert hora
., Stankovi¢” iz Beograda, 39—40.

Zupe i drustva. Leskovacka crkveno-pevacka druzina ,, Branko” proslavice na drugi
dan Duhova 1936 svoju pedesetogodisnjicu, 40.

Konkurs Prvog beogradskog pevackog drustva, 40.

Nudi se horovoda, 40.

Juni 1936, god. II, br. 6:

52.
53.

54.
55.
56.
57.
58.

59.

60.
61.
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Petar J. Krsti¢, Stevan St. Mokranjac, 41-44.

Dr. M. M. [Miloje Milojevi¢], Iz Saveza. Pevaci iz Sombora i znacaj njihovog rada
za nasu muzicku kulturu, 44.

Iz Saveza. Slet Srpskih pevackih drustava u Americi, 45.

Iz Saveza. Pravoslavni Duhovni koncerat iz Beca, 45.

Iz Saveza. Duhovska turneja Beograd. pevackog drustva ,, Mokranjac”, 45.

Iz Saveza. Prvi slet srpskih pevaca u Rumuniji, 45—46.

Zupe i drustva. Utakmica-Revia pevackih drustava Zupe ,, Laza Kosti¢” 21 juna 1936
u Somboru, 46.

Zupe i drustva. Zapisnik Redne letne skupscine Hubadove Zupe v Ljubljani, 5. aprila
1936, 46-48.

Zupe i drustva. Nova Uprava Srpskog-Jevrejskog Pevackog Drustva, 48.

Zupe i drustva. Koncert pevackog drustva ,, Mokranjac” u Skoplju, 48.



Anexcannap Bacuh Mysuxkorpaduja ,,BecHuka Jy>KHOCIOBEHCKOT IEBAYKOT caBe3a’”

Juli 1936, god. II, br. 7:

62.
63.

64.
65.

66.
67.
68.
69.
70.

71.

72.

Veliki dobrotvor Juznoslovenskog Pevackog Saveza, 49.

Ministar prosvete Dobr. Stosi¢, Naredenje za odlazak u inostranstvo. Svima zZupama
i pevackim drustvima, 49-50.

Utakmica pevackih drustava Zupe ,, Isidor Baji¢”, 50-52.

Zapisnik Sednice Ocenjivackog odbora za Zupsku utakmicu Zupe J. P. Saveza ,, Isidor
Baji¢” u Novom Sadu, odrzane 7 juna 1936 godine od 16.30 do 10.30 casova, 52.
Koncert francuske i jugoslovenske muzike, 53.

Smrt Nestora cehoslovackih kompozitora Jana Levoslava Bele, 53.

,,Smetana” u Novom Sadu, 53-54.

,Smetana” u Kragujevcu i na Oplencu, 54.

Zapisnik Redne letne skupsc¢ine Hubadove Zupe v Ljubljani 5. aprila 1936.
(Nadaljevanje), 54-55.

M. V. [Mihailo Vukdragovi¢], Duhovni koncert novosadskog Zenskog muzic. drustva,
55-56.

Hmunpecuonucmuuxo cocmosarse nesauxoe opywimsa ,, Mokpareay” y Jacoounu, 56.

Avgust 1936, god. 11, br. 8:

73.

74.
75.
76.
77.

78.

Pravilnik Fonda Jugoslovenskog akademskog pev. drustva Slovenski jug iz Beca pri
Juznoslovenskom pevackom savezu u Beogradu, 57.

Utakmica pevackih drustava zZupe ,, Isidor Baji¢” — Nastavak, 57-60.

Muzicki konkurs beogradske radiostanice, 60-61.

K., Gostovanje J. A. P. D. iz Zemuna u Rumuniji, 61-63.

Zapisnik Redne letne skupscine Hubadove zZupe v Ljubljani 5. aprila 1936.
(Nadaljevanje), 63—64.

Sarajevska ,,Sloga” na turneji po Bosni, 64.

Septembar 1936, god. 11, br. 9:

79.
80.
81.
82.

83.
84.

85.
86.

Svima zupama i pevackim drustvima, 65.

Uprava J. P. S., Poziv svima kompozitorima i umetnicima horske umetnosti, 65—66.
Bozidar Marketi¢, Nasa pesma u tudjini, 66—67.

1V. pevacki slet i revija u vidu utakmice c¢lanova pevacke zupe ,,Dr. Laza Kosti¢” u
Somboru, 67-68.

Zapisnik Redne letne skupscine Hubadove zupe v Ljubljani 5. aprila 1936.
(Nadaljevanje), 68—69.

Sibenicko Masarikovo filharmonicko drustvo ,,Kolo” u Susaku i Splitu, 69—71.
,,Sloga”. Srpsko pevacko drustvo u Sarajevu, 71.

[Svetolik] Pas¢an-Kojanov, /I balkanski festival narodnih igara, 72.

Oktobar 1936, god. I1, br. 10:

87.
88.

89.
90.

Izvestaj uprave J. P. Saveza XII Kongresu, 73-75.

S. Mosi¢, Izvestaj blagajnika J. P. S. o stanju blagajne od 1 oktobra 1935 do 31 jula
1936 god., 75.

Dejan Kosti¢, Izvestaj bibliotekara XII kongresu J. P. S., 76-77.

Izvestaj Nadzornog odbora J. P. S. podnet XII kongresu J. P. S., 77.
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91.

92.

93.

Predlozi XII Kongresu J. P. S.: Savezne uprave; Zupe ,,I. Baji¢”; Zupe ,,Dr. Laza
Kosti¢™”, 77-78.

1V, pevacki slet i revija u vidu utakmice ¢lanova pevacke zupe ,,Dr. Laza Kosti¢” u
Somboru (Nastavak), 79-80.

Sibenicko Masarikovo filharmonicko drustvo ,,Kolo” u Susaku i Splitu (Svrietak),
80.

Novembar 1936, god. I1, br. 11:

94.
95.
96.

97.
98.

Izvestaj VIII redovnoj godisnjoj skupstini o radu pevacke zupe ,, Isidor Baji¢” u
Novom Sadu za godinu 1935-36., 81-84.

Izvestaj Vardarske pevacke zupe ,, Mokranjac” u Skoplju za radnu 1935-36 godinu,
84-85.

Izvestaj Zupe ,, Dr. Laza Kosti¢” odrzana 1-XI-1936 u 16 casova u Somboru, 85-86.
Izvestaj Zupe ,, Mita Topalovié”’ u Pancevu, 86-88.

1V, pevacki slet i revija u vidu utakmice ¢lanova pevacke zupe ,,Dr. Laza Kosti¢” u
Somboru (svrsetak), 88.

Januar — Februar 1938, god. IV, br. 1-2.

99.

100.
101.
102.
103.

Izvestaj Savezne uprave XIII Kongresu Juznoslovenskog Pevackog Saveza, 1-6.
Izvestaj artistickog odbora XIII Kongresu, 6-7.

Dejan Kosti¢, Izvestaj bibliotekara J. P. S. XIII Kongresu, 7.

Mirko Po¢, Pregled Prihoda i rashoda za vreme od 1-XII-1936 do 21-11-1938, 8.
Mirko Po¢, Pregled Imovine J. P. S. na dan 21-11-1938, 8.

Oktobar 1938, god. IV, br. 3.

104.
105.

106.

107.

108.

109.

110.
I11.
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U slavu 100-godisnjice Pancevackog srpskog crkvenog pevackog drustva, 1-3.
Ilpocrasa cmoeoouwruye Ilanuesauxkoe cpnckoe YpKEeHoe neeauxoz Opyumed,
3-7.

Tosop I Jlp. Josana Paoonuha, akademuxa na npocinasu 100-eoouwrsuye Ilanue-
8aUKO2 CPNCKO2 YPKEeHo2 nesauxkoe opyuimea, 7-11.

Pravilnik o odlikovanjima medaljom Juznoslovenskog pevackog saveza u Beogradu,
11-17.

Sluzbene vesti. ,, Vesnik”. Pevacki festival u Beogradu. Povratak u JP Savez Prvog
beogradskog pevackog drustva. G. Elezovi¢ kooptiranjem izabrat za ¢lana savezne
Uprave. Uplata clanarine. Savezna pevacka drustva ne mogu priredivati pevacke
manifestacije uz ucesce nesaveznih. Pevacka drustva na politicko-partijskim
svecanostima. Slati Zupama koncertne programe, 17-20.

Zupske i drustvene vesti. Osveclenje pevackog doma u Vinkovcima. Proslava
50-godisnjice opstanka pevackog venca ,,Frohsinn” Novi Sad. Osvecenje pevacke
zastave u Nadalju. Osvecenje pevacke zastave u St. Vrbasu. Jugoslovensko kolo u
Novom Sadu. Predata Savezna odlikovanja, 20-23.

Yumyma.  Braoumup Bajuh, 23.

Yumyma. | Braoumup Bophesuh, 23-24.



Anexcannap Bacuh Mysuxkorpaduja ,,BecHuka Jy>KHOCIOBEHCKOT IEBAYKOT caBe3a’”

Novembar — decembar 1938, god. IV, br. 4-5:

112. n-p Munoje Mumnojesuh, Ilesauxka oOpyuimea u ruxoge KyamypHe oysxcHocmu y Jyeo-
crasuju, 1-13.

113. P. III. [Puxapx UIBapi], [lesay npownocmu u nesay 6yoyhnocmu, 13—17.

114. M. B. [Muxanno Byknparosuh; paspememe nnummjana: Bibliografija rasprava i
¢lanaka, knj. 14: Muzika, Struka VI, S — 7., Indeksi, glavni urednik Marija Kuntari¢,
Jugoslavenski leksikografski zavod ,,Miroslav Krleza”, Zagreb 1986, str. 174.], Ilo-
800om 75-200unrsuye oncmarnxka Cpncke ypxeene nesauxe opysxcure y Aou, 17-22.

115. K. Napravnik, Kako da se organizuje pevacki festival u Beogradu?, 23-24.

116. Dr. Bogdan MilasSinovi¢, pretsednik — Stani$a Seperovac, tajnik, Pravilnik o pevackim
manifestacijama, 24-28.

117. Savezne Zupske i drustvene vesti. Proslava 70-godisnjice Cesko-slovackog pevackog
Saveza. Okruzja pevacke zupe ,, Topalovi¢”. Poverenici pevackih okruzja Zupe
., Bajic¢”. Glasbena Matica u Ljubljani. Predaja odlikovanja Pancevackom srpskom
crkvenom pevackom drustvu. Jubilej G. Jefte Spajica. Koncert Omladinskog
crkvenog pevackog drustva ,, MiloSevac” u Beogradu. Koncert novosadskog ZMU-a
u Beogradu. Osvecenje pevackog doma u Novom Sadu. U Curugu je osnovano
pevacko drustvo. Predaja pevackih odlikovanja u Starom Beceju. Ckynuwmune ne-
sauxux acyna ,,Tonanosuh” u ,, bajuh *, 28-32.

118. Citulja. Panta Bozin, 32.

JIMCTA PEOEPEHIIU

Anonim (1935) ,,Jubilej Svetolika Pas¢ana, prvog art. vode JPS”, Vesnik Juznoslovenskog pevackog
saveza (y nasbem HaBohewy: VJPS) 2/3: 20-22.

Anonim (1984) ,Hrvatski pjevacki savez”, Leksikon jugoslavenske muzike, knj. 1, Zagreb:

Jugoslavenski leksikografski zavod ,,Miroslav Krleza”, 353-354.

Anonim (1984a) ,,Juznoslavenski pjevacki savez”, Leksikon jugoslavenske muzike, knj. 1, Zagreb:
Jugoslavenski leksikografski zavod ,,Miroslav Krleza”, 402.

Bakusan F. (1935) ,,Seni viteskog Kralja Ujedinitelja”, VJPS 1: 3-5.

Bacuh A. (2005) ,,Cpncku kmudiceénu enachux W HallMOHAJIHA YMETHHYKA My3uka”, 30opnux Ma-
muye cpncke 3a cyencke ymemuocmu u mysuxy 32-33: 101-116.

Bacuh A. (2007) ,,IIpo6nem HammoHamHor cTuia y HancuMa Musoja Munojesuha”, Mysukonozuja
7:231-244.

Bacuh A. (2011) ,,Peneninja aBanrapnae mysuke y melhyparnom beorpany: mpumep gacomuca My-
suka u Iacnux Mysuukoe opywmea ‘Cmankosuh’ | Mysuuxku enacnux”, 36opnux Mamuye
cpncke 3a cyencke ymemuocmu u mysuxy 44: 133—151.

Bacuh A. (2012) Cpncka mysuroepapuja mehypammnoz 006a y o2nedany Kopnyca my3uixe nepuoou-
xe. HeoOjaBibeHa TOKTOPCKa AuCEpTalija on0pameHa Ha AKaIeMHjd YMETHOCTH YHUBEP3U-
tera 'y HoBom Cany; bubnmnorexa Marune cprcke, Hosu Can, cura. D 5720.

Bacuh A. (2012a) ,,ITouenu cpricke My3udke uctoprorpaduje umel)y nsa cercka para”, Mysuxo-
noeuja 12: 143-164.

Vukdragovié, M. (1936) ,,Savremena Jugoslovenska horska muzika i njeni pretstavnici. Predavanje
na Kolar¢evom Narodnom Univerzitetu uz koncerat Srpskog Crkvenog pev. drustva iz
Sombora”, VJPS 4-5: 25-29.

Dragutinovi¢, B. (1936), ,,Davorin Jenko. Povodom stogodisnjice od rodjenja”, VJPS 1-2: 1-4.
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Zivkovi¢ M. (1935a) ,,Elementi horske interpretacije”, VJPS 4/7: 29-31.

Zivkovi¢ M. (1935b) ,,Josif Marinkovié¢: Liturgija i Pomen”, VJPS 8: 58-59.

Zivkovié M. (1935v), ,,K. P. Manojlovi¢: Kuda si nam uletio, tuzbalica za veliki mesoviti hor, prema
tekstu iz NjegoSevog ‘Gorskog vijenca’, posvecéena seni Kralja Aleksandra”, VJPS 8: 60

Iki¢, S. (1935) ,,U spomen D-ra Joce Lalosevica”, VJPS 2/3: 13—19.

Krsti¢, P. J. (1936) ,,Stevan St. Mokranjac”, VJPS 6: 41-44.

Mapxkosuh C. (2011) ,,JTanouresuh, Joran-Joua”, Cpncku 6uoepaghcrku peunuk, k. 5, Hou Can:
Maruna cpricka, 543-544.

Munojesuh M. (1938), ,,IleBauka IpyiTBa U BUXOBE KyITYpHE AyXKHOCTH Yy Jyrocnasuju”, VJPS
4-5:1-13.

Simovi¢ S. T. (1936) ,,Jugoslovenski akademski kor ‘Mladost — Balkan’ (Zagreb — Univerzitet)”,
VJPS 3: 17-18.

Urednistvo (1935) ,,Uvodna rec”, VJPS 1: 1-2.

IBapu P. (1938) ,,ITeBau npouutoctu u neay oyayhuoctu”, VJPS 4-5: 13-17.

Aleksandar Vasic

LITERATURE ON MUSIC IN THE SOUTHSLAVIC
CHORAL UNION HERALD (1935-1938)

(Summary)

During 1935, 1936. and 1938, in Belgrade was published a monthly magazine The
Southslavic Choral Union Herald [ Vesnik Juznoslovenskog pevackog saveza]. Three years
represent 16 issues or 119 articles, or 216 pages. The first editor was Milenko Zivkovié
(1901-1964), a Serbian composer of the younger generation, the chief secretary of the
Southslavic Choral Union.

The magazine was conceived as a newsletter. Choral societies, members of the South
Slavic Choral Association, were given the opportunity to stay informed about the work of
the Union and the activities of choral societies throughout the Kingdom of Yugoslavia.
Therefore, Herald published numerous news, informative articles, speeches and obituaries.

However, the Herald got physiognomy of a music magazine thanks to essays on
the significant figures of Serbian music (Davorin Jenko, Stevan Mokranjac), texts about
the problems of choral technique and interpretation, critical reviews of sheet music, and
musical criticism. These texts were written by the leading Serbian musicians of the time:
Milenko Zivkovi¢, Branko Dragutinovié, Petar Krsti¢, Mihailo Vukdragovi¢, Miloje
Milojevi¢ and Richard Schwartz.

The Herald represented the ideology of integral Yugoslavism. The assassination of
Yugoslav king Alexander Karadjordjevi¢ during his visit to Marseilles in 1934 strongly
affected the Kingdom of Yugoslavia, which has long been in the political crisis. However,
the Herald and the Southslavic Choral Union have remained faithful to the ideology of
Yugoslavism and to King Alexander as its symbol.

Ipmmibeno 1. cemrem6pa 2016.

[IpuxBaheno 3a mrammy 7. centembpa 2016.
OpuruHajIHA HayYHH paj.
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Hayyna kpuTHKA U MOJIEMHUKA

Discussions And Polemics






Discussion and Polemics Hayuna kpuTHKa 1 oneMuKa

Ymecmo npukaza

[TyTtoka3 ka 6e3BpeMeHOM'
[ToBonom kwure HA KPAJY I1YTA akanemuka Jlejana Jlecnuha

CAHY. Ilocebna m3gama. Kmura DCLXXXI,
Opesbere TMKOBHE U My3UUKe yMeTHOCTH, Kibura 12.
VYpennuk: akagemuk Munan Jlojanuua, beorpan, 2015.

