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Editor's Note
acTaerbajyiv fa AONPUHOCK aKTYeTHUM UCTPKMBAYKMM TOKOBUMA Y HayKaMa
H 0 My3u1LM, Yaconmnc Myaukonoryja naxrsy 0BOroLuLLIHbKX 6pojeBa ycMepaBa Ha
CTyAMje My3WKe 1 KYNTypHe TpayMe. [NaBHa Tematcka pybpuka 6poja 36 o6yxsata
MCMUTVBaHbA TPAAULIMOHAHE, YMETHUUKE U GUIIMCKE My3MKe U TPayMaTCKUX UCKY-
CTaBa y Pas/MUUTUM JIOKSIHUM KOHTEKCTUMa, yBomehun y GoKyc nutarba 13be-
FNWLLTBA U Mjacnope, PaTHWX pasaparba U NocsiepaTHUX OArOBOPHOCTY, penpecuje
W LieH3Ype, KA0 M TeopujcKa W MpaKTU4Ha pa3MaTparba KOMGMHOBaHA ca CTyauMjaMa M y3 M K a
ceharba, NocT-ceharba, MAEHTUTETCKMX MOAMTUKA M GankaHu3Ma. Py6puka ,Varia"
[LOHOCW Pa3HOBPCHE PafioBe, Of, aHAIN3e NOrpeGHUX TyKGaMLLA ClI0BAYKE HALWO-
HanHe MarbuHe y Cp6uju, MPeKo TeKCTa 0 BU3AHTUCKUM KPATMMAMA UHCTIMPUCAHUM % £ I/I I(YHTYP H a Tp aYM a
neBarbeM NTULA, A0 CTY/Mje O KATOMUKO] My3WLM TOKOM [lpyror BaTUKaHCKOr KOH- § @
UMna v npernefa 3ByUYHUX CHUMaKa TPaMLMOHANHOT CPMCKOT LiPKBEHOT Mojaba, g c;
Koju ce uyBajy y My3ukonowwkom nHctutyTy CAHY. g E
he journal Musicology focuses this year's issues on studies of music and cultural ; = M us I C
trauma, thus continuing to contribute to current research streams in the sci- © 8
ence of music. The "Main Theme" section of issue 36 includes examinations of tradi- 2 §
tional, art and film music and traumatic experiences in different local contexts, s3 and Cultural Trauma
bringing into focus issues of refugee and diaspora, war destruction and post-war
responsibilities, repression and censorship, as well as theoretical and practical
considerations combined with memory studies, postmemory, identity politics and
Balkanism. The "Varia" section comprises diverse articles, ranging from the analysis
of the funeral laments of the Slovak national minority in Serbia, through the study of
Byzantine kratémata inspired by birdsongs, the research on the status of the Roman
Catholic liturgical music during the Second Vatican Council, to the discussion of audio
recordings of traditional Serbian church chant preserved at the Phonoarchive of
the Institute of Musicology SASA.
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PEY YPEAHHUIIE

Hacraspajyhn ga monmpmHoOCH aKTyeTHUM MCTPa>KMBAYKUM TOKOBMMA Y
HayKaMa O MY3WIIM, Jacomuc My3ukonoiuja ma>xiy OBOTOAMIIBUX OpojeBa
ycMepaBa Ha CTyAMje My3MKe U Ky/ITypHe TpayMe. [7laBHa Temarcka pyopu-
Ka 6poja 36 o0yxBaTa UCIUTHBAba TPAJULIMIOHAIHE, YMETHUYKE U (UIMCKe
MY3MKe ¥ TPayMaTCKMX UCKYCTaBa y pa3lIMuUTUM JTOKaTHUM KOHTEKCTUMA,
yBozehu y ¢okyc nurama n3bernmnuiTBa U Aujacope, paTHUX pasapama U
HOC/IepaTHMUX OfIFOBOPHOCTM, PeNpecuje U IleH3ype, Kao M TeOpMjcKa 1 Mpak-
TUYHa pa3MaTpama KOMOMHOBaHa ca ctyaujaMa cehamwa, noct-cehama, ujeH-
TUTETCKUX IOINTHKA 1 6aTKaHM3Ma. YCMepeH! IIPeBacXOlHO Ha IpobiemMa-
tuky XX, amu u XXI Beka, pafioBu cBefiode 0 OOraTCTBY TeMa U MPUCTYIA U
HepCIeKTUBHOCTY OBOT UCTPAXKMBAUKOT I107ba.

»lemy 6poja” orBapa pap Joanuca llexypaca, mocsehen nmpoydaBamy
MYy3uKe U TpaHcrenepauujcke tpayme Ilontckux I'pka, Taunmje moromaka
nsbernuia n3 CaHTe, TPYKOT JIOKATUTETA ¥ TypcKoj obmactu LipHor mMopa,
Koju je 1921. ronuHe npeTpIieo MOrpoM u yHumreme. Ilnrama o Tome Kako
caBpeMenn [ToHTn mperoBapajy cehame Ha TOKanNTeT U TpayMy CBOjUX IIpe-
TaKa UCTpaXkeHa CYy KpO3 KOHTEKCTYa/lTHO OCBET/bEHY aHANN3Y [IMja/TOIIKOT
U MapTULMUIATYBHOT II€Baba, II03HATOT MOJl Ha3UBUMA MyXabeliu VI ta-
paxammiu. Ilekypac KOpUCTY pe3yaTaTe CBOT ONCEXKHOT €THOMY3MKOIOUIKOT
TE€PEHCKOT pajia, OC/Iakha Ceé Ha HOBMje TEOPUjCKe IIPUCTYIe TPAyMy U IOCT-
-cehamy, a ykasyje 1 Ha KOHIENT apoifiimMuje Kojui 0OyXBaTa ersuCTeHIMjalTHy
HOCTA/ITHjy, MHXEPEeHTHY OHTO/MOrMjaMa 60/1a MOHTCKe MyXabeiliu My3VKe.
AnconBupajyhu orpaHndema NICUXOAHATUTUIKIX U IIOCTCTPYKTYPaTUCTU-
YKIX TEOPUjCKUX AUCKYPCa O TpayMM, ayTOp HOMasy JO 3aK/bydKa fla IIOMEHyTa
My3MuKa IpaKca IpefcTaB/ba MelMj TpaHCTeHepaljCKOT IOCpefoBama He-
U3pEeLVBOCTY TpayMe, Kao ¥ pa3BMjama CHa>KHe eMIIaTje C aTHkhOM XKPTaBa.

Crynuja Age I. ITljoTpoBcke 6aBU ce HeMaYKMM KOMIIOSUTOPUMA QUIM-
CKe MY3MKe, KOju Cy CBOje aKTMBHOCTU 3amodenu y Hemaukoj y nmepuopy
usMmeby cBeTCKMX paToBa, Te HACTAaBWIN fIa Je/Nyjy U Y IOPATHOM BpeMeHY,
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o6enme)XeHOM TpayMaTUYHNM OTKpUBambeM XO/I0KayCTa I pa30TKPMBAbEM Ha-
IVICTIYKe IOUTHKe. Y pajly Cy pasjallllbeHn pasindnTi GaKTop IOMyCT/bI-
BOCTM ITpeMa ayTOpUMa OBOT >kaHpa. [IpesicTaB/bern ¢y 6pojHN KOMIO3UTOPH,
Mmeby kojuma je Tek HeKONMMIMHA OVIa OITY)KeHa 3a MOAPUIKY HALVICTUYKOM
pexxumy. Ha ocHOBY LleTOKYIIHOT yBUZA, ayTOpKa CMaTpa /ia je TpayMaTHU30-
BaHO JIPYIITBO OMpajIo pa3IN4nuTe CTpaTeruje, ykbyuyjyhu u sabopasmpame
HerocpeHe IPOUIJIOCTY IPU MPeacKy y HOBY CTBapHOCT. 3abopaB/bame je
IpeJCTaB/baio U je[iHy Off OJ/IMKa PEIPECUBHOT PeXMMa y KOMYHUCTUYKO]
PymyHmju, y K0joj je HeKOIMKO reHepalnja KOMIO3UTOpA U3 AMjacrope Jele-
HMjaMa IIPaKTUYHO 6110 n3bpucaHo u3 ucropuje mysuke. Pay Ane Jljakony
6aBy ce pyMyHCKO-(MPaHI[yCKMM KoMIio3uTopom Mapujycom KoHcTanoM n
OCBeT/baBa KaKO Cy 3BaHMYHE PYMYHCKe BIACTH IOCTYIIajie C JIMjacIiopoM,
yKasyjyhu Ha mjeononike crepeoTnIie 1 BUCOK CTeNeH KOHTPOIIE, KOju Cy
BJIafla/I KY/ITyPHOM IIOINTUKOM OBe fip>kaBe. JljakoHy nmocpenso ymyhyje Ha
OJIHOC KY/ITypHE TpayMe J My3MKe Y pellpeCMBHOM pexumy. MehyTum, ona
Ipo6IeMCKI ITOCMaTpa CONCTBEHA U MCTPAXKMBamba CBOjUX KOJIEra, Koja Cy
3acHOBaHa Ha rpabu o mysuum y HanmonanHom caBeTry 3a mpoydyaBame ap-
xuBa Cekypuratee, foctynHoj y XXI Bexy, Harosemrasajyhu u apyry BpcTy
Ky/ITypHe TpayMe, IPONCTEK/Ie U3 HAITIOT TOBPATKa IeMOKPATHjU 1 CTI060/M
u3pakaBaba.

T'eopruja Ilerpynn 6aBu ce cTBapasaukyMM OATOBOPUMA KMIAPCKOT KOM-
nosurtopa Conona Muxaenupeca Ha TYPCKYy BOjHY MHBa3ljy Ha CEBEPHMU [j€O
Kumnpa 1974. rogune. AyTopKa ce oc/lalba Ha pas3nyuTe TeOpUjcKe pajjoBe O
KyJITYpHOj TpayMH, a moce6HO Ha acmekTe Koje Lleppu Y. Anexcanmep ms-
IBaja y KOHCTPYUCamy TpayMe Kao ,MacTep-HapaTtusa . VI3 Te mepcnekTnse
IpefCcTaB/ba U aHaMM3Upa KoMnosuuuje Xumua u nameniti 3a Kuiiap n Moja
Kupenuja, carnegaBajyhm nx xao fieo cuMOONIMYKOT IpoIieca MPUIIOBe/jamba
TpayMe. Y3 KOHTEKCTYa/lHU OCBPT Ha KOMIIO3UTOPOBY 6uorpadujy n nctu-
LJarbe BberoBOTr 3Havaja y jaBHOj cdepy, ayTopka 3ak/byuyje fa cy Muxaenupe-
CoBe KOMIIO3UIVje yuecTBOBae y popMupamy TpayMarckux cehama yrpabe-
HIUX Y HallMOHAJTHU UAEHTUTET 3ajefjHNIle KUMapcKuXx ['pka. Muxaenngecos
cy4aj mocMarpa Kao moryhy nomasny tauky 6yayhmx mcraxxusama, Koja 6u
obyxBaruia 1 nopebhermwa nsmebhy rpuknux u Typckux HapaTtusa o Tpaymu. OHa
UMa y BUAY Aa O TaKBa JIMHUja Ipoy4aBama oMoryhmia HoBo, mpopgy6/beHO
careffaBame Mysuke Kumpa, ocTpsa Koje je joI yBeK MOJie/beHO 1 06eesKeHO
TPaHCreHepalijCKUM NpeHolleeM KY/ITyPHe TpayMe.

[Mocnepmwyu y HU3Y, netn pag y ,Iemu Opoja”, 6aBu ce CIOKEHUM Teo-
PUjCKMM IIpeIieTHMa Teopuja TpayMe U OajKaHU3Ma, IPUMEHBEHNX y ca-
rlefaBamy Mysuke [opana bperosuha, nucane 3a ¢unm Ilogsemme Emu-
pa Kycrypume. Aytopka oBe cryauje, Ana Hopbhesnh, nmacnupucana je
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UCTpaKMBamuMa [InjaHe Jemade o acmeKTMMa paTHe TpayMme n cehama y
¢uIMOBUMA IIOCTjyTOCTIOBEHCKOT IEepUOAa, Y KOjuMa je YCTaHOB/beHa M-
PEKTHa [I0BE3aHOCT UCTOPMjCKUX U APYIITBEHNX TpayMa U BUX0Be PuiaMcKe
pernpeseHTanyje, y3 Kopuirhemwe 6aTKaHCKUX CTEPEOTUIA KOje TIPey3nMajy,
Te Ha pas3IM4uuTe HaYMHEe TPEeTMPajy M IIacupajy camu 6arKaHCKM ayTOPIL.
Hasenena npo6reMaTyka IpeHeTa je y pasMaTparmbe My3MUKOT 110/ba, a Hoce6-
Ha TTa)KIba ITOK/IOEeHa je aHa/lInu3u HyMepe ,,MeceunHa’, Koja Ma LieHTPaTHO
MeCTO Y K/byYHMM crieHaMa ¢unma Ilogsemsmpe. Y3 KOHTUT€HTHOCT Hepaspeliie-
HUX PAaTHNUX TpayMa Ha IPOCTOPY HeKaJallme Jyrocmasuje, 6aTKaHUCTIYKA
HepCIIeKTUBA HarjIallleHa je y cay4ajy bperosuhese mysuke, koja Kpo3 yIo-
Tpeby y Kycrypnunnum ¢uimoBnMa 1 cama IOCTaje My3UYKU CTEPEOTUII
Hapopa bankaHa, nonpuMajyhu HeraTuBHe KOHOTalije KOje OBU CTEPEOTUIIN
ca cobom Hoce.

Py6puka ,Varia”, CXoHO CBOjOj KOHLIENIMjH, ZOHOCU TEMATCKU U METO-
TOJIOLIKY Pa3HONMMKE eTHOMY3MKOJIONIKE U MY3MKO/IOlKe pafose. Cryauja
KPI/ICTI/IHe Jlomen IIpy’Ka NIpBIU AE€TA/bHO OCMUII/BEH €THOMY3MKO/IOIIKN YBI]
y norpe6He Ty»x6ajuie coBauke HallMoHanHe MawyHe y Cpouju. ITopyuya-
Bamba Cy HAaCTajla Ha OCHOBY TepeHcKor pasia y Crapoj IlasoBu, jegHOM of Tpu
BojBOhaHCKa JIOKa/MUTeTa Ha KOjiMa je ayTOpKa CIIPOBOJIM/IA CBOja UCTPAXKN-
Bama. Y pajly Cy Ipe/iCTaB/beH) 00MYaju Be3aH! 3a CMPT U CaXpamuBambe,
HOAPOOHO CYy aHa/M3UpaHe caMe IorpedHe Ty>KOajuile, a BULIECTPYKa Bpef-
HOCT IOKYMEHTOBaHOT MaTepujaia MoTBpheHa je 1 YNIbeHNIIOM Jja C HeCTaH-
KOM CTapyje TeHepalyje oBaj obpey maja y 3abopas, Te 1a cpefme 1 Miabe
reHepalyje MMajy OrpaHMYeHO 3Halbe O CaMOM TUITYy n3Bohema morpe6Hux
tyx6anmnma. Cryauja Tomaca AmocTonomynoca HacTana je Ha OCHOBY IIpoyda-
Bamba BIU3AHTUjCKMX MY3MYKIX PYKOIINCA I IBUXOBUX TPAHCKPUIILN]ja, TO jecT
»TyMadema Y aH/IMTUYKOM HEYMCKOM IucMy. Aytop ybenpuBo moTsphyje
[ia Cy Ce OHJALIBM My3WYapy MHCIMPUCAIN HeBambeM oapeheHnx nruma
IpY KOMIIOHOBamby MOjeANHUX Kpattiuma. CKpeTameM MaXKibe Ha HajcTapuje
IO3HaTe My3M4YKe KOMIO3NIMje HaflaXHyTe MMUTHpambeM IITIjeT IIeBamba,
ATIOCTONIOMY/IOC JOIPUHOCK PETaTUBHO HOBOj Hay4YHOj 06/1acTU OPHUTOMY-
sukonoruje. HapenHa cTyauja 6aBu ce cTaTycoM pUMOKATOINYKE TUTYPIUjcKe
MysuKe TOKoM JIpyror BarukaHckor KoHnuna. Becna Capa Ileno u Cama Cre-
BaHOBMN Ipy>Kajy JeTa/baH MCTOPUjCKO-APYLITBEHN 1 KY/ITYPOIOMIKO-aHTPO-
IOJIOIIKM YBUJL Y OBY IIpOO/IeMaTHKY, yKa3yjyhy Ha pasnnyuuTe YMHMOLE KOju
Cy yTULla/in Ha N30CTaHAK CYIITUHCKUX IIPOMEHA Y O6]IaCTI/I LIPKBEHE MY3IKeE
HOCJIe TIOMEHYTOT KOHIIVIA. AyTOpKe ITOCTaB/bajy OCHOBY Ha Kojoj 6u O6ynyha
KOMIIapaTVBHA IIpOydYaBama TPEH/I0BA U II0jaBa Y HOBUjUM TpapMuIyjaMa I
PUMOKATONIMYKE MY3MKe U IPABOCTABHOT 10jatba y LEIMHU MOIJIA TOKa3aTu
muxoBe MehycobHe pasnuke n cmmyHoctu. Py6puky 3akspydyje pag Haramre
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Mapjanosuh, Koja faje mpersen 1 cucTeMaTu3anyjy 3ByYHUX CHUMAaKa Tpa-
OUIMOHATHOT CPIICKOT IIPKBEHOT I0jalba, HACTaIMX TOKOM MY3MKOTOIIKIX
TepeHCKMX ucrpaxusamwa Jumutpuja Credpanosnha u Jauune Ilerposuh,
y OKBMPY BUXOBOT paja y MysukonomkoMm nactutyry CAHY. Caumiu cy
3abene)xeHN y pkBaMa u MaHactupuma y Cpouju, Xpsarckoj, bocun u Xep-
nerosyHM 1 Mabapckoj, of Kpaja 1Ie3geceTux 0 CpefyHe 0CaM/ieCeTHX To-
puHa XX Beka. Vako IUTUTaNnM30BaHM, OBU 3BYYHM U3BOPU, KOjU CE€ UyBajy
y ®onoapxnuBy Mysukonomkor nactTutyTa CAHY, HefoBO/BHO CY MO3HATH,
Te VX ayTOpKa IpeJCcTaB/ba Kao MpUMapHy rpaby 3a mpoyuaBame cprcke
IIpKBEHE MY3MYKe UCTOpHje.

Py6puxa ,Hay4yHa kpuTmka M moneMuka’ Cajgp>kKy ABa MPUIOTa IIO-
ceeheHa HOBUM MY3MKOJOIIKMM M3famuma. Omncexan 360pHuK pajgosa The
Routledge Companion to Applied Musicology, xoju je ypeguo mysuxkonor Kpuc
Ipomu, xputnuku npepncrasmba bojana PagoBaHoBuh, koja Kpo3 mpernen
IBajieceT CeflaM IIOI/IaB/ba OBe KIbMTIe MPOOTEeMCKM carjiefiaBa pasnuyuTe
acIieKTe KOHIeNTa IpUMeheHe MY3UKO/IOTHje, TPeHYTHO BeOMa aKTye/lTHOT Y
caBpeMeHoj Haynu. Ha mpumemeny Mysukonorujy ocsphe ce n Anekcangap
Bacuh, onemwyjyhu monorpadujy Anexcangap Byjuh og A go III: xomiio3uitiop,
gupuleniti, GujaHuciia..., Hactany us nepa CrHexxane Hukonajesnh n Bpanke
PagoBuh, kao M3y3eTHO yCIeNO CTPYYHO OCTBaperme KOjUM je IOCTUTHYTa
paBHOTeXa n3Mel)y mompmHoca My3MKONIOTMjM U TOIIy/Iapu3anyje HayKe O
MY3ULIM M CaBpeMEHE MY3UKe.

Y ume pepaknuje My3ukonoiuje n'y CBOje MMe 3aXBaJbyjeM CBUM ayTOPMU-
Ma HayYHUX IIPUJIOTQA, PELIEH3EHTUMA U CapaJHULMMA, KOji Cy CBOjUM 3aja-
rameM JOIPUHeNN KBaTUTeTy OBOT Opoja Jaommca.

Y Beorpany, 20. jyna 2024. rogune
np Bbupana Munanosuh, r1aBHa ¥ OfrOBOpHA YpegHUIA



EpiTOR’'S FOREWORD

The journal Musicology focuses this year’s issues on studies of music and
cultural trauma, thus continuing to contribute to current research streams in the
science of music. The “Main Theme” section of issue 36 includes examinations
of traditional, art and film music and traumatic experiences in different local
contexts, bringing into focus issues of refugee and diaspora, war destruction
and post-war responsibilities, repression and censorship, as well as theoretical
and practical considerations combined with memory studies, postmemory,
identity politics and Balkanism. Focused primarily on the problems of the
twentieth, but also of the twenty-first century, the articles testify to the wealth
of topics and approaches and the potential of this research field.

The “Main Theme” opens with the article by Ioannis Tsekouras dedicated
to the study of music and transgenerational trauma of the Pontic Greeks, more
precisely the descendants of refugees from Santa, a Greek locality in the Turkish
Black Sea region, which suffered pogrom and destruction in 1921. Questions
about how contemporary Pontic Greeks negotiate the locality’s memory and
their ancestors’ trauma are explored through a thoroughly contextualized
analysis of dialogic and participatory singing known as muhabeti or parakathi.
Tsekouras uses the results of his extensive ethnomusicological fieldwork, relies
on newer theoretical approaches to trauma and postmemory, and points to
the concept of arothymia, which encompasses existential nostalgia, inherent
in the ontologies of pain of Pontic muhabeti music. Absolving the limitations
of psychoanalytical and poststructuralist theoretical discourses on trauma,
the author concludes that this musical practice represents a medium of
transgenerational mediation of the ineffability of trauma and helps develop a
strong empathy with the victims’ suffering.

Anna G. Piotrowska’s article deals with German composers of film
music who began their activities in the period between the world wars
and continued to work in the post-WWII period, marked by the traumatic
revelation of the Holocaust and the disclosure of Nazi policies. The paper
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explains various factors that contributed to the tolerance of the authors of this
genre. Piotrowska presents numerous composers, among whom only a few
were accused of supporting the Nazi regime. Based on the overall insight, she
believes that the traumatized society chose different strategies when moving
to a new reality, including forgetting the immediate past. Forgetting was also
one of the characteristics of the repressive regime in communist Romania, in
which several generations of composers from the diaspora were practically
erased from the history of music for decades. Ana Diaconu’s article deals with
the Romanian-French composer Marius Constant. It sheds light on how the
official Romanian authorities dealt with the diaspora, pointing to ideological
stereotypes and a high degree of control, which ruled the country’s cultural
policy. Diakonu indirectly refers to the relationship between cultural trauma
and music in a repressive regime. Moreover, she problematizes both her own
and her colleagues’ research, based on archival data on music preserved in
the National Council for the Study of the Securitate Archives, which became
available in the twenty-first century, hinting at another kind of cultural trauma,
resulting from the sudden return to democracy and freedom of expression.

Georgia Petroudi deals with the creative responses of the Cypriot composer
Solon Michaelides to the Turkish military invasion of the northern part of
Cyprus in 1974. The author relies on various theoretical works on cultural
trauma, especially on aspects singled out by Jeffrey C. Alexander in constructing
trauma as a “master narrative” From that perspective, she presents and analyzes
the compositions Hymn and Lament for Cyprus and My Kyrenia, seeing them as
part of the symbolic process of trauma narration. By offering a contextual review
of the composer’s biography and highlighting his importance in the public
sphere, the author concludes that Michaelides’ compositions participated in the
construction of traumatic memories embedded in the national identity of the
Greek Cypriot community. Petroudi sees Michaelides’ case as a possible starting
point for future research that would include comparisons between Greek and
Turkish trauma narratives. She believes that such a line of study would enable
a new, deeper understanding of the music of Cyprus, an island still divided and
marked by the transgenerational transmission of cultural trauma.

The fifth and last article in the “Main Theme” deals with the complex
theoretical interweaving of the theories of trauma and Balkanism, applied to the
analysis of Goran Bregovi¢’s music for the film Underground, directed by Emir
Kusturica. The author of this study Ana Pordevi¢ is inspired by Dijana Jelaca’s
research on aspects of war trauma and memory in the films of the post-Yugoslav
period, in which Jelaca establishes a direct connection between historical and
social traumas and their film representation, highlighting the use of Balkan
stereotypes that are adopted, used in different ways and promoted by the Balkan
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filmmakers themselves. Dordevi¢ transfers this issue to the consideration of
music and pays special attention to the analysis of the track “Moonlight” which
has a central place in the key scenes of the film Underground. Along with the
contingency of unresolved war traumas in the area of the former Yugoslavia,
the Balkan perspective is emphasized by Bregovi¢’s music which, through its use
in Kusturica’s films, itself becomes a musical stereotype of the Balkan peoples,
absorbing all the negative connotations that these stereotypes are loaded with.

Per its concept, the section “Varia” encompasses thematically and
methodologically diverse ethnomusicological and musicological texts. Kristina
Lomen’s study provides the first detailed ethnomusicological insight into the
funeral laments of the Slovak national minority in Serbia. Her article is based
on fieldwork in Stara Pazova, one of the three localities in Vojvodina where
the author conducted her research. The article presents the customs related to
death and burial, the funeral laments themselves are analyzed in detail, and the
multiple value of the documented material is confirmed by the fact that with the
disappearance of the older generation, this rite has fallen into oblivion because
the middleaged and younger generations have limited knowledge about the type
of performance of funeral laments. Thomas Apostolopoulos’ article is based
on his study of Byzantine musical manuscripts and their transcriptions, that
is, “interpretations” in analytical neumatic notation. The author convincingly
asserts that the musicians of that time were inspired by the singing of certain
birds when composing certain kratémata. By drawing attention to the oldest
known musical compositions imitating birdsong, Apostolopoulos contributes to
the relatively new scientific field of ornithomusicology. The next study deals with
the status of Roman Catholic liturgical music during the Second Vatican Council.
Vesna Sara Peno and Sanja Stevanovi¢ provide a detailed historical-social and
cultural-anthropological insight into this issue, pointing to various factors that
influenced the absence of essential changes in the field of church music after
that council. The authors lay a foundation for future comparative studies of
trends and phenomena in recent traditions of both Roman Catholic music and
Orthodox chanting which could show their mutual differences and similarities.
The section “Varia” concludes with Natasa Marjanovic’s article which provides an
overview and systematization of sound recordings of traditional Serbian church
chant, made during the musicological field research of Dimitrije Stefanovi¢
and Danica Petrovi¢, as part of their work at the Institute of Musicology SASA.
The recordings were made in churches and monasteries in present-day Serbia,
Croatia, Bosnia and Herzegovina and Hungary, from the late 1960s to the mid-
1980s. Although digitized, these recordings, preserved at the Phonoarchive of the
Institute of Musicology SASA are still insufficiently known. Marjanovi¢ regards
them as primary sources for the study of Serbian church music history.
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The section “Scientific Reviews and Polemics” contains two reviews of new
books. The extensive volume The Routledge Companion to Applied Musicology
edited by musicologist Chris Dromey is reviewed by Bojana Radovanovi¢,
who provides an overview of the twenty-seven chapters of this book and
presents various aspects of the concept of applied musicology, which is very
current in the modern science of music. Aleksandar Vasi¢ also refers to
applied musicology, reviewing the monograph Aleksandar Vuji¢ od A do S:
kompozitor, dirigent, pijanista... [Aleksandar Vuji¢ from A to Z: Composer,
Conductor, Pianist...] written by Snezana Nikolajevi¢ and Branka Radovi¢, as
a very successful professional achievement that strikes a balance between its
scientific contribution on the one hand, and popularization of musicology and
contemporary music on the other.

On behalf of the editorial board of Musicology and my own, I would like
to thank all authors, peer reviewers and collaborators who contributed to the
quality of this issue of the journal.

In Belgrade, 20 June 2024
Dr Biljana Milanovi¢, Editor-in-Chief
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ABSTRACT
This article examines the relation between music and the transgenerational
trauma of the Pontic Greeks — the descendants of the 1923 Black Sea
[Karadeniz] refugees. More specifically, the article concerns the 1921
destruction of the Santa locality, in Giimiishane province, and how
the memory of this violence is negotiated in the practice of dialogical and
participatory singing called parakathi or muhabeti. It is demonstrated how
muhabeti enables Pontians to cultivate an empathic postmemory of the 1920s
refugees’ Santa trauma and what this might mean for trauma theory in general.
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ATICTPAKT

OBaj ulaHaK UCIIUTYje OfHOC u3Mehy Mysnke 1 TpaHCreHepalnmjcke Tpa-
yme ITontckux I'pka — moromaka msbernniia u3 Typcke obmactu LlpHor
Mopa u3 1923. rogunae. KonkpeTHO, 4raHak pedepuiie 0 yHUIITEHY T0Ka-
nutera Canrta y nposuHnuju ['ymymxane 1921. ropuHe u mpoydaBa npe-
roBapame cehama Ha 0BO Hacu/be KpO3 IIPaKCy AMjaIONIKOT U TapTUIIN-
IIATVMBHOT IIeBama II03HATOr Kao dapakaitiu Wi myxabeiiu. IIprkasaHo je
Kako myxaberiu omoryhasa ITonTuma f1a Heryjy eMnaTiyHo noct-cehame
Ha TpayMmy usbernmmua us 1920-ux, kao u mTa 61 TO reHepasTHO MOITIO
3HAYUTU 32 TEOPU)jy TpayMe.

KAYYHE PEYM: MY3UYKO U3BoODeme, I1jaior, MOHYMeHTaI13al1ja, IoCT-
cehame, eMnaTuja.

Trauma references life- and subject-shattering experiences that escape
narrativization (Whitehead 2007, 186-187). Traumatic experiences trap the
subject in latency and repression while opposing the phallic divisiveness
(Crapanzano 1992, 44) and world-ordering agency of language (Caruth 1995,
3-5; LaCapra 2004, 117-123). The dual genealogy of trauma theory, from psy-
chiatry and poststructuralism, has triggered a fascination with collective suf-
fering and testimony which, since the 1980s, has led to a re-understanding of
collective identity discourses (Davis and Meretoja 2020, 2—4). This fascination
has had an indirect effect that can, borrowing from Derrida, be described as
part of a broader trend of hauntology (1994, 95-125). In general, the term re-
fers to sentiments of ethical inheritance and responsibility towards the past, a
feature that can generally be traced in the construction of diachronic collective
identity, that of the nation included (Bubandt 2014, 121). In one common po-
litical manifestation, the ethical persistence of the past involves the appropria-
tion of testimony discourse that involves tropes of trauma that validate certain
groups over others on the grounds of collective past suffering and injustices
(for a complete analysis see, Hirsch and Spitzer 2010).

More recent trauma theorisations have connected hauntology with the
discontinuities of the trauma ineffability presumption. The identification of
the traumatic experience with the unspeakable and the ensuing designation
of narrativization as post-traumatic can contribute to the silencing of the
traumatized expressions and to the devaluation of suffering experiences that
do not comply with the shattering event principle and its potential top-down
appropriations. At the same time, the poststructuralist emphasis on the inef-
fable creates an impossibility of trauma negotiation beyond the medicalized
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approaches. These potentials for silencing are central in the hauntological
appropriation of the trauma discourse. The same line of criticism proposes
expressive arts as alternative approaches to suffering negotiation that might
enable an escape from the effable versus the ineffable dichotomy (Meretoja
2020, 23-26).

In this article, I offer an analysis of a musicking practice that partially
responds to the criticism of classical trauma theory. The practice of dialogical
singing of the Pontic Greeks or Pontians - the descendants of the 1916-1923
Black Sea refugees — known as parakathi or muhabeti, entails ontologies of
suffering and of the “pained subject” that emerge in between representations
of ineffability and discursivity. More specifically, my analysis focuses on the
parakathi remembering of the 1921 destruction of one major locality in the
pre-1923 Black Sea region, the mountainous area of Santa, and how this trauma-
inflected remembering relates to personal suffering through musicking.

Given the demise of the generation that experienced the destruction, my
case study, and more broadly, the Pontic trauma, belong to the category of
transgenerational trauma. In this sense, the case study already concerns a fluid
realm, between the ineffability of the shattering event, here the Santa destruc-
tion, and the remembering of this event by the descendants of the survivors.
Transgenerational trauma suggests some kind of transference of the suffering-
related feelings to the people who have neither witnessed nor have been
victimized by this event. I demonstrate how muhabeti musicking enables a
transgenerational empathy that constitutes a postmemory of the Santa trauma.

My analysis draws from fieldwork conducted among Pontic Greeks in the
region of Greek Macedonia where the majority of the Pontians settled after
the displacement in 1916-1923. Most of the data were collected between 2011
and 2014 during the fieldwork for my dissertation (Tsekouras 2016). In reality,
though, the fieldwork has not stopped since, as I have been in constant com-
munication with the fieldwork associates. For this article, I have used the data
collected from music gatherings of the Pontians of Santa origin, including the
communities of Georgiani and Nea Santa in the Veria and Kilkis prefectures
of Greek Macedonia respectively, as well as the discourse of renown musicians
of Santa origin (e.g. Labis Pavlidis, Dimitris Piperidis, Thanasis Stylidis), and
the specialists in the Santa style (e.g. Serafeim Marmaridis, Natasa Tsakiridou).

Parakathi or muhabeti can be a highly personal and confessional process,
including the expression of personal suffering. However, as I will demonstrate,
the muhabeti entails mechanisms that allow protection of the individual from
ill-intended outsiders, uncontrolled exposure, and latency. Exposure to the
re-experiencing of suffering is mitigated by the allegorical singing of known
poetry that enables a circumvention of literal articulation. Therefore, no highly
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detailed protocol was issued, other than the fundamental ethics of anthropo-
logical research: I followed a model of participant observation of the perfor-
mances, combined with interviews with practitioners. Reflexivity is dominant
in my ethnography, making it clear who speaks and when. Some caution was
used in the interviews, where I avoided to directly address motives, experiences,
and emotions that I have witnessed being expressed in muhabeti, unless the
interlocutor wanted to talk about them. In addition, I have also avoided shar-
ing interlocutor’s personal information and, unless they requested otherwise,
subjects have been protected by anonymity.

After a succinct presentation of the Pontians, of Santa and its destruc-
tion, as well as the monumentalizing discourses of the Santa trauma, I offer a
detailed exploration of muhabeti and its poetics as they relate to trauma the-
ories. My main conclusion is that muhabeti poetics both support and negate
the monumentalization of the Santa trauma, offering, though, the ultimate
experiences of empathic identification with the suffering individuals, in ways
that elevate a common generic humanness of pain beyond the hauntological
privileging of the suffering.

THE PoNTIiC GREEKS OR THE PONTIANS

The Pontians are Greeks from the region of “Pontos,” in the Black Sea
areas of Turkey, and specifically the littoral areas delineated by the north-
eastern Anatolian mountains (King 2004; E.O. [= Olhausen, Echart] and
J.N. [= Niehoff, Johannes] 2007; Samouilides 2002). Pontos was cleansed
of its Orthodox Christian population between 1916 and 1923 during the
“Christian genocide” (Ak¢am, Kyriakidis, Chatzikyriakidis et al. 2023; Hoffman
2012; TAGS 2007) that sealed the collapse of the Ottoman Empire, and as
part of the policies that Fridtjof Nasnen called ‘unmixing of populations,’
namely the Lausanne Treaty’s population exchange, which solidified con-
temporary Greece and Turkey (Stroebel and Gedgaudaité 2022, vii-x, xiii).
The genocide claim has constituted a central element of the Pontic identity
politics, dominating the Pontic public self-representation and identity dis-
course since the 1980s (e.g. Charalambidis 2004).

The survivors of the purges fled to Greece, becoming part of the Lausanne
Treaty’s (1923) exchanged populations (Hirschon 2006; Kontogior-
gi 2006). There, they developed a Pontic identity. They emphasized their
origin from the region of Pontos, reminding the broader Greek public of
their inclusion in the philosophical map (Wolf 1994) of pre-modern Hellen-
ism, thus declaring their Greek ethnicity and claiming membership in the
Greek citizenry (Voutira 2011, 66-76). Pontic identity discourse is described
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as ethnoregionalist: the memory of the region frames the cultural alterity
as ethnically Greek, while simultaneously being mediated by this alterity
(Vergeti 2000, 57).!

Traumas of massive violence and displacement have been central in Pontic
identity, but they have been negotiated within different discursive contexts de-
pending on the period. In the first decades of the settlement, the displacement
traumas were filtered through representations of heroism and resilience. In the
context of Pontic ethnoregionalism, the main concern was the salvation of the
Pontic cultural heritage, or the Pontic tradition. This implied focusing on ob-
jectified cultural truths that elevate the Greekness of the Pontians. The interest
in testimony, trauma experience included, emerged earnestly after 1980, as a
result of the articulation of a Pontic genocide discourse and of the demise of
the refugee generation (Tsekouras 2022, 397-401). In this article, I explore the
negotiation of trauma from a particular Pontic locality, Santa.

SANTA AND ITS DESTRUCTION

Santa, today Dumanli, was a cluster of seven hamlets, located on the
southern slopes of the Pontic Alps, at an altitude of 2000 meters. The near-
est urban centres were Giimiishane at around 60 km to the southwest, and
Trabzon circa 70 km to the north. The remote location attracted settlers in
the seventeenth century due to its proximity to the Giimiishane (Turkish
“a place of silver”) and its silver deposits and mines (Samouilides 2002,
132-148). Santa had an exclusively Greek Orthodox population. The major-
ity of the population in the mountainous provinces between Trabzon and
Glimiishane, where major monasteries operated, were Rum (Greek Ortho-
dox), thus defining a Christian pocket (Bryer 1991). The monasteries, sup-
ported by the Porte, provided economic structures of stability and protec-
tion as well as spiritual leadership, therefore, their surrounding provinces
did not follow the broader seventeenth century Islamization of the Ottoman
Black Sea (Samouilides 2002).

Since the early nineteenth century, the silver mines have declined. High
altitude meant long and cold winters with an especially thick fog,* so the ag-
ricultural production was low, hardly satisfying domestic needs. As a result,

1 Vergeti translates her Greek term (eBvotomkn Tavtotnta) into English as “ethnolocal iden-
tity” I prefer the translation “ethnoregional identity” and for the discourse “ethnoregionalism,”
because my fieldwork associates bear in mind the entire region of Pontos when theorising their
Pontic identity (Tsekouras 2016, 18-22).

2 From December through March, Santa had an exceptional thick fog, known in Turkish as
duman [smoke], hence the toponym Dumanl, “the smoky place”
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the Santans turned to migration. Men married early and migrated to Trabzon,
Istanbul, and the Russian Empire; women stayed behind taking care of the
family property and the children. By the 1910s, Santa was part of an extensive
diaspora network that spanned to Georgia, Armenia, and Southern Russia.
Money orders was the main income source. The Santans had espoused the
Karadeniz “horizons of elsewhere” (Meeker 2001, 98).

The destruction of Santa was part of the long wars and related ethnic
cleansing that marked the collapse of the Ottoman Empire (1912-1923). The
Santa destruction was particularly violent involving different kinds of massive
violence: massacre, deportation, and self-sacrifice. Post-WWI instability and
the rise of nationalism during the Greco-Turkish war (1919-1922) exposed the
Santans to simultaneous violence by local thugs and nationalist paramilitaries.
Incidents of murder, abduction, and robbery, as well as pressure on the men
to join the Ottoman army, forced the Santans to organize self-defence groups
(Kourtidis 2007, 1-4; Kourtidou 2015). By the 1920s, an organized resistance
had developed that defied the authorities. Although testimonies reveal that
common ground could be found, there was a decision to neutralize the guer-
rillas by cleansing their locality.

In September 1921, the seven hamlets were surrounded by infantry and
an artillery squadron. By 21 September, the army had managed to establish
control, bombing parts of the hamlets and pushing out the guerillas. On the
same day the locals were commanded to concentrate in one of the central
hamlets. The majority obeyed and found themselves deported to the inland.
The deportation evolved into a death march with the deportees exposed to
the elements and the typhoid fever. The losses amounted to more than 50%
(Tryantafillidi 2015). The emptied hamlets were first pillaged and then burned.
After the Lausanne Treaty, the surviving deportees moved to Greece. Today,
Dumanli remains deserted.

At the same time, small groups defied the orders and hid. The largest,
consisting of several guerrilla families led by captain Euclides Kourtidis,
barricaded itself in a cave and resisted the army for an entire day. They
escaped to safety during the night through a nearby forest. To secure their
escape, they killed their babies, seven in number, so that they would not
betray the group’s location with their crying. Allegedly, the Turkish officers
were shocked upon finding the dead babies, and they decided to abandon
the chase of such “bestial and desperate” people (Pilidis 2015). The escapees
remained in the mountains for several months, surviving through robbery,
before starting to move to Trabzon and then Greece, secretly and in small
numbers. The fragments of the surviving Santans reunited in Greece. Two
villages, one in the Kilkis prefecture of Macedonia, and one in the Rhodope
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prefecture of Thrace, bear the name “New Santa.” However, many reunit-
ed with migrant kin who came from outside Pontos settling elsewhere in
Greece.

THE SANTA TRAUMA NARRATIVE

It is difficult to discern when the Santa destruction testimonies solidified
into a single narrative. Descriptions and reports were released shortly after the
1923 population exchange (e.g. Valavanis 1925). However, these texts, follow-
ing broader trends, do not contain testimonies, but general accounts, looking
for causes and perpetrators (Exertzoglou 2016).

Testimonies of the infanticide and the deportations were systematically re-
corded in the 1950s and the 1960s, by the Centre of Asia Minor Studies and by
the Pontic folklorists Stathis Eustathiadis and Simos Lianidis (1995). The 1950s
and the 1960s witnessed the development of refugee identity discourses (Kailaris
2002), and a systematic effort to salvage refugee memory (Exertzoglou 2016;
Salvanou 2018). Systematic mediation of the Santa testimonies appears after
the 1980s. Today the Santa Catastrophe is commemorated in various mon-
uments erected all over Greece, in documentaries, historical fiction novels,
media tributes, and TV series.

In short, the destruction of Santa has been subjected to monumentali-
zation (Young 2007). It is mentioned as a token of the genocide and com-
memorated as an incident exemplary of the heroic spirit of the Santa Greeks.
Monumentalization is evident in the likening of the Santa infanticide to the
1803 Zalogo incident. The Zalogo incident, or “Zalogo dance” as it is known,
was the epilogue of the conflict between a group of Albanian-speaking Rum
highlanders from Souli of Epirus and Ali Pasha of Tepelena. Ali Pasha de-
stroyed Souli in 1803. While most men died fighting, most women committed
collective suicide with their children by jumping off a cliff in the Zalogo loca-
tion. This collective suicide, among else, an act of despair against enslavement
and rape, has been presented in Greek popular history as a freedom-embracing
self-sacrifice exemplary of the Greek spirit that gave birth to the 1821 Greek
revolution.

In Pontic public discourse, the Santa destruction is often compared to the
Zalogo incident with Santa referred as the “Souli of Pontos” (Kontogiannidis
2021; Kourtidis 2007, 92). The infanticide is presented as exemplary of the
freedom-loving nature of the Greek highlanders. Still, the Santa destruction
narrative appears as an intra-Pontic affair, with most Greeks being oblivious of
the incident. Muhabeti or parakathi is an insider Pontic practice with a central
place in Pontic collective memory (Tsekouras 2022).
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MUHABETI OR PARAKATHI

The term muhabeti or parakathi refers to a banquet. Today, the two terms
are used interchangeably, however, this has not always been the case. The term
parakathi is of a broader content referencing a gathering in general, while the
Ottoman term muhabeti, similarly to other such practices of the same name
from the ex-Ottoman world (e.g. Gill 2018; Sugarman 1999), refers to a special
socialization practice, characterized by comradeship and intimacy. The two
terms have merged as a result of the urbanization of Greece, the dissolution
of the socially autonomous rural communities with their everyday sociality,
and the consequent collapse of Pontic socialization into exceptional, music
events. Staying closer to the initial meanings of the concepts, from now on I
will refer to the practice only as muhabeti. Since the 1980s, muhabetia (pl.) are
accompanied by an authenticity discourse of special connection to a nostalgi-
cally envisioned Pontic rurality, independence, and distance from the folkloric
stage, and of exclusively Pontic linguistic identity. They are maybe the only
examples, outside the family, where the Pontic dialect is the dominant idiom
(Tsekouras 2024).

Optimal muhabeti socialization - the sociality frame that satisfies, at best,
the muhabeti poetics - involves confessional and intersubjective communi-
cation that ideally culminates in dialogical singing. In this optimal scenario,
singing is an exemplary emergent performance (Bauman 1975, 38); it hap-
pens, without prior arrangement, “by itself,” when “emotion prevails.” Singing
emerges when the intimate conversation reaches a stage of emotional reflection
that cannot fit into everyday prosaic language — hence the Ottoman name
muhabbet, meaning “conversation of friendship, love, or affection” (Akdikmen
2006, 302).

The muhabeti repertoire is called epitrapezia, meaning “table songs.” It
consists in rhyming distichs in fifteen-syllable iambic or trochaic poetic meter
that are sung on repeated, rift-like tunes, provided by a Pontic lyra or kemenge
- the Karadeniz fiddle. Music is usually homorhythmic to the poetry with
most of the tunes being in 5/8 (3+2 or 2+3) meter. The most common textures,
provided by the kemencge, are parallel polyphony in fourths and a melody with
movable drone. The melodic structure follows the form of the poetic delivery.
The tunes present an eight-measure form which is divided into two phrases of
four measures each. Every verse of the distich is repeated; hence, every tune

3 Not to be confused with the epitrapezia category of the Greek mainland, non-Pontic mu-
sic. In the latter case, the term refers to unmetered songs. In the Pontic case, the term has a
functional content referring to music preferred for the table, without necessarily referencing to
free-metered music.
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is usually in an ab or aa’ form with each phrase corresponding to one verse
of the distich.

All these features describe the most typical case of the Pontic folk music,
which is, depending on the context, called the tik or distich form (Kilpatrick
1980, 189-199). Tik refers to the most common Pontic dance genre that
abounds in different variations among the Pontians; distich refers to the poetic
form that the tik songs follow. Epitrapezia songs refer to music that is not
danced, but listened to around the table. The sharing of the same form with
the tik repertoire defines the features of the epitrapezia repertoire as stylistic.
Epitrapezia repertoire is thus defined by elements of melodic and rhythmic
structuration that follow the flow of the poetic dialogue and not the succession
of the dance movements (Tsekouras 2016, 202-237).4

Distichs and tunes form two parallel repertoires that are combined at will,
but according to a series of conventions. Hence, in both the epitrapezia and
the tik repertoires there are no songs in the conventional sense of the term, as
multiversed poems set into unifying music. For this reason, distichs constitute
their own category of poetic form and musical genre in Pontic folklore with-
out falling in the typical taxa of repertoire classification (epic poetry, laments,
dirges, narrative songs or ballads, love songs, etc.). Distichs (and tiks), being
short poetic and melodic forms, afford multiple allusions to all the typical
categories in an endless semi-improvisatory game of signification that is ulti-
mately determined by the performative occasion.

Regarding the epitrapezia repertoire of the muhabeti, the most important
principle for matching the verses with the tunes is the respect for the flow of
the dialogue. Every participant sings one distich at a time, as a response to the
distich just performed by another tablemate. The singing exchange of poetry
takes place according to topics (e.g. romantic love, friendship, exile, death,
etc.). The poetic topic changes through accepted associations, common poetic
images or metaphors, and word play.

The centrality of dialogue points to participation. A muhabeti is assessed
according to the degree, intensity, and duration of the participation in sing-
ing. Ideally, everybody should sing. Utterances out of tune and rhythm are
welcomed, as long as they serve the dialogue. On the contrary, a virtuosic
utterance is condemnable if it disrupts the dialogical flow. Beautiful poetry
and beautiful singing, but too loud and too long, more than one distich at a
time, or off-topic, disturbing the dialogical flow, are considered a demonstra-
tion of a “lack of respect:” anti-social behaviour — which violates the frame of
the performance.

4 A detailed analysis exceeds the span of this article.
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Similar criteria pertain to the instrumentalist. The Iyra player provides
the sonic constancy necessary for participation (Turino 2008, 22-27). The in-
strumentalist’s roles are to coordinate the rhythmic delivery of the tablemate’s
singing; to accommodate flawed utterances, by modifying and neutralizing
any tonal and metric lapses; and to fill in the pauses between the utterances,
with related, but new and inspiring, melodic material. The fill-in melodic
material is known as “branches” (kladhia) and it consists of semi-improvisa-
tory formulaic riffs. The ability to imaginatively use the kladhia defines the
skilful musician suggesting a participatory virtuosity. An instrumentalist who
demonstrates virtuosity by playing too loudly, too fast, too long, or a compli-
cated melodic material “does not listen or respect,” and is therefore unfit for
muhabeti (Tsekouras 2016, 283-284).

The centrality of dialogical participation is the foundation of the stylistic
differentiation of the repertoire. Dialogical structure translates into metrical
and structural malleability, where the common sense of the rhythm emerges
out of the coordinating agency of the instrumentalists in dialogue with the
singing participants. Similarly, the alternation of the kladhia to the main tunes
follows the degree and intensity of the singing participation, resulting in a var-
ied melodic soundscape or rich improvisation and “participatory discrepancies”
(see Keil 1995): intentional and semi-calculated disruptions of the canonicity of
the form that aim at the evocation of participation (Tsekouras 2016, 283-284).

MUHABETI AND THE SUFFERING SUBJECT

The connection between muhabeti and trauma is, first of all, detectable in
the music poetics of ineffability. Since singing happens with the emergence of
deeper feelings, which cannot fit in the prosaic language, the music amounts
to an expression of the ineffable as a liberating revelation of the self. Labis
Pavlidis, a famous muhabeti master, declares:

Muhabeti reaches under the whole situation. [...] the psihi [psyche or soul]
is released. No matter how much you try to pretend, you will release it.
[...] muhabeti means laying your soul bare. [..] (Labis Pavlidis, Research
Interview, 22 April 2012).

The word psichi, meaning both soul and psyche, suggests that the subject
is defined by an inner immaterial core. Music releases this immaterial inner
nature (“laying your soul bare”) against external restrictions.

The release of the subject’s core is understood as an expression of pain.
Subjects are defined by their suffering. The psihi is formed by painful
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experiences, their recall, related emotions, and accompanying sentiments of
loss and nostalgia. The acclaimed singer Natasa Tsakiridou mentions:

The psichi [soul/psyche] opens at that time [when the distich is sung] and you
understand that he has a wound here [pointing to her chest]. He is in pain
and he sings (Natasa Tsakiridou, Research Interview, 26 November 2012).

Tsakiridou makes an explicit connection with trauma by likening singing
to the opening of a psychic wound. Literally, trauma means injury. A wound
is a visible injury. The opening of an emotional wound equals to a revelation
of trauma.

Psychic wound is referenced with the Turkish word for injury, yar. The
Turkish linguistic identity distinguishes emotional wound from the Pontic
Greek vocabulary adding to the concept’s significance. It also points to con-
nections with Sufism. In both devotional Islam and Orthodox Christianity,
personal suffering is the soul’s way to the divine. In Mevlevi Sufism, a man-
ifestation of personal suffering is also the sentiment of hiiziin, a subject-
defining existential nostalgia that results from the soul’s separation from
God (Gill 2017, 20-21; Mirmiroglou 2000, 299-302). Similarly, the Pontians
use the concept of arothymia, which does not have theological overtones, but
carries a similar existential dynamic. Arothymia literally means longing, but
in its most powerful manifestation, it refers to existential nostalgia: subject-
defining unrequited longing; a sentiment of existential incompleteness and painful
awareness of separation that makes the person who they are. The optimal mu-
habeti is dominated by arothymia. The ineffable feelings of the subject’s psycho-
spiritual core translate to nostalgia as an emotional awareness of the lack.

A phenomenological approach verifies the identification of pain with a
sense of self. As Sarah Ahmed remarks, pain is the most subjective and thus
a more universal feeling (2004, 28-31). One’s pain cannot be claimed by any-
body else, and hence it cannot be mediated. But, at the same time, everybody
has experienced pain. Expression of pain constitutes the most genuine per-
formance of the self. Sharing this expression allows intersubjective commu-
nication as performance of empathy - hence the equating liminality of the
muhabeti dialogue. Nobody can participate in another person’s pain, only to
demonstrate empathy by imitating the pained person’s behaviour (2004, 28—
31). Muhabeti singing is a dialogical performance of empathy. Every utterance
is an expression and mirroring of pain and therefore empathic acknowledg-
ment of the other tablemate’s pain.

The stability of music-poetic form and performance supports this mirroring.
Every utterance follows a stylized manner of music and vocal performance, as
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well as body gesturing, that contributes to the equating participatory spirit and
to the empathy as mirroring of behaviour. The known status of distichs and
tunes supports empathic dialogue. While improvisation is highly valued, known
repertoire is deemed more appropriate as it carries emotional capital — especially
repertoire attributed to the refugee generation. Sharing of pain happens through
a personalizing use of traditional music and poetry. Thus, the distichs and the
tunes function as emotional quotations or affective citations (Gill 2017, 18). Every
utterance is a statement — “I feel like (in) this distich.”

Emotional quotation involves allegory between the poetry and the expe-
riences and emotions of the performer. The tablemate sings a known distich
in order to signify their own suffering. The poetry and personal story relation
is both iconic, through similarity, and indexical, through association. The al-
legory lies in this indexical iconicity connection. The allegorical use of the
emotional citation allows expression without explanation. The singer exter-
nalizes their psychological state without explicit descriptions of the experience
behind the feelings. The tablemates decode the poetic allegory because they
know their comrade’s story. Thus, the poetic dialogue involves an encoded
communication beyond explication. Afroditi Zamanidou, an avid muhabeti
practitioner, mentions:

When I perform a distich the only thing I have to do is to turn and look
at a friend. I do not have to explain anything. He knows why I sing it. He
understands (Afroditi Zamanidou, Research Interview, 10 October 2012).

In summary, muhabeti pain poetics suggest subject and injury ontologies
that resemble those of classical trauma theory, of both medical and poststructur-
alist genealogies (Siitterlin 2020, 14-18). The subject is understood as incomplete,
defined by the painful awareness of existential separation. This painful aware-
ness, the arothymia, similarly to trauma, escapes literal linguistic mediation.

However, a more careful examination reveals fundamental differences:
muhabeti pain presents neither medicalized characteristics of psychoanalytical
trauma nor an anti-discursive quality of poststructuralist latency. The poetic
allegories involve the encoded narrative of the traumatic experiences. What
defies the language are the feelings that these experiences have generated.
Therefore, the muhabeti wound is broader than post-traumatic stress disorder
(PTSD) and the repressed and re-experienced event of Caruth (1995) and Felman
and Laub (1992).

For these reasons, muhabeti is not approached according to healing out-
comes. There is no specific objective of cure. Psychic health benefits, of course,
but healing is understood more as a process of betterment than an achieved
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outcome of narrativization. Contrary to both Freudian psychoanalysis and the
PTSD psychiatry, there is no objective of narrativization. Muhabeti functions
reversely. It involves de-narrativization: the liberation of the experience from
prosaic language towards an awareness of its pain through multi-sensory and
dialogical performances of empathy. Psychoanalysis and psychiatry help the
individual to narrativise the traumatic event against repression, thus enabling
a reconstitution of the self. Muhabeti singing makes the subject aware of ex-
istential pain, of themselves and of others, against externally imposed narra-
tives. The status of the distichs and the tunes as emotional citation, capsules
of affective capital, have a crucial function in this process. Music and poetry
deconstruct the opacity of language reconnecting the subject with a genuine
Pontic feeling of self.

In this sense, muhabeti subject lies closer to poststructuralist ontology.
However, contrary to poststructuralism, where trauma reveals the inherently
fragmented nature of individuality, the muhabeti subject emerges as the com-
mon humanness of intersubjectively shared personal pain. The individual is
not shattered by the violence of language, like in Lacanian approaches. On
the contrary, muhabeti poetics suggest a telos of selthood beyond language
in the ineffable personal pain. This pain is understood as collectively human,
reconnecting the singing subject with the vocally embodied presence of in-
tersubjectivity. This is why muhabeti does not provide palpable and countable
psychotherapeutic outcomes, but rather protects the suffering subject by expo-
sure and the possibility of latency-like re-experiencing of pain. The “telos” of
the individual also suggests a self-controlled subject and, therefore, a degree
of self-narrativization prior to the expression of the psyche, as it takes place
through the discursive component of the muhabeti occasion before the emer-
gence of singing.

The embodied presence of intersubjectivity is audibly performed in both
the claiming of participation and the use of the known repertoire. Every dis-
tich utterance is preceded by the exclamation of an open vowel, which equals
to asking for singing permission. The exclamation differs according to the son-
ic environment of the moment, varying from a sigh, to a yell, cry, or even a
roar. Hence, it signifies the subject as “voice and nothing more” (Dollar 2006,
66): a vocally embodied presence independent of linguistic semantics. This
vocal presence is completed and extended with the singing of distichs that,
comprising a common repertoire, connects the subject with the generic hu-
manity of collectively shared significations of pain. Brevity of poetic and music
form enables a condensing encoding of subjectivity through deindividuali-
zation of the self. The subject connects themself with the collectively shared,
protecting and expressing their individual core. In summary, the muhabeti
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subject is ruptured, but not fragmented. The generic humanity of the subject is
respected as ineffable sonic presence mediated allegorically through emotional
citations into intersubjective experiences of empathy. The connection between
the subject and the collectively shared poetry and music is the realm where the
collective Santa trauma is negotiated.

REMEMBERING SANTA AND ITS PEOPLE

The Santa trauma can be explored in the muhabeti memory of Pontos.
Allegory as emotional citation juxtaposes two texts — the overtly articulated
poetry and the allegorically signified unarticulated personal narrative. The
memory of Pontos emerges as a third text, more precisely as contextual in-
formation involving geographical association. Geography and its related nar-
ratives are attached to the distich, posing (as I explain below) an important
criterion regarding the matching of distich to tune. Much (but not all) of the
repertoire is recognized as originating from specific localities. Santa is repre-
sented by a sizeable number of distichs and tunes.

Poetry’s origin is evoked as background information. Consider the follow-
ing distich:

I sometime cry, other times I laugh, my days are passing,
I am waiting for the river’s cloudy water to turn clean.

This distich entails an image of uncomfortable expectancy. The stated ex-
pectation, the change of the river water’s clarity, obviously stands for some-
thing else. The waiting can be painful for the textual subject as indicated by
the awareness of the time’s passing and the possibly erratic behaviour of crying
and laughing. The distich can have many allegorical uses, since we all wait for
something. The water’s clarity can signify expectation of a situation change.
The cloudy water suggests haziness and negativity; the clean water is associated
with mental clarity, prospects, favourable conditions, etc.

When I asked muhabeti practitioners and musicians about the topic of
the distich, I was told that it is about exile, and that the poetry originates
from Santa. Santa was bounded by the Yambolis (Yanbolu) stream in the
east. During the winter and early spring months, the Yambolis swells by
the melting snow, becomes fast-flowing and sweeps along mud and dirt,
becoming murky. In late spring, with most of the snow melted, the river
decreases in volume and the water becomes crystal clear. Late spring, when
the stream was also crossable, was one of the periods when the migrants
visited Santa. In short, the distich references the expectation of the women
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left behind for the return of their beloved ones. The contextual interpreta-
tion provides significant information about the life in pre-1923 Santa: about
migration, related gender roles, seasons, the terrain, geography, and natural
boundaries.

This condensation of contextual information through the distich and the
tune (see below) is typical of the muhabeti epitrapezia repertoire. Not all dis-
tichs carry such wealth of contextual associations, but those that do, demand
specific tunes and topics that exemplify specific memory narratives about the
pre-1923 places.” Generally speaking, most of the Santa distichs are classified
under the topics of migration/exile (ksenitia) or death. Romantic love, espe-
cially unrequited, has its fair share also, however, it is present as major topic
in other local repertoires (Tsekouras 2022, 406-407). Unrequited love, death,
and migration define the broader topic of separation and of its awareness as
arothymia. Therefore, the three topics share metaphors and poetic images.
The dominance of the exile and death topics makes the Santa repertoire es-
pecially affective.

The music of Santa matches the topics of poetry. Santa-style tunes are of
slower tempo and of a longer form, either with two distinct phrases, ab, or
ternary, aab or abb’, where the last phrase corresponds to the poetic refrain.
Santa tunes present an angular metric structure. The dominant meter of 5/8
(342 or 2+3) entails dotted rhythmic patterns that emphasize the tilting sen-
sation between the long and the short beat groups. Syncopating accentuation
and hemiolic structures (triplets over the 2-beat group and dotted eights over
the 3-beat group) add to the groove. Modal structure involves a narrow range,
typically less than a sixth, and similarly narrow, often chromatic, intervals.
The use of augmented seconds is very common. Modal material alludes to the
harmonic minor and the European Phrygian, the chromatic genus of Greek
Orthodox chant, and the Ottoman hicaz, segah and kyurdi makams.® All these
elements are interpreted as building a sad and mournful style that matches the
painful poetry topics of exile and death.

Returning to the distich used here as an example, its most popular rendi-
tion is by Sabbas Lazaridis (2010), a well-known musicians of Santa origin and
representative of the style. Lazaridis follows a typical Pontic practice of song
releases. He combines what are essentially independent epitrapezia distichs of
similar topic into unified constructs. What appears here as a song is, in reality,

5 For other examples of distich-centered memory mediation, both from Santa and from other
localities in the pre-1923 Pontos, see Tsekouras 2022, 405-408.

6 Here, I follow the discourse of my interlocutors. Whether the interchangeable use of names
for the description of the modality corresponds to the cited theories should be the topic of
another article.
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a combination of known, traditional distichs on a single traditional tune: a
version of folk music and poetry.”

Lazaridis’s rendition presents most of the characteristics mentioned above.
The distich opens Lazaridis’s song providing also its title “I sometime cry,
other times I laugh.” Singing is preceded by an introductory kladhi (2010,
0:00-0:37), which is varied and provides the interlude material performed in
between the various verses. The kladhi establishes the modal environment into
a “kyurdi” or a “minor” tetrachord (Phrygian as, f#-g-a-b). Notice the “pulling”
or attraction (elksis in Greek church music theory) of b by f# through an
emphatic piano colouration of the tetrachord’s higher pitch b by the Ilyra,
accompanied also by a trill (tremolo in Pontic Greek) that destabilizes its
tonal specificity towards a microtonal embellishment. These ornamental devic-
es emphasize the descending contour of the melody towards the tonic.

The singer utters the introductory sigh (“eeeh”) of participation request
(Lazaridis 2010, 0:37), like if he was around the table. The actual singing starts
on the upbeat (levare), in the second half of the long part of the iambic beat
pattern (0:40), establishing a dotted pattern on the 3 eights of the 5/8 meter.
This tilting rhythm characterizes the entire singing. The first verse, corre-
sponding to a four-measure phrase (0:40-0:54) ends via the subtonic (e) on
the third pitch of the tetrachord, a minor third (or augmented second) over the
tonic. The second phrase (0:54-1:07) begins with the same melodic pattern but
introduces (the two last measures) the second pitch of the tetrachord reaching
in a step melodic movement the tonic at the very end of the form. Hence, al-
though the overall modality is diatonic, there is a structural use of the minor
third, an allusion to the harmonic minor or hicaz tetrachord. The texture pro-
vided by the kemence or lyra and alternating between parallel fourths (usually
at the two higher pitches of the tetrachord) and melody with movable drone,
emphasizes these tonal subtleties and the general gravity of the mood. These
stylistic devices and elements can be traced, to various degrees, in the entire
epitrapezia repertoire that is recognized as Santan, both in its original perfor-
mance in the muhabeti and in song-like releases of the discography.®

The association between migration and death and Santa is so strong that
mournful distichs and tunes are often interpreted as being from Santa without
evidence. The mournful character of the repertoire and memories of a rough

7 For all the lyrics with a Greek translation and discography examples, see the digital library
Pontiakods Stichos — Pontian Lyrics 2024.

8 Maybe the most celebrated such work is the 2010 album Yambolis, carrying the very name
of the river alluded in our distich example, by Giotis Gavrilidis and Thanasis Stylidis (2010).
The entire album (Gavrielidis, Pavlidis and Stylidis 2010) exemplifies most of the Santa style
elements, as well as a couple of songs that refer specifically to the Santa destruction.
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landscape, poverty, exile, and separation have been filtered through folkloric
narratives, supporting a representation of Santa as a rough place inhabited by
tough, yet tormented people. The Santans are further described as austere in
ethos and of conservative morals, constantly dealing with the hardships of
survival. The memories of brigandage and guerrilla warfare also add a heroic
component. Hence, the Santa Pontians also emerge in muhabeti imagination
as tough, dynamic, potentially belligerent, and free-spirited.

These representations are so strong that they form an ethnological type. The
ethnological type is only partially verified by historical research. Santa was in-
deed a locality attached to migration and armed activity. However, brigandage
and guerrilla resistance were endemic in late Ottoman Empire, particularly in
eastern Karadeniz, as a result of political instability, scarcity of resources, and
inter-community competitions. Similarly, translocal mobility, seasonal and long-
term, has been common in the entire region (Meeker 2001, 9).

With all this said, the association of Santa with these practices was indeed
stronger in comparison to other localities. Therefore, the ethnological type
of the heroic but tormented Santans mediates the pre-1923 local sensitivities.
However, it also reproduces Herderian tropes of nativism: the interpretation
of the people as collectively grown out of the landscape. Elements of collective
memory - the distichs — have merged with top-down folkloric ethnoregion-
alist tropes, leading to a folkloric schematization (Wertsch 2002, 28-29) of
muhabeti memory (Tsekouras 2022, 410).