Ha camom noueTky oBor TekcTa, HalmoMeHyhy Aa, Kaja je ped 0 My3uKo-
JIOUIKMM 33JalliMa, OBO HUje€ MOj MIPBH CYCPET ca Hau3IIIe BP0 CyMOPHUM U
NECUMHUCTHYHUM HacJI0oBoM Ha kpajy nyma, 1 TO ¢ TOTIIUCOM akajieMuka Jlec-
nuha. [IpBu, y HeKy pyKy 10 MEHe TaJa U JpaMaTH4aH CyCpeT ¢ OBUM HACIO-
BOM 30n0 ce 1997. rogune, Kaaa caM, Ha WHUIM]jaTUBY PEIaKIMje 4acomuca
Hoeu 36yx, Ouna mo3BaHa Jia HaIuIIeM rpukas ucroumene [loeme, Jlecnmhe-
Bor 125. onyca. bune cy To Hecpehne u Tparnyne, a Maio je pehu u norpemnise
TOJIMHE HCTOPHU]E Ha IIPOCTOPY BanKaHa Y okpyskemy ommuire armochepe ze-
BE/IECETHUX, IOMUCIH 0 ,,Kpajy MyTa” MPOCTO Cy Jiebaene y Ba3Lyxy, Te HHje HU
OMJI0 32 OYEKMBATH J]a YMETHHULIM HOJIE CYNTHIIHU]eT CEeH3UOMIUTETa OCTaHy
MMYHH Ha namape j106a. Ho, jenan je 6uo yrao cTBapasiana, JI0K je OHaj IpyTH
— U3 KOra HacTyIa KPUTHKA, YUHH ce, OMO jOIIT IeTMKATHU]H.

[Ipe wO TITO hy Te, 1997. TOAMHE, TPUCTYNIUTH TTUCaY NpHKa3a [loeve,
y TapaJjieNy ca aHAJTUTUYIKO-CTPYKTYPAIMCTHYKOM MPOIEIYPOM, ITIOMHO CaM
ce Ouia mocBeTHIIA MpoydaBamy (peHoMeHa ,,cTpaxa ol CMpTH’ Y JIUTEPaTypPH.
[ITupom oTBOpeHHNX O04M]jy M3HOBA caM ynTajia Hanuce Kjekeropa (borecm na
cvpm, Mnu-unu)...YCIeAUan cy pa3roBOPH ca MpHjaTesbuMa — MpodecruoHan-
HHUM TICUXO0JI03MMa, a KaJ je, KOHAYHO, HACTYIHO M MOCIEIBH Yac J1a TEKCT
HAIIMIIEM — ONPE3HO CaM OWpana CBaKy ped, CBE y Ha/M Ja Heka Off FBIX
Hehe OuTH, Yy MUJbKOBHNEBCKOM, WITH KOJeM JPyTOM CMHUCITY — OHa ,,lipejaka’.
Kpajwu pesynrar Ouo je jeman oj MOjUX, MEHU JIMYHO HajIpaKuX TeKCTO—
Ba, KOHIIMITUPaH, kao u cama [lecnimhesa [loema, y HU3Yy KOpaka, Kao KOJax.
[Tpucehajyhu ce Tagamme peakiyje KOMIIO3UTOPA, YUHU MU C€ /1a je U OH O1o
3aJI0BOJbaH.

On Tazna je mporuio 6e3Maio myHe JBe eleHnje. A 10 BpeMeHa rpejiaje
UCTOMMEHE Kmure y mramiy, Jecnuh je, mocne [loeme, KOMIIOHOBAO jOIII

1 O6jaBpuBamem oBoT IpHITOTa YPETHHIITBO YacomHca Mysukonoaija el a H3pas3u CBOjy TOILTY,
CpavyHy 3axBaJHOCT akaneMuky [lejany Jlecrnuhy — pelieH3eHTy Yacommca Ofi CaMor OCHHBAbA,
2000, ce mo mpsor Opoja 3a 2016. roauHy, Ha HBEroBoj MocBeheHoj, 3HAIAYKOj U MPHjATEIbCKO]
nomohu. ¥V ckpaheHoj u HemTO N3MEHEHO] Bep3uju, ayTopka Karapnna Tomamesuh je Tekcr ca-
ommruna Ha Tpubunu bubnmoreke CAHY, 1. HoBemOpa 2016. roauHe, y OKBHPY NPEICTaBIbambha
JecnuheBe kmwure Ha kpajy nyma.

2 Karapuna Tomamesuh, ,,Jlejan Jecnuh. Ha kpajy myTa. IToema 3a kamepuu opkecrap Om. 125.
Kparka ucropuja texcra nu [Iponor, [Tpukas y 8 kopaka, Enunor®, Hosu 3eyx 11, 1998, 57-71.
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HCTO TOJIMKO KOMIIO3HUIMja — MPEKO CTOTHHYIBaxeceT (YKyIHO, makie 246
nenal), mel)y BUMa U CBOjy TIPBY OIepy — U TO KOMU4HY, /lon hupa u non
Cnupa (Om. 220, 2010-2012), a ox omyca BOIyMHHO3HHJHUX >KaHPOBA CIIO-
meHyhemo camo, Ha TpuMep, YeTHUpU CUM(OHHUje 3a BEIUKH CUM(OHUjCKU
(Tpeha, Ou. 177, 2007; Yemepma, On. 192, 2008; I[lema, On. 192, 2008;
Ulecma, On. 200, 2009) u jenny 3a kamepuu opkectap (Om. 176; 2006),
te Konuepr 3a TpyOy (Om. 168, 2004)... Y ucroMm nepuoay Hamucao je u/
w1 00jaBUO YETHPH 3Ha4YajHEe M OOMMHE KIHre U3 00JIaCTH Teopuje My3H-
K€ ¥ CTHJIOBA’, BEJIMKK Opoj WiIaHaka, a Ja O JIPYyTUM, TyCTO HCIIperieTa-
HUM HUTHMa y KOHTPAIyHKTY FHETOBOT MPEIAHOT aHTaKOBamba HE KaKEMO
HU ped, MTO CBakako, He Om Omio mpasemHo. bynyhm na je Ta nucra ak-
THBHOCTH KojuMa akajemuk Jlecnuh ¢ HeCMameHUM E€HTY3Hja3MOM W pe-
3yATaTHMa Jiaje aKTUBaH JAOMPHUHOC MY3WYKOM H, YOIIITE, MOJbY KYyIType,
na u nmoj cBogoM Cpricke akajieMuje HayKa U YMETHOCTH, HEOOMYHO JyTa, y
OBOj MPWJIHIIM UCTaKJIa OMX TEK TOJUKO JAa je akageMuk lecrnuh HU3 roau-
Ha mocBeheHo o6aBsbao ayxHOCT Cekperapa Onesbema TMKOBHE U My3HUKE
ymetHOCTH (1999-2011), ycnemno u A0 AaHac pykoBojaehu v KOHIIEPTHOM
aktuBHomhy ["anepuje Axkanemuje (ox 1999); na je KOHTHUHYUpaHO OHO, U
JOIII YBEK je y )KUBOM, HHTEH3UBHOM KOHTAKTY M CTBAapaayKoM JIHjajiory ca
MHOTOOPOjHUM BpCHUM U BopehuMm My3ndapuma, Kao U My3HKOJIO3UMa; 1A je
aHTa)koBaH, Takole, OMJI0 Kao wiaH XKUPUja U YMETHUUKUX caBeTa Boxehux
MY3UYKHX (pecTuBana, OMIO KA0 YPEIHUK, WIAH YPEIHHUINTBA YacOIUca U
nocebHuX myOnukamnuja u3 obmactu mysuke... [lopen Pakynrera My3uuke
YMETHOCTH M YApyXKema KOMIIO3UTOpa OJ CaMHUX IOYeTKa CBOT IUIOIHOT
ImyTa 710 JJaHac, TOKOM ITOCIIeIIbUX JABEjY ACIeHH]ja MoceOHO je 3aayxno My-
3MKOJIOIIKM MHCTUTYT AKaJaeMmuje, 1 TO HEe caMO Kao pyKOBOJWJIALl IIpOje-
kara AxagemMujuHuXx DOHI0BA M Ka0 PEIEH3EHT Mel)yHapoaHOT Yacomuca
My3zukonoeuja on weroor ocuuBama 2000. ronuHe cBe A0 mpBor Opoja 3a
oBy, 2016. ronuny, Beh u — Oyayhu u 1yroroauiimy ujaaH YpaBHOT ogdopa
1 Hay4nor Beha MHCTHTYTa — Kao Bojehu MHTEIEKTyanal eBPONCKOT KOBa,
EpYIUTCKOT 3Hama U, MPEeBaCXOAHO — OJJaHU IpHjaTesb HayKe o My3ulu. He-
OpojeHo myTa o6pahan1/1 CMO My C€ y PasHOIMKHM MPHIMKAaMa i IIOBOJMMA C
MoJ10aMa 3a CaBeT; BEroB CMUPEH, CTAJIOKEH, HO YBEK JaCHO oapeheH cTas,
0MO je He3aMEeHJbHMBA MOMON M MOAPIIKA y JAOHOLICHY OAJNyKa y OBUM, IO
HayKy U KYITypy NOCE€OHO HEe3aBUJHUM M HEM3BECHUM BpPEMEHHMa, Ha YeMY
CMO My MH, capagHuiy MHCTUTYTa, 1 OBOM NMPUIMKOM O€3MEpPHO 3aXBaJIHHU.

OBo je, makie, Moj Ipyru cycper ca JlecnmheBum ocTBapemeM Cymop-
HO NECHMHUCTUYHOT HacioBa. PykoBoleHa, MelyTum, MpeTXoaHO H3I0KEHUM
YUILCHUI[AMA, @ M C TIOHEITO y MehyBpeMeHYy CTEUEHOT JIMYHOT >KUBOTHOT
HCKYCTBa MPOHUCTEKIIOT U3 CycpeTa ¢ (MPUBHIHO) KOHAYHUM, H OHUM JPYTHM
pacTaHIMMa, OBOTa IyTa M HHUCaM OWila y MCKYyLICHY J1a MOAJIETHEM aHKCH-
O3HOCTU M KOHCTPYHCAHOM MOJIENTy 33 TPAKTaT O HEYMHTHOCTH IPOJIa3HOCTU
MaTepHjaTHOT MOCTOjaba U 8eYHOM JHCAJTY 33 YTOIU]CKOM, JICTHE HEBHHOM U

3 Teopuja mysuxe, Beorpan : 3aBox 3a yubeHmke W HacTaBHa cpenctsa, 1997; Harmonija sa
harmonskom analizom, Beograd : Zavod za udzbenike i nastavna sredstva, 1997; Muzicki stilovi,
Srpsko Sarajevo : Zavod za udzbenike i nastavna sredstva, 2004; Muzicka umjetnost, Podgorica :
Muzicki centar Crne Gore, 2013.
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guctom npeactaBoM CJIOBOJIE M3BOPA cyrepucane bopxecoBom moemom.*
Hanporus, noszHajyhu y ocHoBHuM nprama bopxecos myT, nmajyhu, nomyrre —
CKpOMaH YBHUJI Y PEIENIINjy HEroBOr Jeia Y jyTOCIOBEHCKO] KibKeBHOCTH (/1.
Kum, va npumep!), kao u no3Hajyhu myr ,,Hamer ayropa” — Jlejana [lecrinha,
KEbUTA O KOjOj j€ OBJIE P4 CaMOo M€ je€ jOIII jeIaHITyT YBepHJIa y OIpaBIaHOCT H300-
pa IyTa Ha KOMe He MoYke OMTH M, yCTBapH, U HeMa Ipase auiieme usmely ,,606a”
u ,,crnanonena’, mamely ,,CTBapHUX U ,,I3MUIIUbEHUX~ Mpobiiema (jep — 3ap HaM
TE ,,IBMUIIJbEHE TipoOnieMe” 3arpaBo Hajuenthe He mpousBozae opyeu!?), uzmehy
,,OOCOHOTOT XO/Ia 10 TPaBu’ U ,,0KpeTama Ha BPTEIIM ¥ HEPETKO HAIIOPHHUX U
OOTHMX, HO UCTPajHHUX KOpaKa Ka y36ULUEeHOM CMUCTY ,, HIIAM H3a3BaHOT”, HO — 10
HEKOj HeoOjallIkbUBOj MIPOMUCIIH, HITAK y ITyHO] MepH onpeaMeheHor oBo3eMasbe-
Kor OuTncama. Ped je, 3arpaBo, 0 002080pHOoCmuU 38 060e U cada, alv 1 3a cympa.
Kwura Ha kpajy nyma ynpaBo 0 ToMe rOBOpPH, HaKO C€ MUMHKPHJCKH BEILTO,
Kao, yocrasioM, 1 caMm bopxec, 3aknama u kpuje nox mwiamtom CJIOBO/IE, xao
BpxyHckor 3akioHa u 3akoHa KPEATUBHOCTHU u OTIIOPA CTEPEOTUILY,
Ma KOjeM T0JbY JbY/ACKE JIeNaTHOCTH OHU NPHITaIai.

O6umnua moHorpaduja Ha kpajy nyma (ped je o oimsy 400 ctpanuia) mo-
JieJbeHa je Y JBe KpyIHe LEeNnHe: MPBa je Mo HaclIoBoM Moje cxeamarve my-
suxe (ctp. 9—116), a npyra npeactasiba Boouy kpos mysuxy aytopa (117-392).

Jpyru neo Kmure — Boouy kpo3 Mojy My3uKy — CaAp>Ku CBE HEOIIXOIHE,
NpEIU3HE U 332 UCTPAXHBAYE MPEIPAroleHe MoJaTke 0 ayTopoBoM omycy. Ty
Cy CBH PEJICBAaHTHHU TOJAIM O KOMIIO3UIIMjaMa, TPYIHCAHUM [0 KaHPOBHMA
(117-229);> momatm o u3Bohewy KoMIo3uIKja — O Tpemujepama (231-249),

4 Ped je o mecmu Tpenyyu Xopxe Jlynca bopxeca, kojom je Jlecrmh O1o HemocpeaHo WHCITUPHCAH
IPHUINKOM KOMIIOHOBamwa rnoeme Ha xkpajy nyma, xoja 'y ayTopoBOM OITyCy 3ay3HMa I0CEOHO MECTO
Kao CBOjeBpCHa My3nuka ayrobmorpaduja. Y Toxy Tpmbmue bubmmoreke CAHY, mocne kparkor
obpahama akagemuka [lecimha, ciymamy mysuuke [loeme TIPeTXOOWIH Cy bopxecoBu cTHXOBH,
y MHTeprperanuju riymia Munana Muxawnosuha, OBie ux JOHOCHUMO y HenuHu: Kaoa bux ceoj
arcuUB0M Mo2ao noHoso npoosicueemu, / Iokywao dux oa y ciedehiem nanpasum suute epewiaxa, / He
oux ce mpyouo 0a 6yoem mako cagpuier, / Buuie 6ux ce onycmuo, / Buo 6ux enynmvu He2o wmo jecam,
/ Beoma mano cmeapu 6ux 036umho cxeamao. / buo 6ux marwu wucmynay. / Buwe 6ux ce uznazao
onacHocmuma, guwe nymosao, / Buwe cymona nocmampao, Ha euwe nianuta ce noneo / Buuie pexa
npenaueao, Ha jow suuie mecma wwao, / Ha xoja nuxaoa nucam omuwao, / Marse 606a jeo a suuie
cnaooneoa, / Umao suwie cmeaphux a marbe ymuuibenux npoonema. / buo cam 00 onux xoju / Pazymno
u nnooHo npoxcuse, / Ceaxu MuHym cgoe JHcusoma umao jacan y3 mpenymke paoocmu, / Anu xaoa
oux mozao Haszao oa ce epamum, / Tesxcuo 6ux camo dobpum mpenyyuma. / Jep, 3najme, dxHcusom je 00
moea cauurven, / Q0 mpeHymarxa camo, Koje He nponywmajme caod. / Ja cam 6uo 00 OHUX wmo HUKao
nueoe / Huinu nucy 6es monnomepa, / Tepmogpopa, xuwobpana, nadobpana. / Kaoa oux onem moeao
arcueemu nakwe oux nymosao. / Kaoa 6ux nonogo mozao srcueemu / C nponeha 6ux noueo 60conoe
xo0amu / M maxo uwao 0o xkpaja jecenu. / Buwie bux ce na epmewyu oxpemao, / Buwe cymona
nocmampao u ca suwe oeye ce uepao, / Kaoa 6ux scusom nonoso npeo cobom umao. / Anu, suoume,
umam 85 2oouna u 3nam oa ymupem!

5 AyTop je cBoj 0GHMaH, )KaHPOBCKH Pa3HOBPCAH OITyC, IpymHcao Ha crenchn naams: I Kommosummje
3a kiaBup (117-140); II Kommosummje 3a npyre cono mactpymente (141-147); 111 Kommosunuje
3a uHCTpyMeHTanHu ayo (148-158); IV Kommosummje 3a mHCTpyMeTannu Tpuo (159-163); V
Kommosnmuje 3a xBapret (164-170); VI Komnosunuje 3a et 1o necetr mHcrpymerara (171-176);
VII Komnosunuje 3a rygadku u kamepHu opkectap (177-180); VII Kommosumuje 3a cuMpoHUjCKI
opkectap (181-188); IX Konueprantae xomnosunuje (189—199); X Komnosunuje 3a xop a karnena
(200-205); XI Hdexna 3a xop n opkecrap / vHCTpyMeHTe / coio racose (206-210); XII Como necme
(211-222); XIII Omepa (223); XIV My3suka 3a geny (224-229). V3 cBaky KOMIIO3UIIH]y ayTop je
HPHIIOKHO CaKET KOMEHTap O MOBOJMMA HACTaHKa JieJia U O IbeTOBUM OCHOBHHM OJUTMKaMa.
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n3BOhemUMa y HHOCTpaHCTBY (251-257), nperien n3Bohema (259-323), kao
¥ 0 ayTOPCKUM KOHIlepTHMa U emucHjama (325-329); cnenu nonuc Harpabe-
Hux aena (331-333), kao u bubnmorpaduja ayropoBux Hammca, My3uKajidja v
3ByYHHUX 3aInca, 00jeTumheHa 10/ HACJIOBOM TEOpHjCKU M TIeNarommiK pal u
nonesbeHa y cienehe rpyne: [Tocebna m3nama (335-339); Cryauje u aiaHmm
y nepuogunu (339-346); Uurepsjyu u apyru tekctou (346—348); I[IpeBoau-
JIa4YKH, peaKTOPCKU U ypenHuuku paj (348-351); Ilonuc mrammanux Mys3u-
kammja (351-363) u [lommmc 3Byunux 3ammca (363-371). Kiury 3a0kpyxyjy
HasuBu xommosuinmja, maatu abenenqaum penom (373-381) m xponomomka
Jlucra omyca (383-392) .

[IpBa nenuHa KbUre MpeacTaB/ba CBOjJEBPCHY ayTO-XpecTOMAaTujy, AaKiie
— ayTo-0Morpadcky, ayTo-loeTHUKY, aJli ¥ aHAJTUTUYKO-KPUTUIAPCKY 30MPKY
OpmxJbMBO OabpaHNX Hamuca. YWHU je — Aa ce, HUMaJo CIy4yajHO, TOCIy-
UM MY3UYKOM TEPMHUHOJIOTHjOM! — yuk/yc O yKyIIHO JBaJI€CeTjeTHOT TeK-
CTa Pa3IMUYUTOr JKaHpa, 00MMa ¥ HAMEHE, XPOHOJIOIIKH IJIelaHO — HACTAIINX
y pacroHy off MOYeTKa LIe3/1eCeTHX TOMHA MPOIUIOT BeKa CBE 1O HajHOBHUjeT
(cBakako He W mocienmwer odjasbeHor!) unrepsjya u3 2009. rogune. Caku
TEKCT yukayca 3a cebe YuHM, Kao ¥ uHave, y omycy /lecnuha-komnosuropa,
3a0KpYKEHY ,,Tpudy’” 3a ceOe, an TeK TOTIYHU YBU Yy LeIuHy popme o0e3-
oehyje ,,ToTaHK”, MaKpO-IIJIaH MPUBUIHOT MO3aHKa, a 3a1PaBo — MOIUPOHOT
TKamba ayTOPOBUX OICEPBallfja, OMACKU M 3aMHUCIIH.

Taj, npBu neo kwure — Moje cxeamarbe my3suxe — OTBapa TEKCT MOJ Ha-
cioBoM ,,Oarosopu 6e3 nutama” (11-33), roe ayrop, Kao U y Jpyrom, KOoMm-
IUIEMEHTapHOM Tpuiory — ,Moje My3uuke koopaunate” (34— 39) uznaxe
eJIeMEeHTe JTM4uHe Ouorpaduje u roBopu 0 y30puma, cTBapajyhu miarpopmy 3a
ayTO-TIOETHUKY.

Cnene uetupu Kpaha TEKCTa ¢ moYeTKa MIE3eCeTUX TouHa. Y OATrOBOpPY
Ha nuTame ,,l1lTa 3a Bac 3Ha4M caBpeMeHa JyrociaoBeHcka Mmy3uka?” (40—42)
Jecnuh npyxa cBoj yBua y npoOieme u (heHOMEHE Ta/ia CaBpEMEHOT CTBapa-
JamTBa, NOTOM y clieeheM Harucy TEOpHjCKU pa3Marpa €CTETCKE MPHUHIH-
e my3nuke ymetHoctu 20. Beka (43—-45), 6aBu ce MOTOM W MEPCIEKTHBAMa
KOHKpPETHE U CJIEKTPOHCKE My3uKke (46—48), ok cBoj moriena ka OyayhHocTH
ynyhyje y uaTepBjyy-ecejy ,,l1ta je jormr moryhe y my3unu?” (49-52)

,11ITa je ¢ onTUMHU3MOM y My3UIIU?” — IHUTA Ce ayTop JIBE JCLEHH]je Kac-
HUje, IOYETKOM 0CaMIECETUX TOAMHA, HAKOH YeTUPU UHTEpHA Yaca CTy/eHaTa
komnosunyje dakynrera My3uuke yMETHOCTH, KOHCTaTyjyhu n1a je My3uka Te
TeHepalmje MIaInX My3UnIKUX ayTopa u3paxasaia camo 001, 6e3Hale, odaj...
Y 0BOM caXeTOM TEKCTy Kao oxpalpemy 3a Beapuje xopusonte, lecrmh—te-
nmaror Oyayhe cTBapaorie momctude na ce, m3melhy ocrasor, ocinodoxae u ,,CTH-
J1a” O OHOT JIeJia CIEKTpa eMOIMOHAITHOCTH KOjU MY3HIIH Jaje OpHo, CKep-
IIO3HOCT, KMBOCT W )KHBOTHOCT y HajIIIMPEM CMHCIY 3Hauewa. (53-55)

JlBa HapeqHa eceja y MoHOTpaduju: TpBH, TOA HacioBoM ,,HoBa jen-
HOCTaBHOCT y My3uid — [loBparak wim ne?” (56-61) u apyru — ,,Bumie on
urpe” (62—64), mpeacTaBibajy CBOjeBPCHO CPEAMINTE IUKITyca 30upke. Ped je
o yBonuma JlecrimheBux npucTynHuX O6ecena IpUIINKOM n300pa y JOMHUCHOT U
penoBHOT wiaHa AKazieMuje, U3 TOAMHA ITyHE CTBapaiadyke — KOMIIO3UTOPCKE
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U yKymHe 3peioctd, u3 1987. u 1995. rogune.® thbuma hemo Hemto xacHuje
MTOCBETHTH MTOCEOHY MTaXKIbY.

JloripuHOC carsieaBamy, Tj. pelenIiji My3uKe leroBUX Milajux caBpe-
MEHMKa IPEAMET je HapeAHuX TekcTtoBa y 30upuu. [loq nHacnoBuma ,,.Bpeme
omymrama” (65-68) — TekcT HacTao oko 1983, u mecT roguHa Mitahu mpuror
—,,Ciymajyhu conare ... ” (u3 1989; 69-72), Jlecninh naje aHaIMTHYKH TOTIPH-
HOC carviejaBamy (PeHOMEHa IToBpaTKa KjiacuuHe opMe, Kao U CaMOT TOHAJIH-
Teta y omycy Brnactumupa TpajkoBuha. Hactynajyhu y oBoj rpymnu Tekcrosa
AQHAJIUTUYKY NE€AAHTHO, U3 yIJIa ITUCIIAa KOjJU U CAM MY3HKY CTBapa, no3Hajyhu,
JTaKJIe, ¥ 3aMKe 3aBOJIJbUBOCTH T10j€IMHUX MOTHBA, TeMa, MOCTymnaka, Jlecrmh
He OeXH, HUTH C€ YCTpydaBa Off, JOAYIIe, NeIaroKy OllaroHaMepHUX KpH-
TUYKUX HOTA, T1a HU O] 3aIUTaHOCTH HaJl HETIOCPETHIUM MTOBOANMA ,,3a0KpeTa’
y, Ha mpumep, cTBapamy Pajka Makcumosuha (,,Quo vadis Pajko?”, 73-76)
—3anoderor ¢ Tecmamenmom énaouxe ypro2opckoe... Fbecowa, a'y nenocpen-
HOM TIoBOny u3Bohemwa [lacuje céemoea kneza Jlasapa, 1989, Ha mectcToTy
ronummuiy KocoBcke Outke. Y ucrom kpyry JlecnuheBe ynmuTaHOCTH Haj
n3bopuma Kosera cToju u TekcT ,,Oncecuja ‘omexom’” (77-80) — o Konnep-
Ty 3a TpyOy, TpoMOOH u opkectap MBana JeBruha u3 nocnenmwe, npea-mMusie-
Hujymcke 1999. ronune, kao U roauHy AaHa Mjahe pa3MHUIIbakEe O KOMITO3H-
uuju Stabat mater Cranka lllenuha (tekcr ,,butn cedu gocnenan”, 81-84).

VY nyxy cTaOMIIHOT, HEMOMYNhEHOT JIMYHOT CTaBa O €CTETCKOM ,,KaluTary’’
Yy TIPOLECy BPEAHOBAbA TOAMILILIX KOMIIOSUTOPCKHX JIOMETa y HaJMETakby 3a
HajBULIY HaUMOHANHY Harpaxy Cmesan Mokparay, ciene U TpU NPUIIOTa MOJ
Ha3MBOM ,,Moj u360p” — 1, 2 u 3 (85-91). Banuano obpaznoxenu, lecnuhe-
BU n300pu Oumie cy xomnosunuja Memenmo Munana Muxajnosuha (1994),
Konuepr 3a knaBup u opkecrap Brnactumupa Tpajkosuha (1995), u Bokanuu
uuknyc Kpxomune neoa (Die Eissplitter) IBana Jesruha (1997).

Uuranan kmbure MokJa he ce y mpBu Max 3auTaTd OTKYJ Y OBOM H300py
ayTOPOBHX TEKCTOBAa HACIOBU MocBeheHn My3ukorepanuju (mpuior OKpyr-
JIOM CTOJIy OpPTraHWU30BaHOM Ha BojHo -METUITHCKO] aKaI[CMI/IjI/I 1994; 92-96)
WU MY3UIIU 32 JeIy (,,KOJ'II/IKO Je MysuKa 3a Jiery — nedja mysuka?”, 97-99).
3namu JlecnmheBux WIACjHUX TPEOKyIManyja TO THUTame, MehyTum, Hehe
nocraBuTH, Beh he kpeHyTH najbe, Ka 3aBPIIHUM pa3MaTpambuMa ayTOPOBHUX
CXBaTama MY3UKE Yy KOMIUIEKCHOCTH HEHOT YKYITHOT Tpajama: y HCTOPHjH,
MOJIMTHUIIH, UICOJIOTH]H, aJIM U Y OHOME IIITO j€ TIpeMa ayTopy M HajBaKHUje —
KOHTHHYHTETY OfIp’Kama 0a3udHUX KOHCTAHTH eBpoIicKe KynType. Hacrajyhu
y JelieHnjaMa Koje cy Oniie ,,MpecTHIHIITE” CBaKojakux (HopMH HaIMOHAIH-
3ama, JIOKaJI-IaTpuoTu3amMa M OaHAIHUX BHU3HMja MOMYJIUCTHYKE HICOJIOTH]E,
kura Jlejana Jlecrimha npyxa oxpabperse n oceéeuthierve na y ormToj TMHHHA
Oecmmcia, KaTka U 0e3yMiba, jOIll YBEK OCTajy Jla TUTPajy TaHaHE, HO OJuC-
TaBe MCKpe CMHCIIA U JICTIOTe, I0BOJbHO MOhHE N1a HajaxHy Oyayhe mpojexTe
U caMmy uuejy crBapama. CBe Te mopyke Moryhe je eKCIUTUIIUTHO, W — H3-

6 Coje npuctynue Gecene akagemuk decrmh je m3rosopuo 19. jyma 1987. u 31. mMaja 1995. Ipaa
Gecena je moa MCTHUM HaciaoBoM — ,,HoBa jenHocTaBHOCT y My3uuu — [loBparak min He?” mpBH
myT Oma o6jaBibeHa y: [iac CAHY, Onespeme mukoBHe U My3uuke ymetHoctr, CCCLVI, 4, 1988,
61-69. Jlpyra je cBOje MpBO M3/amke JOKUBEA MO HACIOBOM ,, YBOIHA ped 3a MpHKa3 Aena ‘Tpu

293

menurtauuje’” y: [iac CAHY, Onesbemwe nukoBHe U My3uuke ymernoctn, CCCLXXII, 6, 8—11.
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Melyy peoBa — MPOYUTATH y 3aBPIITHOM TPUIITUXY TPBOT Jiejia MOHOTpadwuje,
y TekctoBuMa ,,Jujanor oko moHozora” (100-104), ,,.CtBapame ka0 HauYUH
xuBota” (105-108) u ,,(P.S.) ¥V xymu on cmornoBaue” (109-116).
dokycupahemo cana maxxmy Ha OHE, omabpaHe TekcToBe — (,,OaroBopu
6e3 muTama’’; ,,Moje My3uuke KoopauHare”’; ,,CTBapame Kao HaYHMH )KUBOTA” —
pasroBop ca Xpuctuaom Menuh Ha Tpehem nporpamy Paguo beorpana, 1997.
ronvHe, MoBOIOM u3Bohewa Konuepmuna in D, Omn. 28, 3a nBe ¢nayte u op-
kecrap u,,(P.S.) ¥ xymu ox cionoBaue” — untepsjy ca Anom Kapmosuh 2009)
y KOjMa ayTOp HETMOCPEIHO PEKOHCTPYHIIE CTa3e KOjUMa jeé TOKOM JyToT
npehenor myra umao, ykasyjyhu Ha cBoja HajpaHWja U MOTOMma OMorpadceka
cehama, ncroBenajyhu o y3opuma, rpagehu mputom u, Haj3aj, — CTaOMIIHO
371ab€ CBOj€ CTBapasIauKe MOSTHKE, KA0 MECTA YKPIITakha JTHYHIUX TEOPH)CKUX
U €CTETHYKUX CTaBOBA.

[Tohumo on 6Guorpadckux MomeHara.

[IpernocTaBsbaMo 11a je ayTop KEHTY, Ka0 U YOCTAJIOM CBE JIPYTO IITO O]
j€ MPeTXoauIIo, HaMMCcao y MOpoanvHoj Kyhu y k0joj je u poheH, u rae, mpe-
Ma COIICTBEHHMM pEeYMMa, UCTPAjHO YCIIeBa J1a OCTBAPH ,,CAMOW30IANH]Y” OJ
Jpame, TparuKe U UCIPa3HOCTH CIIOJbEHET CBETa. Y TOj 0a3H, YIIYIIKAHOM OK-
puiby cBekosuke [lecnuheBe KpeaTUBHOCTH HA MHOTHUM TIOJbUMA — OCTBApEHE
1, HECYMIbHBO, MOJIP>KaHe O HajOMMKUX YIaHOBA MOPOAULIE — UCIIUCAHE CY U
CTpaHUIIe O IPBUM HETOBUM KOpaluMa Ha IyTy Ka My3ulu. [Ipen ynraomnem
ce pa3BHjajy CTpaHHUIE HAJTAXHYTe MEMOApPCKE MPO3e MPOTKAHE TOILUIO OCEH-
YaHUM [IPU30PHUMA MOITYT OHOT, HA IPUMEP, O IOYETHUIKUM U CBUM ITOTOEBUM
OJIMCKMM ayTOPOBMM CYCPETHMA C BPEMELIHUM KJIaBUpOoM Mapke Bdsendorfer
— KOju je moueTkoM paTHe, 1944. ronune 610 KyIJbeH MPO/ajOM MajUYHHOT
NPCTEHA — a KOjH je ayTopy OMO M 0CTA0 HajOJaHUjU MY3UYKH )KUBOTHH CaIlyT-
HUK, CBE JI0 JAaHAIITET JaHa; jep, TAKTUIHA PHUCHOCT Ca HHCTPYMEHTOM Ouiia
je JecTo ¥ rpBa Ha3zHaka Oyhema n HacTaHKa HOBHX JIeJa.

VY npBoM TekcTy 30upke ynTanal he ce CycpecTH u ca mpu30poM y Kome
je 6ynyhem kommno3urtopy oran u3 JIonmoHa 10HEO anu OyKBaJIHO IyH Kodep
rpamo(oHCKHX TuIova, Te je Kyha [lecnnha mocrana gom y xome cy ce paau
CIIyIIamka MY3UKE OKYIUbAIH OHJA MJIAaTd M MEPCIEeKTUBHH, TOTOM U PEHO-
MHUpaHU YMETHHIH, oryT Mupocnasa benoBuha — penurespa, 1 Muoppara,
Muje IlaBnoBuha — necHuka. Y oBUM CBOJUM MEMOApPCKHM CKHLAMa, ayTop
HE MPOITYIITa J]a CIIOMEHE CBa KJby4Ha MMEHA KOja Cy Oiurpasia OMTHY yJiory
y BETOBOM YTy Ka MY3HIIM: [TOCIIe TIOMEHA IpBe HacTaBHUIlE KiaBupa — [la-
nune CranucasipeBuh, [lecnuh nuie u 0 BpeMeHy IKOJIOBaWka U CTYAUPamba,
T7Ie OCTBapyje CycpeTe ca CBOjUM,Tajia HAaCTaBHUIIMMA U TIpodecoprMa, a Imo-
TOM M Oynyhum konerama — 3HAaMEHUTHM CTBapaolMa cpIcke My3uke — Jby-
ourtom Mapuh, Mapkom TajueBuhem n Bactumupom I[lepuuauhem, on kojux
he ra, moce6Ho ¢ [leprmunhem, Kpo3 HA3 TyTUX | IJIOAHMX JICIICHU]A CapaImhe
BE3MBATH NPUCHE CTPYYHE U NPHUjaTeIbCKe BE3eE.