MONUMENTALIZATION AND
THE ETHNOLOGICAL STEREOTYPE

The question that emerges here concerns the place of the Santa trauma.
This question becomes more pressing given the general lack of explicit refer-
ences to the destruction in muhabeti poetry. Apart from one explicit song and
a couple more about the deeds of Captain Euclides with indirect references,
the poetic repertoire mostly concerns the pre-1921 life. Still, the mournful and
heroic character is prevalent.

My initial hypothesis was that the ethnological type functions as a kind
of screen memory, revealing the repression of the trauma. However, this hy-
pothesis is deeply problematic as it suggests a kind of collective subconscious.
It is also defied by the loud articulation of the Santa destruction outside mu-
habeti. Actually, the ethnological (stereo)type emerges as part of a top-down
appropriation of the trauma memories into a monumentalizing narrative. The
testimonies have solidified into a unified discourse that idealizes the San-
tans, representing their acts as manifestations of exemplary Greekness. The
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designation of the Santans as inherently tough, heroic, and freedom-loving
abounds in texts about the disaster. See how the aforementioned journalist
Romanos Kontogiannidis describes Santa:

[Santa] gave birth to heroic young men who did not count at all their own
lives if they had to defend the homeland; they constantly resisted first the
Ottomans and then the Kemalists (2021).

Kontogiannidis proceeds with the description of the catastrophe and of the
infanticide, interpreting the latter as a manifestation of the self-sacrificial and
freedom-loving spirit of the locals. Thus, he supports the Zalogo simile, which
is unequivocally stated in the article’s title, “The seven hamlets of Santa: the
Souli of Pontos” (2021).

The heroism interpretation does not agree with all testimonies. Euclides’
brother, Kostas Kourtidis, mentions the infanticide in his diary as a mothers’
decision induced by the fear for their lives and that of their families (2007, 58).
Spyrantis, who was hiding in another cave and with a smaller unarmed group,
mentions in his memoir an incident of infanticide as the result of pressure
that the men of the group exerted on the mothers (1990, 98-128). Finally, the
destruction narrative overtly focuses on the escapee groups, neglecting the
testimonies of the deportees.

Still, the interpretation that the ethnological (stereo)type has been shaped
by the monumentalization discourse presents certain shortcomings. First of
all, it does not account for the mournfulness of the repertoire. Mournfulness
is not necessarily compatible with heroism. Secondly, it does not account for
the monumentalizing discourse itself. If monumentalization emerged out of a
public and top-down negotiation of the Santa trauma, then the stereotype is a
secondary product of the trauma. A study of how the first refugee generation
negotiated their traumatic memories could answer these questions. But such
an inquiry is not possible anymore, hence any kind of research cannot be but
post-memorial and post-traumatic. In the light of all the above, what is today’s
role of muhabeti practice in relation to Santa trauma?

ALLUSIONS OF TRAUMA, POSTMEMORY,
AND TRANSGENERATIONAL EMPATHY

Most of my fieldwork associates, when asked about the ethnological type
and the Santa trauma relation, answered that the destruction was the reason-
able outcome of the Santans’ character. They claimed that the hardened by
suffering, free-spirited highlanders paid the price for their resistance. In this
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sense, the Santan character and the monumentalization are parts of the same
memory discourse. At the same time, all interlocutors agreed that any rep-
resentation of the refugee memory can only be incomplete and distorted, due
both to temporal distance and to the demise of the refugee generation.

They finally pointed to me that muhabeti is not about remembering histor-
ical events, but about transferring something of the pain of history. This trans-
ference is inevitably incomplete, given the ineffable and unmediated character
of personal pain. Contrary to the singing participants, the refugees cannot be
present in any muhabeti. The intensity of the suffering makes any suggestion of
trauma mediation even more impossible. All these are usually expressed with
general aphorisms: “They had suffered more than what somebody could ever
imagine,” “they had to endure Jesus’s sufferings,
they had to go through.”

When asked about the conjoining of heroism, suffering, and emotional
pain, most interlocutors answered that the relationship is dialectical. Hence,
most muhabeti practitioners agree that the heroism of the Santa refugees lies
in the fact that they lived with the pragmatic, psychological, and emotional
burdens of their traumas. The suffering that resulted from these burdens and
the awareness of the trauma as arothymia made the Santa survivors better
people and their music and poetry more affective; they had a higher capacity
for empathy, a special awareness of the painful existence of other humans. This
special empathic capability has its own share of stereotypical phrases: “These
people knew how to feel;” “they had suffered, so they knew about pain.” Often,
contemporary Pontians compare the suffering of the refugee generations with
contemporary comparative comfort, attributing to the latter’s lack of emotion-
al awareness the reason for a broader cultural and moral decline.

All these interpretations resonate with the muhabeti ontologies of subjec-
tivity and wound: the designation of suffering and its awareness (arothymia)
as existential principles. In this sense, singing the muhabeti repertoire per-
forms one more process of humanizing denarrativization. In the same way
that the poetic allegories signify the personal narrative of trauma, without
articulating it, they also index the suffering of the refugees, in this particular
case, of the Santa survivors. The mournful poetry and music of Santa con-
nects the participants with the psychological and emotional burdens of the
Santa trauma without the articulation of the disaster story. In this sense, the
ethnological (stereo)type emerges similarly to the distichs as a condensation of
the Santa suffering. Still, it does not have the status of an allegory. The stereo-
type emerges in between the memories of trauma and the distich, as a general
denarrativizing condensation. It reminds the contemporary participants that
the survivors were some other people, whose reflections are not reproducible.

» «

you cannot imagine what
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Historically, geographically, and existentially, these people belong elsewhere.
The singing of their poetry makes their absence felt, by reminding us of the
intense suffering in all its ineffability.

In this sense, the ethnological stereotype is a part of a Pontic postmemory.
Hirsch suggests the concept of postmemory not only as the memory of mem-
ories, but as an emotional process of identifying with traumatic experiences
that you know cannot be yours exactly because of their traumatic character
(2012, 6). It is an empathic identification: an acknowledgment of the telos of
the other’s pain, a recognition of the impossibility of its mediation, and an
effort to sense and share something of their pain by mirroring their emotions.
Even more, it is an awareness of the exceptionality of the traumatized pain. In
this sense, muhabeti singing offers personalizing allusions to the Santa survi-
vors’ trauma: a Pontic affective postmemory that enables an identity formulat-
ing empathic and personalizing association with Santans’ trauma.

CONCLUSIONS

One of the most important contributions of trauma scholarship is the
demonstration of how the past haunts the present. Ironically, it can be argued
that the post-1980s fascination with trauma and traumatic testimony has also
contributed to politics of hauntology that opposes, the initial intentions of the
trauma scholars. Politicians from the entire spectrum, but particularly from the
right, have invested in the cultivation of collective sentiments of victimhood and
injustice through the focus on past, imaginary or real, collective traumas.

Contemporary trauma theorists recognize, in the radically different, psy-
choanalytical and poststructuralist beginnings of trauma discourses, elements
that, publicly mediated and distorted, have facilitated the phenomenon of
hauntology politics. These can be summarized into three major presumptions:
(1) a covert and uncritical acceptance of the empiricist dichotomy between
objective sensation and subjective discourse; (2) a trauma-premised individu-
alizing essentialization of the collective; and (3) an obfuscating identification
of trauma experience with ineffability. The first presumption generates pseudo-
scientific discourses of historical objectivity that elevate certain collective
experiences of pain and suffering as more valid than others. In the second pre-
sumption, the designation of a collective trauma facilitates essentializing liken-
ing of the group to the traumatized individual. The individualizing definition
of the collective further supports the elevation of normative trauma narratives
that exclude certain testimonies. Finally, the identification of the traumatic
experience as ineffable might lead to the silencing of alternative negotiations
of trauma and of culturally alternative ontologies of pain. Critics of trauma
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theory have pointed to the importance of phenomenological and hermeneutic
accounts that focus on implicit theories of trauma through the examination of
broader discourses and practices of pain negotiation (Meretoja 2020, 23-26).

In this article I have offered such an analysis by exploring relations be-
tween trauma theory, the Pontic politics of collective trauma, and the Pontic
muhabeti ontologies of pain. More specifically, my analysis focused on the
traumatic destruction of the Santa locality in September of 1921 and the ways
that this is alluded to and remembered in different genres of Pontic discourse,
but ultimately in the musicking of empathy that defines the muhabeti.

The Pontic muhabeti case offers interesting insights into the negotiation
of collective pain. Obviously, the Pontians are not free from hauntology.
On the contrary. What can be concluded from this analysis is that Santa
muhabeti, and more broadly Pontic muhabeti, remembrance of Santa presents
the characteristic polyglossia (Bakhtin 1986; 1981) of collective memory
(Hammilton 2010; Olick et al 2011). Memory texts of poetry (the distichs)
and of witnessing (the memories of destruction) are schematized through
top-down, world-ordering discourses (folklore, nationalism) into unilinear
narratives of ethnological characters. The muhabeti remembrance of the Santa
traumatic destruction verifies, to a high extent, the ethnological stereotype,
through the indexical connection between the locality of Santa and the
musical-poetic representations of suffering, namely, exile and death - the very
traumas that universally define the refugeehood.

At the same time, my analysis demonstrates how the fluid indexicalities
of musicking can open the door to anti-normative experiences that oppose
the politics of hauntology. On one hand, these experiences exemplify the dif-
ference between trauma and its postmemory and, on the other, navigate the
trauma and the suffering away from the effable versus ineffable dichotomy.
Emotional and psychological pain, the muhabeti wound, suggests a fluid and
implicit understanding of the trauma, as a shattering experience that can
be approached by others through an awareness of its pain. In contemporary
muhabeti, this nostalgic awareness, the arothymia, emerges as a presence of
absence of the refugees’ pain: an awareness of the absence of their pain, as
empathic realization of the ineffable exceptionality of their traumatic feelings.

Thus, the Pontic muhabeti teaches that the feelings stemming from trauma
belong to the individual, defining an existential telos and core that can only be
alluded to through the performance of empathy. In this way, Pontic cultural
alterity is redefined as structures of empathic identification with the refugees’
suffering, and Pontic ethos is delineated as a philosophy of empathy. The Pontic
wound emerges fluidly between the effable of the experience’s narrative and
the ineffable of the emotional and sensory imprints of this experience. It is
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partaking to the poetic metaphors and music indexicalities that approach the
ineffability of the feelings and enable the Pontians to be aware of the other’s
pain. The Pontic identity politics where the genocide claim rejects also de-
mands of reparation from Turkey, and the empathic response of Pontic insti-
tutions to the 2015 refugee crisis, prove that awareness of trauma does not have
to succumb to the politics of hauntology.
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Joanuc IJEKYPAC

ITOCT-CERABE HA TPAYMY KAO TPAHCTEHEPAIIMJCKA EMITIATHJA:
TAMBEWKE BOAA CAHTE KPO3 IIOHTCKO ANJAAOIIKO ITEBAIHE

(PE3UME)

JemHa off I/IaBHMX IPETIIOCTABKM y Be3) C TPAyMOM jecTe fia OHa 13berapa
je3aMK: MCKYCTBO maTwe U cehame Ha by, 300T BIXOBOT KapakTepa Koju pa-
3apa )XVMBOT ¥ YHUIITaBa Cy0jeKT, He MOXKe OMTH 00jallllbeHO IIPUIIOBEJAbEM.
Jesuk ce mojaBbyje Kafia TpayMa IIpecTaje [ja IIOCTOji, TO jeCT Kafla Cé OHa
TpaHcopMullle Y CTaHJapAU30BaHe HapaTtuse. HoBuju npucrynu gosennu cy
y IuTame OrMY HeM3peLMBOCTY, YKa3yjyhy Ha ajTepHaTMBHA IIOCPeiOBamba
COIICTBA U MaTibe KOja MpeMallyjy OrpaHMYEHy TEMIIOPATHOCT IOTPECHOT
porabaja. Mako cy oBu mpucTynu o60raTuim Teopujy TpayMme, OHU Cy KpU-
TUKOBaHU 300r 6aHa/NMM30Bama TpayMe, 4nHehy caM KOHIeNT 6eCKOPUCHUM.

VMucnupucan HOBUjUM TEOPUjCKUM HNPUCTYIMMA TPAyMM, Y YIAHKY ce
doxycrpam Ha OJHOC My3MKe ¥ TPaHCTeHepalyjcKe TpayMe — Caydaj Kazia
je U3BeCTaH CTelleH HapaTuBu3anuje HemsbexxaH. Tema Moje eTHorpadcke
cryauje cny4daja cy Ilonrckm I'pum mnm IToHTH, moToMum rpukux musbe-
rmua u3 1923. roguse u3 typcke obnactu Llpuor mopa, Taunuje I[TonTn us
CaHTe, IpYKOT JIOKaNIUTeTa Koju je 1921. roguHe JOXXMBEO MOCEOHO HACYUIHO
yanmreme. Ocmamajyhu ce Ha oncexxaH TepeHCKM paji, KpO3 aHAIN3Y IIpakK-
Ce JIMja/IoLIKOT TIeBama I03HaTe Kao Myxabemu WIN napakamu UCTPaxyjeMm
KakKo caBpeMeHy [IoHTM maMTe CBOj JIOKanmuTeT mpe 1923. roguHe U HeroBo
HaCMJIHO YHUIITEIbE.

I[Ipencrasipajyhu myxadeiiu Kao TpaHCreHEPALMjCKO MOCPE/IOBabe HEeU3-
PeLMBOCTY TpayMe, OBaj WIaHAK M30eraBa KpajHOCTU MCK/bYYMBIUX CTAaBOBA O
HeuspeuBocTu. Myxadeiiu ieBame He mocpenyje Tpaymy ITonTckux I'pka us
CaHTe, anu mpezcTaB/ba adeKTUBHY Hem3pennBocT ocehama maTme XXpTasa.
OB} moeTcku 1 My3W4KM IPMKa3yu aaygupajy Ha HapaTuBe TpayMe, aln UX
He PEnpoAyKyjy. Y WIaHKY JOMa3sUMO [0 3aK/by4Ka [la TPAHCTE€HEPAILIMjCKa
AVHAMVKa myxadeiiu My3UKe He JIOKVU HU Y PEIPOAYKIWjU HUA Y JIedersy Tpa-
yMe, Beh y noct-cehamwy: npenosHaBamwy Hemspenupoctu cehama u, camum
TUM, CHO)KHOM noucrosehuBamy ¢ ocehameM 60/1a y4ecHMKaA 1 HaI/TAIICHO]
eMIaTuju.
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ABSTRACT

This paper presents selected German film music composers who were active
in Germany during the inter-war period as musicians trying to regain their
position and renegotiate their role in the German post-war society marked
by trauma and transition processes. Film music composers were believed to
have stayed above politics and associated with a “harmless” type of music;
therefore, they could adapt to the new situation comparatively more easi-
ly, particularly since the Allies had already treated musicians ambivalently.
While pinpointing the reasons behind such a lenient attitude towards film
music composers, the paper also touches on those rare cases when film mu-
sic composers were actually accused of supporting the Nazi system.
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ATICTPAKT

Paj ce 6aBu ogabpaHuM HeMauyKMM KOMIIO3UTOpUMaA (UIMCKe MY3MKe,
axkTuBHUM y Hemaukoj y meprony nsMmeby gBajy cBETCKMX paToBa, KOju Cy
HAaCTOjaJIN Jja IIOBPaTe CBOj IOJI0XKAj ¥ IIOHOBO IIPErOBApajy O CBOjOj yIO3U
y HEMa4KOM IOC/IepaTHOM APYILITBY 00e/Ie>KeHOM TpayMOM M IIpoLiecuMa
TpaH3unuje. Bepopaso ce ga cy KOMIIO3UTOpY PUIMCKe My3UKe OCTaNn
U3HaJ IIONIUTHKE U Jja CY IIOBE3aHU C ,0e30IIaCHOM~ BpPCTOM Mysuke. To
UM je onaKIiano npuaarohasame HOBOj cuTyanuju, 6yayhu ma cy case-
3HuIy Beh aMOuBaJeHTHO TpeTHpaayu Mysudape. Y pajy Cy MOjallbeHN
Pas1031 MOIMYCT/bMBOT OJJHOCA IIPeMa KOMIIO3MTOPMMA OBOT JKaHpa, a U3-
IBOjeHN Cy M PeTKV IIPUMepPH y KOjuMa Cy KOMIIO3UTOpY UIMCKe My3VKe
OM/IM ONITY)KEHU 32 MOZIPIIKY HALMCTUYKOM PEXKIMY.

KAYYHE PEYU: KOMITOSUTOPU GUIMCKe My3UKe, GUIMCKa My3HUKa y Ha-
LMCTUYKOM PeXUMY, HeMadKa My3luKa 1ocje JIpyror cBeTcKor para.

While framing post-war German culture as marked by trauma and tran-
sition processes, this paper — situated at the crossroads of historical, musico-
logical, and film studies and combining their different methodologies — seeks
to shed some light on the lives of selected German film music composers
associated with Nazi ideology in the inter-war period and their attempts to
renegotiate their position as members of German artistic circles in the post-
war reality. The scope of this paper encompasses the first decades after the
end of the WWII and it includes different experiences of German film music
composers trying to regain their importance as influential musicians.

The ultimate trauma of the German history after 1945 was connected, among
other things, with the disclosure of the Holocaust (Giesen 2004, 115), and the ex-
posure of Nazi politics, also in the realm of the arts, music, and cinematography.
It goes without saying that film music composers working in the Third Reich
actively contributed to the Nazi cinematographic industry, even though they sup-
posedly steered away from politics. In post-war Europe, however, their role was
often treated ambiguously since German musicians were (in general) believed to
“have remained above politics” (Potter 2007, 626). Nevertheless, several compos-
ers linked to the National Socialism (NS) became scrutinized as subjects of music-
ological and/or historical analysis, particularly by those scholars who ventured
to examine the Nazi involvement in music, and their “deployment of the musical
professional” (Botstein 2005, 493). Still, German film music composers, including
those who supported the propaganda system promoting the NS, have managed
to escape the attention of scholars, even though most of them continued their
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musical careers after the WWII, proving that German society chose various ways
of transiting into new reality, oftentimes tacitly “forgetting” about the distressing
facts from its prominent members’ past. As some authors claim, at that time,
German intellectuals might have felt that “all that remained of their country was
its art” (Monod 2000, 339). Pamela M. Potter aptly described the confrontation
of the Nazi past in the history of the visual and performing arts as the “art of
suppression” (2016, 44), accordingly titling her recent book, which deals with his-
toriography of German music, art, architecture, theatre, film, and dance in the
traumatic period following the defeat of the Nazi Germany. She also pointed to
rejection and avoidance, among other things, which can be viewed as common
mechanisms encountered, for example, in literature and other writings whose
authors try to negotiate historical trauma (LaCapra 2014, 97).

THE POWER OF MUSIC

The validity of music is often related to, and sometimes even predefined
by aesthetic values or social interests that dominate in a community. Conse-
quently, music can be strongly related to political situations and impacted by
political regulations. Some authors, like Robin Ballinger, argue that music can
also shape political consciousness “through its complex system of signification,”
which “is a powerful site of struggle in the organisation of meaning and lived
experience” (Ballinger 2005, 430). This presumption is based on the belief that
music transcends communication barriers and can be understood both locally
and nationally, even transnationally. Furthermore, its political power has been
recognised by numerous rulers aware of the potential influence of music, es-
pecially on human emotions. Hence, politicians are prone to regulate music
production by motivating and stimulating musicians to undertake certain
types of politicised expression etc. (Barbalet 1985, 531). It is generally accepted
that music can also be used for propaganda as an excellent tool that facilitates
the acceptance of an ideology by large audiences. For example, in the layer of
lyrics, songs serving propagandistic purposes convey certain messages, often
strengthened by the accompanying images, as is the case of cinematography.
Indeed, it “has been argued that film [...] has a unique power as a tool for
propaganda” (Jason 2013, 203 and 217), and it is no surprise that, for the Nazis
(when they consolidated the power in 1933), the sound films became instru-
mental in their attempts to ensure public support for the regime. At the same
time, music, in general, has come to be treated as one of the key elements of the
Nazi propaganda, believed to seduce the masses. Music was also a part of the
Nazi strategy in that sense that it helped, for example, “to promote incarcera-
tion as a disciplinary measure and patriotic education, whilst at the same time
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manipulating public opinion” (Fackler 2010, 619). The widespread use of music
at open events organised by the Nazi Party and observed in its publicity served
as a propaganda outlet, given also that musical institutions in the Third Reich
were funded by the state. While music played on the German radio of that
time was already the subject of scholarly interest (Drechsler 1988), the functions
that the music served in Nazi films, surprisingly, still remain under-researched,
perhaps with some notable exceptions that concern music in such symbolic
films as 1935 Triumph des Willens (Loiperdinger 1987, 58). The research of NS
films predominantly concentrates on their plots: (hidden) meanings, messages,
etc., and on their visual aspects. As noted by Lindsay Carter, musicologists
predominantly approach Nazi films by focusing on composers who provided
their soundtracks (2019, 15). Indeed, music in these films, particularly when
associated with haunting images, has had the liminal power to stir emotions.
Thus, it was harnessed by the Nazis to serve political causes in sound film, as
“the German sound cinema of the 1930s aspired to control all possible effects.
Nazi film music beat audiences into delightful submission” (Koepnick 2002,
46). This aim was also achieved by references to music of Bruckner or Beethoven
(Hirsch, 2007, 489), or allusions to military music etc. Still, music in Nazi films
defies straightforward categorisations and escapes simplistic generalisations,
although musicologists often locate film music of the Third Reich in “the fields
of popular culture or communications” (Weinberg 1984, 106).

(GERMAN MUSICAL SCENE AFTER WWII

Indeed, in the 1930s, most film music composers in the Third Reich, as in
the whole Europe, were usually simultaneously involved in various realms of
musical scene, for example, working in cabarets. Composers providing music
for sound films typically treated it as a side job. These composers often came
from different walks of life and worked, on a daily basis, in a variety of places.
Because of that specificity, they often crossed over, or joined different cultural
domains, thus accumulating substantial cultural capital to transgress the role
of a composer associated with a single genre. That particular position of film
music composers in Europe (unlike the US) did not change much after WWII,
and arguably German composers who wrote music for NS films benefited from
it. Following the end of the WWII, all composers from Germany found them-
selves in a delicate situation, also because the re-organization of the musical life
was a complicated and multifarious process. It started as early as 1945, when the
Americans set up the so-called “music control” within the office in Munich. It
became clear that managing the German musical scene required extra delicacy
when one of the composers who offered services was, among others, Richard
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Strauss (1864-1949) - a favourite composer of the NS regime. In 1947, Richard
Strauss was cordially welcomed in London, which only symbolically proved that
the politics of oblivion and “forgetting” (or, maybe, forgiving?) was successfully
employed in the case of German musicians. Among other things, it was due to
the implementation of the idea of educating Germany, inter alia through music,
which was initially cherished among the British and then promoted by the rest of
the Allies (Thacker 2017, 18). However, performing German military and nation-
alistic music was forbidden. The French went even further, proposing to blacklist
certain German composers and their compositions written after 1933, even for a
short period (Thacker 2017, 21, 27). In reality, German composers were affected
by the denazification procedure only to a limited level, as the attitude of the Allies
towards musicians in post-war Germany was rather ambivalent, even though the
role of music in the development of the Nazi culture was generally well-known.

In these traumatic circumstances, German musicians needed to adapt to
the post-war reality. Several tendencies appeared. To begin with, the process of
denazification affected musical institutions, including opera houses, orchestras,
etc. Soon, it became clear that, in many cases, up to one-fourth of musicians
engaged in each orchestra had belonged to NSDAP (National Socialist German
Workers™ Party), so it was deemed almost impossible for musical institu-
tions to function without former party members. It was determined that the
musicians’ past cannot jeopardise the existence of these ensembles (Thacker
2017, 50). Another factor affecting German musicians working for official in-
stitutions after the WWII was the challenge connected with re-establishment
of an appropriate repertoire, an issue which also needed a dose of delicacy.
Music by German composers that had been banned by the Nazis was restored.
Thus, popular composers discriminated against by the Nazis on racial or other
grounds (for example, Mendelssohn-Bartholdy, or Tchaikovsky) were reintro-
duced to concert halls. However, after the WWII, the music by those German
composers who were considered the embodiment of the German spirit by the
Nazis also continued to be played. It was agreed that composers such as Bach
or Beethoven, despite their German origins, should be considered as a part of
the universal heritage, as, in general, the musical circles were

marked by conscious effort to reanimate the music allegedly silenced by
Nazism, depart from what was construed to be a Nazi aesthetic that left music
vulnerable to propagandistic exploitation, and to reimagine the recent past
as a police state in which music and musicians were forced into submission.
This creation of Nazi musical dystopia served the purpose of sanitizing all
that was to emerge in the new German states as a welcome departure from
the horrors (Thacker 2017, 50).
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The third factor that affected the transition to normality was opening to the
modern music. The city of Darmstadt offered to host Internationale Ferienkurse
fiir Neue Musik, initiated as early as 1946 by German musicologist Wolfgang
Steinecke (1910-1961), who presented himself as politically unencumbered and
was thus exempt from the denazification procedure. His initiative to bring
Germany closer to contemporary music succeeded. Thus, Darmstadt became an
important place on a musical map of the post-war Europe, with many composers,
performers, and philosophers heading to Germany every summer to participate
in the Internationale Ferienkurse fiir Neue Musik. The initiative aimed at proving
that German composers were willing to make up for the lost time and wished
to become a part of the European contemporary scene, and re-connect with the
European musical culture. Furthermore, German circles seemed ready to as-
sume a leading role in the process of designing new roads for the development of
European music. Many German composers identified with a slogan formulated
by Ernst Hermann Ludimar Meyer (1905-1981), who postulated that musicians
from Germany should look forward and think about progress, rather than look
back (Thacker 2017, 115). Upon settling back in Berlin, Meyer formed a group of
musicians with whom he attempted to define paths of implementing the Leninist-
Marxist theory in music in the German society.

German composers opted for various possibilities, either opening up to the
Western musical tendencies or accommodating Leninist-Marxist influences.
Most of them, however, enjoyed an “almost seamless transition” to the post-
war reality (Potter 2007, 626), facilitated also by the belief (shared not only
amongst the Germans) that even under the Nazi regime, musicians were able
to remain unaffected by politics. It was assumed, as if tacitly, that music, as a
sonic phenomenon, could not express any political views. Accordingly, com-
posers were granted “prolonged denazification proceedings” (Potter 2007, 626)
and the positions that they had held in Hitler’s Germany were not openly dis-
cussed. Some authors, like Pamela Potter, believe that the privileged situation
of the German musicians after the WWII should be related to the nineteenth
century cult of the composer and the appreciation for German music, while
other researchers, like Leon Botstein, suggest that it might have been an effect
of the Nazi admiration of music, especially their “deployment of the musical
professional” (2005, 493). Botstein believes that it was the Nazis who “cultivated
and promoted the musician [...] In the context of dictatorship, repression, and
terror, music became privileged not only as a compensatory sphere of personal
and individualistic expression, but also as a component of the homogeneous
cultural racial community” (2005, 493). In the Third Reich, the figure of a
musician was promoted because it served as a metaphor of a perfect, i.e., in
this case, an obedient, well-organized Nazi.
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Potter divides German musicians active in the Third Reich into perpetra-
tors and victims (Potter 2007, 639). That dichotomy may, however, simplify the
complicacy of their situation and ignore various shades of the pre-war reality
because it was not only professional, but also amateur musicians who could
(actively or passively) support the system, while music-making, in general, was
perceived as an allegory of Nazi ideals. As Botstein suggests,

the ideal Nazi subject was an obedient and loyal servant of the state who sang
in a choir and played string quartets or the piano at home with friends. Even
amateur public performance within non-commercialized public venues
was encouraged. The joy of music making made the subordination by the
state and the absence of political freedom tolerable. Active amateurism was
also the best preparation for the complete release of emotion as anonymous
witnesses and listeners in the concert hall, opera house, and mass rally
(2005, 493).

Hence, as several researchers claimed, e.g. Joseph Wulf in his 1963 Musik
im Dritten Reich, or Fred K. Prieberg in his 1982 Musik im NS-Staat, musi-
cianship during the NS times was inevitably and always politically charged.

A “MiNoR RoLE” o FiLM COMPOSERS

As already underlined, most German film music composers active in the
NS times, continued working in the second half of the twentieth century and
almost seamlessly re-assumed their career immediately after the war. Often-
times, they became respected teachers, presidents of various musical organiza-
tions, etc., and a handful of them continued to work in the film industry. Al-
though today composing for films is a rather prestigious job, with several well-
known film music composers touring around the globe (e.g. John Willimas
or Hans Zimmer), in the 1930s and 1940s, composing for films, especially
in Europe, was considered, among composers themselves, an inferior type of
work, treated as “a somewhat peripheral activity” (Dutilleux 2003, 27) or as a
“secondary task” (Schnittke 2002, 22). At that time, a composer writing film
music was believed to perform a servile function as one of the most popu-
lar composers of the early twentieth century - Aaron Copland (1900-1991)
attested (despite composing music for a few films). He insisted that “there is
no sense in denying the subordinate position the composer fills” (Copland
1940, 141-143). Film music was felt to have played “a minor role,” while still
“struggling for its place in the sun: the film people themselves almost invari-
ably treat it very casually and are not quite clear in their own minds about its
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importance, musicians take it up more for the sake of fees than for art’s sake,
and he is a rare exception among them who shows any sympathy for its novel
forms” (London 1970, 11).

It seems that the nineteenth century division into E-Musik (Ernst-Musik)
and U-Musik (Unterhaltung-Musik) affected composers who considered writ-
ing soundtracks as compromising their talent for financial benefits. Conse-
quently, some composers even refused to write film music (Ligeti 1983, 24).
However, the position assigned to film music composers impacted the assess-
ment of their involvement with the film industry of the Third Reich: it was ex-
cused, viewed as a way of amending their financial situation. Many composers
of film music, additionally active in other forms of entertainment business,
chose to steer away from the politics by writing music for films which seemed
apolitical, for example, cinematographic operettas. But their music could also
be featured in propagandistic films or otherwise used by the NS regime to
support the ideology, not to mention that some film music composers actively
supported NS.

Many composers who became engaged in composing for the film industry
in the 1930s stemmed from the U-Musik circles, as was the case of Frank Fux
[Fox] (1902-1965), a well-educated composer (he studied with Joseph Marx,
Ferdinand Lowe, and Franz Schmidt) initially based in Vienna. He focused
on film music after he was appointed music director of the Tobis Sascha film
industry. After the Anschluss, he moved to Berlin, providing music, among
other things, to such propaganda films as Kora Terry (1940) (Fox 2000, 130).
After the WWII, Fux immediately resumed composing film music providing
soundtrack for Der weite Weg / Schicksal in Ketten (1946), the first Austrian
feature film shown in cinemas after the end of the war. Fux continued working
for the radio, cabaret, and he also composed light music, for example, oper-
ettas and Viennese songs, and stayed active as a conductor.

Another composer for whom cinematography offered financial support
during the NS times was Edmund Nick (1891-1974), who became conductor
of the Bavarian State Operetta in 1947. He subsequently worked for the West
German Broadcasting Cologne and the University of Music and Performing
Arts Munich. Before the war, Nick was also a musical director of the Silesian
Radio in Breslau, but in 1933 he moved to Berlin, where he became active
on the cabaret scene. When in May 1935 cabarets were declared a hotbed of
Jewish and Marxist propaganda, Nick decided to leave the city, at least tempo-
rarily, heading to Slovakia. His position was uncertain since he was married
to a Jewish singer Kite Jaenicke (1889-1967), and consequently his daughter
Dagmar Nick was treated as “half Jewish.” Nevertheless, Nick worked for the
UFA, composing music for short and commercial films; alas, his name was



53

ANNA G. PIOTROWSKA
FORGETIING ABOUT TRAUMATIC PAST?
ON THE POSITION OF FILM MUSIC COMPOSERS IN POST-WWII GERMANY

often omitted in the opening credits (Nick n.d.). At the end of the war, Nick
moved to Bohemia, where he started writing books about operettas (also com-
posing them).

Operettas were so popular at that time that their success was capitalised
in the so-called Tonfilmoperetten. The genre seemed politically unbiased, but,
in fact, these film operettas were also exploited by the Nazi propaganda. Af-
ter 1933, many composers (to name Jean Gilbert, Friedrich Hollaender, Paul
Abraham, Mischa Spoliansky, Hans May, Werner Richard Heymann), as well
as directors (e.g. Wilhelm Thiele), and singers (for example Jan Kiepura, Marta
Eggerth) who made their names in the genre, went into exile, eventually mi-
grating, for example, to Hollywood. The genre of Tonfilmoperette, being a mix-
ture of dialogues, sounds, and music, nevertheless remained one of the most
preferred genres among composers who actually stayed in Germany (Volker
2006, 13-28). These films allowed composers to focus on existing music writ-
ten by the great Austrian or German operetta masters of the nineteenth and
early twentieth centuries, for example, Nico Dostal, Franz Lehar, and Johann
Strauss II, and they often worked on adaptations of operettas’ music featured
in Tonfilmoperetten. Another tendency observed among film music composers
under NS was to allude to cabaret traditions, especially in cinematographic
light musicals, often conceived as war romances, to mention Die groffe Liebe of
1942 (Jason 2013). Composers who chose to function outside the propaganda
system by contributing music to such films continued their professional ca-
reers after the WWII, for example, Leo Leux (1893-1951) who was responsible
for music in several entertainment films, among others, Robert and Bertram
(1939). This light-hearted musical comedy in the style of Laurel and Hardy can
be, however, credited as a perfect example of Nazi movie, depicting Robert and
Bertram as stereotypical Jews.