Ocspuyhe ce ayTop oBze u Ha JUIEMy ITOBOAOM HM300pa KHUBOTHOT TO-
3WBa: apxXuTeKTypa mwiu my3uka? O adpuHUTETY 32 00a 1moska HajO0oJBe TOBO-
pyu BEroBa My3HWKa — CKIIAAHE, YPABHOTCIKCHE U HPETVICAHE apXUTCKTOHUKE,
MPEIU3HOT MEJIONjCKOT MPTEka, T00p0o M30amaHCHpPAaHOT PUTMA y HU3AMY
U CMEHH EKCIPECHUBHUX, (PAaKTYpHHX M XapMOHCKHX CerMeHara ¢opme, Io-
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TBphyjyhu, HCTOBpEeMEHO 1 OHY MHCA0 MpeMa K0joj je apXHUTEKTypa 3armpaBo
,,3aMp3HyTa My3HuKa”.

[IporoBapa ayTop OBAe M O HMPBHUM 3alaXCHUM, MIIaJaJadyKuM, OCTBa-
pemuMa, Koja, meh)ytum, Beh qyru Hu3 1eneHnja noTsplyjy cBojy aHTOJIOTHjC-
Ky BPEIHOCT U BUTATHOCT Ha KOHIIEPTHOM pPENepToapy, MOIyT HITP. KIaBHPC-
kor Hoxmypnua, On. 5. Beh y mnanoctu [lecrinh je pa3Buo TpajHy HAKIOHOCT
3a IMKJIyce MUHM]aTypHUX (OPMHU; HO, /1a TakBa (popma ,,3axTeBa OpyIemne 10
HACUTHHJHX TOjEAMHOCTH ’, yBepHroO ra je Beh Tokom ctyamja mpodecop Tajue-
Buh. (13)

Jparonenu cy macaxu ayTopoBOT TOBopa o y3opuma — o [lebucujy (oHOM
u3 bepeamcke ceume), bpamcy, Paseny, Cezapy ®panky, notom bputny n
XWHIEMHTY, a C IPOTOKOM BpEMEHa — KaKO C€ BEKTOP HErOBUX MY3WYKUX Ha-
KJIOHOCTU CBE BHUIIe U OJIMKe NMPUKIAKBAO CBETY Oyule, yMECTO Oyxa — U O
[Tpokodjeny, lLlocrakoBuuy, Manepy, ,,nHamem” CteBany MokpambiLy...

PacBetsnen je oBne u JlecrmheB onHoc mpema (honkiopy, Te OTHop mpeMa
JOMHHAHTHUM COLPEATMCTUYKAM TEH/IEHIIMjaMa TIeJIECETHX TOMHA Kao BPCTH
,,TIOMyJIM3Ma” KOjU Ta je, Kako OHJa, TAKO M JIaHac o0ujao, Te 0 CIelupuIHOM
BUlewYy 3HAYCHA HAYUOHAIHOZ Y MY3HWIM, TJIe OcTaje ONM3aKk aHTOJIOTH]jCKOM
crapy Pactka IlerpoBuha kana kaxe: ,,Jlok He mpedonumo EBporny u He HayurMo
€BpOIICKU TOBOPUTH, HUKaKo HeheMo ycneTu Ja npoHahemo IiTa je y Hama Of
BPEHOCTH, & KaMOJIH /2 TO H3Pa3HMO Ja Oy/ie O BPEIHOCTH 33 OCTAJIH CBET .

HecHuIM 1 KEbIKEBHULM, OHIU CY, YOCTAIOM, TPajHH U BPEMCHOM CBE
PUCHH]U ayTOPOBHU CAIly THHLIH C KOjUMa j& KPO3 MY3HKy OCTBAPHO HajiyOIbe
JlyXOBHE JIMjajiore: Kako ¢ OapJoBUMa MeIUTEpaHCKor moaHebsba — ['yHay-
muhewm, lantuhem u, nocedbno — dyuuhem (Hnp. /Jyoposauxu ousepmumen-
mo, Omn. 18), Tako U ¢ BEITUKUM, METAHXOJIMYHUM JIMpUYapeM ctapor Bpama
— bopom CrankoBuhem (Hnp. MmoHonor Mutkera — nnaue JlecnuheBor npa-
nene no majuu u3 Kowmane xao uncnupauuja 3a /[eones On. 75, motom u
Enecujy, On. 86, uncnupucany, kao u Kowmanuna necma, On. 128 necmom
»Jla 3Hajem Mmopu Mome™). Y Tom JlecnheBoM AyXOBHOM KPYTY, H03HAjeMO
ca cTpaHuIa Kiure, ctoje u therom, u 3maj, u uc, Momunno Hacracujesuh,
Jlecanka MakcumoBuh, anu u Taropa, bomnep, Enujap, Bopxec...

3a pazymeBame ayTOpOoBE My3UYKe IMMOETHKE O]l KJbYYHOT 3Ha4aja Ccy u3-
JIOKEHH €CTCTHYKH IOIIEN U CY0BH O 633HqHHM OHTOJIOIIKUM MUTambUMa
My3HKe. 3a I[ecnnha, ,»My3HKa je TOHCKH rOBop ; »» TOKUIITE (...)je y mucmu —
JlaKIie, MeJIoAujH, MOTHBY, My3HYKO] HIEJH KOja HEIlTO Ka3yje, a He Ha CeKyH-
nmapHuM yrHAoIMMa”. (21) CiencTBeHO TOME, My3HKa je M CPEICTBO KOMYHH-
Kanyje. ,,JIiaHo ce TpyIuM J1a Moja fieiia He Oyry 3a ‘jeITHOKpaTHy yrnoTpedy’”
— pehu he aytop y jemHoM Hacy; ,,JicToprja HEMWJIOCPIHO B BeOMa TPABEIHO
‘maTpupa’ yMETHUYKO CTBApAJIAITBO (...) ¥ JEWHHU je TpajaH U MepoJaBaH
CyZ 0 BeroBoj BpeaHoctu” (32).

Bpennu naxme cy ayTOpOBH IMOIVIETN HA MUTAmba O ariCoMyTHO] U MPO-
TPaMCKOj My3HIIH, O HEOKJIACHIIN3MY Ka0 TOKPETY, O TOHATHOCTH, MOJIATHO-
CTH, TOTU(POHU]jH, TPOOIIEMUMA CTHIIA, KOHKPETHO] M €JIEKTPOHCKO] MY3HIH,
amu u [leciuheBu yBUAM Y €BOJIYIH]Y U MIPOMEHY COTICTBEHOT KOMIIO3HIIHO-
HOT TTOCTyIKa — o7 npehammer 1aBama NpuMaTa KJIaCHYHUM y30pHMa Ka Oc-
nobahamy MOCTYIIKA y MPaBILy €601y Y10HO2 HaunHA 00JIMKOBambA.
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[Toce6HO OMX M3MBOjHIIA jeIaH MTAacax U3 TEKCTa ,,Moje My3ndKe KOOp/Iu-
Hare”. [Ipema [lecniuhy, My3uka, y MaTeMaTHIKOM CMUCITY, Y KOOPIUHATHOM
MOJbY TOCENYyje BEPTUKAIHY OPIMHATY KOja CUMOOIUIIE eMOmueHy, pomMan-
muuKy CTpaHy, IOK arCIiica — XOPU30HTAlIHA, KA0 PENpEe3eHT CBeTa O0yxa U
pasHomedce — CUMOOJHIIE KOHCTPYKTUBHY M PAIllMOHAIIHY, KIACUYH) CTpa-
Hy. Kako y my3unu, Bepyje ayTop, Mopa OMTH U jeHOT U JIPYTOT, CBAKO I10je-
JTUHAYHO JIEJI0 U, YOCTaJIoM, IeJIla HCTOpHja My3UKe Kao Jia OCIITyje u3Mehy
OBHX JIBEJY KOOpZIMHATE; Pe3yNTaT jeé CMeHa CTWJIOBA, OHUX ,,KJIACHYHUX' H
OHHX ,,pOMaHTHYHHX " (36). YV ToM OCLIMJIATOPHOM I10JbY Hecnuh Bumu 1 cBOj
OITyC, Ha JyTOM ITyTYy K-ETOBOT Tpajama: JOK je y TIPBOM JIey IyTa rpeosiahu-
BAO CBET 0yxa, MOX/1a HajU3pa3UTHje periepe3eHToBal y Burwemama, Ha Ipy-
roj TMOJIOBUHHU ITyTa CBE C€ OYMIVIETHH]e U MHTEH3MBHHU]E, IIOYEB JOII HErne
0J1 Kpaja ceflaMIeCceTuX rojinHa MpoIUIOr BeKa, OTKPUBAO CBET Oyuie, O YeMy
yBepJbUBO cBeoun Tpunmux Om. 63 3a Buonuny u opkecrap (36-39), y unjem
he cpenummem ctaBy — Tyorcoaruyu —y JlecnmheBom Buhemy, y popmu maca-
KaJbe Ha TeMy Kopaina u3 Ilacuje no Mamejy, y HOBOj IMHU]JU CIIUpAJIE BpeMe-
Ha U3 TyOMHE MPUBUAHO TaBHO MUHYJIOT 1002 M3HOBA U3POHUTH MONHH CTBa-
panauku Tiiac Joxana Cebactujana baxa. Tauno je, pehu he Jlecniuh — ,,My3uka
jecrte U cTBap Ayxa”, aJu My3HKa JeCTe U HEUITO JAPYro, HEITO Ay0Jbe U HEIITO
— O TIyKe Urpe, JaJIeKO BHIIIE.

He jenannyr, u He camo Ha cTpaHuL[aMa OBE Kibure, ayTop he ce nekiapu-
cati Kao TpaJMIMOHAINCTa: ,,Beoma je j1aKko pyInTH MOCTOBE; MHOTO j€ TeXe
IPajUTh UX ¥ YyBarTu!” — pedu Cy KOJUM je 3aKIby4HO MPHIOL O CaBPEMEHO]
JYTOCTIOBEHCKO] MY3HUIH, jOII MOYETKOM IIE3[ECETUX TOJIMHA TMPOIUIOr BeKa
(42). Ho, yBepsbHBO TyMa4yere CONCTBEHOT BUl)eHmha OIHOCA CABPEMEHOCTH Tpe-
Ma MPOIUIOCTH, MOAEPHOCTH MpeMa TPAIHIIUjH, Ka0 ¥ CTPAHITyTUIIa U 3a0Iryna
y ymetHocTH 20. Beka Jaje y wiaHky ,,HoBa jeqHocTaBHOCT Y Mys3uly, HOBpa-
TaK Wi He?”. Ped je, Kako CMO HAaIlOMEHYIIH, O NPHUCTYIHO] Gece/in MOBOIOM
n30opa y nomucHor wiaHa Axagemuje u3z 1987. ronuHe, Koja ©Ma CMUCAO0 U Te-
KHHY ayTopoBor KpeatuBHOT Credo-a . HajBujajyhu mmpoxk J1yk o7 BpeMeHa
[Manectpune 1o Tagamser 106a, Jlecrih oBJie H3nake CBOj KIby4HH SCTCTHYKHU
CTaB IpeMa KOjeM j& My3HKa 3aIPaBO 2060p eMOYUjd, INME 3ay3MMa PaInKaIHO
CYNpOTCTaBJbeHy MO3ULH]y Y ozHocy Ha Mropa CTpaBHHCKOT, KOjH Je jenHom
NPWIMKOM CAOIIITHO /12 ,,j€ My3HKa HecriocoOHa OnIto mra J1a u3pasu’.

Hozcruuaj 1a HacTaBu U pojy0H MMarnHapHy noxemMuKy ca CTpaBiH-
CKHM Kao jeHUM O]l ,,HajBehuX My3MYKUX CTBapaJiama Haimer Beka” (62),
aytop he 3aokpyxutn y cienehem ecejy moa HaciaoBoM ,,Bumie ox urpe”,
TEKCTY KOjH je MPeJICTaBIba0 YBOA Y npagy Npucmynuy decedy OBOJOM H3-
oopa 3a penoBHor wiana CAHY 1995. ronuHe — eMUTOBamEe KOMITO3UIIN]E
Tpu meoumayuje, On. 99, 3a BUOJOHUYENO U TYIaYKH OPKECTap — TOT jena
poayOJFEHOT JTUpHU3Ma, 3aHOCAa U KOHTEMIUIAIMje HAJl OHUM 00Opum mpe-
HyyuMa Ha KOje Cy Ce€ OCBPHYJIH Kako bopxec y CBOJUM CTHXOBHMA, TaKO U
Hecrmh y moemu Ha kpajy nyma. ImarnaapHa mojemMuka, Mmelhytum, nobuja
crienuuyaan oopT, ¢ 003upom Ha To Aa Jlecrimh ourydyje 1a My3UKy BEJTHKOT
MPETXOJHUKA O10paHu O] Iera caMoT, nctnuyhu na BenuauHa JKap-nmuye
wu Ilempywixe He 61 MOIIH mpouctehn TeK U3 MyKe ,,urpe TOHOBA  Koja
,,HHIIITa HE U3pakaBa’.
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JocnemaH, pexiio Ou ce 4ak U UCKJbYYHB IMPOTUBHUK NofekadoHmje, ce-
pHjanu3Ma, ma M ajeaTtopHke, Koju — napadpasupam ayTopoBe pPedd — HUCY
JIaii TIpaBe | JbYACKU BpPEIHE MYy3HUKe pe3yliTare, HUTH X Mory aatu (23),
3a Jlecimha cy moBparak jeHOCTaBHOCTH W IOETHKA ITOCTMOJAEPHE HACTy-
MAIA Kao TIPUpPOHA KOHCeKBeHIa Oecmyha y kK0joj cy ce aBaHType My3W4Ke
aBaHrape 3aBplInje y APYyroj NOJIOBUHM Ipomuior Beka (57-58). Kao npasu
MOZIEpPHHMCTA ¥ TOOOPHUK KJIACMYHOI' Hauena, Oiau3ak y OMTH MouMamy MOo-
nepaoctu ko Tomaca Enmora, Jlecninh Bepyje aa je kopak yHanpesn jeAnHo 1
moryhe yunHuTH nionazehu o1 TpaauIyje.

Axo ce urae Moxxe Hahu MOTBpJa O MCTUHHUTOCTH CEHTEHIE ,oBeK je
ctuir’, oHa he 6utu npeno3Hata u 'y oBoj 30upiu Tekctoa Jlejana Jlecruha.
Kao u meros My3uuku roBop, CBe TEKCTOBE OJUIHKY]y M Kpace yrialheHa yek-
CHKa, y30paH CTUJI CBeJIeHE eKCIpecHje, (OKYCUpaH IJIaH u3arama, 0e3 pe-
TOPHUYKOT BUIIKA KOjeT ayTOp MHAa4ye MPE3Upe KaKo y MY3HUIIH, TAKO U y CBETY
KOJUM BIaiajy peu: ,,Kao mto ce (...) rpo3uM jbyncke OpOJbUBOCTH U (CaMUM
TUM, HEU30€XKHOT) Ipa3HOpeYja, TaK0O MU TO jJOII BHIIE CMETa y MY3HIIH, Na
3aTo u30eraBaM CBaKy JCKOPaTUBHOCT 0e3 3HaUYCHa, Mpa3aH X0 0e3 caapikaja
(...)” — pehu he Ha jennom mecty (21).

W3 Goja3Hu Aa 1 cama HE ymagHeM y 3aMKy OJIaroriaroJbUBOCTH, XUTPUM
KOpakoM Kpehem Ka 3aBpIIHMIM OBOT TE€KCTa, Mpu3nBajyhu y cehame yTucke
HOHETE ca HEIaBHO OpP)KaHOT ayTopckor KoHiepra [lecrnuheBux nema. bumo
je to 10. centemOpa, y camu beorpaicke ¢uixapmMoHuje, MOBOLOM HpeI[CTa-
BJbaba HAJHOBHjET KOMIIAKT JIMCKa Ca ayTOPOBHM JIyBaukKUM KBUHTeTHMA.” Tom
TIPUJIMKOM, TIOHOBHH CYCpET ca, Ha npumMep, Buremama, Om. 4306, pagocHo je
OJIjeKHYO Kao TPET03HaBAhe 3HAHOT ¥ OUYSKHBAHOT, JIH j& — K0 U CBAKU CYCpET
ca JIeJIOM KJIIaCHYHE BPEIHOCTH — 3aMCKPUO M HOBUM, IDIEMEHUTO 000jEHUM OC-
BeTJheeM. buhe n1a je To MCKycTBO OMIT0 IOTBp/A TE€3€ 10 KOjOj KIIACHYHO JIENI0
He 3acTapeBa, Beh ocTaje y OHOM M3y3eTHOM Mel)ynpocTopy mpoLuIor, Mpe3eHT-
Hor U Oyayher — mpocTopy ,,BEJIMKOT BpeMeHa™ WM, 3alpaBoO — Oe36pemMeHoe,
y koMe he, npema peunma Muxanna baxTuna — koje je yecTo BOJI€o /1a HaBesie
akanemuk [Ipenpar IanaBectpa, a ¢ kojum cy Jlecrinha Be3nBasie CHaXXHE CIIOHE
— ,,CBaKa pey JI0)KUBETH MPa3HUK CBOT HOBOT pohema’.

VYBepeHu cMo y TO /1a U yMHE Topyke akajnemuka Jlecnnha, okynsbeHe y
KeW3H Ha kpajy nyma, He YMHE CaMO OTHCKE je/IHOT AYror H ILIOJHOT MyTa
Tpajara M NCTpajaBarba 03apeHba U MaTHhe CTBapaba, Beh 1 1a YMHE CBOjeBp-
CHY aHTOJIOTH]Y MOPYKa, 3HAK08A Kpaj nyma yCMEpeHUX Ka HeKuM, Moryhe je
—3a caJia joul yBeK HEeBU/JbUBUM M HEJIOKYYHBUM CTa3aMa HOBHX JKUBOTA KJIa-
CHYHMX BPETHOCTH LUBIJIM3alMje, HeloMyheHnX 3HaMema JICTIOTe U CMHUCIIA
YMETHOCTH, Ka0 ¥ TEOPU]JCKO-€CTETUUKO] MUCITH O H0j.

Kamapuna Tomawesuh

7 Ha KOHIIEPTHO] TIPOMOII{H KOMIIAKT IHcKa A cinque. Mysuka 3a Oyeauxu Kéunmem W3BEICHA CY
cencha JlecnmheBa nema Tor xanpa: Bumeme, Om. 436, Conamuna, Om. 53, A cinque, On. 115 u
Cacmanax, Om. 195. W3Bohaun, Koju Cy Aena ¥ CHUMIIN Y OECIIPEKOPHO MPELU3HOM M HA/IaXyTOM
TyMademy, omnmm cy uiaHoBu [lyBaduxor kBuHTeTa beorpazncke ¢unxapmonuje: Mapuna Henanosuh,
(mayra; bojan [lemmh, o6oa; Bessko KnenkoBcku, knapunet; Henan Jankosuh, ¢aror u Henan Ba-
cuh, X0opHa.
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Cuneu Hucedop, UBAH JEBTUh. KOMITO3UTOP
HA IIYTEBUMA CJIOBOJIE
/ Sylvie Nicephor, IVAN JEVTIC. ITINERAIRE D’UN MUSICIEN LIBRE,
npeBoj ¢ ¢ppaniyckor Ha cpricku Muna Karapuna HByposuh
1 Mwuiena Anhenuh,
beorpan: Cpricka akagemuja Hayka U ymeTHOocTH U PAIDEIA, 2016.

[TpungHO je HeoOMYHA OKOIHOCT J1a je MoHOTpaduja mocBeheHa jeqHoM
CaBPEMEHOM CPIICKOM KOMITO3HTOpY, akafaeMuky ViBany Jepruhy, Hactana u3
nepa MHOCTPAHOT ayTopa, T€ Jla Ce€ T0jaBJbyje Ha CPIICKOM jE€3WKY Y TIPEBO-
ny ca (panmyckor. OBy cTyaujy Hammcana je QppaHIlycKa My3UKOJIOIIKHEbA
W MHTEepHpeTaTopka caBpemeHe mysuke Cuinu Hucedop (Sylvie Nicephor),
KOja je THME 3a0KPYXKHJIa CBOj€ JIECETOTOIUIIE ,,TO3HAHCTBO™ Ca MY3HKOM
OBOT' KOMITO3UTOPA, KOJH MIMa JIBOJHO, CPIICKO M (PPaHITyCKO PIKaBJHAHCTBO.
[ToncTakHyT HEKOJNIMKUM TpUJIMKaMa y kojuMa je Hucedoposa O6una y ynosu
pOMOTEpa HETOBe My3HKe (HIIP. Ka0 ayTop MPOrpaMCKOT TEKCTa 3a ayTOPCKU
konuept y Camu ['aBo /Salle Gaveau/ y Ilapuzy 2011. ronune u, KacHHje, Kao
n3Bohad meroBe My3uke), cam Jepruh joj je ToBEepHo OBaj, IMOMAJIO He3axBa-
JaH 3a/1arak, Oyayhu 1a meroBo CTBapajamTBO J0 TOT TPEHYTKA HUje OHII0
HpeaAMeT ,,HUjeHOT cliuca, HujeaHe HayuHe myonukanuje” (11). Aytopka ce,
JaKiie, Halula y MO3MIHUJH Jja OHYIU MPBY CBEOOYXBaTHY aHAIM3Y IO cajia
npeheHor crBapanaykor myta MBaHa JeBruha u TymMadyeme HEroBOT H3Y3€T-
HO OOMMHOT KOMITO3UTOPCKOT oryca. HaciioB kmure je, y ToM cMUCITY, 100po
dopmymcaH jep yka3yje Ha uumbeHuly na je Jesruh Hajehu neo tor myra
nperrao MUMO OWJIO KaKBE WHCTUTYIMOHAIHE TO/PIIKE, [0 CTPAHU O Tpe-
HYyTHE KOMIO3UTOpCKe ,,Mofe” y Ilapusy, rpajmy y KojeM je MpoBEO TOJWHE
CBOT CTBapajadykor ca3peBama M OTIOYCO HHTEPHALMOHAIHY KapHjepy.

Kmura je ykynHor obuma on 280 cTpana, y KBAJIMTETHOM TBPIOM ITOBE3Y.
Ha Hemto BuIIe of1 IB€ CTOTHHE CTPaHa IJIABHOT TEKCTa, KOJU Te4e MapasielTHO
Ha (PaHILyCKOM U CPIICKOM je3HKY (ILITO je 3aucTa HeyoOnu4ajeHO TEXHUYKO pe-
mewe), Cunsu Hucedop ananusupa Haj3HadajHuje ouiuke JesruheBor cTBapa-
JalTBa y OKBHUPY HIECT LenuHa: Avant-propos / Ilpeocosop' (4-15), Chapitre
1. L’aube serbe / Ilocnasmwe 1. Cpncka sopa (16-39), Chapitre 2. L’ ouverture
internationale / Tlornassse 2. Mehynaponano uckyctso (41-69), Chapitre 3. Ivan
Jevtic dans le monde musical / Iloenasmwe 3. Hean Jesmuh y ceemy mysuxe
(70-107), Chapitre 4. Ivan Jevtic : Style et langage / [loenasmwe 4. CTAI U je3UK
Weana Jesruha (108-197) u Conclusion / 3axwvyuax (198-207). Cpeaunima
MOIVIaBJ/ba KIGUTE Cy CMHCIIEHO TOJIeJbeHa Ha Mambe IEeHHEe-TOTIONIABIbA.

I Kako ce (paHILycKH TeKcT y rpadyiukoM JM3ajHy H3/amba HaIas| ¢ JIeBe CTPaHe, a IPEBOJ Ha CPII-
CKU C JIeCHE, HACIIOBH TIOTJIaBJba Cy HajIpe AaTH Ha (paHILyCKOM, I1a OHJa Ha CPIICKOM je3uKy. et
IPHHIIMI je IPUMEHeH U KOJ] HaBol)era Ha3MBa MOINIaBIba Yy Ca/IpIKajy KIbHTE.
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HaxoH maBHOTr TekcTa, ciefe MPHIO3U: W3BOPH KOje je ayTOpKa KOPHCTH-
na (ykipydyjyhu m pasroBope koje je obaBmia ca JeBruheM m ca HEKHMa O
Haj(ppexkBeHTHHjIX U3BOhaua merose Mysuke y Ppaniyckoj u Cpouju, 208—
215) u Benmku Opoj poTorpacduja u3 Jepruhese npuBarHe apxuBe, Kao HIIyCTpa-
11ja KOMIIO3UTOPOBOT TIOPOJIMYHOT MOPEKJIa M Pa3IMUUTHX )KUBOTHUX M CTBA-
panmaukux etamna (216-278).

Hucedoposa ycreBa na mpukake Haju3pa3UTHje KapaKTEPUCTUKE CTBA-
panamrBa MBana JeBruha, koje mocMarpa y OKBHpHMa HEOKJIACHIIM3Ma, CXBa-
heHor y HajIIMpeM CMHCITY — Ka0 TeKEbY Ka CHHTE3H Pa3HOBPCHHX MY3UUYKO
-M3paXKajHUX CpeJcCTaBa MUHYIIMX €I0Xa ca TeKOBHHAMa EBPOIICKE MOJIEpHE.
[Ipema menum peunMa, JeBTrheBa TMYHA €CTETHKA j€ ,,YKOPEHEHA Y HAPOIHE
Mace, lbHuMa OJIMCcKa M lbuMa nocsBehiena. OHa ce TeMeJbH Ha CHUJIMHH TEME,
eHepruju puT™Ma, e(pUKaCHOCTH KOMIIOHOBama 3a UHCTpyMeHTe. Ocnamajyhu
Ce Ha CaBpIICHO BJaJame TEXHUKaMa KOMIIO3MIMje KOjuMa je OBJaJao y
CB0j0Oj pOJHO]j 3eMJbH, JeBTHN je yOp30 MpOHAIIA0 COTNCTBEHU CTUIT U HEMY
ocTao BepaH. tberoBa yMEeTHOCT XapMOHCKOT U HHCTPYMETAIIHOT KOJIOPHU3MAa,
nopaheHa u u3BajaHa 3axBasbyjyhu cryaujama y OpaHIlyCcKoj, y CIyKOH je
HETOBOI' YHYTpAIIkhEer CBETa U HEMY CBOJCTBEHOI' CEH3MOMIMTETa.3aTo je
YCIEO J1a CBETY MPHUKaXKe My3HUKY y KOjOj HajBaXKHH]€ MECTO 3ay3UMa CPIICKU
UJCHTUTET, y3 He3ao0unazuu auunu nedar” (199). Ilpodun Jesruhese cTBa-
paJiayke JTUYHOCTH ayTOpKa CakMMa y TPH M0jMa: pOMaHTH4Yap, XyMaHHUCTa,
Bu3uoHap (103).

Kparak ocBpT Ha MojeJHauHa MOTIaBJba CTY/AN]jE TIOKa3yje IIMPUHY MO-
Horpadckor npuctyna Cunsu Hucedop. HakoH carnenaBama KOHTEKCTa CpII-
CKe MY3HKe U IoueTaka JeBTHheBOr My3U4KOT IKOJIOBaHha y TIPBOM IIOTJIABIBY,
JPYTO TOTNIaBJbE KEUTE TPacHpa MyT KOMIIO3UTOPOBOT JaJber (OopMHUpama y
CBPOIICKUM OKBHPUMA, II04CB O/l IBOTOJMILILET ycaBpliaBatba ko OnnBujea
Mecujana (Olivier Messmen) Ha [lapuckom KOHBGpBaTOpI/IJYMy y crarycy
,»cloboaHor cinymaona” (1973-75), na 3atum ,,0euke aAurpecuje’” — cTyauja Ha
Bricokoj mikomu 3a My3uKy y kinacu Angpena Yia (Alfred Uhl), no nosparka y
[MTapu3 1978. ronune koju he, o1 TOT TpEHYTKA, IIOCTATH HEroBa MpUMapHa CT-
Bapaiauka 6a3za. Tpehe, moxa HaJI/IHTepecaHTHI/Ije TIOTVIaBJbE KIbUTE, TIOCMa-
Tpa KOMIIO3UTOPOB MYT ,,0/] TPHHA J0 3Be3/1a”, OHOCHO KOHCEKBEHIIE HeTOBOT
NpO(eCHOHAIHOT OIpe/e/beEba 3a CTATyC CJ'IOGOI[HOF YMETHHKA. YMECTO J1a
Ce MPUKIIOHH JIOMHHAHTHO] CTPYjH CaBpeMeHe Mysuke y {OpaHIyCKOj U TaKo
nohe 1o mopyiiOrHa o CTpaHe MHCTHUTYIIM]jA U3 jJaBHOT CEKTOpa, JeBTrh Kom-
TOHYje y CKJIaJly Ca CONCTBCHUM €CTETCKUM YBEPCHIMA, a apupMaliijy cTH4e
saxBasbyjyhu — u3Bohauuma, Koju 1OCTajy ,,[NIABHA MHCIHPALMja My3HIKOT
CTBapaJIalliTBa Koje BpeaHyje U3BOauKy BEUITHHY y CBUM HeHUM o0nuimma’”
(79). Hucedoposa noceOHo ucruye Jepruheny »CTAIHY 1 3HA4YajHy My3UYKY
MPOAYKIIM]Y 3a JIMMEHE [ayBauke]| mHCTpyMeHTe” (85) W Hemocpenan OIHOC
KOMIIO3UTOpa M M3BOhaua, Mpy 4eMy ce yclieX HBhHXOBE Capalib-e 3aCHUBA Ha
Mehyspynckum ogHocuMa (87). OBaj 3akJbydak ayTopKa TMOTKperubyje Opoj-
HUM OJJIOMITIMA M3 CBEI0YaHCTaBa yIIeIHIUX HHTepnpeTaropa JeBriuhese my-
3WKe, KOjJH JKUBO U HETMOCPEIHO TOBOPE O IUIOJOTBOPHOM OJHOCY Capaime U
y3ajaMHOT yBa)kaBama n3Mel)y kommosutopa u u3Bohaua. MimycrparuBHo je,
Ha npumep, cehame ¢paniyckor Buonucte XKepapa Kocea (Gérard Caussé)
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Ha MapucKy npemujepy Jesruhesor Koruepra 3a BHOIy 1 Iyfadki opKkecTap,
Koju je u3Beo ca [lapuckum opkecrapckum ancam6iom y Camu [Inejen (Salle
Pleyel), 1990. rogune: ,,tberoB koHIEpT 3a BUOIY |[...| TUBHO je, pa3HOOOjHO
Jiesio0, 0OraTo TOHOBMMA KOjH BHOJY YMHE TAKO TUIEMEHUTHM HHCTPYMEHTOM
[...]. [ToBpx cBera, OH je MOj Aparu npujaresb, 1 TuMe ce nuaum’ (65).

Hucedoposa Takole nokyiasa fa IpOHUKHE U Y pa3jiore BEJIMKOT ycIie-
xa JeBruheBe My3uke kof myOnuke: ,,3a00mna3ehun ekcriepuMeHTaNHe npasle,
cBecHO Ompajyhm nma ocrane HeymyheH y aBanrapay [sic!] ecteTuky koja ce
ciymia y 3amanHoj EBponu mocne [lpyror cBerckor para, oBaj KOMITO3UTOD
j€ HEeOoCIIOpHO YCTIeO J1a OAPXKH Be3y ca JbyOuTespnuma Mmys3uke. Mako ce 360r
TaKBOT CTaBa HE MOYKE CMaTpaTd MHOBATOPOM, TO T'a HE YMHHM HU KOH3EpBa-
tuBHUM. OH MPOCTO HACTaBJba jeAHY TPAAULIM]y U HA Ta] HAYHMH je OJprKaBa,
JoNyByjyhu je CBOjUM jeIMHCTBEHHUM YHHBEP3YMOM M COTICTBEHOM BH3HjOM
ceera” (101).

UYeTBpTO NOINIAB/bE KBUIE, Y KOJEM Cy AeTajbHUje pa3MaTpaHe KapakTe-
puctuke JeBTHheBOr 3pesor KOMIIO3UTOPCKOT CTHIIA U je3UKa Ha IPUMEpHMa
U3 IBETOBUX PAa3HOJIMKHUX OCTBapema, ynyhyje Ha 3akjpyyak Ja je cTyauja mp-
BEHCTBEHO HaMEHWEHA CTPYYHO], @ HE IIHUPO] YuTajgaykoj myomumu. C Tum y
B€3H, HEMUHOBHO ce Hamehe ¥ OCHOBHA 3aMepKa Koja MOXKe J1a Ce YIIyTH OBO]J
KIbU3H, & KOja C€ OJHOCH Ha TEXHHUYKY OTpeMy KOja He 3aJI0BOJbaBa CTaHAp-
JIe KOju ce 04eKyjy o HayuHe myonukaiuje. CTuue ce yThcak Jia je u30CTalo
NaXJbUBUjE YPEIHUYKO YUTAFHE M KOPEKTYypa MPEBEACHOT TEKCTa, KOjuM Ou
Ce eTMMUHUCANIC MECTUMHYHE HECTIPETHOCTH y MIPEBOJY U OTKIIOHUJIE OpOjHE
CJIOBHE M TEXHUYKE TpelIke y npenaomy tekcra. Hajseha 3amepka moxe aa ce
yIyTH HaBohewy Onbnuorpadckux jequHuna y GpycHoTaMa y CpIicKoj BEp3uju
TeKcTa (rae ce, mpuMepa pajau, HAN3MEHUYHO KOPHCTE M JIATUHCKE U CPIICKE
ckpahenmIe). HOMeHyTe HEJIOCIIETHOCTH HAPYIIaBajy YHTAIaYKH JJO)KHUBIbA]
¥ 3aMaribyjy 3Hadaj camor Mysukoinomkor paga Cuinsu Hucedop, Te ce cro-
ra 4uTaouuMa KOjH BIaJajy PpaHIlyCKUM je3UKOM CaBETYje YUTAHE TEKCTa Y
OpUTHHAITY.