Another very successful film music composer, who stemmed from
U-Musik circles and continued his career after the WWII unbothered, was
Michael Jary (1906-1988). This German composer of Polish origin was born
as Maksymilian Michat Jarczyk, and before the WWII he enjoyed several suc-
cesses, including hits like “Roter Mohn” featured in the film Schwarzfahrt ins
Gliick (1938). Because Jary was denied his visa and was therefore forced to
stay in Germany, he collaborated with the lyricist Bruno Balz, writing songs
that became great hits with the UFA: “Ich weif}, es wird einmal ein Wunder
geschehn” and “Davon geht die Welt nicht unter.” Between 1939 and 1945, Jary
supplied music for around 30 films, but he was also active as a conductor, and
released albums with his music. According to contemporary enthusiasts of
his music, he “became an insider tip in the film industry: he was regarded as
a master of symphonic background music and, after some initial difficulties,
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hits also became his profession” (Michael Jary n.d.). During WWII, Jary be-
came one of the most willingly performed composers of light music, with his
compositions broadcast on the radio, and his hit “Roter Mohn Tango” heard
in the Auschwitz camp. While Jary typically wrote music for melodramas, e.g.
Gabriele Dambrone (1943) or Das grofse Spiel (1942), featuring famous German
footballers of the era, some films with his music, like Auf Wiedersehn, Franziska
(1941), carried propagandistic content (Hoppe 1941, 558; Grundschéttel,
1941), and already in the 1940s, they were deemed as bringing comfort to
“the countless German women who made the war lonely,” and the film Zwei
Welten (1939) with Jary’s music receiving the title of “artistically valuable” in
1940 (Giesen and Hobsch 2005, 345). Consequently, some films with Jary’s
music, including Falschmiinzer (1940) or Blutsbriiderschaft (1941), were either
completely banned by the Allies, or their public performances were limited.
After the war, Jary was mostly associated with a number of evergreens, also
stemming from the revue film Karneval der Liebe (1943) or Grofistadtmelodie
(1943), which featured the hit “Berlin - ich bin verliebt in dich bei Tag und
Nacht,” hailing the splendour of the old imperial capital (Lexikon 1987, 1440).
Altogether, during his lifetime, Jary wrote music to over 130 films, musicals,
and hundreds of songs (Kiszakiewicz 1972), as he reassumed his responsibili-
ties after the war, including that of a conductor. He also became engaged in the
reorganization of musical life in Germany, for example, founding the orchestra
of the Radio Saarbriicken.

It can be concluded that many composers who were predominantly linked
to composing light music during the NS regime successfully reassumed their
musical careers after the WWII (like the above-mentioned Nick or Jary) for
they were perceived through the prism of the U-Musik as a presumably less
“harmful” type of music, notwithstanding the fact that films featuring their
music were, or might have been used to promote Nazi ideology.

But there are also several German pre-war film music composers who
seamlessly transited to the new reality even though they openly supported the
Nazi regime. Most of them continued their professional career as film music
composers after the WWII.

For example, Siegfried Bethmann (1915-1993) who was also a member
of the NSDAP, worked as the first conductor of the theatre in Heidelberg af-
ter 1945; then in 1946, he became engaged in Rofllau, where he founded a
town orchestra, only to relocate to Leipzig, where he worked for a radio sta-
tion (Knocke and Neuhold 2015, 11-34). The post-war career of Franz Grothe
(1908-1982) also shows that the active membership in the party (his number
was 2.580.427), and even enormous popularity during the NS times - his hits
like “Lied der Nachtigall” from the film Die schwedische Nachtigall (1941) were
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also performed in Auschwitz - did not hinder the composer’s career after 1945.
Grothe became a chairman of the Supervisory Board of GEMA (Gesellschaft
fiir musikalische Auffithrungs- und mechanische Vervielfiltigungsrechte) and
the director of the Franz Grothe Foundation; finally, he even received the Or-
der of Merit of the Federal Republic in 1980 (Prieberg 2009, 2711). Similarly
successful was the after-war career of a Nazi politician Clemens Carl Otto
Schmalstich (1908-1960), who took over the leadership of the Siemens Or-
chestra in 1945, thus continuing his pre-war activities (previously he worked
as a conductor in the most prestigious opera houses, including the Neues
Schauspielhaus in Berlin). Although his compositions were initially banned
(only in the Soviet occupation zone, though) (Prieberg 2009, 6580-6582), after
the WWTI, Schmalstich became active in the Kampfbund fiir deutsche Kultur
[Taskforce for German Culture] as an area cultural director and as a branch
leader for light music and operetta. Alois Melichar (1896-1976), who also con-
tinued to compose for films (staying active until 1950) was highly praised in the
1970s for his achievements, especially in the realm of accompaniment music,
which some scholars deemed the most welcomed in film soundtracks (Cadars
and Courtade 1972, 99). In the inter-war period, Melichar was involved in
the campaign to formulate the principles of film music appropriate for NS
German films insisting on establishing clear guidelines, but his postulates were
never answered, which was “a typical manoeuvre of Nazi bureaucracy” (Volker
2006, 21). His role in the development of the NS cinematography was, however,
either forgotten or purposefully ignored, and effectively silenced in literature
on film music.

Yet, several composers of film music who continued their careers after the
WWII had a rather ambivalent, to say the least, attitude towards the NSDAP,
but saw no other option as to join the party, and, perhaps, even to use the
membership to their benefit. Some truly believed in the ideology before un-
derstanding the reality behind the slogans. For example, Peter Paul Kreuder
(1905-1981) became a member of the Nazi Party in 1932, resigning only two
years later. Other composers involved in the German film industry disassoci-
ated themselves from the dominant ideology or tried to shun it - for example,
Willy Schmidt-Gentner (1894-1964). However, his “Ich bin heute ja so verliebt”
from the film Operette (1941) could be heard in Auschwitz. After the end of the
war, Schmidt-Gentner continued to compose music for numerous films until
his retirement in 1955. Some composers, such as Norbert Schultze (1911-2002),
were advised to become members of the NSDAP to avoid being conscripted.
Schultze composed several hits: martial and propaganda songs; for example,
in 1938, he set the poem “Lili Marleen” to music. He was also responsible
for soundtracks for propaganda films, including the super-production Kolberg
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(1945). Schultze explained his attitude towards the NS regime as a natural
(and quintessentially conformist) consequence of the situation he encountered,
saying that at the time of the Nazi rule he was “at the best age for a soldier, 30
or so. For me, the alternatives were: compose or croak. So, I decided for the
former” (Anonymous 2005). After the WWII, not only did Schultze continue
his work as a film music composer (often collaborating with the director Rolf
Thiele), but he also benefited from the royalties from his hits written between
1933 and 1945. The money was supposedly used to finance the German Red
Cross, as German Wikipedia informs (2024).

BANS AND ACCUSATIONS

The transition to the post-war life was often marked by bans on certain
compositions or even entire soundtracks (e.g. when films featuring them were
forbidden). However, this enforced absence was usually short-lived, rarely, if
ever, affecting the composers. For example, the film music composer Franz
Adam (1885-1954) continued his work in Munich, although his compositions
were on the US military government’s “black list,” while in 1948, the composer
was classified by the Munich Spruchkammer in group III (as less incriminat-
ed), and then moved to group IV (Prieberg 2009, 82). Several propagandistic
films were also put on such black lists and disappeared from the public sphere.
Among others, the flag-ship Nazi film Jud Siifs (1940) with music by Wolfgang
Friedrich Zeller (1893-1967), who was also responsible for soundtracks
for other Nazi films, Der Gouverneur (1939) or Menschen im Sturm (1941),
met the same fate and it was also banned in 1945. After the WWII, Zeller
re-established his career and became a conductor in a Berlin-based theatre. He
continued to work as a film composer writing music for anti-fascist (!) films
such as Ehe im Schatten (1947) or Morituri (1948). Even if some composers,
like Herbert Windt (1894-1965) initially fell into disfavour, in the denazifica-
tion trials, they were often completely cleared. Windst is still well-remembered
for his music in Leni Riefenstahl’s 1934 propaganda film Triumph des Willens.
Worth recalling is the fact that Windt - along with Zeller, Jary, Grothe, and
Georg Haentzschel — was considered the most prominent film composer of
the Third Reich, listed by the Reich Ministry for Public Enlightenment and
Propaganda in 1944 (Kellenter 2020, 459).

Only in rare cases, the composers whose music was used in propagandis-
tic NS films, were explicitly accused of supporting the regime. In the book
Eight German Composers of the Nazi Era, Michael Kater named Werner Joseph
Mayer (1901-1983) “the Enigmatic Opportunist” (2000: 3-30). The composer
was better known as Egk: the pseudonym is believed to be an acronym of “ein
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guter Komponist” or “ein grofler Kiinstler,” i.e. “a good composer” or “a great
artist.” An alternative anecdote claims that it is an anagram of the initials of
his wife, the violinist Elisabeth Karl, for Egk used it from the time of their
marriage in 1923, making it his official family name in 1937. Egk never joined
the Nazi party, but his works were used in Nazi films (Meyer 1977, 15). Twenty
years before Kater’s book, in 1969, Egk sued his younger colleague — composer
Konrad Boehmer (1941-2014) - for calling him “one of the evilest figures of
National Socialist music politics” (in original: “eine der tibelsten Figuren na-
tionalsozialistischer Musikpolitik”) (Boehmer 1969, 90). But even before that,
in 1947, Egk defended himself in a Spruchkammer trial against accusation of
performing the Hitler salute in public in front of Hermann Goring (Eckstein
2017). Infamy followed Egk: when Kater called him “the Enigmatic Oppor-
tunist” the author clearly reflected on these events, and alluded to the late
1960s coverage of Egk’s past in the German press. At that time, the Der Spiegel
described Egk as “an opportunist who shook hands with Hitler and praised
the tremendous Nazi era in which everything was striving mightily forward”
(Anonymous 1969).

PERSPECTIVES FOR FURTHER RESEARCH

It might be said that German film music composers seamlessly transit-
ed into the post-war reality benefiting from a rather lenient attitude of the
Allies toward musicians, and paradoxically they also profited from the fact
that composing for films was still underrated. Music in films was assigned an
undefined role, i.e. it continued to be perceived as an indispensable element
of cinematography but only of nominal value. It was classified as a sonic filler,
almost a technical ingredient, and not as a sonic counterpart of the visuals.
However, in the practice, music, sound, and image were closely bound and
they underlined the meaning of the films, oftentimes openly, and sometimes
only superficially alluding to Nazi ideology, even in then popular light com-
edies, romances, and musicals, or apparently non-political Bergfilms (Stilwell
and Powrie 2008, 3). It is, nevertheless, difficult (sometimes even impossible) to
determine how, and to what degree the Nazi values and ideals were embedded
in these seemingly non-political films, and also how ideological elements were
deduced and gauged by the German audiences (Weinberg 1984, 118). How-
ever, it is commonly agreed that films produced in the Third Reich served the
general ideological purposes, and most of them used the potential of music
to awaken certain associations, often promoting strong military associations,
enticed by soldier songs and marches (Reimar 2003), thus leading to the for-
mation of the specific “Nazi musical style.” Some researchers believe that Nazi
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ideology, even if only temporarily, compromised the German music (Potter
2007, 643), and thus it also affected film soundtracks.

Notwithstanding the actual involvement of German film music compos-
ers in Nazi politics, they cherished successful careers after WWII, perhaps
with some minor exceptions. As demonstrated, in most cases, they continued
their activities as musicians without substantial problems, obtaining promi-
nent positions, and contributing to local musical scenes etc. The ambivalence
of assessment criteria applied to musicians of the Third Reich, particularly film
music composers whose soundtracks were categorised as of secondary impor-
tance, allowed for implementation of the mechanism of repression of their
past in the period right after WWIL. Later, it seems that the same mechanism
has been employed by societies in Eastern and Western Germany alike, as if
they had hoped for better (quicker?) coping with the traumatic past. The pre-
war involvement of film music composers with the Nazi ideology was either
“forgotten,” or treated as if isolated from the context in which their actual
soundtracks originated. However, with the change of the paradigm observed
in film musicology, particularly in the light of the new conceptualizations of
the role music plays in films, the implications and consequences of composing
for films produced in the NS time, as well as the position of German film
composers in the post-war German society, should be revisited and this issue
certainly calls for more and in-depth research.
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AHAT.T[JOTPOBCKA

3ABOPABASABE TPAYMATUYHE IPOIIAOCTH?
O IIOAOXXAJY KOMIIO3UTOPA OMAMCKE MY3UKE ¥V HEMA‘-IKOJ
IIOCAE APYI‘OI‘ CBETCKOTI PATA

(PE3UME)

Pap ce ¢poxycupa Ha ogabpaHe HeMadKe KOMIIO3UTOpe (PUIMCKe MYy3UKe
akTuBHe y Hemaukoj nsmeby fiBajy cBeTCKuX paToBa, KOju Cy IOHOBO YCIIO-
CTaBU/IM CBOj II0O/I0XKaj y TIOC/IEPaTHOM HeMa4yKoM ApyluTBy. Hamnme, kommo-
3uTopyu GUIMCKe My3JKe yCIIeNN Cy Y TOMe fla Ce IIX0Ba Y/Iora y APYLITBY
IIPENCIINTA, jep C€ BEpOBAJIO fa Cy OCTa/NM M3HAL NonuTuKe. Ibuxoso cTBa-
panamTBo OMJIO je 4eCTO MOBE3MBAHO C ,0€30I1aCHOM , TO jeCT 3a0aBHOM I
nmakoM MysukoM. [Topex Tora, caBe3HMIM Cy aMOMBa/IEHTHO TPETUPATN MY-
3n4ape. 3aTo Cy HeMayKy KOMIO3UTOPK (PUIMCKe My3MKe MOIJIU PelaTUBHO
JIAKO Jla ce IpU/Iarofie HoOBOj CUTyauuju. Y pajly je JeTa/bHO carjeflaHa OBa
npobnemarnka. Vlako cMO pasMOTPUIN M peTKe CaydajeBe y Kojuma Cy ay-
TOopy GUIMCKe My3MKe OV ONTYXKEHM) 3a MOAPIIKY HAIIMCTUYKOM PeXI-
My, y pafiy CMO IpeACTaBUIN BeTVKM OPOj KOMIIO3UTOPA OBOT JKaHpa Koju
Cy pe/IaTMBHO JIAaKO IPENUIN Y IIOCIEPATHY CTBAPHOCT, YIPKOC TOME LITO je
HocepaTHa HeMadka KyaTypa 61ma 030M/bHO TpayMaT30BaHa U IIPOTrambaHa
HerocpenHoM npouutomhy. Tpayma Hemauke ucropuje mocie 1945. roguse
6una je mosesaHa, namehy ocranor, ¢ oTkpuBameM X0/MIOKayCTa 1 Pa3OTKPH-
BarbeM HAIVICTUYKe IOJIUTHKE, HITO je IPATHU/IO M TOKOBE Yy 00/IaCTI YMETHO-
cTi, My3uke u kKuHemarorpaguje. Crnydaj GpyIMCKUX KOMIO3UTOPA OKasyje
7la je HeMa4KO APYLITBO OMpaAsIo pasnmnunTe, rna u npehyTHe HauMHe Mmpemacka
Y HOBY CTBapHOCT.
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National Council for the Study of the Securitate Archives. An analysis of the
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ATICTPAKT

OBa cTyauja feo je 0OOMMHMjer UCTPAKMBamWa, Koje ce PoKycupa Ha py-
MYHCKe eMUTPAHTCKe KoMIo3nuTope y OpaHIyCKOj ¥ IbJIXOB OHOC C IOMO-
BMHOM Y Apyroj monoBuHy XX Beka. VcTpakuBame je 3aCHOBaHO Ha JIOKY-
meHTrMa u3 HanmonanHor capera 3a mpoy4asame apxusa CeKypurartee.
Ananmmsa 6pojHux Oenexxaka 1 u3Bemraja Cekypuraree, KOju JOKYMEHTY]y
3BaHMYHY IoceTy KoMnosuTopa Mapujyca Koncrana Pymynuju 1985. ro-
IVHe, OCBeT/baBa KaKo Cy BIAaCTM Y KOMYHUCTUYKO] PyMyHMju mocrymane
C IMjacIIOPOM, UICONOIIKIM K/IMIIENMa ¥ BUCOKMM CTENIEHOM KOHTPOJIE I
MaHMITyIaluje, KOju Cy BlIajany Ky/ITyPHOM IMONUTUKOM 3EM/bE.

KAY4YHE PEYM: DYMYHCKA [Mjaclopa, LeH3ypa, My3uKa U IOMUTUKA,
KOMYHUCTUYKN PeXUM, QPaHIyCKO-PYMYHCKU KOMIIO3UTOP, KYITypHa
TpayMa.

RESEARCH PREMISES

What does accreditation as a C.N.S.A.S. researcher entail? What is the docu-
ment organization system and how do we manage to navigate between categories
of files and information? How do we position ourselves in relation to the findings
in the files as young researchers born after the communist period so that we are
able to discern the fine line between ethical, circumstantial, and immoral? These
are just a few of the questions that I have found necessary to reflect on before
bringing to the public’s attention the documents with strong circumstantial con-
notations, which I am presenting and commenting on for the first time, no less
than 35 years after the end of the communist regime in Romania.

At the end of 1999, Consiliul National pentru Studierea Arhivelor
Securitatii [The National Council for the Study of the Securitate Archives]
(C.N.S.A.S.) was set up in Romania. The establishment of this institution fol-
lowed similar initiatives that had already been successfully implemented in
other former communist countries (such as the Stasi Records Archive in the
former GDR or the Institute of National Remembrance in Poland). While the
founding Law (Legea nr. 187/1999 n.d.) provides that “to establish the his-
torical truth, the Council shall make available to researchers accredited for
this purpose by the Collegium of the Council comprehensive documents and
information on the structure, methods and activities of the Securitate organs”
(Art. 19), later Emergency Ordinance (Ordonanta de urgentd nr. 24/2008
n.d.) prescribes that “accredited researchers are obliged to respect and protect
the family and private lives of those who were persecuted by the communist



65

ANA DIACONU
EMIGRANT COMPOSERS IN THE C.N.S.A.S. ARCHIVES. CASE STUDY:
THE UNKNOWN STORY OF MARIUS CONSTANT’S OFFICIAL VISIT TO COMMUNIST ROMANIA

political police” (Art. 28). Applications for accreditation — accompanied by
supporting documents for the research topic - are subject to the approval by
the C.N.S.A.S. Collegium - and may request information on a maximum of
15 persons/request from the following three categories of C.N.S.A.S. funds:
problem/objective files — in regards to either an institution as an objective, or
an event / group of people / social phenomenon as a possible “problem” for
the official regime; documents relating to personalities who played a role in
the history of the country (in the period 1945-1989); documents relating to
workers, collaborators of the Securitate and other people assimilated to these
categories. The general thematic areas approved by the C.N.S.A.S. Collegium
for researchers include, among others, “Romanian exile between 1945-1989,”
“Romanian intellectuals under communism,” and “Art, culture, education,
sport in communist Romania” (Studiul documentelor din arhiva C.N.S.A.S.
n.d.). In addition to the nominal files of the personalities of interest for the
research topic, documents from the Library Fund (former Securitate Library)
and the Documentary Fund, which includes problem or objective files, may
be consulted without additional approval from the Collegium, provided that
they are related to the research topic for which the accreditation was obtained.

On the occasion of a research project coordinated by Prof. Nicolae
Gheorghita at the National University of Music Bucharest (UNMB) - Music
control. Effects and consequences of the institution of censorship on education
and musical culture in Romania during the three dictatorships of the 20" century:
Carlist, Antonescian and Communist - in 2022, together with my colleagues
Desiela Ion and Benedicta Pavel, I went through the accreditation stages, ben-
efiting from the generous guidance of violinist Ladislau Csendes — a member
of the C.N.S.A.S. Collegium and professor at the National University of Music
Bucharest. We obtained accreditation to complete our doctoral research with
information from the C.N.S.A.S. Archive, which, in my case, meant following
in the footsteps of the generation of Romanian avant-garde composers who
emigrated to France from the 1960s to the 1980s (Diaconu 2023). After the first
contact with the selection of documentary files grouped by the themes “artistic
creation”, “art-culture,” and “higher education,” which the Research Service
of the institution has proposed to us and which was common for all three, I
could make certain observations. Although these files may be common to two
or more institutions,' and the chain of documents may be very heterogeneous,

1 For example, C.N.S.A.S., File no. 10965, vol. 38, Documentation on Artistic Creation: |[...]
notes on the Union of Composers and the George Enescu Philharmonic, and File no. 11155, vol.
61, Union of Composers — Brief History. Lists of members, documentary material concerning the
“George Enescu” Conservatory (1981).
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they are not to be neglected as they can reveal very valuable information and
connections for the research topic. There is no guarantee that all the relevant
information about a personality can be found in the file opened in his/her
name, in cases where it exists, be it an information / a pursue file or a network
file (in case of persons who collaborated with the Securitate). I think that these
objective files — which concerned certain institutions that were important for
the cultural life or ideological issues of interest to the political authorities —
most clearly show the level of control that the state — through the political
police - exercised over the Romanian musical life. Parts of the very extensive
and well-infiltrated networks of informers in the ranks of each musical insti-
tution are indicated; criteria considered when recruiting; records and lists of
personnel — with family origins and political affiliations; reports on the degree
of implementation of political desiderata at the level of each institution. Of
course, any connection of the musicians with Western countries had to pass
through filters at all levels, supervised by the Securitate organs.

Before starting my research through the thousands of files in the docu-
mentary files,? I decided to first learn about the previous musical research that
had been undertaken in investigations of the C.N.S.A.S. files. One of the most
brutal triggers of cultural trauma is the change of fundamental institutions
or regimes (Sztompka 2004, 163). During the communist regime in Romania,
free cultural and artistic thinking was quite abruptly replaced by censorship
and ideologized artistic desiderata issued under political influence, and free
international movement was stopped in favour of nationalist containment. An
important part of the acceptance and understanding of cultural trauma can be
discovered by looking at its manifestation or appearance in the arts - music,
literature, visual arts. Sometimes, the mere submission of artists to the doc-
trines of a totalitarian regime can be one of the most obvious signs of trauma.
But more often, we are looking for protest, disobedience, the subservience of
art to the regime, followed by the regime’s response to such manifestations.
As will be seen from the analysed archival documents, this response is rarely
linked to musical stylistics per se, often remaining confined to the superficial
area of clichés linked to social origin or ideological convictions. On the other
hand, cultural traumas are considered defined not when they occur, but rather
when they are, with the help of the public discourse of influential voices,

2 Besides those related to the Union of Composers, Bucharest Philharmonic, National Opera
and Conservatory that I had at my disposal, there are more than 40 volumes in the C.N.S.A.S.
Archive related to the activity of the ARIA - Romanian Agency of Artistic Impresariat, which
intermediated all the visits of Romanian musicians abroad and all the concerts of foreign artists
in Romania.
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understood, made public and accepted as collective traumas by the general
public (Eyerman 2019, 42). Hence, it became essential to know what was writ-
ten on the subject in post-communist Romania, an analysis that could easily
be a case study for another kind of cultural trauma, represented by the sudden
return to democracy and the supposed absolute freedom of expression.

At the beginning of my research, I already knew the valuable achieve-
ments of two authors — both violinists and professors at the Music University
in Bucharest — Ladislau Csendes and Ioana Raluca Voicu Arnautoiu. In 2011,
Ladislau Csendes — a member of the C.N.S.A.S. Collegium and its president
from 2007 to 2009 - stirred up a wave of controversy in the music world with
the publication of George Enescu, a supervised exile? (Csendes 2011). The book
brought to light previously unknown details about the great composer’s con-
nection to Romania in the last years of his life; among others, a report with a
proposal to bring George Enescu into the country, signed by the head of the
Securitate, Vasile Vilcu, in July 1954 (Csendes 2011, 232-235), and a chap-
ter about “(non)friends” who turned out to be some of the composer’s closest
collaborators who worked in the Securitate network: Corneliu Bediteanu and
Romeo Draghici (Csendes 2011, 137-197). In 2019, Ladislau Csendes returned
with new musical accounts from the C.N.S.A.S. Archives, in an extensive
study published in the volume Panorama comunismului in Romdnia [Panora-
ma of Communism in Romania], coordinated by Liliana Corobca, in which he
discusses recruitment and resistance, blackmail, and the disagreeable position
in which many famous musicians found themselves in their dealings with the
political police:

The limits of power and the power of limits in this constant confronta-
tion of musicians with the political police seem most dramatic and offer the
most interesting insights. Some were, it seems, less vulnerable. These musi-
cians, as well as luck, had a presence of mind that allowed them to position
themselves advantageously in the unequal battle they waged with the Secu-
ritate emissaries (agents provocateurs, agents of influence, etc.). However, it
was very difficult to escape without injury from the (in)visible but extremely
dangerous web of political police (Csendes 2020, 783).

The second musician who took significant steps in the process of rewrit-
ing the history of Romanian music in light of the political background in-
formation revealed by the C.N.S.A.S. was Raluca Voicu Arndutoiu, who has
been involved in the reconstruction of the destinies of musicians from George
Enescu’s generation and the one immediately following, some of them ousted
from the country for good by the recurrent persecutions of the political po-
lice: George Enescu, Mihail Jora, Paul Constantinescu, Alfred Alessandrescu,
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George Georgescu (Voicu-Arndutoiu 2011); Constantin Silvestri, Antonin
Ciolan, Sergiu Celibidache, Florica Musicescu, Mindru Katz and Richard
Oschanitzky (Voicu-Arnautoiu 2012; 2013; 2021).

The list of researchers accredited to the C.N.S.A.S. from 2002 to 2022
(Cereri aprobate n.d.) - in which we were also officially included in 2022 -
contains 2,962 names. I went through it in search of musicians’ names and dis-
covered, together with Ladislau Csendes and Raluca Voicu, composer Thomas
Beimel (with the topic “Music and life of the composer Myriam Marbé in the
Romanian and European political context”), pianist Sanda Hirlav-Maistorovici,
and priest Stelian Ionascu, both researching Paul Constantinescu (“Com-
poser Paul Constantinescu — monographic study”), as well as Maria Lucia
Beatrice Lupu, musician and television personality, researching “The Union
of Romanian Composers between 1950 and 1989.” Based on a generous theme
spanning almost 40 years and with many possible ramifications, Beatrice Lupu
has published 5 articles in the journal Muzica (issues 3/2004 and 1-4/2005
respectively), which focused on just a few files from the C.N.S.A.S. archive:
The verification file on the Dumitrescu Ion and Vasilescu Ion group, Informative
File no. 3102, motivated by “diversion in the ideological sector” (Lupu 2004;
Lupu 2005a; Lupu 2005b); Informative File no. 715 — Mihail Jora; Informa-
tive File no. 717 - Paul Constantinescu (Lupu 2005¢) and Informative File
5020 - Elenescu Emanoil “Dirijorul” [The Conductor] (Lupu 2005d). Being
the first attempt to reconsider events in the history of Romanian music based
on documents from the C.N.S.A.S. Archive, at a time when it contained far
fewer documents,® Beatrice Lupu’s studies display a moderate approach, with
certain reservations:

When I started this work, I was well aware of the problems C.N.S.A.S.
was facing in obtaining the archive, I knew that I could not decide which
files I would search and the order in which I would search them. This is a
source of disappointment, both for the researcher and for those who have
their own vision of the subjects that should be tackled as a priority. Of

3 The aforementioned Law (Legea nr. 187/1999) stipulated that the Romanian Intelligence
Service, the Foreign Intelligence Service, the Ministry of Administration and Interior, the Min-
istry of Justice, the Ministry of National Defence, the Ministry of Foreign Affairs, the National
Archives, and any other public or private institutions, as well as individuals holding documents,
files, registers, photo, video, audio and computer records, databases, including the files of Se-
curitate officers identified as having engaged in political police activity during the communist
regime, are obliged to ensure the right of access provided by the Law and to hand them over to
the Council (Art. 20). More than 20 years later, although the current C.N.S.A.S. fund comprises
almost 30 linear kilometres of archives, the transfer process has still not been completed.
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course, it would have been better if I had started with the 1950s, but I hope
that, whatever the order in which the files come up for research, it will
be possible to cover the entire period proposed, 1950-1989. Otherwise, the
approach is bound to disappoint (Lupu 2005a, 88).

To me it is not particularly important who is behind the code names.
What matters is the atmosphere of those years, the way the Securitate inter-
vened between friends, in work relationships, the way people were disposed
of. Those who signed the pledge always had the date and time of their next
meeting fixed. They were asked about certain subjects. If the tone was too
mild, they were seriously warned (Lupu 2005a, 109).

The bureau’ or officers’ notes generally leave the impression of useless
work. Everything floats in the vague “let the note be as concrete as possi-
ble,” the meetings with agents as often as possible. Does it ever come to a
conclusion? (Lupu 2005b, 111)

I was particularly struck by the editor’s note, conspicuously framed on the
border at the beginning of the last article in the series (see Figure 1):

Once again, it should be stressed that the name of the informant was
conspiratorial, as such, other than the real one. Unfortunately, some of the
names of the informants coincide with the names of prominent musicians
in the Union, which is likely to create confusion and cast a veil of suspicion
over personalities of integrity and far from any involvement in this direc-
tion (Lupu 2005d, 89).

It also seems to exude a sense of postscript censorship.

The first conclusion I came to after launching my first research project at
the C.N.S.A.S. Archive is that it is good to have flexible expectations. For a
more concrete view of the phenomenon, I present below the statistics of my
research topic. Within the theme Diaspora of Romanian composers in France
in the second half of the 20th century, I followed in parallel the destinies of sev-
eral avant-garde composers who emigrated to France in the period 1960-1980.
Given the obvious relationship with the occidental world and their illegal set-
tlement in France, my expectation was that all of them (or almost all of them)
have had their files opened, at least in the SIE (Foreign Intelligence Service)
Fund. In the accreditation application, I requested information on eleven per-
sonalities relevant to the context of the research: Horatiu Radulescu, Costin
Miereanu, Costin Cazaban, Mihai Mitrea-Celarianu, Horia Surianu, Vladimir
Cosma, Edgar Cosma, Theodor Cosma, Marius Constant, Radu Stan and Mica
Salabert (the latter two, although not composers, were heavily involved in
the work of the French publishing house Salabert, which functioned as an



70

MY3UKOAOTHJA / MUSICOLOGY 36 - 2024

invaluable launching platform for Romanian musicians who settled in Paris).
The answer included six archival units identified for only four of the musicians
mentioned in the request: two files from the Information Fund, two from the
Network Fund and two from the SIE Fund. I cannot help but wonder how
many of the files have been destroyed, how many pages have been torn out or
moved to other files (the clue to this is given by multiple cuts in the opening
indexes and renumbering of pages; see Figures 2 and 3), how many have not
yet been transferred to the C.N.S.A.S. funds, and how many related documents
are in the problem or objective files. Therefore, it was necessary to adjust my
expectations, to accept that the result of my request was complex material, that
the circumstances are nuanced from case to case, and that interpreting and
corroborating them will require a great dose of diligence and responsibility on
my part for objective historical reflection.

AN UNCOMMON PERSPECTIVE — THE APPARENT INTENTION
TO RECOVER WESTERN MUSICAL VALUES

Marius Constant (Braunstein) — The First Dossier

Marius Constant (1925-2004) was a French composer and conductor,
born in Romania - this is how some biographies present him (Rae 2005;
Whos’s Who n.d.), and even one of the very rare texts dedicated to him in
Romanian publications chooses the same approach: “We cannot assimilate
Marius Constant to Romanian culture, but neither can we overlook his origins
and his early formative period which left their deep mark on the artist’s later
development” (Arzoiu 1995: 40). He graduated from the Bucharest Conserv-
atory in 1943, and in 1946, after winning the Enescu Prize, he emigrated to
Paris thanks to a scholarship offered by the French government, where he had
the opportunity to study with Olivier Messiaen, Nadia Boulanger, Jean Fourmet,
and Arthur Honegger. He composed five operas, over ten ballet scores
(by virtue of his marriage to a ballerina, also originating from Romania),
arranged and reorchestrated many famous scores from the French repertoire
(including Georges Bizet’s Carmen and Debussy’s Pelléas et Mélisande), and
composed in a wide variety of styles, from musique concréte and aleatoric to
neoclassical/neo-romantic works. Paradoxically or not, his greatest notoriety
as a composer came from a fragment of only a few bars that was used in
the credits of the famous American science fiction series The Twilight Zone.
Since the late 1950s, when he gained greater international visibility with the
presentation of his 24 Preludes for Orchestra under Leonard Bernstein, Marius
Constant has become an increasingly prominent figure in French music. He
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has been musical director of the Ballets de Paris (a series founded by Roland
Petit) since 1958 and music director of the Paris Opera Ballet since 1973. He
was one of the founders of the radio station France-Musique, a professor at
the Paris Conservatoire since 1978, and since 1963, he has been the founder
and conductor of the Ars Nova contemporary music ensemble affiliated to the
French national radio. In this position, Marius Constant made an essential
contribution to the international promotion of Romanian avant-garde cre-
ations, including the disc Jeune musique roumaine, recorded in 1970 with
works by Tiberiu Olah, Stefan Niculescu, Anatol Vieru, Costin Miereanu, and
Mihai Mitrea-Celarianu.