Y uennHu yses, oBa IyOIuKaiyja je WIyCTPaTHBHA 33 LEIOKYIHY J0-
camammy kKapujepy MBana Jermha, koju je ToauHama yIOpPHO paano Ha
adupManuju COTIICTBEHOI CTBapasialiTBa U OMo ,,koBa4 cBor ycrexa”. O 0BOj
JTVMEH3UjU KOMIIO3UTOPOBOT KapaKTepa MOXK/a je Haj0oJbe CBEJ0YaHCTBO J1a0
mupureHT Maudpeno [lImut (Manfredo Schmiedt): ,,3a mene je MBan Jeruh
nomnyT Jlon Kuxora. OH uma BeluKy €Heprujy ¥ BeoMa My je CTajio J0 Tora
Jla ce I’hEeroBa My3uKa U3BOJM IIUPOM cBeTa. HamopHo paau He caMo Ha KOM-
NOHOBamwYy Beh M Ha KOMyHHMKALIUj| ca JbyJHMa y IIUJbY H3BOhema U Mupema
cBor ctBapanamrtsa [...]” (87). ¥ crynuju Cunsu Hucedop, JeBtuhes ocobe-
HU KOMIIO3UTOPCKH U JKUBOTHH ,,ATHHEPEp” J0YapaH je )KUBOIHMCHO U apry-
meHToBaHo. Crora kmura Mean Jesmuh. Komnozumop na nymeguma ciobooe
IpeACTaB/ba COJMMIHY OTHCHY TauKy 3a pa3yMeBame jeAMHCTBEHE IMO3UIIN]je
KOjy OBaj CTBapajal TPEHYTHO 3ay3uMa Mel)y aKTHBHUM CPIICKUM U (paHIry-
CKUM KOMITO3UTOpUMA.

Jenena Jankosuh-bezyw
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Ana Petrov
RETHINKING RATIONALISATION: EVOLUTIONISM AND IMPERIALISM
IN MAX WEBER'S DISCOURSE ON MUSIC
Vienna, Hollitzer Verlag, 2016

This new book by Ana Petrov, Lecturer at the Faculty of Media and
Communication of the Singidunum University in Belgrade benefits from the
author’s double specialism as a musicologist and a sociologist. The impetus
for writing this book was Petrov’s observation that Max Weber’s oeuvre has
usually been studied in the context historical and political sociology, social
economy, the sociology of law and religion, while his contributions to the
sociology of culture and arts have been neglected. In the last decade of his
life (1910-1920) Weber aspired to write a comprehensive study that would
encompass music, architecture, painting, sculpture and literature. However,
only his sociology of music saw the light of day, compiled from Weber’s
manuscripts after his death and published in 1921. Petrov observes that
Weber’s discourse on music differs significantly from the rest of his output;
namely, Weber is usually regarded as a representative of the historicist
tradition in sociology who refused to fit social sciences into the context of
the evolutionistic or deterministic philosophies. However, Petrov asserts
that his discourse on music “has unequivocally evolutionistic elements”
(p. 30). Moreover, Weber’s work was fundamentally influenced by the
musicological/theoretical context at the turn of the 20" century, by which time
the evolutionist paradigm had been incorporated into scholarly discourses
on music. Petrov argues that his concept of rationalisation was actually
formulated during his engagement with music and that “only after having
considered music history as a process of a rationalised progress did Weber
continue to ponder over some other aspects of social life that might have
had the same logic” (22-23). Thus Petrov aims to highlight the importance
of music in Weber’s sociological discourse, to showcase the complexity of
his construal of history and sociology of music, and to demonstrate how the
concept of rationalisation is inseparable from the evolutionistic narrative.

Although Weber nurtured an interest in arts and music throughout his life,
Petrov notes that he was inspired to formulate his sociology of culture after
the first meeting of the Deutsche Soziologische Gesellschaft in October 1910.
Whilst investigating the elements of evolutionism in Weber’s sociology of
music Petrov poses two initial hypotheses: that the concept of rationalisation
exemplifies the evolutionistic construction of history and sociology of music,
and that the formation of the concept of rationalisation was a consequence of
the influence of musicological evolutionism on Weber’s discourse.
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The book is divided into five segments: Introduction, Evolutionism in
Nineteenth-Century Scientific Discourse, Evolutionism in Nineteenth-Century
Discourses on Music, Evolutionism in Weber’s Discourse on Music, and
Conclusion: Implications of Weber's Discourse on Rationalisation of Music.
After the introduction, the next two chapters retrace the genesis of the evolutionist
discourse. Petrov relates evolutionism in social sciences to imperialism, racism
and colonialism. Driving on post-colonial and cultural studies, she reconstructs
the origins of the key terms of ‘social Darwinism’ and ‘cultural evolutionism’ and
overviews Herbert Spencer’s and Charles Darwin’s discourses which promoted the
notions of the superiority of European/Occidental societies, with West regarded as
‘dynamic’, ‘progressive’, ‘modern’and ‘rationalised’, while non-Western societies
were labelled as ‘irrational’, “‘undeveloped’, primitive’ and ‘inferior’. Petrov then
overviews Spencer’s and Darwin’s theories of evolution and emphasises that their
approaches to music included a narrative of a progressive unlinear development
of music that unfolded from ‘primitive’ towards ‘civilised’ practices and implied
a dichotomy between Western and non-Western societies; hence both approaches
had unequivocal imperialist and racist implications.

In the chapter Evolutionism in Nineteenth-Century Discourses on Music
Petrov argues that Spencer and Darwin jointly influenced musicology “which
eventually led to the construction of a field of scholarly discourse on music
that promulgated evolutionary thinking on music” (77). Petrov shows that the
evolutionist narrative imbued mus1cology since the inception of this discipline,
which resulted in the conception of music history as a progressive linear flow
and a continuous development, as well as the separation of scholarly discourses
onto ‘art’ and ‘folk’ music. This was due to the fact that a “number of authors
who, as university professors and editors of the new magazines were in charge
of organising the respective institutions, had one crucial goal — the constitution
of the ‘science of music’ as legitimate knowledge equal to the accepted
scientific discourses, which at that time meant the natural sciences” (81). After
overviewing the activities of a number of German and Austrian scholars who
contributed to the formation and development of modern musicology, Petrov
concludes that the field of comparative musicology (ethnomusicology) was
constructed as an alternative discourse on music that dealt with ‘other’ musics,
which also led to the construction of numerous theoretical dichotomies such
as developed/undeveloped, Western/non-Western, civilised/primitive, written/
oral, structured/non-structured, and superior/inferior music (109).

When Petrov finally returns to Weber in the chapter Evolutionism in
Weber s Discourse on Music, she insists that “it is not the sociological (both
positivist and historicist) theoretical background that had the most important
influence on Weber’s understanding of music and the formation of the model
of rationalisation (...) but rather the musicological and ethnomusicological
theories of the time, i.e. discourses on music that were predominantly
evolutionist” (121). She singles out the writings by Helmholtz, Hornbostel and
especially Riemann as relevant for Weber’s concept of music rationalisation;
in particular Riemann’s understanding of the system of equal temperament
resonated profoundly with Weber, and they both saw it as the proof of the
uniqueness of Western music.

216



Discussion and Polemics Hayuna kpuTHKa 1 oneMuKa

In her critique of Weber, Petrov cites Andrew Zimmerman’s assessment
that “Max Weber was an imperialist, a racist, and a Social Darwinistic
nationalist, and these political positions fundamentally shaped his social
scientific work” (167). Petrov approaches Weber from the framework of post-
colonial musicology, whilst relying on Zimmerman’s problematisation of the
concept of rationalisation as a theoretical construct that served as an analytical
means of producing discourse that was promoted as scientifically ‘neutral’,
‘objective’, and beyond any attempt at value judgement. Petrov sums up that
Weber’s theory of rationalisation includes the following features: development
of the more complex units from the simpler ones (such as intervals) and, at
the same time, a constant progress of a species (tonal system); the presence of
selection and fight (visible in Weber’s conviction that composers find the best
solutions and rule out the wrong ones, as well as in his division of composers
and performers into ‘professionals’ and ‘dilettantes’); and the existence
of a certain inner logic of progressive development and a construal of the
rationalisation itself as a development (141).

Petrov’s writing style is somewhat redundant, with ‘signposts’ and ‘clues’
scattered throughout the book and oft-repeated conclusions. Although this
book would have benefited from a more careful copy-editing, it still offers
a valuable new insight into an important segment of Max Weber’s work that
has thus far been neglected. Furthermore, Petrov focuses precisely on the
problematic segments of Weber’s oeuvre that had previously deliberately been
overlooked in order to avoid ‘tainting’ the legacy of this sociology ‘classic’.

Ivana Medic
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Ivana Medi¢ and Katarina Tomasevi¢ (eds.)
BEYOND THE EAST-WEST DIVIDE: BALKAN MUSIC
AND ITS POLES OF ATTRACTION
Belgrade: Institute of Musicology and Department
of Fine Arts and Music,
Serbian Academy of Sciences and Arts, 2015.

The ancient concept of the East-West dividing line on the levels of
historical, cultural and symbolical thinking and acting platforms has been vital
until the present day, and exactly because of that, it proved itself to be more
than a challenging concept. This is particularly evident when one speaks about
the spaces and places where these lines of historical ‘East’ and ‘West’ cut
through. Each generation is witnessing new and actual historical turns, which
also constantly open up fresh perspectives, widening the scope of potential
discussion and problematisation. In the other words, there is an incessant need
for exploring and sharing different theoretical platforms and suggestions on
this issue. Recognising this exact need within a potent musical heritage of
the Balkans, which fully belongs to this area where historical concepts of
East and West meet and intersect, the editors and themselves musicologists
and researchers Ivana Medi¢ and Katarina TomasSevi¢ chose twenty different
texts to represent the contemporary platforms and views on the problem of
East-West divide and its manifestation in different types and layers of Balkan
music — traditional, liturgical, composed, popular, folk, dance, westernised,
and many more.

The book Beyond the East-West Divide: Balkan Music and its Poles
of Attraction primarily focuses on music and musical heritage, although its
conception is far from monodisciplinary. As the editors stressed in the preface,
their aim was to gather and invoke “fresh theoretical and methodological
approaches and a comprehensive critical understanding of the transfer of
influences which left a deep imprint on the physiognomy of musical tradition
in the Balkans, seen both from synchronic and diachronic perspectives” (7).
Taking in account such diverse approaches and thus opening up a field to
theorise, challenge and contest different paths of thought in the same time, the
editors pointed to the necessity of a broad, communicative and transdisciplinary
approach that enables the old issues and topics to be seen in fresh and inspiring
ways, while at the same time enabling the current perspectives and views to be
brought out and analysed.

The authors of the twenty chapters come from ten countries; they provide
individual and analytic insights into Balkan music and its complexity, which
is heavily infused by the concept of the East-West axis. Being situated at the
crossroads between these poles of attraction, the Balkan area works with the
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very intriguing personal and collective histories and narratives, gathering the
heritages of many cultures brought together through historical migrations,
settlings, groupings and regroupings. Starting from the heritage of traditional
and liturgical music, to the appropriation of Oriental music, and then turning
to the processes of ‘Westernisation’ of this area, the authors show that Balkan
peoples were constantly communicating with each other, shaping their music
in relation to all these diverse referent points of historical, cultural and social
dynamics.

The chapters of this book revolve around several main issues, of which
some are closer to the theoretisation of the very concept of the aforementioned
categories, while some are more explicitly related to particular heritages and
their migrating positions in regards to the East-West axis. They can be grouped,
but not limited to these questions:

- Thinking through the categories as such (East-West, North-South,
backwards-forwards, spaces-places, etc.), or offering the new theoretical
perspectives on the old and still present concepts of political, cultural and
historical heritages and influences (T. Rice, I. Moody, G. Panova-Tekath);

- Exploring the concepts of historical and cultural Other — as applied to
the Balkans, where the Other appears both as Eastern Other and Western Other
(M. Milin, M. Seiragakis, I. Tselikas, A. Petrov, . Medi¢, 1. Miladinovi¢-Prica,
J. Jovanovi¢, S. Rankovic);

- Grappling with the intersection of Eastern and Western musical traits
in the particular cases of Balkan musical heritage (M. Seiragakis, 1. Tselikas,
V. Sandu-Dediu, A. Petrov, I. Medi¢, 1. Nenic);

- Intercultural communications between geographical and cultural areas
and their representatives within the musical context in the Balkans (D. Petrovi¢,
L. Vesi¢, O. Otasevi¢, S. Zdravkova-Djeparoska, V. Baji¢-Stojiljkovic);

- Exploring the paths of liturgical music in Southeastern Europe and
particularly in the Balkans (D. Petrovic);

- Analyzing the influence of Oriental music on other musical heritages
in the Balkans (J. Huber, C. E. Mihci, M. Milin, M. Seiragakis, I. Tselikas);

- Offering the new perspectives on Greek traditional and contemporary
music intersecting East-West heritages and axes (K. Romanou, M. Seiragakis,
I. Tselikas, D. Tragaki);

- Understanding the influence of Russian emigrants and culture on
Balkan musical legacies (D. Petrovi¢, 1. Vesi¢, O. Otasevi¢, S. Zdravkova-
Djeparoska, V. Baji¢-Stojiljkovic)

- Researching traditional music and dance in order to understand the
complexity of the cultural communications between East and West (G. Panova-
Tekath, V. Baji¢-Stojiljkovi¢, 1. Nenié, J. Jovanovié, S. Rankovi¢).

As it is already clear, neither of the chapters can be put in exclusively one
category, just as neither of the proposed categories can be looked at through
simplified lenses. All the issues explored in the texts point to the thesis that,
directly or indirectly, all authors seem to suggest: that there is certainly more
than one way to look at the musical heritage of the Balkans, and above all,
that it is the complexity of a cultural, social and symbolical dynamics that is
so interesting and prominent in the regions where conceptual ‘East’ and ‘West’
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meet. Hence, the Balkans as a field of research certainly invokes and inspires a
constant emergence of multiple perspectives related to these issues.

What also seems to be suggested is that all the inherited categories
that we find ourselves wrestling with, be it through the theoretical texts and
implications or through everyday reality, however contested and challenged
they might be, are still perceived as reference points that raise questions and
needs for clarifying, always from different perspectives. The book Beyond
the East-West Divide: Balkan Music and its Poles of Attraction offers a
fresh and important look at the history and contemporaneity of the Balkan
musical heritage. It is not a mere compilation of the theoretical texts on the
given topic, but a significant overview of both the Balkan area and its place
within the East-West divide line. This overview that the book is giving is not
enclosing itself into the task of concluding — but, quite the opposite, it is
actively opening itself to further additions, responses, readings, exchanges and
writings, calling for yet more contemporary perspectives and positions. Or, as
editors Ivana Medi¢ and Katarina Tomasevi¢ state in the preface, “due to the
fact that all articles present the results of the most recent research, we expect
that they will facilitate the completion of the otherwise fragmentary picture
of this geographical space in Western musicology and ethnomusicology, and
that they will contribute to a fundamental understanding of both kinships
and differences in the diachronic durations and transformations of musical
phenomena of the neighboring Balkan peoples and countries” (7).

Fulfilling this aim, the book Beyond the East-West Divide: Balkan Music
and its Poles of Attraction becomes a highly recommended material for reading
and provokes broad theoretical and professional isnspiration.

Dragana Stojanovic¢
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NBana Menuh (yp.)
PAJINO U CPIICKA MY3UKA
beorpan: My3ukonomku nHCTHTYT CpIicke akaaemMuje
Hayka 1 ymeTHocTH, 2015.

[IpBu panuo curnan u3 beorpana nocnar je 1924. ronuHe U3 eMHUCHOHE
cranuie beorpan/PakoBunia, a HakoH neT roguna Paano beorpan 3anounme
cBOjy nenarHocT Ha Mehycnpary 3rpajge Cpricke akajemMuje HayKa W yMeET-
Hoctu. 300pHUK Paauno m cpricka my3uka npupehen je ca uaejoMm aa ce, ca-
OuparbeM pajioBa KOjH Ce 6aBe CPIICKOM MY3HYKOM KYJITYPOM Koja HacTaje,
pasBuja ce M XKUBH Ha pajnjy (Kako Jp)KaBHUM MHCTHTYLHjaMa, TakO U IPH-
BaTHUM U MHTEPHET PaJu0 CTaHUI[aMa), 000TaTH JUTEpaTypa Koja 3a mpeaMeT
0aBJbe-a UMa OBAj, 33 HAIIy KYJATYpY, U3y3eTHO 3HadyajaH meauj. Kako ype-
IHHIA 3ama MBana Menuh, HayuHa capaaauia My3UKOIOIIKOT HHCTHTYTa
CAHY, naonu y Ilpenrosopy, ocamHaect ayropa pasHOIMKUX NPO(eCHOHAl-
HUX YCMEpeHba 0/1a3Ballo Ce NO3HBY Ja yYECTBYJy Y IHCatby TEMATCKOI 360p-
HUKa, UMajyhu 3a usb na ce ,,pacBeTm BUIIIECTIOjaH JOMPUHOC Pajuja CpI-
CKO] KYNITpU M yMETHOCTH (9) IIPOy4aBarkeM My3HKE U IUCKYPCa O My3HLHU
TOKOM TOTOBO LIETIOBEKOBHOT Pajia pajiijckux cranuiay Cpouju.