I thought it appropriate to sketch this short biographical introduction to
outline the well-established status of Marius Constant on the international
scene — as a versatile composer, conductor, professor, and cultural manager —
and the total autonomy from his country of origin that he acquired during his
decades of prolific activity after the emigration. I chose him for a case study
in the Securitate files because, on one hand, he is a part of the Romanian
musical diaspora in France not only by origin, but also by his own choice to
associate with and support his younger compatriots since the 1960s, while on
the other, he embodies a completely different perspective from the situations
of the younger Romanian musicians who were struggling to emigrate and were
then completely disowned by their country. Although he emigrated to France
at a time when the Department of State Security did not yet officially exist,* a
“File against the Foreigners” was opened for him, with the oldest document in
it dating back to 1949, and is currently contained in the SIE file no. 6423. On
only seven pages of this early file opened in the name of the musician,’ certain
personal and family information from his life is emphasized and interpreted
in connection with his departure from the country: the composer was born
in Bucharest, and by the age of 22 he had been orphaned by both parents
(his mother, Sofia Braunstein, died in 1936, and his father, Iosif Braunstein,
in 1947); he changed his name in 1946 — from Marius Braunstein he became
Theodor Marius Constant; he married ballerina Sonia Millian, daughter of a
wealthy Jewish family in Bucharest, who had handed over their property to
the People’s Council in order to “remain without means of subsistence and
to obtain a visa to go to Israel” - a version of the official discourse used by

4 It was established by Decree no. 221 of 28 August 1948 of the Presidium of the Grand Na-
tional Assembly of the Romanian People’s Republic (R.P.R.).

5 To which are added another twelve pages erroneously attached to the file, due to a coin-
cidence of names, dealing with the issue of emigration of the Jewish population in the Galati
county region and the practice of bribery for the issuance of passports for Israel.
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the regime to mask the forced dispossession of people.® He left Romania in
December 1946 with a valid passport, and was then granted an extension
of his visa to stay in France until February 1949, when the Ministry of Arts
and Information did not give him a permission for further extension. A note
written on 30 May 1949 shows that Marius and Sonia Constant were helped
by Miron Grindea’ to travel to London and that, at the same time, “Marius,
the poor and talented husband, supported by his wife’s very rich family, was
influenced by Sonia Millian’s horror of returning to the country. She influ-
enced him to leave for London for good all the more as Marius was making
plans to work if he came back to the R.P.R.”® Before 1980, the file records
only one other document dated 3 September 1956, notifying the Securitate
agents that Sonia Constant had entered the country to visit her father.” She
was identified as the wife of Marius Constant, “a renowned composer who
works for the French Radio, has many connections in emigration and artistic
circles and for a time acted against the R.P.R. as a music critic.”'® During her
visit to Romania, Sonia Constant’s activity and “behaviour” were monitored
by the Securitate agents.

The “Karajan” Dossier.
About a Visit to Romania That Went Unheeded

The decision to open a personal file under the flattering codename “Karajan”
(see Figure 4) comes in the third year of successive attempts by the regime in
Bucharest to organise an official visit to Romania by Marius Constant. The
thread of the initiative to invite Constant to the country can be traced in the
file from May 1983, when a source in Paris - “Vornicu” - wrote a note de-
scribing the Romanian musician’s remarkable successes, which culminated in
1982 with the invitations he received to realise a new version of Carmen in
collaboration with one of the most appreciated directors of the time - a Briton
Peter Brook." The source states that, although he was aware of the previous

6 A.CN.S.A.S., SIE Fund, File 6423, p. 1.

7 Miron Grindea (1909-1995) was a literary journalist, based in London at the beginning of the
WWII, who supported the cultural diaspora in Romania, and the Jewish diaspora, his entire life.
8 A.C.N.S.A.S,, SIE Fund, File 6423, p. 7.

9 However, according to the Securitate file on another composer — Mihail Andricu - it appears
that the couple also visited Romania in 1967, in the context of the period of a certain cultural
liberalization, on the occasion of the George Enescu International Festival; A.C.N.S.A.S., Infor-
mative Fund, File I 203438, vol. 8, p. 113.

10 A.C.N.S.A.S,, SIE Fund, File 6423, p. 7.

11 La tragédie de Carmen premiered in Paris in 1981 and by 1990 it had already been performed
over 800 times worldwide (Booklet in Kaltenbach 1990). Dedicated to a reduced instrumental
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invitations from the Philharmonic’s director to conduct in Bucharest, these
did not materialise, and he “convinced him that it would be useful to accept
an invitation to his native country, in order to make contact with the musical
movement and to study on the spot what possibilities existed for making these
contacts fruitful.”? The discussions that followed were carefully directed by
the Securitate through collaborators in Paris. Another agent, “Mirel,” was in-
structed to take over further negotiations and find out what Marius Constant’s
expectations would be for his visit to “Ceahlau.”” This time, the source called
“Popescu,” informs from “Panciu” that the guest is willing to come to Romania
after 15 September 1983:

He said that he did not want the visit to be official and that he would
like to have friendly consultations with members of the Union of Com-
posers, representatives of theatre and artistic life in Ceahldu. He would like
to see performances “that would facilitate his reconnecting with the spiritual
life of the city,” with whom he has only had some consultations through
composers and musicians such as T. Brediceanu, T. Olah, $t. Niculescu. M.
Constant asks for confirmation that the international transport and the stay
will be paid by the Ceahlau side by 1 August at the latest."

On 20 July 1983, the Military Unit 544 — Foreign Intelligence Centre —
drafted, in a single top-secret copy, the “report with the proposal to bring the
composer Marius Constant from France to the country, within the frame-
work of the Orpheus action.” I am reproducing the full content of this report,
which I consider relevant from several points of view. The following emerge
from it: the motivation for the choice of this particular musician - an influen-
tial person at the peak of his international career; the purpose of organising
the visit — to check off of apparent French-Romanian cultural relations and
the propaganda of the communist regime abroad, and, last but not least, the
“operational” approach to the visit, with several agents prepared for all the
necessary contexts:

ensemble, with a focus on only four main characters and a minimalist setting, La tragédie de
Carmen was one of the few viable options for the period of the COVID-19 pandemic, and was
revived by several opera houses.

12 A.C.N.S.A.S,, SIE Fund, File 6423, p. 24-25.

13 In communication with representatives outside the country, the Securitate agents used code
names (originally of Romanian towns and villages) to designate cities and countries. In the
Marius Constant file, I deciphered the following legend: “Ceahlau” = Romania; “Panciu” = Paris;
“Negoiu”, where La tragédie de Carmen was to be performed = New York, “Vadu” = Washington,
and “Busteni” = Bucharest.

14 A.C.N.S.A.S,, SIE Fund, File 6423, p. 27.
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In accordance with the provisions of the plan of measures and the table
of personalities approved to be brought to the country within the frame-
work of the “Sena-82” action, action was taken to create the conditions for
inviting the composer Marius Constant to Romania.

Marius Constant, aged 58, born in Romania, of Jewish nationality and
French citizenship, is a composer and professor at the Paris Conservatory and
is considered one of the most representative composers of modern symphonic
music. He has given concerts with his works in Paris, London, New York,
Copenhagen, Brussels, Rome, Berlin, Chicago, etc. He has won several internation-
al prizes, the last of which (the prize of the President of the French Republic)
he was awarded in 1981 for his works recorded on discs, considered to be an
original contribution to the development of the French musical school.

Marius Constant is an influential figure in French cultural life, with im-
portant connections in Jewish and political-economic circles. He is a close relation
of our source “Vornicu,” who influenced him to accept a visit to Romania
despite a recommendation to the contrary from the French authorities.

The purpose of inviting him to the country is to use him in the devel-
opment of French-Romanian cultural relations and the possibilities he has
in other French environments to act on behalf of Romania.

During his visit to the country, contacts will be organised at the CCES
(The Socialist Culture and Education Council), the Union of Composers,
the Romanian Philharmonic, the Romania Association, and an appropri-
ate tourist programme. For the official part of the programme, he will be
accompanied by the source “Vladimir,” and outside the programme by
“Vornicu,” with the aim of influencing him permanently to work for the
development of cultural relations between France and Romania in the pa-
rameters preferred by the Romanian side, as well as to make positive state-
ments to the French press and radio and television.

In the country, statements and interviews will be taken from him, which
will be broadcast both in our publications and in France, in order to coun-
teract hostile propaganda. Since the invitation of Marius Constant is made at
our initiative through the C.C.S., we propose to approve the sum of 25000 lei,
necessary for the cost of the plane tickets and hotel and travel expenses."®

On 9 September 1983, just six days before the scheduled visit, a telegram
was received from Paris announcing the impossibility of Marius Constant to
visit Romania that year, proposing to postpone the visit to early 1984."° He used
several musical engagements in the period to come as a pretext. Further analysis

15 A.C.N.S.A.S,, SIE Fund, File 6423, p. 29-30.
16 A.C.N.S.A.S,, SIE Fund, File 6423, p. 35.
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of the file would show that, in fact, those responsible for organising the visit did
not take any steps in this direction, and the musician was thus forced to give up.
Discussions were resumed in 1984, also without any result" (see Figure 5), and
to the musician’s surprise, after two years of fruitless discussions, he received an
invitation and plane tickets for 26 September to 3 October 1985."

In preparation for the visit, which was still based on the considerations of
the 1983 Report on the visit to the country,” two letters were sent containing
some additional “operational” measures. Firstly, the accommodation of the
musician had to be offered in a room with operational technical means at
Hotel Bucuresti, in order to record and verify his attitude towards the regime
in Romania.”” The second letter required the activation of existing Securitate
sources in the Philharmonic and at the Union of Composers — where Constant
was to have meetings, among others, with Mihai Brediceanu and Radu
Gheciu from the Philharmonic, and with the secretary of the Union, Vasile
Tomescu - in order to “positively influence” the composer, on one hand, and to
accumulate background material on the musician and his family members,
on the other.”!

On 4 October 1985, a report “on the fulfilment of the tasks concerning the
revitalization of relations with France by the visit of the French composer and
conductor of Romanian origin Karajan, together with his wife, Secretary Gen-
eral of the International Dance Council at UNESCO”** was quickly prepared.
Beyond the “positive influences and reactions” obtained with great success by
the military units 0225, 0800 and 0625, involved in the “smooth running” of
the visit, the concrete musical objectives that the hosts have assumed at the
proposal and together with Marius Constant are interesting:

- Facilitating contracts with the French cultural space to make recordings
with the Radio Orchestra or the Bucharest Philharmonic, to be purchased
with foreign currency;

- Organisation of an anniversary performance by the George Enescu Phil-
harmonic conducted by Mihai Brediceanu in Paris in 1986, 50 years after
the world premiere of the Oedipe opera by Enescu in the same city;

- Facilitation and presentation by Marius Constant of radio broadcasts about
George Enescu and the confluences of the Romanian and French schools of

17 A.C.N.S.A.S., SIE Fund, File 6423, p. 39-40.
18 A.C.N.S.A.S,, SIE Fund, File 6423, p. 42.
19 A.C.N.S.A.S,, SIE Fund, File 6423, p. 29-30.
20 A.CN.S.A.S., SIE Fund, File 6423, p. 55.
21 A.CN.S.A.S,, SIE Fund, File 6423, p. 56.
22 A.CN.S.A.S., SIE fonds, File 6423, p. 58-59.
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composition, to be broadcast during 1986 on France-Musique and France
Culture;

- Organisation of a “Romanian Music Week” in Paris, as part of the Romanian-
French cultural program, with the participation of several Romanian
conductors, performers, and repertoires;

- Exerting influence on several personalities of alleged interest to the
Romanian authorities. This objective has not been discussed with the musi-
cian directly, but the sources in Paris had to remain in close contact with
Constant to convince him to influence the following important individu-
als: Minister of Culture Jack Lang, so that he would support the proposed
actions of Romanian-French collaboration; Nelly Boufathal, president and
general manager of Salabert Publishing House, with whom they had hoped
to reach an agreement whereby Electrecord would be able to record the
complete works of Enescu without having to make payments to the cop-
yright holders - namely, the Salabert Publishing House; the writer Emil
Cioran, with a view of inviting him to Romania; and the writer Eugen
Tonesco, whom they had hoped to persuade to stop supporting the actions
of the reactionary émigrés in France.

Last but not least, the Securitate agents aimed to stimulate Marius Constant by
inviting his son - the sports journalist Alain Constant - to visit Romania and to
publish articles, of course, favourable to the country, in French specialised journals.

The success and “efficiency of the visit” are also confirmed by the inform-
ative notes signed by the representatives of the Philharmonic and the source
“Vornicu,” who accompanied Marius Constant during the trip. Back in Paris,
Constant made arrangements to obtain free use of the Opera Hall for the
Oedipe concerts, but official confirmation from the Bucharest Philharmonic
was late to arrive. Also in 1986, Marius Constant expressed his disappoint-
ment in the fact that, following meetings with representatives of the Bucharest
Philharmonic, the discussions did not result in any concrete invitation for him
to conduct in Bucharest, and he did not receive any response from the Romanian
Radio regarding the quality of the recordings. At the same time, Sonia
Constant took the necessary steps for Romania’s inclusion in the International
Dance Council (of UNESCO) without any financial contribution, but she, too,
received no response from the responsible Romanian authorities.”

Despite the “efficient organization” and the pretentious and very care-
tully planned programme by the officials before the composer’s arrival in

23 A.CN.S.A.S., SIE Fund, File 6423, p. 78-86. Informative note from source “Vornicu” - Con-
versation with composer Marius Constant and his wife, Sonia Millian Constant, 30 October
1986.
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Romania,* it is quite clear from later documents that the opening towards the
West and the desire to reconsolidate relations with the French world were only
a part of the superficial propaganda message of the Bucharest regime. From
my research so far, I have not found any evidence of Marius Constant’s visit to
Romania in 1985 in the press, except for a small piece for flute and vibraphone
composed by him that seems to have been played at that year’s edition of the
Enescu Festival, performed by musicians from the Ars Nova Ensemble, before
he arrived in Bucharest (Hoffman 1985; Popovici 1985). The reasons for this
secrecy are difficult to grasp and may have stemmed from a later decision,
especially given that the programme drawn up in advance of the visit included
several meetings with media representatives. Being only a checkmark on a list
of personalities to be brought into the country as part of an action, on 25 April
1988, as a result of “the limited possibilities of the Paris operative group,” as
well as the “age” and Constant’s stepping down from several of the positions
he had held, it was proposed to remove “Karajan” from the Securitate’s con-
cerns and to terminate his file at the Military Unit 0503 (subunit of the Foreign
Intelligence Centre). Following what seems to have been an underwhelming
experience for the musician in 1985, I have found no information about any
subsequent visit of Marius Constant to Romania before 1990.%

ook

It is said that our generation, those of us born after 1990, who studied
entirely in a democracy, sheltered from the impact and ordeals of communism,
have been completely spared from the atmosphere of fear and uncertainty,
and also the disappointments of the transition period and the post-communist
cultural trauma (Sztompka 2004, 193). However, in the 25 years since the in-
auguration of the National Council for the Study of Securitate Archives, there
have been many musicians’ files that have not yet been researched, and there
are many questions that remain answered in the non-chronologically ordered
files. For several generations of émigré musicians who have been virulently
erased from the history and the conscience of Romanian music for more than
four decades, we have only recently begun to become truly aware of their cul-
tural trauma and to begin to document it systematically and as objectively as
possible, with a view of a much desired, yet probably impossible “healing.”

24 The programme of the visit to Romania of the composer Marius Constant and his wife can
be seen in full in Table 1.

25 Testimonies indicate that Marius Constant only came back to Bucharest once, in 1991, on
the occasion of the first edition of the International Week of New Music festival, organised by
the Union of Romanian Composers.
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Table 1. Programme of Marius Constant’s visit to Romania, 26 September —
3 October 1985. Source: A.C.N.S.A.S., SIE Fund, File 6423, p. 53-54, Secret,
Sole copy.

No. 006423/33/8.08.1985

PROGRAMME

The visit of the composer and conductor

MARIUS CONSTANT to Romania during the period
26 September - 3 October 1985

Thursday, 26 September - 8.25 PM - Arrival at Otopeni Airport; check-in at the hotel
“Bucuresti”.
Friday, 27 September - 10.00 AM - Reception at the “‘ROMANIA” Association,

discussions with its management.

- 12.00 PM - Reception and discussions at the Culture-Press
Directorate of the M.A.E. (Ministry of External Affairs).

- 1.30 PM - Official lunch.

- 7.00 PM - Participation in the closing concert at the “George
Enescu” International Festival.

Saturday, 28 September - 10.00 AM - Meeting and discussion with the management of the
George Enescu Philharmonic.

- 11.30 AM - Round table at the Union of Composers, with the
participation of Romanian composers, conductors and performers.
- 7.30 PM - Official dinner.

Sunday, 29 September - 9.30 AM - Departure to Snagov, visiting the resort.
- 1.00 PM - Lunch at “MUNTENIA” restaurant, return to
Bucharest.

- 7.30 PM - Theatre.

Monday, 30 September - 10.00 AM - Reception and discussions at the C.C.E.S. (Socialist
Culture and Education Council) management.

- 1.00 PM - Official lunch.

- 5.00 PM - Visit of some monuments and places of historical
interest in Bucharest.

Tuesday, 1 October - Discussions (interview) with journalists from the journals
“Muzica” and “Romania Literard”
CONSTANT).

- 3.00 PM - Visits to the Art Museum of the Socialist Republic of

Romania and the Museum of Art Collections.

(time to be agreed with M.

Wednesday, 2 October - Discussions starting at:

10.30 AM - “ROMANIA” Association.

12.00 PM - Philharmonic and Union of Composers.
- 4.00 PM - Radio interview — Foreign broadcast.

Thursday, 3 October - 12.00 PM - Departure to Paris from Otopeni Airport.
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Figure 1. Editor’s disclaimer in the last of the five articles published in the journal
Mugzica on the Securitate files of the Union of Romanian Composers (Lupu 2005d: 89).

Figure 2. Opening document list in Marius Constant’s Securitate file
(A.C.N.S.A.S., SIE Fund, File no. 6423).
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Figure 3. First page (after multiple renumberings) in Marius Constant’s
Securitate file (A.C.N.S.A.S., SIE Fund, File no. 6423, p. 1).

Figure 4. Decision to open the personal file of the composer
Marius Constant, under the conspiratorial name “Karajan,”
dated 7 August 1985 (A.C.N.S.A.S,, SIE Fund, File 6423, p. 16).
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Figure 5. Letter addressed by Marius Constant to the President of the
Romania Association, Virgil Candea, on 23 March 1984. It is written in
French and reiterates, for the second time, the wishes for the programme of
the visit to Romania (C.N.S.A.S., SIE Fund, File 6423, p. 40).
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AHA AJAKOHY

EMUIPAHTCKY KOMITO3UTOPU ¥ HAIJHOHAAHOM CABETY
3A MPOYYABAE APXUBA CEKYPUTATEE (C.N.S.A.S.).
CTYAUJA CAYYAJA: HETIO3HATA [TPUYA O 3BAHUYHO]J ITOCETHU
Marujyca KOHCTAHA KOMYHUCTUYKOJ PYMyHUJU

(PE3UME)

Haumonanuu caBer 3a npoy4aBame apxuba CeKypuraree, IO3HaT 110 Py-
myHcKoM akpoHuMy C.N.S.A.S., ocHOBaH je y PyMyHMj1 HaKOH Iporiallema
3akoHa Op. 187/1999 o mpucTyny TMYHUM FOCHjeuMa 1 OTKpuBamwy Curypu-
TaTee Kao NoMUTHYKe nonuuuje. Off paHUX gBeXM/baIUTHX TOVHA, HEKOIMKO
Mysu4apa nonyT JoaHe Panmyke Bojky-Apnaynojy u Jlagucnasa Yenpenra, Kkao
u ucropudapa Brajma AnexcaHpeckya, yCIEUIHO Cy 3allOYen IMPeucIuTu-
Balbe UCTOpMje My3MKe Ha OCHOBY jaBHO HOCTYNHUX HoKyMeHaTa CeKypuTa-
Tee, OTKPUBajyhy Be/oBe LieH3ype M pasInduTe acleKkTe KyJATypHe TpayMe
KOjy je KOMYHUCTUYKM PEXXUM HaHEO MY3UIIN.

bua cam feo rpyme Koja je ucTpakusaina ,My3uukn~ apxus y Hanyonan-
HOM CaBeTy 3a Ipoy4aBame apxuBa Curypuraree, nparehn tparose renepa-
[/ja pyMYHCKUX aBaHTapJHUX KOMIIO3UTOpa Koju ¢y emurpupamn y @pan-
I[yCKy KpajeM IIe3[ieCeTUX rofjiHa IPOIIJIOT BeKa. Y 0BOM pafly aHaju3ypana
caM c/Iy4aj KoMmImosuropa u gupurenta Mapujyca Koncrana (1925-2004).


https://whoswho.de/bio/marius-constant.html
https://whoswho.de/bio/marius-constant.html
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Maxko KoHcTan npumnaja reHepanujy HEUITO CTAPUjOj Of OHE KOjOM CaM ce
yI7IaBHOM 0aBIJIa, BerOB IIPUMep CBeJJOYM O jeJHOM Off aclieKara IIpeoKyTia-
nuje Cexypuraree: OBJie HIje ped 0 yoOMdyajeHUM TellKohama emurpanuje,
Beh 0 OuMITIeTHNMM MOKyIIajuMa BIACTH Ja YCIIOCTAaBHU ,,IIpUjaTe/bcke” OIHOCe
C Haj3HaYajHYUjUM IpeACTaBHULIMIMA PyMYHCKe fujacriope. bynyhm ga Bmact
HIje MMajla HauMH Ja TaKBe MOojefMHIle CM/IOM 3afp>KM Y 3eMJbl, HacTojana
je ma ¢ \wMUMa USTpafy IPUBUJ IIPUjaTe/bCTBA, C IM/beM Jla CIIpeYl youaBambe
6uno kakBe popMe HeyclleXa y yIpaB/bamky KyITYPHUM MeXaHU3MMMA Ap-
XKaBe. Y CBOM UCTPaKMBalby IOCEOHO caM ce ycMepuiIa Ha KOHKpPeTaH OJHOC
IpeMa MY3UIIM, KOjy Cy YCIIOCTaB/ba/lM 3BAaHMYHIM OPTaHM KAa0 NpPefCTaBHUILU
BOJbe TTApTHje ¥ Ap)KaBe Y JATOM MCTOPMjCKOM Iepuopy. Pesynraru cy 6mmm
pasouapaBajyhmu, anu npensumprBy. Mysuka je cama 1o ce6u 6maa cxpahe-
Ha ¥ IpMKasaHa BeOMa IOBPIIHO, CIMYHO KAaO U Ipyre YMETHOCTH, C TUM
ITO je 6mma Texxe pasymprBa. Kaga jesuk Mysuke Huje Morao 6utu cxsahes,
KOHCTAHTHO Ce 10ce3aIo 3a QUKcalyjaMa Ha TeMY COL[MjaTHOT MOpeK/Ia My-
3n4apa, ibUXOBMX B€3a C MHOCTPAHCTBOM, T€ NEOIOIIKE Cy6B€p3]/IBHOCTI/I n
PEUTMjCKUX Olpefie/berba. 1o je mpencTaBbao Kiyllee Koju cy obeneskaBa-
7Y IeTIOKYIIHY aKTUBHOCT CeKypuTaTee.
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ABSTRACT

The paper investigates, through the prism of cultural trauma theories of
Jeffrey C. Alexander and other scholars, the case of Cypriot composer Solon
Michaelides (1905-1979) and his creative responses to the Turkish military
invasion of the northern part of Cyprus in 1974. The resulting trauma from
the shock caused by the war is engrained in the composer’s creative oeuvre,
since several of his compositions, including the Hymn and Lament for
Cyprus and My Kyrenia, became a part of the cultural trauma narration.

Keyworbps: national identity, cultural trauma, Cyprus, music representation,
Solon Michaelides.
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Pap uctpaxkyje, Kpo3 npusmy teopuja KyiTypHe TpayMe Iledppuja 4.
ArnexcaHpepa ¥ IpPyrUX Hay4YHUKA, C/Iy4aj KMIapckor kommnosuropa Co-
noHa Muxaenupgeca (1905-1979) u meroBmux KpeaTMBHUX OfTOBOpa Ha
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TYPCKy BOjHY MHBa3ujy Ha ceBepHU feo Kumpa 1974. ropune. Tpayma
HacTasa 300T II0Ka 13a3BaHOT PaTOM YKOpelbeHa je y CTBapajadyKy OIycC
OBOT ayTOPa, jep je HeKONVKO HheroBUX Jiena, YKpyayjyhu Xumny u Jla-
meniti 3a Kuiiap n xomnosuuujy Moja Kupenuja, nocrano feo npuiose-
Jama KyITypHE TpayMe.

K»yYHE PEYM: HALIMOHATHY MAIGHTUTET, KYITYpHA TpayMa, Kumap, my-
3MuKa penpesenTanuja, Comon Muxaenupjec.

The twentieth century can be marked as a time when people - primarily
in Western societies — have recognized and spoken up about the traumatic
experiences and events, such as acts of violence (Alexander 2004, 2). The con-
cept of trauma can be both a personal experience, an experience that shocks
the individual self, or it can also be collectively applied to an entire group, an
entire nation, and thus be shared with others (Neal 2005, Chapter I). Even
though in music literature, as stated by Mehnert, expressions of trauma and
dealing with the trauma, have not yet been investigated in great detail (2021,
1), it is worth noting that Maria Cizmic published the monograph Performing
Pain: Music and Trauma in Eastern Europe back in 2012 - “the first music
research monograph to consider music and trauma - which investigates how
music provided people in late socialist Eastern Europe with opportunities to
perform, express, represent, testify and bear witness to the traumas of the
Stalinist era and World War II” (Meinhart and Rogers 2023, 21).

There is also valuable research regarding cultural trauma and its mani-
festations in relation to events that marked the twentieth century. “A cultural
trauma refers to an invasive and overwhelming event that is believed to un-
dermine or overwhelm one or several essential ingredients of a culture or the
culture as a whole” (Smelser 2004, 38). As Smelser continues to define cultural
trauma more specifically, he gives a detailed exegesis of it as “a memory ac-
cepted and publicly given credence by a relevant membership group and evok-
ing an event or situation which is a) laden with negative affect, b) represented
as indelible, and c) regarded as threatening a society’s existence or violating
one or more of its fundamental cultural presuppositions” (Smelser 2004, 44).

In the case of Cyprus, cultural trauma resulting from political crises, wars
and coups in its modern history became an issue of national identity, nos-
talgia and memory, and it was naturally and unavoidably represented in the
arts. This paper investigates the case of Cypriot composer Solon Michaelides
(1905-1979) and his creative responses to the Turkish military invasion of the
northern part of Cyprus in 1974. The resulting trauma from the shock caused
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by the war is engrained in the composer’s creative oeuvre, since several of his
compositions - including Ymnos kai thrinos gia tin Kypro [Hymn and Lament
for Cyprus] and Keryneia mou [My Kyrenia], which are singled out in the
paper - became part of the trauma narration.

ON CYPRUS AND MICHAELIDES  CONNECTION
TO His HOMELAND

Located in the eastern corner of the Mediterranean Sea, and despite its
small size, Cyprus has always been considered a crossroads or even a transit
point between Europe, Asia and Africa. Unavoidably, this position held a two-
fold significance: on one hand, it led to an exchange and mixing of cultures,
but on the other, it resulted in years of oppression and frequent periods of
conflicts in Cypriot history.

After the Hellenization of the island, there was a long succession of con-
querors and rulers, including the Byzantines, Franks, Venetians, Ottomans,
and finally the British. This continuous history of change and alternation of
cultures unavoidably led to an amalgamation and interaction of languages,
customs, religions, and other traits that left their mark to the Cypriot identity.
As these influences transferred from one generation to the next, they carried
both negative and positive memories, depending on the conqueror’s stance and
behaviour towards the people.

Music is at the heart of cultures’ most profound social occasions and expe-
riences (Turino 2008). It involves a variety of social meanings, operates on all
levels of society, and plays a key role in many people’s lives. Music is not only a
cultural and expressive practice that bonds group members together, but it can
also cross boundaries between social identities and shape new ones (Lidskog
2017, 24). In the case of Cypriot musical history, a positive example of that was
the creation of the Codex of Turin (MS J.IL9 “Cypriot-French”) during the
fifteenth century, a manuscript bearing testament of outstanding music crea-
tion, with polyphonic compositions in Latin and French. On the other hand,
the Ottoman rule in Cyprus, which lasted for about three hundred years and
ended in 1878, proved to be an obliteration of the population’s well-being, with
education and culture taking a massive turn for the worse. As Katy Romanou
confirms, all indications of urban culture rapidly declined, and by the time
the British took over in 1878, the quality of life, as well as cultural standards,
were abysmal (Demetriou et al. 2015). The majority of the Cypriot population
was illiterate and their musical activities that managed to survive were lim-
ited to two extant types of music — ecclesiastical music that was present in
the Greek Orthodox churches and monasteries, with the neumatic notation
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spread amongst the church cycles, and traditional folk music that was mainly
performed at local festivals, fairs and weddings, whose repertoire was to a
large extent in common with the Turkish-Cypriot community. Nevertheless,
both church and folk music were widely appreciated, since they connected
the Greek-Cypriots to their ancestors: to the Byzantine Empire and to ancient
Greece (Romanou 2003).

The westernization of Cypriot music restarted towards the end of the
nineteenth century with the annexation of the island by the British in 1878.
This process was indeed slow, with many concerts taking place by philhar-
monic bands and mandolin ensembles, originally organized and performed
by musicians who migrated to Cyprus from abroad due to political and social
turbulence and unrest in their own countries (Asia Minor, Soviet Union, Ar-
menia), and later with Cypriot musicians. Of course, compared to what was
happening in the West, the development of western art music in Cyprus was
far behind, but composers did try to “catch up” to the current trends as much
as they could. Due to the British colonization, the majority of Cypriot musi-
cians went to England to continue their music studies, or attended lessons via
correspondence. A number of Cypriots also studied at conservatories in Paris
(Panagiotou 1985; Hasikou 2015, 104-105).!

Such was the case with the composer Solon Michaelides (1905-1979)
who, after his music lessons with Isaia Kalmanovich at the Odeion of Cyprus,
founded in Nicosia by the British governor Ronald Storrs and his wife, Lady
Storrs, studied via correspondence at the Trinity College, and later moved to
Paris where he continued his composition studies at the Ecole Normale de
Musique and the Schola Cantorum. Solon Michaelides relocated in 1957 to
Greece, specifically Thessaloniki, as the new director of the Thessaloniki State
Conservatory. During his years in Thessaloniki, he worked towards the estab-
lishment of the National Orchestra of Northern Greece. Solon Michaelides was
a man of vision and will - due to his many activities and great achievements
he became an important figure in the artistic community and the Greek and
Cypriot society (Kallis 2014; Lamari Papadopoulou 1994).> He never distanced
himself from his home country and was always a part of national affairs. He
was even asked by the president Archbishop Makarios the Third to compose
the national anthem of Cyprus, to celebrate the independence of the new re-
public in 1960. Even though, in the end, the decision was made for Cyprus to
share the same national anthem with Greece, it was still one of the greatest

1 Other sources that were consulted in relation to music in Cyprus in the nineteenth century
onwards are: Kallis 2015; Skordi, Maro et al. 2005; Smith 2015.

2 More biographical information is found in the composer’s digital archive by the Library and
Information Services of Cyprus University of Technology (Solon Michaelides Archive n.d.).
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honours to be bestowed upon him. However, because of this relocation, he
missed important events affecting the history and evolution of his native is-
land, namely the establishment of the Republic of Cyprus in 1960, after the
1955-1960 coup against the British, as well as the Turkish invasion of the
northern part of the island, in 1974.

The Turkish invasion followed an unsuccessful coup d’etat against the of-
ficial Cyprus government which aimed to overthrow the president Archbishop
Makarios the Third, organized under the military guidance of the Greek junta,
on July 15, 1974. On July 20, the Turkish government invoked the Treaty of
Guarantee of 1960, which mandated Turkey, Greece and Britain as the three
guarantee countries for the peace in the island, and invaded the northern part
of the island in two phases, taking over approximately 37% of the territory and
displacing around 200,000 Cypriots (Ministry of Foreign Affairs, n.d.). Cyprus
was a newly founded republic (1960), a small country with particularities in
its two national communities that had already been highly vulnerable before
Cyprus emerged from a long period of occupation and colonialism and gained
independence for the first time in its modern history. The violent upheaval of
1974 diminished the efforts for order, peace, collaboration, and progress, and
prolonged instability led to a society more prone to trauma.

Even though Michaelides was geographically distant from Cyprus, hav-
ing immigrated to Greece, he was deeply and emotionally connected to
his country and the political upheaval affected his psyche and his creative
oeuvre. Moreover, the sentiment of being away from home when all these
tragic events have been unfolding, filled him with even greater sorrow, since
he was not physically present in his country and he could not be of any help
to his compatriots. Growing up in a colonial island under great poverty,
losing his mother as a child, and being raised by grandparents and a father
who had to work all day, could not be considered a stress-free upbring-
ing.> However, during a person’s life, stressful situations are encountered,
but stress and difficulties can be overcome and eventually healed (Mehnert
2021, 4). As pointed out by Mehnert, not all stressful events are traumatic,
whereas all traumatic events are stressful, and the exposure to such kind
of events can vary (2021, 7). Indeed, the traumatic war of 1974 — which

3 Information about Solon Michaelides’ childhood, the loss of his mother and his difficult
upbringing was given to the author (beyond what is included in Lamari Papadopoulou’s bio-
graphical note) by the composer’s niece, Ms Georgia Michaelides. In addition, Ms Michaelides’
discussed how difficult it was for Solon Michaelides to be away from his home country. Even
though he thrived in Greece, the political developments in Cyprus affected him emotionally and
this transferred to his music. This oral testimony is further emphasized and supported by the
items found in the composer’s digital archive (Solon Michaelides Archive n.d.).
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triggered memories of Solon Michaelides’ home country, the suffering of his
compatriots, even his mother’s hometown of Kyrenia, which was the first
town in the northern part of the island occupied by the Turkish military -
was such an extraordinary stressful event that took on national dimensions
and disrupted and disturbed him greatly. As will be indicated below, the
resulting trauma from the shock caused by the war became engrained in the
composer’s creative oeuvre.

MANIFESTATIONS OF CULTURAL TRAUMA
IN MICHAELIDES  WORKS

Following Alexander’s cultural trauma theory, the representation of trau-
ma and preservation of the trauma narrative are produced and enacted by
carrier groups. These consist of influential individuals who hold a special role
in their society in which they are placed in key positions. Eventually, these
agents become symbols of representation of their nation, pitting it against the
enemy (Alexander 2004). Hence Solon Michaelides could be characterised as
such an agent. Through his music that ensued the 1974 event, his high social
status acquired over the years and his appointment and involvement in high-
profile cultural positions, his interaction with mass media (including interviews
at the national broadcasting corporation of Cyprus), and his influence as an
intellectual, he was in a position to articulate his claims in the public sphere.
“Intellectuals, in the term’s widest sense, play a significant role. Generally
speaking, intellectuals mediate between the cultural and political spheres that
characterize modern societies, not so much representing and giving voice to
their own ideas and interests, but rather articulating ideas to and for others.
Intellectuals are mediators” (Eyerman 2001, 3).

By becoming the carrier through his music, Michaelides was able to con-
nect and communicate with a mass audience who suffered the same trauma
and contribute to efforts to preserve the memory and the collective identity.
Indeed, it appears (through the study of various archival material) that this
role was bestowed upon Solon Michaelides by his compatriots. Clips from
newspapers characterised him as a crusader, whose high position abroad, as
well as his international connections, enabled him to become a cultural am-
bassador of Cyprus and inform people of the Cyprus issue. Moreover, this role
is also mentioned in celebratory speeches by his fellow musicians, on different
occasions (Solon Michaelides Archive n.d.).

As mentioned earlier, manifestations of cultural trauma related to the 1974
event are researched here in two Michaelides’ compositions: cantata Hymn and
Lament for Cyprus and My Kyrenia for choir and orchestra.
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Both compositions, especially the first, can be perceived, according to
Alexander’s discussion of creating trauma, as a new master narrative (2014,
12-15). Namely, Alexander stresses that the representation of trauma is not
“simply telling a new story,” but also “a complex and multivalent symbolic
process” of storytelling, in which “the carrier group needs to engage in suc-
cessful meaning work” intending to create among the wider audience a feeling
“that they, too, have become traumatized by an experience or an event.” In this
context, Alexander accents four “critical representations” that “are essential to
the creation of a new master narrative” and “unfold in an interlarded manner
that is continuously cross-referential” (2014, 12). According to Alexander, the
four critical representations or parameters, together with the corresponding
“questions to which a successful process of collective representation must pro-
vide compelling answers,” are as follows:

A. The nature of the pain. What actually happened - to the particular group
and to the wider collectivity of which it is a part (2004, 13)?

B. The nature of the victim. What group of persons was affected by this
traumatizing pain? Were they particular individuals or groups, or “the
people” in general? Did a singular and delimited group receive the brunt of
the pain, or were several groups involved (2004, 13-14)?

C. Relation of the trauma victim to the wider audience. [...] To what extent
do the members of the audience for trauma representations experience an
identity with the immediately victimized group (2004, 14-15)?

D. Attribution of responsibility. [..] Who actually injured the victim? Who
caused the trauma (2004, 15)?

The cantata for baritone (or mezzo soprano), piano and mixed choir, the
Hymn and Lament for Cyprus in five parts (Lento, Allegretto, Moderato, Lento,
Lento), composed in 1975, is based on a poem written the year before, in 1974,
by the Greek poet Yiannis Ritsos, on the occasion of the Turkish military inva-
sion. The text which is also in five parts, begins with a lament over the island’s
bad fortune. As the poem progresses, the trauma is made more prevalent
through the use of very intense, accusatory, symbolic, and overtly dramatic
lyrics. The poet addresses the island in the second person, creating vivid image
and language, with a range of negative and positive emotions that constantly
interchange. At moments the words are full of praise for the island’s beauty,
the natural scenery, the sea, the flowers, the sun, whereas at other instances, the
poet curses the “barbarians” and the “tyrants,” the “Antichrists” who messed
up its fortune and ruined it. There is a lot of rage, but simultaneously, there is
also a cry for national unity and struggle directed towards the people, to bear
the tragedy and overcome the mourning and loss, while towards the end, there
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is a courageous and uplifting note of hope and determination. The mourning
and lament are transformed into a need for justice, restoration of peace, and
celebration.

Words can be empowering, making the music an example that “is able to
integrate, enliven and empower its listener by bringing a cultural trauma into
the symbolic sphere of shared experience, and creating out of it a fabulously
sounding representation” (Valiméki 2015, 132). The dynamism of the lyrics in
the Hymn and Lament for Cyprus is enhanced by the carefully crafted music
which greatly contributes to bringing out the meaning.

Michaelides’ music builds on three main influences that stem from the
Hellenic and the Byzantine world, and form three main categories under
which his works can be placed. The first is the influence initiated by the ideas
of the ancient Greece and the ancient Greek ‘spirit,’ the second one is a tradi-
tion of the Byzantine and the Greek Orthodox church music with its modes
and distinct melodic figures, while the third one is folk music. In the Hymn
and Lament for Cyprus the main influences are the Byzantine and the Greek
Orthodox church music.

In the opening piano part, the composer uses repeated octaves in the tonal
centre in D, with just the fifth, avoiding the use of the third, that is the
major-minor chordal structure, in order to give this open and clear sound
reminiscent of church sounds and the mourning bell that tolls at funerals (see
Figure 1). In the second part, the Allegretto, in which the poem describes the
beauty of the island, but in the end of the verse concludes with the dark con-
sequences suffered by the refugees, the composer opts to use Byzantine music
modes in the melodic line and harmonization. In particular, he selects the
seventh of the eight modes, the mode called varys [heavy]. In Byzantine music,
a certain ethos is attributed to each mode, and this ethos can be found in one
of the most important ecclesiastical chanting books, the Octoechos (Priggos,
n.d.). The ethos of this particular mode is that of sombreness and simplicity.
It expresses the simple people, the people who love and who are disciplined.
In the final Lento of the cantata, the culmination of the entire poem comes
with a tragic cry, the exclamation of “Ach!” [Ah!] along with the exclamation
point. This is based on two descending chromatic notes, built on the music
rhetorical figure of lament, and with a fermata that pauses all action. This is an
important moment of silence that refers to drama, the relation that Meinhart
and Rogers touch upon as a frequent characteristic of traumatic experience:
from the psychological point of view, some victims can be vocal and narrate
what happened to them, whereas others prefer to remain silent (2023, 23-25).

The interweaving between the lyrics and the music serves to make the
narrative even stronger. In a way, the music setting of the poem helps the
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narrative reach the people even deeper. The music setting of the poem, which
is composed by an esteemed Cypriot composer, has even more significance to
the people, because it comes from a compatriot. The contour of the melody
follows the meaning of the text and the flow of the emotions created by the
words. Certain sections are grave, melancholic, pensive, while others are hap-
py, joyful, and carefree, and sometimes, they are dynamic and courageous,
ending in a dynamic crescendo.

Both Hymn and Lament for Cyprus and My Kyrenia (the composition that
follows) address different levels of victims. Primarily, the text addresses the
island of Cyprus (in the first composition) and the town of Kyrenia (in the
second composition) in the second person. Thus, on this first level, the victim
has a spatial reference; it is a particular place. However, on a second level,
the people of Cyprus - and, in this instance, the Greek-Cypriot community
since Solon Michaelides is addressing this part of the population - identify
themselves as the directly traumatized members of their country and they also
suffer as a collective group. The subsequent performances of the compositions
over the years make them diachronic, elevate the national sentiment and allow
for the trauma to be sustained in further generations. In both compositions,
even though there is no direct reference as to who the perpetrator is, the au-
dience knows that the “Antichrist” is the Turkish military that occupied a
part of the island. Of course, the narrative is much more complicated, with
the Cypriot issue becoming a problem that has remained unresolved for the
past fifty years. Solon Michaelides’ compositions that relate to the 1974 event
approach the pain and the trauma suffered by his country, and subsequently
his Greek-Cypriot compatriots, in a more humane way and from his artistic
perspective.

The composition for mixed choir and orchestra My Kyrenia, composed to
poetry by the Cypriot poet Kypros Chrysanthis in 1979, the year of the com-
poser’s death and performed for the first time during his crowd-filled funeral
in Limassol, Cyprus, presents similar characteristics to the cantata Hymn and
Lament for Cyprus. It is also based on a text that enables the tragedy and the
trauma to permeate the audience’s psyche. However, in a way this composi-
tion becomes more particular, since it concentrates on the town of Kyrenia,
the most beautiful town of the island, that was the first to be occupied by
the Turkish military in 1974. For Greek-Cypriots, the reference to Kyrenia is
enough to bring back memories of the small town, with its graphic harbour,
Venetian castle, beautiful beaches and the sea. In the ten lines of the poem,
and through the literary device of anthropomorphism used by the poet who
speaks directly to the town, as if it can hear him, there are contrasting feel-
ings — peace and calamity are restored by sadness and nostalgia. The word
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“Kyrenia” is repeated three times at the end, ending on a forte, alluding to
the audience a feeling of hope. Five years had passed since the tragic events
of 1974, but the memories were still raw, being replayed in the minds of the
population through such compositions. Moreover, even with the Michaelides’
physical absence, authorities and cultural organizations united as a collective
group and chose to perform a composition that was deemed representative
of his entire oeuvre. Such practices, as argued by Eyerman, are practices of
preservation, since they allow to maintain the trauma and play it over and
over again, in order for it to persist in the individual and collective conscious-
ness (2001, 2). The representation of the events through music as a medium is
“linked to the reformation of collective identity and the reworking of collective
memory” (2001, 1).

This was Michaelides’ second composition dedicated to his mother’s home-
town of Kyrenia. The nostalgia is very evident in this work. Kyrenia, being
a hometown not only of his mother, but of many Cypriots who were dislo-
cated, became a representation of the collective identity. Eyermann claims that
“cultural trauma refers to a dramatic loss of identity and meaning, a tear in
the social fabric, affecting a group of people that has achieved some degree of
cohesion. In this sense, the trauma need not necessarily be felt by everyone in
a community or experienced directly by any or all” (2001, 2). Still, this specific
town became a national symbol which would tie together the entire population
in their efforts to explain and overcome their trauma. This national symbol
is reinforced with the word Elldda [Greece] that appears in the poem as well,
which ties the victims together even more strongly under this national identity
and collective/national consciousness. This identity makes the Greek-Cypriots
and the Greeks stand together against the common threat in the neighbouring
area — the Turkish military. This phenomenon is not uncommon in different
parts of the world. As Neal (2005, Chapter I) describes: “It is primarily because
of the blending of national identities with personal identities that individuals
are drawn into the political arena during times of crisis. Through attachment
to the United States as a society, Americans are set apart from all other peoples
of the world. A distinction is sometimes made between “insiders and outsid-
ers,” between “friends and enemies,” and between “those who are with us and
those who are against us.”

On a handwritten note, written in 1976, available in the composer’s digital
archive, Solon Michaelides elaborates on his deep connection to his mother’s
hometown. For him, Kyrenia was the small town of an “unparalleled beauty”
which was the first to pay the price of war with the “barbarians” (as charac-
terised by Michaelides). Similarly to the island’s residents, the town is also
waiting for its liberation and salvation (see Figure 2). The feeling of melancholy
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and nostalgia would help reconfigure the collective identity through collective
representation, as means of repairing the previously mentioned “tear.” There
may be a number of possible responses or paths to resolving cultural trauma
that emerges in a specific historical context, but all of them involve identity
and memory in some way or the other (Eyerman 2001).

The music in this composition is complimentary to the lyrics, as the hom-
ophonic setting of the orchestra and the choir seems discreet, allowing the
text to be heard and absorbed by the audience. The pensive sound of the oboe
doubles the melodic line of the choir. The brass entering forcefully at the final
bars, in order to strongly emphasize the final word which is repeated three
times (a holy number for the Greek Orthodox), each time in a louder dynamic
and higher register and in a decisive manner. That word is Keryneia [Kyrenia].

CONCLUDING REMARKS

What happened to Cyprus in 1974 impacted with great force the social
foundation, as well as the sense of security, especially given the subsequent di-
chotomy of the island and the ensuing dispute which remains unresolved until
this day, with Nicosia being the only divided capital in Europe. Fifty years have
passed since 1974, giving a temporal distance from the actual events, and the
reality is that the majority of the current Cypriot population has had no direct,
but rather a mediated experience of the event. However, the trauma became
even more embedded in the society since there is a lack of closure. Its effects
have managed to permeate the Greek-Cypriot community’s collective memo-
ry and national identity. “Mass-mediated experience always involves selective
construction and representation,” since what is seen is the result of the actions
and decisions of professionals regarding what is significant and how it should
be presented. National or cultural trauma thus always engages a “meaningful
struggle, a grappling with an event that involves identifying the nature of the
pain, the nature of the victim and the attribution of responsibility.” Alexander
calls this a “trauma process” because eventually, it becomes a crisis of meaning
and identity (Eyerman 2001, 3). Both Michaelides’ compositions participated
in the construction of these traumatic memories and collective identity: they
have been “kept alive” during the years through performances and concerts
by the Symphony Orchestra of Cyprus, the National Orchestra of Northern
Greece (where the composer also served as conductor), the Solon Michaelides
Foundation, choirs and television and radio broadcasts.

Through music as a medium, collective memory and national identity have
been preserved, given meaning, expressed, and transformed in order to guide
from the past to the future. Under the scope of cultural trauma theory and
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its association with how trauma is represented in music, the investigation of
the life and oeuvre of Solon Michaelides presents a starting point in further
expanding such research not only in the case of Michaelides but also of other
Cypriot composers and musicians, including comparisons between Greek- and
Turkish-Cypriot trauma narratives and their connection to music culture.
“Music and sonic histories developed through attention to trauma thus bring
to light the importance of turning to the audible,” as Meinhart and Rogers
argue, “[...] when asking questions about historical, political and social events,
and perhaps especially in instances of war.” Thus, trauma becomes the link
between different disciplines and various efforts to understand it better (Meinhart
and Rogers 2023, 30). In turbulent Cypriot history and its conflicting
narratives, this might also allow researchers to view musical compositions in

a different light.
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Figure 1. “Hymn and Lament for Cyprus,” p. 1 (Michaelides 1975).
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Figure 2. Composer’s own text on Kyrenia (Michaelides 1976).
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T'eorruja IIETPYAU

PAT U MAHU®ECTAILIUJE KYATYPHE TPAYME
Y AEAUMA KHUITAPCKOT KOMITO3UTOPA COAOHA MUXAEAHUAECA

(PE3UME)

Kumap je y cBojoj MozepHO]j cTOpMju 06eesKeH IOMUTUYKAM KpU3aMa 1
opyxaHuM cykobuma. Meby HajrpaymaTnuHujuma cy onn us 1974. roguse,
KOju cy o0yXBaTany Ap>KaBHM YAap I'pYKe BOjHE XyHTe Y MHBA3Ujy TYpPCKe
BojcKe Ha ceBepHM feo Kumpa. Ilofe/beHOCT 0CcTpBa 11 HAaKOH IlefleceT FOfiMHA
Ipopy6Mo je KyITypHY TpayMy Koja ce IPeHOCU/Ia Ha HOBe TeHepaluje, Te U
TaHaC fiefyje Ha KOHIIENT HaI[MOHAIHOT UIeHTUTeTa Kunapckux ['pka.

Ocnamwajyhn ce Ha Teopujy kynrypae tpayme Lleppnuja Y. Anexkcangepa
U JpyTUX Hay4YHMKA, OBAj paj 6aBy ce KMIAPCKMM KoM1o3utopoM ConoHoM
Muxaenupecom (1905-1979) 1 meroBuM KpeaTUBHUM OATOBOPUMA Ha ITOMe-
HyTe TpayMaruuHe gorabhaje. [Toce6Ha maxcmwa nocseheHa je ;BeMa KOMIIO31-
uujama. IIpBa o muX je KaHTaTa 1OJ, HACIOBOM XumHa u namenm 3a Kunap
3a 6apuTOH (MM MELOCOIpaH), MEIOBUTH X0op 1 KiaaBup (1975), nucaHa Ha
CTUXOBe I'PYKOT NeCHUKa JaHMca Puioca, Koju cy HacTany IOBOJOM TypcCKe
MHBas3uje Ha ocTpBo. [pyra je Moja Kupexuja 3a MEIOBUTI XOp ¥ OpKecTap,
KOMITIOHOBaHa Ha TEKCT KUITapcKor necHuka Kmumpoca KpusanTuca, a npe-
MUjepHO U3BefleHa TOKOM KOMIIO3UTOpOBOr morpeba y JInmacony (1979). O6a
Jlena caryieflaHa Cy Kao CMMOOIIYKY TIPOIiecC IPUIIOBefjaba TpayMe, a XK mba
je IIOK/IOIEHA MCIINUTUBAKY YeTHpy AJIeKCaHJepoBa napaMerpa (Ipupopa
607ma; mpMpoya XPTBe; OHOC )KPTBE TpayMe I IIpe my6nmKe; IpUNIICHBabe
OZITOBOPHOCTM), KOj/ Cy K/bYYHM y OONMKOBalby TpayMe U HbOj MMaHEHTHOT
»MacTep-HapatuBa’. HasHaueHa je u ;y6oka eMOTMBHA ITOBe3aHOCT Muxae-
mupeca ¢ Kumpowm, te HapounTo ¢ rpagom Kupennja, o yemy cBegode 6pojHa
JOKYMEHTa KOja ce 4yBajy y KOMIO3uTOpoBoM apxmBy. C 0631pom Ha 4yecTa
u3BOhema HeroBuxX fiena, y3eT je y 003up 1 3Hauaj OBOT ayTopa y AMjaXxpoHOj
NepCHeKTUBY, HITO je JOIpMHeNno fa Muxaennugecobe KOMIIO3ULIMje YIeCTBY)Y
y U3rpajmby TpayMaTcK1X ceharma ¥ KOJIeKTUBHOT M/IEHTUTETA.

Cry4aj Muxaenmpaeca mpefcTaBba MOTYhy Io/1asHy Tauky fieTa/bHUUX
UCTPaXKMBamba KUIIAPCKUX KOMIO3UTOPA, Koja OM y HapeHUM Kopaluma
obyxBarmia 1 nopebema usmely rpukux u TypckmuX HapaTuBa O TPAyMu y
KOHTEKCTY My3uuke KyaType. VimMajyhu y Bupy TypOyneHTHY 1 KOHQIUKTHY
HICTOPMjy OCTPBA, CMAaTpaMo jja 6 TaKBa JIMHNUja MCTPaXKMBamwa oMoryhnmma
carnefiaBambe Mysuke Knumpa y HOBOM CBeTIy.
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ABSTRACT

One of the manifestations of unresolved trauma is associated with the use of
Balkan stereotypes and self-Balkanisation in films. In this paper, I explore
the connection between unresolved trauma and the music used to express
Balkan stereotypes, focusing on a case study dedicated to Goran Bregovic’s
soundtrack for Emir Kusturica’s film Podzemlje [Underground] (1995). I
analyse the track “Mesecina [Moonlight]” featured in the film, and observe
how the music goes hand in hand with the portrayal of some of the main
characters as “wild Balkan men” associated with a myriad of negative char-
acteristics and stereotypes.

Keyworbps: unresolved trauma, Balkan stereotypes, Emir Kusturica, Goran
Bregovi¢, self-Balkanisation, Underground, “Moonlight.”
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ATICTPAKT

JenHa on MaHMdecTaIyja HepaspelleHe TpayMe IOBe3aHa je ¢ ynorpe6om
0a/IKaHCKUX CTePeOTHIIa ¥ caMobanKaHM3anujoM y GuiIMoBuMa. Y 0BOM
pagy mucrpaxyjeM Be3y usMmely HepaspelreHe TpayMe 1 My3MKe Koja ce
KOPUCTH 3a M3pakaBame OaNKaHCKUX cTepeoTnma, pokycupajyhm ce Ha
cTyamjy cnydaja nocseheny mysuunm [opana bperosuha 3a ¢punm Emupa
Kycrypune Ilogsemme (1995). Ananusupam Hymepy ,,Meceunna” u3 Ha-
BefleHOT (u/IMa M IOCMaTpaM KaKo My3MKa Ujie pyKy IOfi pyKy C IpuKa-
3UBambeM JIMKOBA Kao ,JUB/bMX bamkaHala” MOBE3aHMX C MHOTOOPOjHUM
HETATVBHUM KapaKTE€pUCTMKaMa U CTEpPEOTUIINIMA.

KnyYHE PEYM: HepaspelleHa TpayMma, OankaHCKU crepeoTunu, Emup
Kycrypuna, Topan bBperosmh, camobankanmusanuja, Ilogsemme,
~Meceunna”.

INTRODUCTION

The difficulty of speaking about war trauma is generally present in media
in post-Yugoslav space and in the post-Yugoslav cinema. The society that went
through a horrific civil war and political turmoil in the 1990s, decades later,
still finds it hard to adjust to the traumatic events and experiences and accept
the accountability instead of shifting the blame. The consequences of unad-
dressed (and therefore unresolved) trauma can be found in different forms
across a traumatized society living in denial. One of the manifestations of
unresolved trauma, according to film scholar Dijana Jelaca (2016), is associated
with the use of the Balkan stereotypes and self-Balkanisation in films.

In her book, Dijana Jelaca analyses different ways in which war trauma
presents itself in films created after the break-up of Yugoslavia (2016). For that
purpose, she draws on Sigmund Freud’s term “screen memory” and how it gets
dislocated because “the films that speak to and about the same historical event -
or series of events — inevitably address the question of what their own collective
role in archiving, creating, or re-creating the public memories of such an event
is” (2016, 19). Jelaca also writes about the urge to use the stereotypes in films and
rely on them in order to tell a story as one of the effects of unspoken trauma.
She observes that post-Yugoslav war cinema is haunted by the question of why
“war recurs, and violence becomes instigated in such a veracious manner rather
than pushing against the fact of its existence altogether” (2016, 40). However,
she also notices that the films do not even consider that “violence perhaps recurs
as a result of the suppressed, unresolved traumas of the past — traumas that
have not been meaningfully worked through” (2016, 40). She analyses the trope
of “ancient ethnic hatred” between former Yugoslav nations present in many
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war-related narratives that “acts as a kind of screen memory itself,” where screen
memory is understood as a memory that masks a different kind of hidden and
painful memory (2016, 41). This trope then functions as “a fictive memory that
works to obscure and further repress the more historicized and contextualized
memories of violence, which it is actually about” (2016, 41). Hence, self-Balkan-
isation, the process of internalisation of an externally imposed stereotype, could
be more complex than initially thought, and “act as a complicated mechanism
by which collective traumatic memory is being addressed through the screen
memory of a constructed trans-historical animosity” (2016, 40-41).

The unresolved trauma that Jelaca writes about is connected to transgen-
erational trauma and perennial mourning as observed by psychologist Vamik
Volkan (1997; 2007) as well as sociologist Ivana Spasi¢ (2011), while Jeffrey
Alexander observes it as cultural trauma, arguing that “for traumas to emerge at
the level of the collectivity, social crisis must become cultural crisis” (Alexander
2012, 15). I argue that the cultural trauma that leads to the narrative of “ancient
ethnic hatred” according to Jelaca, is represented in music by the stereotypical
use of traditional music elements. The various uses of traditional music contrib-
ute to the set stereotypes employed in films. Regarding Jelaca’s observations in
connection to trauma and Balkan stereotypes, I explore how music responds to
these observations through the example of the track “Mese¢ina [Moonlight]”
from Goran Bregovi¢’s soundtrack for the film Podzemlje.

Podzemlje is a story about two friends, “two wild and crazy guys” (Goulding
2002, 199),' their love interest and their more than 50-year-long friendship/
love triangle, shaped by the historical circumstances of the WWII, the Cold
War, and the break-up of Yugoslavia. At the beginning of the film, Marko
Dren (Predrag Miki Manojlovi¢) and Petar Popara Crni (Lazar Ristovski) are
members of the Communist Party of Yugoslavia in 1941. As the war progresses
so do their military operations, making Crni wanted by the Gestapo. When
he gets seriously wounded, Marko hides Crni in his basement, where their ex-
tended family and friends are already living in hiding. They nurse Crni back to
health as they live underground waiting for the war to be over. The Cold War
part of the film is set in 1961, where Crni is presumed dead and celebrated as

1 The section of the title of this paper “Two Wild and Crazy Guys” references popular sketches
in the American variety show Saturday Night Live where Steve Marin and Dan Aykroyd played
Yortuk and Jorge Festrunk, two brothers from Czechoslovakia visiting New York. Martin and
Aykroyd portrayed the characters with thick Czech accents, in elaborate clothing and over-the-
top behavior that is “wild and crazy,” which became their catchphrase as the skits became regular
in the 1978 season of the this popular and long-lasting variety show, and were referenced in
several other skits throughout the years. See Perkins, 2022. This reference is slightly changed in
the title of this paper to accommodate the Podzemlje’s three main characters.
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war hero while he is actually still living in Marko’s basement waiting for the
war to be over. Marko is now an important government official who built his
reputation on his involvement in the WWII and the great Partisan victory. He
is married to Natalija (Mirjana Jokovi¢), an actress and a former love interest
of Crni. Marko and Natalija keep this charade going until the underground
people manage to build a tank and accidently shoot their way out. An abrupt
cut takes us to the early 1990s and the beginning of war conflict in former
Yugoslavia in which Crni is now commanding paramilitary troops that
capture and execute two war profiteers, who end up being Marko and Natalija.

The cyclical structure observed in this film was often used in post-Yugoslav
films and it is supposed to prove the inevitability of the never-ending war
in the region as the past keeps brutally and repeatedly materializing in a vi-
cious time circle (Dakovi¢ 2008, 79). This was a prominent way of connecting
history and then-current events in the post-Yugoslav films, dealing with the
subject the breakup of Yugoslavia. Nevena Dakovi¢ coined the term “neowar
film,” which refers to a substantial part of film production in the 1990s that
was dedicated to the war and the break-up of former Yugoslavia, and it is also
a part of her further discussion on the Balkans as a film genre of its own. The
prefix “neo” acknowledges the existing legacy of the Yugoslav war cinema in
the genre of Partisan war films. The term also recognizes that not all films that
fall under the “neowar” category are set on the battlefields of former Yugoslavia.
Rather, the films of this subgenre are mostly set in unoccupied territories
(cities, or rural areas) and are focused on individuals and how their lives have
been affected by the war raging far away, and/or the economic and psycholog-
ical consequences of the break-up of the former country.

BALKANISM AS A MANIFESTATION OF TRAUMA

During the 1990s, six former Yugoslav nations were establishing their own
identities and independent integrities while, at the same time, they were be-
ing perceived as part of a collective Balkan identity. The political turmoil and
civil war that followed the break-up of the country resulted in Western media
affiliating Balkan countries with war and destruction, as well as establishing
certain negative stereotypes in connection to people from the Balkans. This
recreated the configuration of sociopolitical dynamics that Maria Todorova
theorized as the Balkanism.?

2 The discourse on Balkanism is based on Todorova’s writings (2009; first published in 1997),
which draw on Edward Said’s discussion of Orientalism, but is also strongly reflected in Gayatri
SpivaK’s (Morris and Spivak 2010) ideas about the subaltern, specifically that one must take
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Todorova writes that “Balkanism’ expresses the idea that explanatory ap-
proaches to phenomena in the Balkans often rest upon a discourse or a stable
system of stereotypes” (2009, 193). She states that the term took a pejorative
turn in the early twentieth century “triggered by the events accompanying
the disintegration of the Ottoman Empire and the creation of small, weak,
economically backward and dependent nation states, striving to modernize”
(2009, 194). The modernization was a difficult and long process accompanied
by nationalistic policies creating “a situation in which the Balkans began to
serve as a symbol for the aggressive, intolerant, barbarian, semi-developed,
semi-civilized, and semioriental” (2009, 194). Over time, these characteristics
became stereotypes that, according to Todorova, have shaped the attitudes and
actions towards the Balkans.

Writing about post-Yugoslav cinema of the 1990s, Zizek sees Podzemlje as
“the ultimate ideological product of Western liberal multiculturalism” (1995,
38, cited in Keene 2001, 241; Iordanova 2001, 130), because it perpetuates ste-
reotypes regarding the Balkans and offers a “timeless space in which the West
projects its phantasmatic content” (Zizek 1995, 38, cited in Keene 2001, 241).
Iordanova writes about this “readiness to cast a gaze at oneself as an exotic
object” as a common trope in the 1990s Balkan cinema (2001, 153).

On the other hand, citing Frederic Jameson’s explanation of “global cine-
ma” that “adopts Hollywood stereotype and aesthetic codes in order to subvert
them,” Dusan Bijeli¢ writes that “Serbian cinema succeeded in exploiting the
[Balkan] stereotype brilliantly, using Hollywood’s own language of cinema to
turn the global media against itself” (2005, 103). Bjeli¢ sees the stereotype of
“the wild man from the Balkans” as one of the aesthetic codes that, when sub-
verted, creates an innovative aesthetic form (2005, 104). In his analysis, Bjeli¢
focuses on Serbian cinema of the 1990s that “inherited the Hollywoodization
of domestic ideology that typified the 1970s [Yugoslav war epic spectacles], and
deployed the stereotypes of the wild Balkan man, an ideological and global
media cliché of the 1990s, in order to confront both nationalism and globalism
at once” (2005, 105). The trope of the wild Balkan man emerged in this social
context, characterized by elevated tensions created by nationalism and ethnic
divides that infused the conflict between the nations and weakened the local
economy. Bjeli¢ argues that by using stereotypes surrounding the Balkan men
and Balkanism perpetuated by Western media and Hollywood productions,

on a culture’s ways of knowing in order to bring that culture into dialogue with the dominant
cultures.

3 Jordanova also finds Milcho Manchevski’s film Before the Rain (1994) to be “moving within
a prescribed conceptualization mirroring long standing stereotypes of the Balkans as enigmatic
and attractive but impossible to deal with” (Iordanova 2001, 63).
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Serbian filmmakers in the 1990s managed to subvert the Hollywood cinema
language and its mainstream aesthetics, which gave Balkan cinema its geo-
aesthetic significance (2005, 103). In a way, Kusturica’s success with Podzemlje
proves Bjeli¢’s point as the film was shortlisted for many international film
festivals and won Palme d’Or at the Cannes Film Festival in 1995. After its pre-
mier in Cannes, however, the film raised plenty of controversy as it was seen
as glorification of the Serbian point of view of the break-up of Yugoslavia.*

Bjeli¢’s idea about subverting Balkanism for your own gain also echoes in
the popular music of the Balkan region. In her writings about Balkan music and
self-Balkanisation, or “autobalkanisation” as she calls it, Marija Dumni¢ Vilotijevi¢
at first explains Balkan music as “a pan-Balkan phenomenon, in terms of
similar music practices, which implied performances in taverns, networking of
musicians, the same types of ensembles and similarities in musical forms, even
the same tunes” (2020, 4). As a music genre, Balkan music “contains divergent
music content (meaning not only from different locations, but also ranging from
‘authentic’ folklore to hybrid artistic forms and arrangements, with all their in-
ner diversities)” and encompasses a very diverse mix of popular music genres
that employ many of the characteristics she lists and market themselves as
“Balkan music” (Dumni¢ Vilotijevi¢ 2020, 4). However, she also observes that the
stereotypes regarding the Balkans and the Balkan music are internalized in the
Balkans as the Balkan music label is used primarily for exported music as “the
connection of music and place is constructed in order to mark one particular
genre (consisting of various forms) in the global (but first of all Western) music
industry” (2020, 4). This supranational umbrella term, the “Balkan music,” also
allows the performers to avoid nationalistic adjectives in their names (as well as
the names of their projects) in favor of the more politically neutral one — “Balkan.”
The diversity of use of the term in music has possibly led to a subversion of the
Balkan stereotypes because it has shown other sides of Balkan music and once
again united the region after the war years.