Wmajyhu y Buny na oBaj 300pHUK, OMPE/ICILEIHCH 32 BEOMA HHTPUTAHT-
HY U HEJIOBOJbHO UCTPAKEHY TEMATCKy O0JacT, ‘yApyXKyje cHare’ My3UKoJIora,
€THOMY3HUKOJIOTa, COIHOJIOra, KOMIIO3UTOPa, TeOpeTHYapa My3UKe, HOBHHAPA,
TeopeTHyapa KyAType M Meluja, a U MO30pUIIHUX peluTeba U JpamaTrypra
KOju ce Ha oapeleHn HaumH HoMe 0aBe, HU HajMame HE YyAd Pa3HOBPCHOCT
METOIOJIOUIKHMX PUCTYTIA U H/eja MoHYheHNX y OBOM u3namy. Tako, Moa HCTHM
TEMaTCKUM CBOJIOM MPOHAIA3MMO Hay4dHE pazioBe 0a3upaHe Ha UCTPAKUBALY
apxuBCKe rpalje, HICTOPHjCKUX W JIPYIITBEHHUX TIO/IaTaKa, TIOTOM, CTYIHje KOje
ce 0aBe cajallilbiM TPEHYTKOM KpO3 MPU3MY TCOPHje MEija H KYIType, Kao
¥ TEKCTOBE KOJH JIOHOCE YBHJI Y IPAKTHYHH Paji Ha Pajiijy WIK NaK CBOLHPAjy
cehama 1 IMYHa UCKYCTBA ayTopa y paJidjCKUM aHCaMOIMMa WK pelakiyjama.

300pHUK je OozIeJbeH Ha NeT noraBba (Mcmopujcke nepcnekmuse, Enex-
mpoHcku cmyouo Paouo beoepaoa, Ymemuocm paouogonuje, [lpocpamcke kou-
yenyuje, Ancamonu u myzuuxa npooykyuja Paouo-menesuszuje Cpouje u Paouo
y XXI 6exy), TpynucaHuX Mpema MpeaMeTy UcTpakuBama. [[pBuM mnorniaBibem
cy oOyxBaheHe ueTnpH cTyauje o0jenmb-eHe uejama 0 HCTOPH]jCKO-COIHOIIOI-
KOM carie/iaBamy JenarHoctu Paano beorpana y mehyparnom neprony u 3a
Bpeme Jlpyror cBeTcKor paja, Kao W KOMIIAPaTUBHOM pa3Marpamy IMociepar-
HE JIeNIaTHOCTH M caBpeMeHe mpakce Ha Pamujy. [TocraBieajyhu nurtame cio-
’KEHOCTH TpOIarupama MOJUTUYKUX Hieja MyTeM paauja, HBHXOBOT (WH)IH-
PEKTHOT HaMeTama, Kao U (heHOMeHa ,,lIefaromke” paaujcke npakce, Vpana
Becuh y cBoM pajy Mema NMEpCIeKTHBY YCTaJbeHY Y IOCAIAIIBUM CTyIrjaMa
W cariieiaBa yTuIlaj pajanja Ha CIIymaole y MeljypaTHOM mepuoay ociamajyhu
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ce Hajupe Ha IHIIXOBE TMOBpATHE peakuuje. Panmo ce He Tpeba mocmarparu Kao
IlyKH TIOCPEHUK™” 3a TIPOMOLIH]Y OJTUTHYKKX ieja, cvarpa Becuh, 36or Tora
ITO je OH ,,MeCTO cycpera u 6opbe” (27) pa3nuuuTux Hieja, TUCKypca, yaec-
HUKa U aKTepa, Tj. MECTO TJIe ce€ CYKoOJbaBajy MHTEPECH PYKOBOJCTBA, My3HU-
kux pedepenara u, konauno, myonuke. [uss crymuje Mupjane Hukommh jecte
Npe/ICTaB/babe 10 Cajja HeMO3HATHX IoJaTaka o JenoBamy Pamno beorpana,
OIHOCHO, cTanulle 3eHaep benrpan rokom Hemauke okymaryje (1941-1944). Ca
UJ1€jOM O CBEIPUCYTHOM M IIpehyTHOM MJIEOJIOIIKOM ,,peTIPECUBHOM OpHucamy”
(46) xoje ka0 0ONMMK MOTHCKUBaKa WM Opucama oapehennx norahaja nam nuy-
HOCTH HHjC NPUXBAT/BUBO Y MCTOPH]CKUM JWCLMILIMHAMA, ayTOpKa je carie-
Jlaia KOHTEKCT IPOMEHA Koje HacTajy ca JI0JIaCKoM Hematke Bojcke y beorpar,
aHanM3upajyhul MPUTOM TPHUPOAY M YMETHHYKH HUBO PaJUjCKUX MY3HUKUX
mporpamMa, 3acTyrubeHe aytope u u3Bohade. Pagno cranuna 3enaep benrpan
(Sender Belgrad) Tema je u crynuje Maje BacuibeBuh, koja, Melhytum, nomnasu
0] YM-eHHIIE Aa je uctopuja Paamno beorpana y narom mepuomy 3ajeaHAdKa
3a CPIICKM U HeMadku HapoA. Tako, oHa carenaBa 6eorpajcKy pajuo CTaHUILY
Kao ,,ipoayxeny pyky Tpeher pajxa”, onHocHO, aHanM3upa KoHlenuujy Paano
beorpana y KOHTEKCTY Uzeje O HYy)KHOCTH U 3Hauajy pajJujCcKOr Meauja Kojy je
nponarupana Kynrypua komopa Pajxa, 3atum, pasmarpa 3ennep benrpan xao
CHoHY u3Mel)y KyATypHUX M My3UUKUX UHCTUTYLIMja beorpana u Tpeher Pajxa,
H, HAIIOCIICTKY, IIHIIIC O MACOBHOCTH M XCTEPOIrCHOCTH MyO/IHKe Koja je IpaTHia
oBaj panuo nporpam. Teker Jlapuuke Cuvuh Mutposuh npescraBiba HewTo
JpYyravuju TOIIe Ha Mepruo HakoH JIpyror cBeTckor para M, KOMIIapaTUBHO,
TEpHOJL O AeBeeceTrX rouna XX Beka 110 JaHac. 3a pasiuKy OJ HPETXOIHNX
CTyZuja, OBa AyTOPKa JIaje JINYHU OCBPT Ha uctopujar Paauo beorpana, mysuy-
KUX chaM6aJ1a Y TIPOrPaMCKUX KOHIICTIIIH]a, U3 Tiepa ,,{yTOTOUILIELET PaJinjc-
KOT TIOCJIEHHKa”, 1a OW MMOTOM yKa3aja Ha IPOMEHE HacTasle TOKOM TPaH3UIINO-
HOT' [Iepuojia JeBeneceTux roguHa XX Beka U 030MJBHOCT CHTYalHje Y KOjoj
ce Hanaze ancambOmu Panmo-renesusuje Cpouje, @onorexa Panno beorpana, a,
CaMuM THM, 1 OyIyhHOCT CpIICKe My3HKe.

Yrora pajuja y pa3Bojy elIeKTPOHCKe My3uke u paguodonuje y Cpouju
Oure cy TeMe Ha KojuMa ce 0a3upajy TpH CTyAHje HapeIHOT MoriaBiba. Bia-
nas PanoBanoBuh, ka0 OCHMBAY U IYTOTOIMIIEH PyKoBOAMIIAL EnekTpoHCcKor
crynuja Panuo beorpana, HCUPITHO 1 IETAJBHO IHIIE O KYJITYPHOM U My3HYKOM
OKpYsKeEbY y KojeM je CTyauo OCHOBAH, 3HA4YaJHUM JINYHOCTHMA U Capajlbu
ca IBUMa Koja je y TOM MEepUoIy YCIOCTaB/baHa pajiu JOCTU3amka oJpeheHnx
YMETHHYKHX I[HJbEBA, KA0 M O CIeHU(PUIHOCTUMA OPOJHUX JIea HACTAIUX Y
OKBHPHMA OBE HHCTUTYIIH]E. YIIPKOC YHEHCHUIH J1a je CTyIno KOMITjyTepr30-
BaH Tek 1987. romune, PamoBanoBuh rcTrde a cy mMoCpecTBOM aKTUBHOCTH
Crynuja 6umm oO0yxBaheHHM TOTOBO CBM BHJIOBH E€JIIEKTPOAKYCTHYKE MY3HKE.
Mapwuja hupuh pazmarpa acriekre Urpe ¥ My3UKaJIHOCTH Ha IPUMEPHMa J10-
Mah#x ocTBapema eKCriepuMeHTalIHe paarnodoHmjcke hopMme; yrpaBo Ta Gpop-
Ma, 3aKJby4HJIa je ayTOpKa, /1aje KOMIIO3UTOPY TOTOBO HEOTPAaHHYEHO IMOJbEe
AKTUBHOCTH, HCITyHhaBajyhu Tako ycliOBE 3a UTPY M MY3HKAIHOCT Y ,,0CMO]j
ymerHoctH” (102). YV dokycy ncrpaxuBama My3uKonomknme AHe Kores-
cke Hamao ce paxuodoncku omyc MBane CtedanoBuh, Koju je y OBOM pamy
nocMaTpaH Kpo3 MPH3My HCTOPHjEe U KapaKTePUCTHKA MY3WYKHX ,,0THCAKa
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rpanoBa”. KoreBcka Harnamasa zia cy ,,3By4HH OTHUCLHM TPajoBa’, HaKo MaJlu
CErMEHT YKYIHOT CTBapajamTBa pagruopOHCKe MPOIYKIIH]je, 3aIIPaBO 3aCITyXK-
HU 3a To 1mTo je Pagno beorpan crexao perome y Mmel)yHapogHuM OKBUpHMA.

Tpehe nornasibe, mocBeheHO MporpaMCcKUM KOHIIETIIIHjaMa, CaIpKH de-
THPH CTy/IH]j€ KOj€ C€ OJHOCE Ha KOHKPETHA MPOOJIEMCKa MECTa Y U3TPaIHH MY-
3WYKUX €MHCH]ja WM TTaK JOHOCE pa3MaTpama 3Ha4ajHUX eMHUCH]ja, THIHOCTH
¥ MYJITHKYJITypajHe mporpaMmcke capaame. Hajmpe, CHesxxana Hukonajesuh
caryie/[aBa HaqMHE yOIHONIABAMA TEKCTYaIHOT M MY3HYKOT CerMeHTa oapele-
HUX hopmu pa,ZII/I_]CKI/IX eMPICPIJa uctuuyhu 11a je OUTHO y OKBHPY MY3HUKE
eMHCHje 00pO ‘M3BaraTi’ yJIory TeKCTa W BbUME NPHIPEMUTH aTMocdepy 3a
ciymame My3uke. C IIUJbeM Ja OCBETIM JIONPHHOC KOjU je Y adupMucamy
caBpeMeHe My3HuKe uMao cepujas Mys3uuka monepna Tpeher nmporpama Panno
beorpana, Bana Meauh pazmarpa KOHIIEPTHE Mporpame, KOMITIO3UTOPE U 13-
Bohaue, mpocTope U MpeMujepHa u3Bolerma, Ka0 U KPUTHUKY PELEeIInjy KOH-
1epara eMUTOBAHUX y OBOM cepHjaiy y nepuoay ox 1967. no 1985. ronune.
Cwmarpajyhu Pagro bBeorpan 3a jeHy ol Haj3HaYajHUjUX WHCTUTYIH]A KOja je
IIPOMOBHCAJIa CABPEMEHO CTBAPAJIAILTBO, ayTOpPKa y TEKCTY Takole pacBeTsba-
Ba 3HauajHe acleKTe HukiIyca Mysuuka mooepna — NTambe CTPUKTHOCTH IIPO-
rpaMcKe MOJUTUKE Y MOTIIey 3aHEMapUBakhe CTUIICKUX YCMEpEHha IPyTraunjux
OJ] €CKIIEPUMEHTAITHUX U aBaHTAPJIHUX, 3aCTYIJLEHOCT JoMahux jiena y ocHo-
Cy Ha €BPOIICKE U aMEpUYKE aBaHTapAHE M €KCIICPUMEHTAIHE KOMIIO3UIIH]e,
oHOC JoMahe KpUTHYKE jaBHOCTH MpeMa CaBPEeMEHOM CTBAapasallTBy, UTI.
Wpuna MakcumoBuh u Pactko JakoBibeBuh, carnenaBajyhu emucujy Mysuuka
mpaouyuja Tpeher nporpaMa y kojoj je 6uiia 3acTynsbeHa My3uuKa Tpaauiiuja
Pa3IMYUTUX HAPOJA, IPEACTABIbajy 3Ha4aj yTEMEJbUBAUYKOT €THOMY3HKOJIOII-
Kor pazia Jlparociasa Jleuha Ha panujy. O yoqHOIaBakwy IpOrpaMCKUX KOH-
LeMIja CpICKe, Malapeke, CIOBAYKe, PyMyHCKE M PyCHHCKE PelaKiyje Ha
LEHTPAJHOM Pajijy je/iHe MYITUKYITypHE cpeluHe, kaksa BojsonuHa jecre,
nucana je Becua MBKkoB, nCTHYyhi KOHTHHYHTET pajia, alld K TPCHYTHHU Hesa-
BUJHU (PMHAHCH]CKH TOJI0KA] OBUX pPElIaKIfja HApOIHE MYy3HKE.

UYeTBpTO TOMIaB/BE 300pHHKA je HAajOOMMHHUjE. Y TPBOj O YETHUPH CTY-
mje Crnoboman ITajuh (Slobodan Dan Paich) eBonmpa ycriomeHe Ha 4JIaHCTBO
y Hedjem xopy Paqmno Beorpana, pasmarpajyhu nurama XOpCKHX TEAAromKux
MeTo/1a, KOTHHUIIM]e, MOTUBHCAHOCTH U MPEeBa3MIaXKemha AePUINTA MaXbe KPo3
nenarHocT Jledjer xopa U qupurenTa 3narana Bayne Tokom mecte nerienuje XX
BEKa. I/ICTpa}KI/IBa}be Jenene Jankouh- Eerym MUHYIIMO3HO j€ U3BEJICHO U TIpe]I-
CTaBJbCHO Y Je/IHO] O/ HAJOOUMHHU]UX CTy/Hja OBOI U3amba —,,/lonprHOC aHcaM-
6ana My3nuke nponykimje Pamuo-tenesusuje CpOuje mpoMOBHCamy jyrocio-
BEHCKE U CPIICKE YMETHUUKE My3uKe Ha beorpaackum My3MUKUM CBEYaHOCTHUMA
(1969-2014)”. Aytopka ce, Kpo3 aHaJIM3y apXuBCKe Tpalje, TuTeparype U Kpu-
THKa, 6aBu pereproapckoM nonutukoM ancambdana PTH/PTC na dectuBary BE-
MVYC, y nepuomy oz 6e3maio 45 roquna. Carmeana je yiora ancamoaa Koju ce
y TOIMHAMa M3a HaC cMarpajy ,,ctyoosuma BEMYC-a (...) on aMOMIIMO3HUX TIO-
qeTaka, Kpo3 YUTaBy TypOyJICHTHY UCTOPH)Y”, y3 IIOCEOHO MOCBENHBAHE TTAXKHHE
Cumdonnjckom oprectpy (272). Mapuja MaryoB pa3marpa MexaHH3Me IOITyIIa-
pu3aije 030mpHe My3uke (TepMuH ycknahen ca miuckypcom Pamno beorpama
[I'TT) y pamy emucuje [paecmop o36umhe mysuxe. [lomynapuzanmja je BpIieHa
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10 MOJIeNTy yoOWJajeHe My3WdKe M WHIYCTPHjCKe Tpakce (TepMHHOJIOTHja, XU-
TOBH HEJIEJbe, TOII-IHCTE...), KAKO O ce IyOMuI NPHOMIKIIA OHa My3HKa Koja
ce CMaTpaa pedrom. 3alaBIiy TEMOM CBOI HCTPAKHUBAA Y HOBH MUJICHH]YM
u obehaHo (ayM He U UCITYHEHO) HOBO 3J1aTHO 100a My3uuke npoxykiwje PTC,
Cphan Tenapuh nuie o aktuBHOCTH X0pa Pagno-tenesusuje Cpouje om 2000. 1o
2014. ronuee, 0 IpeMUjepHUM H3BOhEHUMA JIeNa CPIICKUX KOMIIO3UTOpa, Opojy
KoHIlepara 1 yverrha Ha dectiBanima, kKao ¥ CHUMIIMA M H3/IaibiMa aHcamora.
V3 koHcTaTanujy na ce Xop y MHOTHM OJI OBHX acriekara ,,00pH 3a OrcTaHak',
Tenapuh npemmaxe n3BecHe Mepe Koje O TIOMOTIIe Ha My Ty Ka CTaOMIIHM])Oj, Kpe-
aTUBHU]O] ¥ IPOYKTUBHU]O] OymyhHOCTH.