In film music scholarship on war trauma in European cinema the focus is on
the diversity that comes from the variety of perspectives in the post-WWII Europe
and its complex socio-political context. However, it is a part of a wider context of

4 The controversy in international media continued, especially after the award ceremony,
when several film critics attacked the Cannes Film Festival Committee for giving the prestigious
award to such a film. Probably the harshest review came from film scholar Dina Iordanova who
described Kusturica as the Leni Riefenstahl of Slobodan Milosevi¢s regime, comparing Podzemlje
to Riefenstahl’s Nazi propaganda films (1999; 2001). Iordanova explained the controversies in
more detail in her book Cinema of Flames (2001). In the section “The Acquittal,” she writes
about how the opinions and circumstances surrounding the film have been changing in the
turbulent years after the film’s release (2001, 129-131).
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trauma studies that analyze trauma through interdisciplinary lenses. Maria Cizmic
writes that “definitions of trauma tend to be shaped by disciplinary concerns
- and since trauma forms a genuinely interdisciplinary topic, there exists a range
of interpretations” (2012, 14). Here, she includes music studies as well, noting that
representation of trauma in music occurs in many ways (Cizmic 2012, 14).° She
concludes that, regardless of the involvement of music, “aesthetic media might
open up possibilities for people to empathetically imagine another’s suffering,
which can lead to positive outcomes regarding communications, understanding,
education, and social justice [...], while cultural trauma can allow people to share
in suffering they did not directly experience, and thereby build collective identities
and a sense of community” (2012, 173-174). Films can be understood as types of
testimony to the traumatic events in their own right. Cizmic concludes that “if
truth is located in fragmentation, disruption, gaps of silence, then capturing these
experiences in literature and film provides a way of keeping faith with trauma,
truth, and history” (2012, 18). Certain narrative methods, such as flashbacks and
mixing of timelines and chronological disorder, can also be interpreted as man-
ifestations of trauma. These interruptions are also reflected on the soundtracks,
whether through the use of traditional music elements that resonate musical
stereotypes, or through popular music that invokes a nostalgic response. Before
discussing how trauma is embedded in the music of post-Yugoslav war cinema
and in which way we observe it in the two tracks from the Podzemlje soundtrack,
it should be noted how trauma is addressed in the political and social narratives
of the war in Yugoslavia, or rather the lack of it, through the interdisciplinary
writings of Dijana Jelaca, Vamik Volkan, Jeffrey Alexander, and Ivana Spasic.
Dijana Jelaca explains her approach to post-Yugoslav war films “primarily
as expressions and channels through which trauma narratives get played out
at the level of culturally circulated affect that permeates post-conflict spaces
across national and ethnic lines” (2016, 19-20). That takes her to consider trau-
ma as a key point in redefining certain aspects of these films and the issues
addressed in them. In one of her observations, she considers post-Yugoslav war
cinema to be “trauma cinema.”® Jelaca also explains trauma cinema as being

5 Her research on trauma and music is informed by Judith Herman’s seminal work Trauma
and Recovery (1992), as well as Cathy Caruth (1995, 1996) and Shoshana Felman’s (Felman and
Laub 1992, Felman 1995) psychological views on trauma adapted to the analysis of films and
literature as testimonial acts. Both Felman and Caruth see films and literature as aesthetic forms
that can fill the gaps in memory caused by trauma.

6 This term was introduced by Janet Walker (2005) and further explored by Raya Morag
(2009), who noted that, although war cinema is usually understood as portrayal of historical
events, because of the fragility of the factual side of this portrayal, it might be better to consider
it trauma cinema, “and relieved of the burden of historical accuracy, since traumatic recurrence
rarely answers to the compulsion to be factually accurate” (Jela¢a 2016, 11).
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“about memory’s inadequate relationship to past events and their recurring
role in the present” (2016, 11), which can be found in many post-Yugoslav war
films. On that note, she also proposes understanding the history of violence
as the history of trauma. This opens a possibility of understanding the re-
curring wars and violent conflicts in the Yugoslav space as a consequence of
unresolved trauma from previous wars, mostly the WWII, but also the Balkan
wars, the nineteenth century freedom uprisings, and the Ottoman occupation,
that is passed on through generations, often contributing to the “ancient ethnic
hatred” amongst the former Yugoslav nations.

The perennial mourning caused by unresolved transgenerational trauma
present in the post-Yugoslav film narratives can be associated with the use
of traditional music elements in the soundtracks. This is particularly true in
films that evoke the “mythical” and “glorious” past through the use of “old and
forgotten” traditional music. Jeffrey Alexander writes about the importance of
language as a tool that helps one gain reflexivity “to move from the sense of
something commonly experienced to the sense of strangeness” (2012, 7). In the
post-Yugoslav cinema of the 1990s, the idea about a glorious and mythical past
is often mentioned as it became a trope in the war narrative and, therefore,
a media narrative of the war conflicts in the former Yugoslav states as well,
while the trauma narrative is non-existent. The music in films appears through
this mythological narrative and it is thus perceived as ancient, seminal, and
primordial. In this way, traditional music elements used in the soundtracks
signal perennial mourning and suppressed and unresolved societal traumas.

In his study of ethnic violence, psychologist Vamik Volkan (2007) analyses
various historical circumstances that have led to ethnic violence, including a
case study of the conflict in former Yugoslavia. Looking at these cases through
the psychological lens we discover how certain historical events, like great loss-
es in battles and wars, can be understood as trauma that, neither resolved nor
addressed, can have a huge impact on both individuals and the entire societies.
Volkan explains that suppressed and unaddressed trauma can lead to perennial
mourning which occurs when the process of mourning is not completed. In
cases of massive nationwide trauma such as war, societies sometimes go through
mourning (“societal mourning”), expressing a “shared sense of humiliation and
a helpless wish for revenge” (Volkan 2007, 104). If this feeling is experienced by
people who are a part of the same large group identity defined by nationality
and/or religion, then the society can experience perennial mourning and the
shared response to what has been done to them can lead to it becoming a politi-
cal ideology, which is exactly what happened in Yugoslavia in the 1990s.

Jeffrey Alexander comes to a conclusion similar to Volkan’s in his writings
about the cultural trauma. Here, Alexander observes how “in the course of
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defining national identity, national histories are constructed around injuries
that cry out for revenge” as “angry nationalist groups, and their intellectual
and media representatives, assert [that] they were injured or traumatized by
agents of some putatively antagonistic ethnic and political group, which must
then be battled against in turn” (2012, 13). Cultural trauma, according to
Alexander, “occurs when members of a collectivity feel they have been
subjected to a horrendous event that leaves indelible marks upon their group
consciousness, marking their memories forever and changing their future
identity in fundamental and irrevocable ways” (2012, 6). Volkan examines
those “marks,” referring to them as societal processes or “symptoms,” which
accompany societal mourning that, in the case of the former Yugoslav nations,
became a cultural crisis.

Providing an example from Serbian history and Slobodan Milosevi¢’s
regime, Volkan examines three of these processes — building monuments, chosen
trauma, and the establishment of the entitlement ideologies (2007, 105). He de-
fines chosen trauma as “the shared mental representation of an event in a large
group’s history in which the group has suffered a catastrophic loss, humiliation,
and helplessness at the hands of enemies” (2007, 106). It is also possible to pass
the chosen trauma to the offspring if the society and its members are not able
“to mourn such losses and reverse their humiliation and helplessness” (2007,
106), which is when the transgenerational transmission of trauma occurs. He
examines the Battle of Kosovo in 1389, and its 600" anniversary in 1989, which
has been used to “reactivate Serbian perennial mourning.” The anniversary cer-
emony and the processions around it, according to Volkan, created a “time
collapse” that denoted “the conscious and unconscious connections between
a large-group historical trauma and contemporary threats [...] that typically
emerge when a chosen trauma is dramatically reactivated” (2007, 107-108). In
this way, Volkan concludes, “the Serbian leadership turned a ‘memory’ of an
historical event — associated as it was with losses, inability to mourn, and the
difficulty of shared mourning - into a tool of revenge” (2007, 108).

Sociologist Ivana Spasi¢ also writes about Kosovo as Serbian trauma that
“involves a whole knot of entangled traumas” (2011, 99). She argues that this
trauma, put in the larger context that started in the 1990s and has expanded
to this day,

might also hide traumas of the Yugoslav wars, including the “trauma of per-
petrators” [Bernhard Giesen 2004 quoted in Spasi¢ 2011]; the trauma of be-
ing caught in an irresolvable conflict with a neighboring people, Albanians;
the trauma of Serbia’s exclusion from European integration; the trauma of
living in a faulty democracy and continuing economic stagnation; and also,
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perhaps, the trauma of being forced into a traumatic identity and lacking
the language in which to express one’s dissent without being called a traitor”
(Spasi¢ 2011, 99).

Dijana Jelaca sees these events as resulting in trauma that is not resolved
and that, in her opinion, led to self-Balkanisation present in many aspects
of the post-Yugoslav life, which is very noticeable in post-Yugoslav films, as
well as their soundtracks. The same stereotypes that the filmmakers have
used in the narrative of their films, have been applied by the composers in
the soundtracks, which we will see below in the analysis of the Podzemlje
soundtrack. Folk-like musical elements became a part of the corpus of Balkan
stereotypes used in the films and other media because of their frequent use
in this context. In the following paragraphs, I will look into traditional music
elements as Balkan sound stereotypes and investigate the connection between
unresolved traumas which applies to the musical stereotypes as well, on the
example of two tracks from the Podzemlje soundtrack.

THE TRUMPETS OF THE UNDERGROUND

Goran Bregovi¢, the composer of the music for this film, is a well-known
figure in the former Yugoslavia” and his music is often described by some
music journalists and critics as the prime example of the “Balkan music.” In
its colloquial use, “Balkan music” usually implies presence of certain musical
elements which are characteristic of the Balkan region, such as: complex me-
ters, local traditional instruments like accordions, different types of trumpets,
clarinets, and drums; or traditional singing styles such as melismatic singing
or the use of characteristics exclamations of the syllable “0j.” By combining
different music traditions, Bregovi¢ created his own musical style which, due
to the popularity of Kusturica’s films and the soundtracks, became the prime
example of what came to be perceived as world music from the Balkans, thus
making the terms “Balkan,” “brass” and “Gypsy” interchangeable in market-
ing, as Carol Silverman notes (2014, 193).® In Kusturica’s film Dom za vesanje
[Time of the Gypsies] (1989) Bregovi¢ created a soundscape that became con-
nected to the Roma through the story in the film. As Kusturica continued this
creative path in an auteur-like manner going into his following films, Arizona

7 Bregovi¢ was the leader of the Yugoslav-Bosnian band Bijelo dugme.

8 Bregovi¢s music is often classified as Roma music rather than the traditional music associat-
ed with any former Yugoslav nation. Carol Silverman understands this as Bregovi¢ “transcend-
ing the conflicts of the Balkans through Gypsy music” (Silverman 2014, 203).
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Dream (1992) and Podzemlje, he extended his collaboration with Bregovic. At
that time, it could be argued that Bregovi¢’s music in Kusturica’s films was “a
key thematic element and a marker of authorial style” (Gorbman 2007, 149),
which would make Kusturica a mélomane in Claudia Gorbman’s terms, an
auteur with a strong and authentic musical imprint.” Bregovi¢’s musical im-
print on Kusturica’s films was substantial enough to make Dom za vesanje and
Podzemlje also considered in terms of film operas (Ciri¢ 2020).

Soundtrack for Podzemlje is considered under the obscure lines of the
world music label while creating its own subsection under the term “Balkan.”
By using this term, the application of nationalistic implications that were so
popular at the time is avoided and all the variations of the different nation-
al traditional music are incorporated in this supranational geographic term,
while, at the same time, it takes in all the stereotypes previously connected to
the Balkans embodying them through Kusturica’s characters. The soundtrack
also combines elements of several different music genres and traditional music
originating from different cultures and/or subcultures or considered a part of
subcultures. The most prominent tracks in the film are the two brass band
songs — “Kaladnjikov” (and its instrumental version “Seva”) and “Mesecina,”
as well as “Underground Tango,” arranged for string orchestra. Other tracks
that are heard throughout the film are either brass band tracks titled cocek on
the official soundtrack (“Cajesukarije ¢ocek,” “Underground ¢ocek,” “Wedding
¢ocek,” and “Belly of the Beast”), or variations on the tango theme, such as in
the track “War” which has added lyrics from the old-town song “Stani, stani,
Ibar vodo [Slow down, Ibar River]” by Dragi$a Nedovi¢ (1916-1966). On the
official soundtrack, there is another variation of the tango theme performed
by Cape Verdian singer Cesaria Evora. The track is titled “Ausencia [Absence],”
and it is based on the string quartet arrangement used in the film with some
pizzicato parts that come from “Underground Tango,” with added lyrics in
Portuguese that talk about loneliness and inability to fly away from the fears
and be free. This track creates something Vesna Miki¢ calls “Balkan sung tango”
by mixing and matching “tango’s generic, passionate longing and Balkan
‘dert”™ (2017, 265) that is, like Portuguese saudade, an untranslatable word
signifying similar mix of emotions of sadness, unease, nostalgia, and mourning.
The soundtrack also contains a brass band cover of Lee Dorsey’s song “Ya Ya,”

9 However, it needs to be noted that in his later films his mélomane music expression has not
been as potent as it was during his collaboration with Bregovi¢. He can still be considered an
auteur, even though his artistic style has changed significantly since Podzemlje, but the music
does not hold the same gravitas as it did before. At the same time, Bregovi¢’s brass band music
became his own trademark sound that he used throughout the film and continued to use in his
work after the collaboration with Kusturica has ended.
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which is used in the film in Djordje Marjanovi¢’s 1960s translated version of
the song as “Ringe Ringe Raja Twist.”

“Mesecina,” the track on which I particularly focus on, is one of the pop-
ular brass band tracks that supports representation of the film’s characters in
this film as stereotypical “wild Balkan men.” This song is closely connected to
all three main characters - Marko, Crni, and Natalija. It is heard twice in the
film, and both times it is used diegetically and sung by these characters. Only
the chorus is used in the film. It starts slowly and very quiet (piano) as it sets
the melancholic tone of the song. As it progresses, the music gradually speeds
up, layering percussion and brass sections in a crescendo that finishes in an
upbeat instrumental section performed by the full brass band.

The first time the song is heard is in the first part of the film set in the
period of the WWII, during the aftermath of Natalija and Crni’s interrupted
wedding. Before the wedding ceremony, while waiting for a priest, the couple
and their best man, Marko, get drunk, and in a drunken haze at sunrise they
sing the chorus of the song, dancing and singing tightly in a circle. The camera
is below them, in the middle, catching them from a low angle, and rhythmi-
cally spinning to their singing, gradually speeding up. The scene is replicated
in the second part of the film at the wedding of Crni’s son Jovan. Natalija and
Marko attend the wedding as well, but they are very tense because they are
still hiding the secret that the war is over. In order to loosen up a bit, they
again reach for singing and drinking and end up singing the same song, thus
mirroring the scene from before.

Film and media scholar Pavle Levi explains the “Mesecina” scenes as Kusturica’s
“libidinal outbursts,” as “moments that suspend all narrative/thematic
expectations for the sake of elevated, first-degree scopic pleasure” (Levi 2009,
137). These and their mise-en-scene that “includes circular movement and ro-
tation of human bodies in ecstasy, perform significant ‘centrifugal effect’ [...] as
the song follows the movement of the scene - it starts with a cappella singing
in slow motion and as the camera speeds up so does the singing” (Djordjevi¢
2021, 241).

The setting of both scenes is very similar. Both are happening at the
weddings that get interrupted — the first one by the Nazi soldiers, and the
second one by Soni, the monkey, which gets in a tank and fires the gun,
thus opening the underground passages and releasing the people out of the
basement, exposing them to the outside world. Both scenes are set in closed,
interior spaces — the first one in the cabin of a small boat, while the second
one is set in an underground bunker. In the first scene the music stops after
the arrival of the German soldiers looking for Marko and Crni, while in the
second scene the musical number is much longer. After singing the chorus
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with Marko and Crni hugging in a tight circle, Natalija breaks off and joins
the band that continues with the instrumental part of the track. The band
stands on a scaled-up replica of a three-tier wedding cake that spins. Natalija
joins them while they are still playing and spinning, and every time she spins
towards the men, she hits one of them with a wooden pole shouting foul
words to them, calling them names, etc. She has shown her disapproval of the
whole underground ordeal earlier in the scene, which she now expresses by
hitting the men with the wooden poll as she spins while the band continues
to play. The scene is shown from Natalija’s point of view, accentuating the
centrifugal effect of the circular movement, as noted by Levi (2009, 139),
while the music contributes to the surreal and fantastical mise-en-scene of
the underground wedding.

Beneath the carnivalesque surface of the song, the lyrics of “Mesecina”
express pain and possibly hidden trauma. Marija Ciri¢, who regards the film
Podzemlje as a film opera, describes this scene in terms of Lacan’s concept
of jouissance, which is particularly expressed in this film in its “Mesecina”
scenes. She argues that this track comprises pleasure, lust, tension, and pain
that correspond to the “never quiet Balkan region, as well as Balkan (film)
genre” (Ciri¢ 2020, 96). While her explanation is in line with the settings of
the “Mesecina” scenes, the lyrics of the song point to the war trauma that is
not addressed in any other way:

Nema viSe sunca,

nema vise meseca,

nema tebe, nema mene,
niceg viSe nema, joj.
Pokrila nas ratna tama,
pokrila nas tama, joj.

A ja se pitam moja draga,
$ta Ce biti sa nama.
[Refren] Mesecina, mesecina,
joj> joj, jojs joj.

Sunce sija, sunce sija,

j0j> jojs j0js joj.

Sa nebesa, zrak probija.
Niko ne zna, niko ne zna,
niko ne zna, niko ne zna,

niko ne zna $ta to sija.

The Sun is no more,

The Moon is no more,

You are no more, I am no more.
Ay, there’s nothing anymore.
The war darkness covered us,
Ay, it covered us.

And I ask myself, my dear,
What will become of us?
[Chorus] Moonlight, moonlight,
Ay, ay, ay, ay,

The sun is shining, it’s shining,
Ay, ay, ay, ay,

A ray pierces from the sky,

But no one knows, no one knows,
No one knows, no one knows,
No one knows what it is.

The similarities between the Moon and the Sun that are indicated in the
lyrics illuminate the perspective of the people living in the basement for many
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years. For them, and especially for their children born and raised underground,
the difference between the moonlight and the sunlight is unclear. This becomes
evident when Crni’s son Jovan, born and raised underground, goes outside for
the first time, and points to the Moon asking if that is the Sun. The short chorus
of the song touches on this issue, “pointing out that there is a light in the sky and
that no one knows if it is moonlight or sunlight” (Djordjevi¢ 2021, 241).

Since both the characters and the band know the song by heart, it can be
argued that, according to the film’s timeline, the song had been well-known be-
fore they went underground. In this light, the song’s lyrics could be interpreted
as descriptions of the uncertainty of war times and a display of transgener-
ational war trauma. In addition, trauma can be interpreted from the lyrics,
which address the darkness of the war and the feeling of utter hopelessness.
However, these emotions are not reflected in the music nor acknowledged by
the characters, who just “dance it off” in a hopeless drunken haze (Djordjevi¢
2021, 242). In this sense, the film’s “Meselina” scenes re-affirm the Balkan
stereotypes discussed earlier in the context of this film.

In these scenes, the three main characters, Natalija, Marko and Crni, sing
“Mesecina” on two different yet similar occasions and in similar circumstances
that stereotypically include drinking, dancing, frolicking, being violent and
obnoxious, and similar negative characteristics associated with “the wild
Balkan men” stereotype. The dystopian lyrics of this song about the war
darkness that covered everything, however, posing the question “what is
going to happen to us” reveal a hidden trauma. Behind the excessive enjoyment
portrayed in the film, behind all the stereotypical portrayals of characters and
their actions as “wild Balkan men,” lie layers of historical war events, some
of which appear in the film. The unspoken trauma of those events is then
presented through the metaphor used in this song.

CONCLUSION

As described “Mesecina” scenes indicate, the part of the Podzemlje
soundtrack based on brass band music goes hand in hand with the portrayal
of the characters as “wild Balkan men” associated with a myriad of negative
characteristics and stereotypes. The characters are portrayed as very loud and
disruptive, short-tempered, surrounded by alcohol, drugs, guns, and prosti-
tutes, and always accompanied by a brass band playing up-beat music. As part
of the diegesis, music actively participates in the narrative not only by accentu-
ating the negative stereotypes, but also by working as a catalyst in some scenes
to initiate the bad behavior and violence (as in the second “Mesec¢ina” scene).
The soundtrack of Podzemlje enhances the stereotypes presented in the film
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while at the same time, due to the popularity of the soundtrack, the brass band
music becomes a stereotype in its own right.

Unresolved and unaddressed generational trauma peeks through the de-
tails in film such as the “Mesecina” scenes. The meaning of this song, in the
historical and social context of the Podzemlje, combined many Balkan stere-
otypes that the film encompasses, supporting Jelaca’s observations regarding
self-Balkanism and trauma in post-Yugoslav cinema.
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AHA 'HOPBEBUR

»/ABA AUB/SA, AVAA MOMKA U JEAHA ITYPA” — HEPA3PEIIEHA TPAYMA U
BAAKAHCKU CTEPEOTUIIU Y MY3UIIU 3A ®UAM ITOA3EMAE
EmMmura KycTyPuLg

(PE3UME)

Papy ce 6aBu Mehyco6HOM moBesanomhy cTepeoTuna o npuIajHUIIMa
OanKaHCKMX Hapofa 1 HempuxsaheHe 1 HepaspeueHe paTHe TpayMme. IToma-
3JIITe TEOPUjCKMX pasMaTpamba YMHe UCTpaKMBama JlujaHe Jemade, Koja je
Ipoy4aBasa aclieKTe paTHe TpayMe 1 cehama y ¢puamMoBuma mocrjyrocio-
BEHCKOT Iepyofa. Jelmada, HauMe, CMaTpa Ja y oBUM (MIMOBUMA MOCTOjU
AVMpeKTHa Be3a u3Meby [pyIITBEHUX M MCTOPUjCKUX TpayMa Kpo3 Koje je
APYLITBO IPOLIJIO, IBUXOBE pelpeseHTaluje Ha GUIMY U yrnoTpebe GankaH-
CKUX CTE€PeOTUIIa Off CAaMMX Oa/KaHCKMX ayTopa. Y TEeKCTy je oBa Ipobe-
MaTHKa JieTa/bHO IIpeiCcTaB/beHa, ¢ POKYCoM Ha CTyAujy crydaja nmocseheny
mysunu Topana Bperosuha 3a ¢unm Ilogsemme (1995) Emupa Kycrypure.
YrBpbene cy BumecTpyke nHTepdepeHnuje nsmehy Mysuke v moMeHyTUX
CTepeONTHIIa, A UCTPAKMBAME Ce YCMEPIIO Ha IUTaba O TOMe KaKo Cy y MY-
3uny 3a oBaj GpuaM MaHudecToBaHe Bese n3Mehy cTepeoTnmna u HepaspereHe
TpayMe. AHa/IM3MpaHa je HyMepa ,MecednHa’, KOja ¥IMa IIEHTPATTHO MeCTO y
bunmy, a eTa/pHO Cy caryieflaHe 1 CIIeHe y KojuMa ce HyMepa jaB/ba. Takobe,
nopep, yrBphrBama oBe3aHOCTY OaKaHCKMX CTePeoTHIIa ¢ My3ukoM [opana
bperosuha xao koMnoHeHTOM GUIMa, y pany je mpemodeHo fa bperosuhesa
My31Ka, Kpo3 ynorpe6y y Kycrypuunnum ¢punMoBnuMa, 1 camMa 1mocraje My-
3MYKM CTEPEOTUII Haposia banmkaHa, Te Tako IOIpUMa HeraTVBHE KOHOTAIuje
KOje OBJ CTepeoTUIN ca coboM Hoce.
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ABSTRACT

This study discusses the funeral laments (pohrebné place or pohrebné nar-
iekanie in Slovak) of the Slovak ethnic minority in Srem, Vojvodina, Repub-
lic of Serbia. Among the Vojvodina Slovaks, funeral laments are gradually
becoming extinct, although they could still be heard during the funeral rites
of this ethnicity in various localities of Vojvodina in the latter half of the
twentieth century. This study summarizes the state of the research on this
issue. It focuses on the funeral laments documented by the author during
her field research in Stara Pazova / Stara Pazova, Srem, in 2014.

Keyworbps: funeral laments, wailing, Slovak ethnic community in Stara
Pazova, fieldwork, documentation.
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ATICTPAKT

Y 0BOj cTyauju pasMoTpeHe cy norpebne Tyx6anute (pohrebné place nnm
pohrebné nariekanie Ha CIOBaYKOM je3MKY) CJIOBauKe eTHUYKE MambIHE Y
Cpemy (BojBopguna, Penry6nmka Cp6uja). Mako cy ce TOkoM morpe6HmUx
obpenia OBe eTHUYKE 3ajefHuIIe Y Pa3HUM MecTuMa Bojsopune jour Morne
49yTH y fpyroj nonosuuu XX Beka, morpebHe Tyxbanuiie Koy BojsohaH-
cknx CroBaka nocreneHo usymmpy. CTyanja mpyxa mperief f0cafallbiux
VICTpa)kK1Baba OBe TeMe, a pokycupa ce Ha morpebHe Ty>Kbanuie Koje je
ayTOpKa JOKYMEHTOBa/Ia TOKOM CBOT TEPEHCKOT UCTpakuBama 2014. ro-
muHe y Crapoj ITazoBu y Cpemy.

Kipyune peum: morpebHe Tyxk6anniie, Hapulame, CIOBaYKa eTHUYKA
3ajegununa y Crapoj ITa3oBu, TepeHCKM paf, BOKyMeHTalllja.

INTRODUCTION

As a specific verbal and musical genre, laments have existed, in a certain
form, in every traditional culture (Porter 2001). In traditional music, the term
‘lament’ denotes ritual crying related to either real or symbolic death. Laments
have been a part of the traditional rites connected with farewell or depar-
ture and made their way into a number of folklore genres. Various ethnicities
mostly linked them with the funeral rite (plac nad mrtvym / crying over the
deceased) and with the wedding ceremonial (plac nevesty / crying of the bride,
wedding laments, bridal laments), whereas in some cultures, laments have
also been a part of the customs connected with the recruitment of young lads
for military service (regriitsky plac / recruitment laments) (Urbancova 2009,
33-34). In this study, we deal with laments that formed a part of the Slovak
funeral rites and we therefore refer to them as funeral laments.

Today, there are several Slovak ethnic communities, not just in Europe, but
overseas as well. Currently, one of the largest is in Vojvodina, in the Republic
of Serbia, and it has existed there for almost three hundred years. The Slovak
population has been maintaining and developing their traditional culture ever
since their arrival to that territory. Slovaks began to move there at the close of
the seventeenth century, but the major migration waves have been taking place
roughly from the mid-eighteenth century, more specifically 1745, onwards,
when several Slovak families arrived in Ba¢sky Petrovec / Backi Petrovac in
the Backa region of Vojvodina. The Slovak inhabitation of Vojvodina is close-
ly connected to the colonization of the southernmost parts of the Habsburg
Monarchy, the so-called Lower Land (Dolnd zem in Slovak) in Hungary of that
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time (Siracky 1971; Botik 2007; 2011). This term comes from the translation
of the Hungarian word Alfold [Lower Land] which, from the fifteenth century
onwards, denoted the regions that lay south of the political and administrative
centre of Hungary, contrary to the mountainous regions in the north, which
were referred to as the Felfold [Upper Land]. It is a historical geographical
name. Today, however, this term is mainly used in a broader context which
encompasses several geographical regions inhabited by Slovaks that lie south
of the territory of the Slovak Republic. The term ‘Slovaks of the Lower Land’
refers to Slovaks living on the territory of nowdays Hungary, Serbia, Croatia,
Romania, and Bulgaria (Velky 1977; Botik and Slavkovsky 1995).

Today, there are over thirty localities in the three regions of Vojvodina
(Bac¢ka, Banat, Srem) where the Slovak ethnicity forms the minority or the
majority of the local population. Almost half of them lie in the region of Backa:
Ba¢ska Palanka / Backa Palanka, Backi Petrovac, Bajsa, Begeé, Celarevo
/ Celarevo, Hlozany / Glozan, Kulpin / Kulpin, Kysa¢ / Kisa¢, Lalit / Lali¢,
Novy Sad / Novi Sad, Pivnica / Pivnice, Savino Selo, Selen¢a, Silbas. The num-
ber of such localities in Srem is somewhat lower: Asana / ASanja, Bingula /
Bingula, Bolovce / Boljevci, Dobanovce / Dobanovci, Erdevik / Erdevik, Lug,
Luba / Ljuba, Slankamenské Vinohrady / Slankamenacki Vinogradi, Sriemska
Mitrovica / Sremska Mitrovica, Stara Pazova, Sid / Sid, Visnji¢evo. The lowest
number of localities inhabited by Slovaks in Vojvodina can be found in the
region of Banat: Arada¢ / Aradac, Biele Blato / Belo Blato, Hajdusica, Janosik
/ Janosik, Kovacica, Ostoji¢evo, Padina, Vojlovica, Zrenanin / Zrenjanin
(Kultirna mapa [Cultural Map] 2022). Apart from the above localities, Slovaks
constitute roughly three percent of the population of Belgrade, the capital of
the Republic of Serbia (Belehrad [Belgrade] 2022).

The fact that the Slovaks have maintained and kept developing their ethnic
awareness, language, denomination, and traditional culture in a multiethnic
environment for over three centuries is remarkable (Sklabinsk4 and Mosnékova
2012).! Their song tradition forms an indispensable part of their culture.
Although the song material that survived among the Slovaks of Vojvodina is
relatively rich, it is still a modest corpus compared to the traditional songs
from the territory of Slovakia, especially from the aspect of the preservation

1 Today, the Slovak ethnic minority in Vojvodina is one of the most active Slovak communities
abroad in terms of the cultivation of their traditional cultural manifestations. Local cultural-ar-
tistic associations have played a major role in preserving these cultural traditions. In addition,
the Institute for the Culture of the Slovaks of Vojvodina was established in 2008 and it promotes
and actively participates in the preservation and further development of the traditional culture
of the Slovak ethnicity in Vojvodina (see Ustav pre kulttiru vojvodinskych Slovékov [Institute for
the Culture of the Slovaks of Vojvodina] 2022).
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of the individual song types and genres. Today, funeral laments, as a musical
folklore genre, rarely occur among the Slovaks of Vojvodina (if at all). One
of the localities where such laments have survived is Stara Pazova. The aim
of this study is to introduce, describe, and characterize the funeral laments in
this locality, where this folklore genre has survived only in the recollections of
the oldest inhabitants. We will focus on several aspects related to this matter.
Firstly, we will briefly characterize Slovak funeral laments within the frame-
work of Slovak ethnomusicology. Then, we will focus on the funeral laments of
the Slovaks in Vojvodina. We will present an overview of their documentation.
Subsequently, we will focus on our own documentation of the laments, which we
made as part of our fieldwork in the period from 2014 to 2016. The fieldwork has
been conducted in three localities: Stara Pazova (Srem), Backi Petrovac (Backa),
and Padina (Banat).? Lastly, we will concentrate on the locality of Stara Pazova,
where we documented the funeral laments, introducing the local people’s beliefs
and ideas about afterlife. We will describe and characterize the funeral laments
that we have documented and indicate their significance today.

SLovak FUNERAL LAMENTS — GENERAL CHARACTERISTICS

Funeral laments (also called wailing - in Slovak nariekanie, or telling — in
Slovak vykladanie by the locals) denote a ritualized form of parting with the
deceased. Their origins can be traced back to pre-Christian forms of folk rites
and customs (Zibrt 1894). In the past, the funeral laments have played a sig-
nificant role in the death and burial of a person. They usually formed a solid
and indispensable part of each funeral (Elschekova and Elschek 1982, 162).
They were a part of magical, spiritual rituals but, at the same time, they were
to accompany the deceased to their eternal rest in the most beautiful and the
most dignified manner possible. In a certain form, laments have been used by
almost every ethnic group in the world (Selcovd 1985; Porter 2001, 181-184).
In Europe, they have been documented among many ethnicities. They are also

2 The research carried out in that period was a part of our doctoral studies under the aegis of
the Institute of Musicology of the Slovak Academy of Sciences. We did fieldwork in Stara Pazova
in 2014 in three phases (from 7 April to 19 April, from 16 June to 26 June, and from 19 October
to 26 October). We were given recommendations and contact details of local singers of several
generations by Anna Durdevi¢ovéd (born in 1944), a retired teacher of music education. We
carried out fieldwork in Backi Petrovac in 2015 (from 15 June to 20 June) and 2016 (on 6 and 7
May). All contacts and recommendations were provided to us by a local music teacher, Mariena
Stankovi¢ovd Krivakova (born in 1957). We conducted fieldwork in Padina in 2016 (from 21
June to 25 June) and 2016 (on 4 and 5 May). We received the contact details of a few informants
from Pavol Tomas senior (born in 1958), a local teacher of music education, but were also given
several contacts by the locals.
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known to all the ethnicities in the Balkans (Barték and Kodaly 1966; Tolbert
1990, 80, 103). It has also been a common way of honouring the dead among
the Slovaks in their new homeland, as well as all the other nations around them.