[Mocnenme morasibe ce OQHOCH HA (PEHOMEH KapaKTepUCTHYaH 3 IUTHTAT-
HO 71002 ¥ caBpeMeHa TEXHOJIOIIKa T0CTUrHyha, Te Ha cieruduyne npoduie ciy-
manayke myosnuke. MBana Eprierosart npernosHaje cuTyanujy Ka0 ONTUMUCTUYHY
Y BUIM MOTYhHOCT ,,peMHKapHAaIIMje U PEBUTATIM3ALIN]€ PaInjcKuX (hopMara Kpo3
HOB MeHj”, MHTepHET. M3 yma sKypHaIHCTHKE U KOMYHHUKOJIOTH]E, TIPHIIHKE 3a
Jlajbe TpaHchopMalvje v rpuiiarohaBame pajdja ¢y BpJIO pazHOBpCHE, Oyayhn
Jla aHKETHO UCTPaXKMBAhE KOje je ayTopKa CIpoBeja yKa3yje Ha BHCOK TpoIle-
HAaT CIIYIIAHOCTU PajJiHja y CaBPEMEHOM JIYILITBY. VY cBoM paay, Mapuja KapaH
carieaBa creUUHOCTH OfHOCA paauja (JaBHOT CepBHCa M KOMEPIIMjaTHUX
paaro-CTaHuIa) U MyOIuKe, I/ICHI/ITy_]th/I Moayce ypehuBama My3HYKOT IPOrpa-
Ma. [IpuToMm, oHa uctiue cBe Behr 3Ha4aj My3HUKOT YPEIHUKA, KOjH MOpa UMaTH
HIMPOK CIIEKTap KOMIIETEHIMja Kako O Tpero3Hao mnorpede u xesbe oapehene
miwbHe Tpyne. [Ipumehyjemo na ce ayropka OaBuiia MpeBacXogHO MPOrpaMUMa
3abaene/noNyNapHe My3HUKe, T€ j€ pa3yMJbUBO UCTULIAEKE KOMEPIMjaIHe oTpede
3a 33/I0BOJBEHHEM KeJba M HJIEja CITYIIATAYKOT ayTUTOPHjyMa.

360puuk je nocsehen Japunku Cumuh Mutposuh (1937-2015), koja je,
nopeJ AONPUHOCa U OBOj MyOJIMKALIUjU, OCTaBIIAa HEM30PHUCUB Tpar MpeaaHo
panehu Ha MecTy mIaBHe ypenHuie My3HUKor mporpaMa U JTupekTopke My-
snuke npoaykiuje PTC. Jlapunaka Cumuh MutpoBuh ce y cBOM TeKcTy nuTa
Kyoa my3uka uoe, OMHOCHO, KakBy OynyhHOCT MMa cpricka My3HKa, Ha Pajujy
¥ BaH mera. Jenan o Hajsehix 10NPHHOCA OBOT W3Jlakha, y3 OCTBAPCH NPBU
3ajeIHNYKH KOpak y cariefaBamy Oorare ucrtopuje paauja y Cpouju, nexu
YIPAaBO y YHICHHLM Ja CY FBUME IIHPOM OTBOPEHA Bpara OyayhuM ncTpaxu-
BambMMa y OBOj 00/IacTH. Y TOM CBETIIy C€ yKa3yjy o0aBe3a Hay4yHe pasio3Ha-
JIOCTH 1 MOTYNHOCTH 32 JjaJbe pasMaTpame OHOCA Pajinja H 1y OIiKe U HHXO-
BOI Mel)ycoOHOT offHOCa, MOJIOXKaja paauja y pa3IHdUuToOM APYHIITBEHO-TIOIH-
THUYKOM OKPY)KEIbY U e1oXaMa, Kao M 3a carjie/laBabe MHOIITBA BAKHUX EMU-
CHja ¥ IPOTPaMCKHUX pellleha, CTaTyca U 3aCTYIJbEHOCTH CPIICKE YMETHUYKE
MY3HKE y MpOrpamy, 3Ha4ajHHX JMYHOCTH M PElaKiuja Koje Cy TONmpHHele
Oboraroj ucropuju oBor mexrja y Cpbuju, pajmjcKux My3HYKHX aHcambara,
OyayhHOCTH M TIOTEHIMjasla pajiija y TUTUTATHOM, HHTEPHET opmary, Kao u
MHOTHX JIpyTHUX acreKara OBOT MHCIIMPATHBHOT TEMAaTCKOT KOpITyca.

bojana Padosanosuh
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MUSICOLOGICAL CONFERENCE
ON THE 90" BIRTHDAY OF GYORGY KURTAG
Insitute of Musicology, Research Centre for the Humanities,
Hungarian Academy of Sciences, 2—3 June 2016, Budapest
Organizers: Anna Dalos, Péter Halasz

There is something essential and essentially unanswerable in Kurtag’s
music that makes his art in a certain way radically new and so important in
the contemporary musical scene. The twenty-six papers delivered at the mu-
sicological conference on the Gyorgy Kurtag’s 90™ birthday confirmed this.
The number of the presentations indicates not only the significance of his art
but the great variety of musicological approaches as well, which is no wonder
considering his creative praxis that differs fundamentally from the traditional
or canonic way of composing. As a result of this, it is necessary to revise or
modify the common strategies of thinking and speaking about music making
it possible to grasp this autonomous artistic world.

The arrangement of the conference programme suggests that the organiz-
ers were aware of this situation and had a clear conception of the multi-layered
structure of the possible Kurtag-interpretations and about how to present it in
a transparent manner. The keynote was followed by a session entitled Ana-
Iytical approaches that contained analyses applying different general strate-
gies of musical explanation. After this came a session entitled Gestures with
presentations that drew attention to the gesture as one of the main character-
istics of Kurtadg’s music. The session Context and influences was destined to
demonstrate the cultural and historical background and environment of his
oeuvre. And finally, the contributions of the last session Kafka-Fragmente Op.
24 served as examples of using different combinations of various analytical
techniques simultaneously, focusing on an individual composition.

The keynote speech of Paul Griffiths was actually an encyclopaedic intro-
duction to a video-recording of Kurtag reading Beckett presented at the end of
his speech and to the whole conference as well. This extraordinarily detailed
and inspired paper positioned Kurtag’s relation to Samuel Beckett’s art; this
subject is highly topical because of Kurtag’s current work on a Beckett opera.
Griffiths outlined Kurtag’s career from 1957 up to the present highlighting the
similar events and circumstances and artistic peculiarities as well. He pointed
out that both Kurtag and Beckett are characterised by the creating on border-
land-spaces that generate similar message and forms of expression, further-
more that in their works the fragment-like and gestural feature, the silence as a
constructive moment are of high importance as they are artistic articulations of
the incapacity for thinking and for verbal or tonal expression, or at least their
problematization. Starting from these Griffiths mentioned further questions
like the gesturalness in connection with musical execution, the many allusions
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to the cultural history and folk music, and the re-contextualisation the musical
elements of the European tradition and Kurtag’s own work. From these con-
stituents Griffiths built up a coherent and comprehensive picture that includes
a profusion of intrinsic relations which were revealed by the subsequent pres-
entations.

In the first session entitled Analytical approaches, there were four pres-
entations based on fundamentally different methods. The investigation of the
pitch content and pitch-relational processes between the shorter compositional
sections looked for the answer to the question of the special expressivity of
Kurtag’s Op. 41 No. 3, focusing only on one aspect of the complex musical
structure. Besides this also the possibility and realization of the large-scale
form was dissected with an orientation to the source studies. The phenomenon
of mediation was also analysed putting in the centre the interrelationship of
creative, performing and receptive processes which is built in consciously in
some homage-compositions of Kurtdg. The most original paper of this sec-
tion, delivered by Liu Xueyang, concentrated only on two measures of Hél-
derlin-Gesdnge Op. 35a No. 3 reflecting the musical and cultural complexity
of Kurtdg’s art. On the historical basis of the philosophical and artistic Hol-
derlin explanations, Xueyang transposed the hermeneutical dilemma of the
enigmatic poetical work into a paradox of the analysing itself, and situated the
Kurtagian approach deciphered by the close reading of musical elements in
the Celanian line of artistic interpretations. It might have been favourable to
Liu’s analysis, based on the definite splitting between “Dichter” and “Verwe-
gner”, to take into consideration the thought of hypothetical identity of them
too. That is a possible dialectical reading of the text itself which can be also
supported by the fact of Holderlin’s direct relationship with the philosophical
tradition of the German idealism.

Gestures, main subject of the second session, played a certain role al-
most in all of the presentations of the conference. However, in the light of
the afternoon devoted particularly to the gestures, it became evident that they
are unimaginable without an active agent and without its environment that
urges one to an expression. This notion having its meaning only within the
system of human relations became of crucial importance for the reflections
on Kurtag’s art, thereby indicating the anthropocentrism of this music. The
problems of notation and adequate execution, furthermore its bequeath were
heavily emphasized by Tobias Bleek and Ulrich Mosch, at the same time
pointing out Kurtag’s role as teacher of his own compositions. It also turned
out that gestures are variable on a high level but also individual enough to
build characteristic types of musical expressions. Iulia Anda Mogosan made
clear with her substantive contribution that the pictorial thinking, the free as-
sociations, the dynamic-gestural character are in close relationship with each
other in Kurtag’s works. She drew attention to the function of these specifi-
cally aesthetic moments constituting a method of eidetic-archetypal forming
as opposed to the processes of logical thinking. The concentration of these
elements might be an essential component of the profound artistic effect of the
Kurtadgian music. Mogosan illustrated the free associations of Kurtag among
others by a reference on his interpretation of John Cage’s art as reflections on
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the European culture of music, elucidating Kurtdg’s personality as an organic
unity of author and recipient and at the same time leading to one of the main
subjects of the second day.

The presentations of the session Context and influences shed light on
numerous connections between Kurtdg’s music and the musical and literary
tradition and contemporary art as well. In two papers the influence of folk mu-
sic was also analysed. Bianca Tiplea Temes focused not only on the different
forms of presence of the popular tradition in Kurtag’s Colindd Balada. She
pointed out the historical allusions to classical music too, emphasizing that
the wide range relations to the European heritage must be revealed if someone
wants to interpret Kurtag’s music. Anna Dalos surpassed the detection of Hun-
garian folk music elements and she undertook to decode the meaning of them.
Instead of the dichotomy of folk and composed music, the conceptual frame of
her inquiry was determined by the notions of nationality and internationality.
According to her conclusion, taking into account the whole work of Kurtag,
the Hungarian-like parlando-rubato character is a sign of the lack in Kurtag’s
oeuvre. In association with some types of Hungarian folk music genres, she
drew attention to the presence of the Gregorian plain chant too, significantly
expanding the historical horizon of interpretations.

The last session put in the centre the Kafka-Fragmente Op. 24. In this
context, presentations were delivered about the questions of genesis, as well
as about the parabolic representation, the paradox, fragment-like character and
narrativity. Karl Katschthaler’s paper stood out from the illuminating anal-
yses by the definite contraposition of the narration bequeathed in the artis-
tic tradition and gesturality which came — according to Katschthaler — in the
case of Kurtag from the crisis as individual experience, and which is as latent
theatricality the foot-stone of his extraordinarily personal and intimate art. In
Katschthaler’s analysis this latent theatricality, originating from the crisis, in
which someone experiences himself in a special opposition to the world, crys-
tallized to an explanatory principle that opens the perspective of the possible
interpretations of Kurtag’s music toward the general artistic activity of imme-
morial times and toward the present and the real life as well.

Andras Ranki
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Selena Rakocevi¢ (prod.), TRADITIONAL DANCES OF THE SERBS
IN BANAT. AN ANTHOLOGY. ETHNOCHOREOLOGICAL FIELD
RESEARCH VIDEO RECORDINGS /

Cenena Paxouesuh (npup.), TPAJIUIIUOHAJIHU ITJIECOBU
CPBbA Y BAHATY. AHTOJIOI'MJA. ETHOKOPEOJIOIIKH
TEPEHCKHU BHJIEO CHUMIIU
Multimedial DVD. Belgrade: CIOTIS, 2014.

The DVD Traditional dances of the Serbs in Banat produced by ethno-
musicologist and ethnochoreologist Selena Rakocevi¢ in 2014 is a unique
collection of invaluable video examples that are selected from her extensive
fieldwork in the Banat region over many years, both in Serbia and across the
20" century national border into Romania where the Serbian population lives
as a minority.

Selena Rakocevi¢ produced this DVD with the idea to present video ma-
terial of the diverse dance repertoire of Banat Serbs. The clips included were
recorded during ethochoreological fieldwork undertaken since the 1990s by
herself and other researchers. It is intended as a testimony of former dance
practice and performing dance styles. It uses the idea of dance genres to histor-
ically and geographically position dances which existed in the dance practice
of the Serbs in Banat during the 20th century. The ideas behind these genres
are explained in detail in Rakocevi¢’s book Traditional dances of the Serbs
in Banat (Pancevo: Kulturni centar and Gradska biblioteka, 2012). The DVD
includes a short study in Serbian and English language consisting of an intro-
duction and sections explaining each of the dance genres; these are followed
by data about every of 30 audio-visual recordings made within the period
1988-2014. Most of these dances are no longer part of the participatory dance
practice. This publication is sponsored by Ministry of Culture of Republic of
Serbia.

Selena Rakocevi¢’s work in producing this DVD in both Serbian lan-
guage and English language opens up its accessibility to a wider audience. The
video clips included cover a time span of nearly thirty years. The increasing
quality and availability of technology during this time period means that the
quality of some of the earlier clips may appear poor for today’s standards, but
this was due to limitations in technology at the time that the earlier recordings
were made. This does not however detract from the importance of making
these earlier clips available that reveal changes in dance practices that have
evolved over time.

In this age of class based dance learning and organised recreational dance
this DVD shows how folk dances, or the local dances of local people, were
performed by ordinary people from their hearts. For those wanting to gain an
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understanding beyond class based dancing, whether for academic research or
as a folk dance practitioners, such video clips provide an invaluable resource
for viewing the ways that locals danced in the past. Watching people who did
these dances as part of their everyday life shows the natural way of moving
and enjoyment, something difficult to glean from a dance lesson in a studio or
a dry dance notation.

The region of the Banat plain (not including the Banat mountain area) is
interesting from an ethnographer’s perspective because of its long multi-eth-
nic background with a population that has also maintained clearly separated
cultural identities that have continued into the 20™ century. My personal know-
ledge is predominantly with the co-located and wider Romanian dance practic-
es, thus reviewing this DVD has helped me to contextualise the Serbian dance
repertoire within local dance practices across the wider geographic area. The
Serbian populations maintained links with their home nations, embracing kolo
dances from Sumadija in the first decades of the 20 century. There are three
main categories or genres of Serbian chain dances presented in this DVD: the
autochthonous (or indigenous) kolo dances, the kolo dances from Sumadlja
and the “town-craft” dances. A similar dance construction can be found also in
the Romanian repertoire that has a base in the dances from the Banat mountain
area, plus a repertoire linked in particular to Transylvania (ardeleana, invarti-
ta, calugeri). This can also be seen in the couple dances that are closely linked
to their Romanian identity, with the Serbian dances presented having little
connection to the co-located Romanian repertoire. Another interesting separa-
tor is that the Serbian couple dance repertoire presented is quite distinct from
the kolo dance repertoire, whereas in the contemporary Romanian repertoire
the form of the dance is often interchangeable between couple dances and
chain dances. However, I was interested to discover that there is a cross-over
and overlap in the town-craft dances where connection by holding hands at
shoulder height is equal to the low hand hold in the Serbian repertoire, and
conversely in the Romanian repertoire holding hands at shoulder height is the
norm for the /ora, but in Banat this can equally be at low height.

Looking at the “town-craft dances” one can see that the commonality in
dance structures is across modern national and ethnic divides, yet at the local
level this is part of a local cultural identity. The example of Vidino is clearly
taken from the dances of the Vidin region of Bulgaria (the same figures can
be seen presented by Vlach groups in this region) suggesting that at this time
the urban-town period had communication and exchange with localities from
further afield. Similarly it can be seen that Zikino kolo is clearly related in eth-
nochoreological structure to uzicko kolo, but is also related to the chetvorno
dance found in western Bulgaria through both rhythm and form. There is also
a similarity in footwork rhythm and melodies between Sestica and the Roma-
nian Mazarica, the latter being a relatively widespread popular couple dance
in southwestern Romania.

It would be interesting to present the couple dances of the Serbs in the
same way as the kolo dances in terms of time in history and influences, for ex-
ample sirotica appears similar to many dances from the later central European
fashions in dances, quite different to the other examples.
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It is always difficult as an outsider to visualise and relate to the local
dance context (people doing dance in a specific place) and dance concept (the
local idea of the dancing). This is something particularly difficult to convey
when presenting past dance forms with limited video examples showing an
older generation performing the older repertoire. The inclusion of some exam-
ples from the current social context gives an appreciation of the local dance
context and how dancing is interpreted. Dancers in such a context have ideas
and concepts that create a wide variety of interpretations of a dance, unlike a
choreographic work, notation, or dance lesson, which are mostly focused on
the realised product.

Through this DVD it can be seen that one local Serbian characteristic of
personal expression in dance (particularly for the men) is through gestures
(movements with meaning) using the lower leg and the character is one of up-
ward motion from the lower legs. By comparison much of the Romanian way
of dancing is more often one of synchrony of the chain, having the expression
in rhythmical variation, with a grounded and level character.

In this age of information technology I hope we will see more multi-me-
dia productions similar to this one that emanate from academic research, where
the sound and video forefronts in order to convey the feel of music and dance,
but with the authority of academic research.

Nick Green

230






CIP - Karanorusamuja y myoiaukanuju
Haponna 6ubnuorexa Cpouje, beorpas

78

MY3UKOJIOI'NJA : yaconuc My3HUKOJIOLIKOT HHCTUTYTa
Cpricke akajzieMuje Hayka U yMeTHOCTH = Musicology : journal
of the Institute of Musicology of the Serbian Academy of Sciences and Arts /
[JIaBHU M OATOBOPHU ypeaHuk = editor-in-chief Jenena Joanopuh. -
2001, 6p. 1-2016. - Beorpan : Myzukonomku nacrutyt CAHY, 2001-
(Beorpan : Colorgrafx). - 24 cm

JlBa myTa rofuiibe. - TEKCT Ha BHIIIE CBETCKUX je3HKA.
ISSN 1450-9814 = My3uxkosoruja
COBISS.SR-ID 173918727