Slovak ethnomusicology views funeral laments as a specific song genre,
which is one of the most archaic musical items. They may be defined as verbal-
vocal manifestations that combine a ceremonial character with individual
improvisation and have fixed functional ties to concrete singing occasions
(Urbancova 2008; Burlasova 2009, 7-8). With respect to the ritual funeral act,
funeral laments may be classified as Old Slavonic pagan rituals (Elschekova
and Elschek 1982, 162). This testifies to the significance and honour showed
to the deceased, as well as to the spiritual background of the ethnic groups,
most of which believed in the afterlife and the immortality of the soul. To
wail over the deceased in a dignified manner was necessary for this reason as
well. Every ethnicity had its own rituals and its own acts when burying their
dead. In Slovakian culture, funeral laments were mainly performed by women
(Burlasova 2009, 10).

The earliest references to the funeral wailing in the territory of Slovakia
come from the sixteenth century and are connected to pagans and pagan
customs, which is why the Church forbade them (Ibid., 8). Nevertheless,
funeral laments continued to exist in the territory of Slovakia in a certain
form, and references to them have also been recorded. They were mentioned
by significant Slovak authors, such as Matej Bel (1684-1749), Jan Kollar
(1793-1852), and others (Burlasova 2009). They first attracted the at-
tention of ethnologists in Slovakia starting from the 1930s, (Bednarik 1939;
Cajénkové 1956; Komorovsky 1971) and then, from the late 1940s, of ethno-
musicologists as well, including Sona Burlasova (1927-2021), Ondrej Demo
(1927-2020), Juliana Kovacova (1927-2009), Kliment Ondrejka (1929-2011),
Ladislav Leng (1930-1973), Alica Elschekova (1930), Oskar Elschek (1931),
and others. From the 1950s onwards, most funeral laments have been doc-
umented with sound recordings. Most of the funeral laments documented
by the above authors can be found in the archives of several institutions in
Slovakia (the Slovak Radio, the Institute of Musicology of the Slovak Acad-
emy of Sciences, and the Institute of Ethnology and Social Anthropology of
the Slovak Academy of Sciences) (Urbancova 2014). Ethnomusicologist Sona
Burlasova documented these laments in several villages of Eastern Slovakia,
in the Upper Hron region, in the region of Hont, and among the Slovaks
of the Lower Land (Burlasova 2009, 9). Since part of the Slovak population
that arrived in Vojvodina in the eighteenth century came from the above
regions, we may presume that they also brought along their rituals and rites
connected to death and burial.
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DOCUMENTATIONS OF FUNERAL LAMENTS
AMONG THE SLOVAKS OF VO_]VODINA

In historical and ethnological literature (Lilge 1932), there are few pieces of
information about the customs and rites related to death and burial among the
Slovak population of Vojvodina. Up to the mid-twentieth century, collectors of
folk songs had shunned funeral laments. One of the reasons was supposedly the
fact that the Slovak population in that region avoided talking about death. Sona
Burlasova also encountered this phenomenon during her fieldwork among the
Slovaks of Vojvodina in the 1960s and 1970s. She documented funeral laments
in some of the Slovak villages and described those from the village of Selenca.
This was the first, and, thus far, the only description of the laments of the Slovak
ethnicity in Vojvodina (Burlasova 1971). Funeral laments do not form a part of
extensive song collections of the Slovaks of Vojvodina published in that region
in the late twentieth century (Filip, Miskovic, and Kmet 1996; Tomas, and Balaz
1997) and in the early twenty-first century (Ferik 2004) either. Below, we will
briefly discuss the results of the research conducted by Sona Burlasova in the
village of Selenca in connection with funeral laments.

Selenca lies in the region of Backa and it is the only locality where two denom-
inations can be encountered among the Slovak ethnicity in Vojvodina: Catholic
and Lutheran (in the other localities in this region, including Stara Pazova,
the Slovak population is of the Lutheran denomination). Burlasova registered
descriptions of funeral laments among the members of both denominations, but
she managed to audio record their interpretations only by the Catholic inform-
ants. The Lutheran informants were willing to describe their funeral laments
but refused to perform them in an unauthentic situation. Burlasova viewed this
fact in the context of the way of performing the laments. The funeral laments
of the Lutherans had a spoken character and were accompanied with sighs and
weeping. They were improvised renderings depending on the situation and the
mental state of the rendering person. Among the Catholic population, the author
witnessed laments of a melodic character, in which certain melodic formulas
were present. These laments were also based on improvisation, but Burlasova
noticed certain ties to melodic formulas and a certain schematicism in their texts
(Burlasova 1971, 625). Funeral laments from other localities in Vojvodina were
not specified in detail by the author. A funeral lament from Selenca, documented
and transcribed by Sona Burlasova, is illustrated in Example 1.

During our own fieldwork, which we conducted in the period from 2014
to 2016 in three settlements in Vojvodina (Stara Pazova, Backi Petrovac, and
Padina), we only encountered funeral laments (sung and spoken) in one of
them - in Stara Pazova. Therefore, we will focus on the description of funeral
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laments in this locality. At the outset, the historical aspect of funeral laments
should be noted, as it is very important. Slovaks settled in Selenca in 1758
(Siracky 1971, 168-169) and it was one of the first Slovak localities in that
region. In 1768, a major part of the Lutheran population was forced to leave
this village (Miklovic 2002, 9-11). In 1769, they received permission to move to
Pazova, which lay in the border regions of the Habsburg Monarchy. The Slovak
Lutherans then moved to Stara Pazova in 1770. The preservation of funeral
laments in Stara Pazova may be closely connected to this historical event.

SOME OF THE FUNERAL CUSTOMS AND SUPERSTITIONS
ABOUT DEATH AND BURIAL IN STARA PAZOVA

References to funeral laments in Stara Pazova in the existing literature are
rare. They were not mentioned by the author of the first monograph on the Slovaks
of Stara Pazova, Karol Lilge (1888-1953) either, although he did give some
partial pieces of information about funerals. Regarding singing, he mentioned
songs from the book of Funeral Rites, which used to be sung along with the
cantor. Lilge mentioned singing during the vigil over the deceased until mid-
night, on the way to the funeral, and at the funeral banquet given by the clos-
est family members, who sang mourning songs (1932, 204-205). The absence
of references to nariekanie or vykladanie may confirm the fact, also pointed
out by Lilge, that the local population was unwilling to talk about death and
any acts related to it. We also encountered this attitude during our fieldwork.
Funerals in Stara Pazova in the past were described in detail by a Vojvodina
linguist, Anna Maric¢ova (1951-2016). Her studies mainly focus on the descrip-
tion of funerals and related acts, superstitions, and practices (Mari¢ova 2014;
2016). There is little information about funeral laments, though. In describing
the funeral rites and the superstitions connected to death in Stara Pazova, we
mainly drew on the results of the research carried out by Maricova.

Although a Christian framework of funeral customs was present in this
settlement, one could not fail to notice certain acts that pointed to ancient
magical practices. Superstitions respected, followed, and even feared by the
people were deeply rooted in this locality.® Death represented a transition. Both
the pagan and the Christian tradition believe in afterlife. Therefore, the funeral
rituals played an important role. It was through them that the separation of
the dead from the society took place, and all the social and family ties of the

3 These included the omen of death that appeared as a sound or in a dream. For example, it
was believed that if a dog howled in the courtyard or a little owl hooted near the house, someone
from the family would die (Mari¢ova 2016, 148-151).
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deceased were broken, with the aim to satisty their soul (Tolbert 1990; Jagerova
2001). Wailing was a certain form of respect and probably even a magical
ritual act. If the deceased was not sufficiently mourned, in other words, wailed
over, the family had to face collective slander in the locality (Jagerova 2001,
13-28; Maricova 2014, 119). On the other hand, funeral laments could also be
manifestations of an individual who was expressing their deepest and most in-
timate emotions connected to mourning. They were a means for the mourner
to release and overcome their grief. The nature of the laments documented by
us reveals that they are also addressed to the listeners, which is evident from
the various testimonies about the life of the deceased or regarding the difficul-
ties and sufferings that they have faced (Burlasova 2009, 10).

In the past, funeral rites in Stara Pazova would last for two days. The first
day included preparation of the deceased for the funeral, such as securing an
official death certificate from the physician, and bathing and dressing of the
body. The deceased was then placed in the front room of the house, where the
family, friends, and neighbours gradually gathered to offer their condolences to
the bereaved and keep the vigil (the locals say they sat /sedelo in Slovak/ over
the deceased, which means they kept the vigil). In the past, the vigil was kept by
the side of the deceased for one night. Today, this custom is no longer practised.
The second day included taking away the body and the funeral itself. That day,
the deceased was placed in a coffin and taken to the courtyard. In the past, this
was immediately followed by some other actions, such as opening the windows,
sweeping out the room, turning the chairs on which the deceased had been
placed upside down, and setting the table with food and drink for the deceased
in the room where they had been lying. These remained there until the next day.
The reason for this was the belief that the soul of the deceased still lingered in
the room for some time. The windows were opened so that the soul would de-
part, and the food was placed so that it could eat. The religious ritual connected
to taking away the body would begin after the arrival of the priest. Subsequently,
the people would leave for the cemetery accompanying the deceased, and then
the funeral would take place (Mari¢ova 2014; 2016). Next, we will focus on the
results of our fieldwork in terms of the funeral laments of Stara Pazova, which
was the only locality where we have documented such laments.

OurR OWN FIELDWORK

According to the oldest, both male and female, informants who partici-
pated in our research, funeral wailing was still practiced in Stara Pazova un-
til recently. Documenting the funeral laments, however, turned out to be an
extremely complicated task. Many informants were no longer able to render
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funeral laments, and those who could, kept refusing to do so. The women
attributed utmost gravity to the funeral laments. In their view, they could,
and should, be sung only in a concrete situation of wailing over the deceased.
After several attempts, we managed to make three complete recordings and
one incomplete recording, where the laments were rendered by older inform-
ants. The laments were performed by two informants: Jan Pecnik (1930-2020)
and Katarina Forgacova (b. 1938). Both of them were born in Stara Pazova. It
was a difficult task even for the informants themselves, since they were not in
an authentic situation—there was no deceased and no funeral. The lamenting
was therefore not documented on an authentic occasion, but the case was re-
cording on demand. For this reason, we only have secondary transcriptions.
Nevertheless, they retain the spirit and style of local rendering.

According to the information we gained, in Stara Pazova, funeral laments
over the deceased used to be performed by their closest family members, most
often by women or girls. Usually, a mother would wail over her child, a wife
over her husband, a sister over her sibling, or a daughter over her mother.
Several people could wail over the deceased at the same time, and there were
no pre-constructed formulas for their rendering. Rather, it was their momen-
tary emotional expression. In Stara Pazova, there were no professional weepers
among the Slovak population who would have been paid for this service. In
some regions of Slovakia, funeral wailing would accompany certain phases of
the funeral cycle (Urbancova 2009, 37). Based on the information we acquired,
we may presume that this was also the case in Stara Pazova. Funeral laments
could be heard in the house of the deceased right after their death, after their
closest family and relatives had gathered, during the nocturnal vigil over the
deceased, on the day of the funeral when parting with the deceased in the
courtyard or in front of the house, when closing the coffin, during the funeral
procession, at the cemetery when the coffin was lowered into the grave, and
over the grave. In Stara Pazova, these rituals did not have clearly defined phas-
es reserved for wailing over the deceased. One could wail over the deceased
any time that the situation within the funeral rites permitted. These situations
occurred during the phases specified above.

THE CONTEXT AND MUSICAL COMPONENTS IN
FUNERAL LAMENTS IN STARA PAzZOVA

According to their way of rendering, we may distinguish between two
types of funeral laments in Stara Pazova: melodic and spoken (declamatory)
ones. This is a noteworthy phenomenon because, in Stara Pazova, the Slovak
ethnicity is Lutheran and a major part of the population moved to Stara
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Pazova from Selenca. Unfortunately, due to a low number of recordings in
our research, we cannot clearly explain the presence of both types of laments
in this specific locality. Since funeral laments were not generally performed by
men, we may hypothetically reason that, in this specific case, the melodic form
of the lament was determined by the singer himself. Nevertheless, it should be
emphasized that, on the territory of Slovakia, melodic funeral laments prevail
over spoken ones regardless of denomination (Urbancova 2009, 38-50).

Melodic funeral laments were sung by the oldest informant, Jan Pecnik. It
is interesting and unusual that funeral laments containing melodic formulas
were performed by a man, as funeral laments in Stara Pazova were tradition-
ally performed by women, as mentioned earlier. Even the informant must have
been aware of this, since he was initially reluctant to perform such a lament
for us. The documentation of funeral laments rendered by him is an exception
rather than a custom in the respective locality. Ultimately, we managed to
document two funeral laments performed by him. In one of them, he played
the role of a woman - a daughter wailing over her mother (Example 2) and, in
the other one, he performed his own funeral lament over his wife. Although
men did not use to render funeral laments in Stara Pazova (or at least not in
public), Jan Pecnik would perform laments both at the funerals of his closest
relatives and to express his grief in private. However, he could not character-
ize in detail when he would use such a performance during a funeral, as he
did so mostly whenever he felt an inner need for it. Nevertheless, based on
partial pieces of information that he provided, he presumably mainly wailed
at funerals when there were not a lot of people around or when he thought he
was alone. Such situations arose during the vigil over the deceased, for exam-
ple, or right after the funeral at the grave of the deceased, when the mourners
were already leaving. This was also confirmed by some of the locals who heard
Pecnik wail over the grave of his wife. The recordings therefore represent a
highly valuable material.

Funeral laments spoken in a declamatory style over a mother (Example 3)
and a female friend were rendered by Katarina Forgacova, although the second
recording is incomplete. The informant also provided some information about
the wailing itself. As she noted, the intensity and the duration of the wailing
would depend on who had died. For example, when a child died in the village,
the wailing was very intense. Wailing was usually also intense in case of a
mother’s death. Forgacova lamented her parents (father and mother) in an
authentic situation. Despite the low number of recordings, we will now try
to characterize these funeral laments. It should be noted, however, that more
recordings should be made and analysed to provide a general characterization
of the funeral laments in Stara Pazova.
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An improvised text stands at the forefront of both types of funeral
laments. With respect to their textual structure, these laments may be classi-
fied as non-strophic items of stichic form (Elschekova 1969; Burlasova 1977).
Nevertheless, certain schematicism was noticeable in the rendering of both
informants (provided that one may talk about any schematicism in case of
such a low number of songs): turning to the deceased (my mother, my wife /
mama moja, Zena moja), expressing grief and sorrow over the loss of a close
person (wWhy did you leave me, oh, what am I to do / co ste ma nahali, jaj, ¢o ja
budem robit), recalling the personal characteristics of the deceased (good, kind
/ dobrd, mild), what the deceased person meant to the wailing person, what
their relationship was (we were together for ages, one without the other nowhere
| ke zme naveki dovena boli, edom bez druhiho rigde); the further course of the
rendering focused on a description of their disease and preparation for death
(when you went to hospital, my mother, you remained there | do bolici ke ste
tasli, mama moja, tam ste ostdli). The above scheme has no strict sequence
that would apply to all the funeral laments recorded during our fieldwork.
Nevertheless, all of them contain most of the above in a certain order. In ad-
dition, rhetorical questions prevail, which enhance the emotional charge of
the rendering. The texts of the laments are improvised, but certain contents
were present in their rendering. Pazova wailing also includes expressions in
the form of interjections, exclamations, and moaning (o / jaj).

A melodic funeral lament is illustrated in Example 2. The melody is in the
minor key. In case of melodic funeral laments, the melodic structure consists
of a single musical motif of an ascending-descending character with no excep-
tions. The third degree is the starting point from which the melody ascends
to the fifth or the sixth and, subsequently, with a gradual motion, descends
to the prime (the base note). Almost all the musical (melodic) lines contain
such musical progression. The duration of the motif depends on the text con-
tained in a particular line (phrase). In Example 2, there are as many as thirty
such phrases. Their length differs depending on the number of syllables: six or
more. The number of pitches in a phrase depends on the number of syllables
in the text. During its course, the above motif may be varied by ornamentation
and rhythmic changes. The melodic and rhythmic diction of the text consist of
small rhythmic values throughout the motif. There are also pauses, which are
usually used by the singer to take a breath or rest. In our recordings, however,
the performers did not make any major pauses. The lines above the staff in the
transcriptions represent the breath pauses of the singer. Longer rhythmic val-
ues mostly appear at the end of the textual phrases or in their middle. Another
peculiarity of the funeral laments performed by Jan Pecnik is the application
of ornaments.
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Ornamentation is one of the general basic attributes of the Slovak folk
songs of Pazova. The ornamentation of the Slovak Pazova folk songs has
attracted the attention of several researchers, but the first theoretical re-
flection on this issue was presented by Martin Kmet (1926-2011), a Slovak
ethnomusicologist from Vojvodina. He discussed it the most in relation to
the influences of musical instruments on the development of Pazova singing
(Kmet 1972).

Although the extent of its presence is not the same in all the songs, the
ornamentation is obviously a part of the performance style of the Slovak
songs in Stara Pazova. This is a specific phenomenon especially because
prominent ornamentation is not characteristic for the traditional songs of
the Slovaks in Vojvodina. This fact can, for example, be observed in the song
collection of Juraj Ferik Senior (Ferik 2004), who documented Slovak folk
songs in almost all the Slovak localities in Vojvodina. Moreover, the orna-
mented singing of the Slovaks of Stara Pazova is also unique in the context
of traditional songs from the territory of Slovakia. Ornamentation in the
funeral laments in Stara Pazova can therefore be viewed as a specificity of
that locality (Lomen 2022).

A declamatory funeral lament is illustrated in Example 3. In declama-
tory laments, the melody is subject to the intonation of speech. The melody
is therefore recitative. Both funeral laments rendered by Katarina Forgacova
are mutually comparable. They are based on sections of the text (phrases) of
various syllabic structure: five or more syllables. Contrary to melodic funer-
al laments, in which an ascending-descending melodic motion prevails, this
lament also contains a prevailing descending motion. In some of the phrases,
the text is rendered on a static (supporting) note. The intensity of performance
or its gradation would be achieved through amplification or weakening of the
intonation of the voice. This rendering of a funeral lament is also primarily
based on improvisation.

The descriptions of these recorded funeral laments reveal certain shared
features. In both types, the dominant text does not have a verse form. It is
a freely composed prosaic text. Although the lament is based on improvi-
sation, the text is not that free. This is evidenced by the above-mentioned
schematic framework of the texts, which was, in a certain form, present
in both types of funeral laments. The funeral laments were not identical
and the phrases in them did not repeat. Also, they did not have a specified
length: they could last only for a few minutes, or longer. The descending
character is a prominent feature of both types of funeral songs. Tolbert at-
tributed this to speech in general, for which descending intonation is char-
acteristic (1990, 93-97).
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CONCLUSION

In this study, we have focused our attention on the characteristics of the
funeral laments of the Slovak ethnicity in Vojvodina, Serbia. So far, they have
not received major attention, which can also be seen from the fact that there
are no references whatsoever to funeral laments in the existing Slovak song
collections from this geo-cultural region. The largest contribution in this field
was made by the Slovak ethnomusicologist Sona Burlasova (1971), who charac-
terized funeral laments in the village of Selenc¢a. We documented a few funeral
laments in Stara Pazova within our fieldwork in 2014, among the oldest gen-
eration of singer-informants. The young and the middle generation of singers
no longer use this folklore genre in authentic situations. Therefore, these re-
cordings represent valuable material, even though they were not documented
in an original context and despite their low number.

We may draw several conclusions by establishing a general parallel be-
tween recorded funeral laments of the Vojvodina Slovaks in Serbia and funeral
laments in Slovakia. Firstly, this musical folklore genre did not survive in large
numbers among Slovaks in Vojvodina. On the contrary, a relatively copious
collection of laments captured on sound recordings and in written transcrip-
tions has survived from the territory of Slovakia. Secondly, we may affirm that
our recordings of the funeral laments of the Slovak ethnicity in Stara Pazova
share several characteristics both with the funeral laments on the territory
of Slovakia and with the funeral laments of the Slovaks in other localities in
Vojvodina. Thirdly, in both localities, the main bearers of this folklore genre
were primarily women. The rendering of a funeral lament by a male performer
in Stara Pazova is an unusual, although not a unique phenomenon. Funeral
laments rendered by men were also documented in Slovakia, although in rare
cases (Urbancova 2019, 74). Fourthly, we documented two types of funeral
laments in Stara Pazova: melodic and spoken ones, and certain similarities
can be observed even in terms of the text and melody (Burlasova 2009). How-
ever, their specific similarities and differences can only be indicated by more
detailed analyses, which require further research.
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Example 1. Wailing over a mother, rendered by Erza Gagparovska
(b. 1931), transcribed by Sona Burlasova, 1977, Selenca (Backa region,

Vojvodina). Source: Burlasova 2009, 20-21.

Nariekanie za matkou. Selenéa (Backa), 1977. Prednes Erza Ga$parovskd (nar. 1931).
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Oh, my dear mother,
oh, my good mother,
oh, how will I see you,

oh, whether from the mountain, or from below,

or from our Beloved Lord God,

oh, my dear mother,
oh, come to me once more,
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oh, come to make me happy,
oh, my dear mother,
oh, my good mother,
oh, my dear mother,
why did you leave me so alone,
and my small orphans,
oh, my dear mother,
come to me once more,
oh, my good mother,
oh, my beloved mother,
oh, mother, mother of mine.

Example 2. Wailing over a mother, rendered by Jan Pecnik (1930-2020),
transcribed by Kristina Lomen, October 2014, Stara Pazova.
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Jaj, ma-ma mo-ja, ma-mi-ca mo-ja, ma-mi-ca mo-ja mi-la, ¢o ste ma
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Jaj, ma-mi-ca mo-ja, ve ste sa mi cho-ro-be na-mu-¢i-Ili. Jaj, ve som vam
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Ma-ma mo-ja, jaj, vo-lam, kri-kam, a-le vi mi fi§t fie - o-dho-va-ra-te.
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Jaj, ma-mi-ca mo-ja ne-pre-zia-l'e - na. Ma-ma mo-ja, ma-mi-ca mo-ja.
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ma-ma mo-ja, ma-mi-ca mo-ja.
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Oh, my mother, mother of mine,
my dear mother,
why did you leave me.
Mother of mine, who will be waiting for me
when I come to this house.
Oh, who will exclaim ‘my Anna is coming.’
Oh, my mother, mother of mine,
oh, mother of mine,
how much you have suffered in your disease.
Oh, how I have searched for a doctor and for medicine for you.
Mother of mine, and I could not help you.
Mother of mine, the doctor has come now,
who will heal all your wounds and pains.
Mother of mine, oh, I call, I cry,
but you do not answer me.
Oh, mother of mine, mourned forever,
my mother, mother of mine,
oh, my goodness, who is now going into the earth.
Mother of mine, where will I search for you,

I will not find you anywhere, mother of mine, only in the grave.
Oh, only on the grave your name will be written.
Oh, my burdens, big, heavier than stone.

Oh, let no one think
it is easy to lose a mother.

Oh, the name of my mother,
my mother’s name is complete, complete when “mother” is said.
My good mother,
mother of mine, tortured by disease.
Mother of mine, how will I forget you.
Mother of mine, I have been crying since last night,
but you say nothing, oh, you ask nothing.
Mother of mine, oh, when you went to hospital,
mother of mine, you remained there.

Who did you call to yourself,
oh, you had nobody there.

Oh, my mother, my mother, mother of mine.
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- ve - ki

4
4

Ma-ma mo-ja mi-la,

o - ko - lo wvas,

(b. 1938), transcribed by Kristina Lomen, October 2014, Stara Pazova.
4

Example 3. Wailing over a mother, rendered by Katarina Forg

1,47"
r ) .
Ma-ma mo-ja, ke ja

CO na

oJ
ma-ma mo - ja,la
Ma-ma mo - ja,
Ma - ma
Ma-ma mo - ja,
ma-ma mo -ja e-na e-di
tu

J
J

ANIYJ

Pai

Pral

Pal

P al

+

Pai

P al

Pai

P al

Pal

Praml

Yy r
ka - zda do - bra.

je

4
4

4

Ma - ma

do - bra.

4

Pramn

Praml

N

4
y .
ma-ma mo - ja

4

4

r

4

14
Ma-ma mo-ja, bar bi bo-lo do-vi-de-fiia, Z¢ bi zme sa sre-tli tam u Pa-na.

14

Ma-ma mo - ja,

J
J




141

KRISTINA LOMEN
THE FUNERAL LAMENTS (POHREBNE PLACE) OF THE SLOVAK COMMUNITY IN SERBIA

N ~ ’

y 4N L 7 7 1Al 7 T IR IR 7 7 T IR 1 7 7 T IR
| 20 WL 17 V) IV V) V) V) V) V) V) V) V) V) V)
ANV 4 L 1
o 14

Viem, ma-ma mo-ja, ze ste sa sna-mi trd - pi-Ii, kim zme bo-Ii ma-TIi
o] I\ \ \ \ \ — \ N \ \ \ . ’
p” AN A N N N N K T Y N A N N N N I
V4N IT T 1 T IR 7 ' 7 IR IT T T 7 1 I
| £ WL [a) V) V) V) V) V) V) V) [a) Al V) V) V) V) V)
ANV 4 ] ] ]
J 7 ) ; 4 ) .

Za Se - cko vam da - ku - jem, ¢o ste pri-kla-da-Ti ru-ke na nas.
o] ~ \ \ \ \ \ . LI \ N \ \ \ .
P’ AN [ N N N N I T [ N N N N N I il |
V 4V IT T T T IR I ' I T 1 1A 7 T [ il |
a0 WL [a V) iV V) V) N V) V) V) V) V) V) il |
ANV 4 ] Il |
oJ 4 ] ] ] ] ]

Ma-mi-ca mo-ja mi- Il ma-mi-ca mo-ja do- bra

My dear mother,

my good mother,
my mother who was in pain,
my mother, my love,
who died forever.
My mother, when I come now,

I will not find my mother here.
Mother of mine, nobody will ever tell me.
‘My dear Kate, when will you come?’
Mother of mine, mother of mine,
my hardworking mother.

Mother of mine, it was not easy
to carry a disease for forty years,
something always ached.

Oh, my good mother,
my one and only mother.

Mother of mine, oh, mother of mine,
all of us are here around you,
mother of mine, but you do not notice anything.
Mother of mine, if only it would be the end,
and we would meet at our Lord.
Mother of mine, my good mother,
every mother is good.

I know, my mother,
it was hard for you with us
while we were young.

Thank you for everything,
whatever you did for us.

My dear mother,
my good mother.



142

MY3UKOAOTHJA / MUSICOLOGY 36 - 2024

L1sT OF REFERENCES

Bartok, Béla, and Zoltan Kodaly. 1966. Siraték [Laments]. Budapest: Akadémia Kiado.

Bednarik, Rudolf. 1939. “Prispevky k pohrebnym zvykom slovenského Ifudu [Papers on the
Funeral Customs of the Slovak People].” Ndrodopisny zbornik 1 (1): 54-88.

Belehrad [Belgrade]. 2022. Ustav pre kultdru vojvodinskych Slovakov [Institute for the
Culture of the Slovaks of Vojvodina]. Accessed 9 May 2024.
https://slovackizavod.org.rs/kultura-a-sirsia-verejnost/kulturna-mapa/belehrad/

Botik, Jan. 2007. Etnickd histéria Slovenska. K problematike etnicity, etnickej identity,
multietnického Slovenska a zahrani¢nych Slovikov [The Ethnic History of Slovakia.
On the Issue of Ethnicity, Ethnic Identity, Multiethnic Slovakia, and Slovaks Abroad].
Bratislava: Vydavatelstvo Luc.

Botik, Jan. 2011. Dolnozemski Slovdci. Tri storo¢ia vystahovaleckych osudov, spdsobu Zivota
a identity Slovdakov v Madarsku, Rumunsku, Srbsku a Bulharsku [The Slovaks of the Lower
Land. Three Centuries of Migrant Stories, Way of Life, and Identity of the Slovaks in
Hungary, Romania, Serbia, and Bulgaria]. Nadlak: Vydavatelstvo Ivan Krasko.

Botik, Jan. 2016. Slovdci vo Vojvodine. Premeny svojbytnosti enkldvneho spolocenstva [Slovaks
in Vojvodina. Transformations of the Specificity of this Enclavic Community]. Novi Sad:
Ustav pre kulttiru vojvodinskych Slovékov.

Botik, Jan,and Peter Slavkovsky. 1995. Encyklopédia ludovej kultiiry Slovenska I [Encyclopaedia
of the Folk Culture of Slovakia 1]. Bratislava: Veda — Vydavatelstvo Slovenskej akadémie
vied and Ustav etnoldgie Slovenskej akadémie vied.

Burlasovd, Sona. 1971. “Vplyv dvojakého osidlenia na piesniovy folklor Selence (II) [The
Influence of Dual Settlement on the Song Folklore of Selenc¢a (II)].” Slovensky ndrodopis
19 (4): 625-652.

Burlasovd, Sotia. 1977. “Nestrofické utvary v slovenskom fudovom speve [Non-Strophic Forms
in Slovak Folk Singing].” In Slovensky ndrodopis 25 (2): 226-243.

Burlasovd, Sona. 2009. “Slovenské pohrebné nariekania [Slovak Funeral Wailing].” In Lament
v hudbe. (=Studia Ethnomusicologica IV), edited by Hana Urbancova, 7-32. Bratislava:
Ustav hudobnej vedy Slovenskej akadémie vied and AEPress.

Cajankova, Emilia. 1956. “Pohrebné zvykoslovie Horehronia [Funeral Customs of the Upper
Hron Region].” Slovensky ndrodopis 4 (2): 290-305.

Elschekova, Alica. 1969. “Motivick4, riadkovd a strofickd forma [Motivic, Stichic, and Strophic
Form].” In Musicologica Slovaca 1 (2): 249-282.

Elschekova, Alica, and Oskar Elschek. 1982. Slovenské ludové piesne a ndstrojovd hudba.
Antolégia. [Slovak Folk Songs and Instrumental Music. An Anthology]. Bratislava:
Osvetovy ustav.

Ferik, Juraj. 2004. Ludové piesne Slovikov vo Vojvodine [The Folk Songs of the Slovaks in
Vojvodina]. Ba¢sky Petrovec: Kulttra.

Filip, Michal, Juraj Miskovic, and Martin Kmet. 1996. Slovenské ludové piesne zo Starej Pazovy
[Slovak Folk Songs from Stara Pazova]. Ba¢sky Petrovec: Kultura.

Jagerova, Margita. 2001. “Slovensky pohreb [The Slovak Funeral].” In Obycajové tradicie pri
dmrti a pochovivani na Slovensku, edited by Jan Botik, 13-28. Bratislava: Luc.

Kmet, Martin. 1972. “Vplyv Iudovych hudobnych ndstrojov na vyvin pazovského spievania
[The Influence of Folk Musical Instruments on the Development of Pazova Singing].” In


https://slovackizavod.org.rs/kultura-a-sirsia-verejnost/kulturna-mapa/belehrad/

143

KRISTINA LOMEN
THE FUNERAL LAMENTS (POHREBNE PLACE) OF THE SLOVAK COMMUNITY IN SERBIA

Stard Pazova 1770-1970. Zbornik $tidii a clankov, edited by Jan Turc¢an, 352-370. Novy
Sad: Obzor.

Komorovsky, Jan. 1971. “K problémom historickej poetiky fudovych zalospevov u vychodnych
ajuznych Slovanov [On the Issues of the Historical Poetics of the Folk Laments of Eastern
and Southern Slavs].” Slovensky ndrodopis 19 (1): 43-56.

Kultirna mapa [Cultural Map]. 2022. Ustav pre kultiru vojvodinskych Slovékov [Institute for
the Culture of the Slovaks of Vojvodina]. Accessed 2 February 2024. https://slovackizavod.
org.rs/kultura-a-sirsia-verejnost/kulturna-mapa/

Lilge, Karol. 1932. Stara Pazova. Monografia [Stara Pazova: A Monograph]. Reprint 2010.
Stara Pazova: Miestny odbor Matice slovenskej.

Lomen. Kristina. 2014a. Interview with informant Jan Pecnik, unpublished. 21 October 2014.
Stara Pazova.

Lomen. Kristina. 2014b. Interview with informant Katarina Forgd¢ova, unpublished. 21 October
2014. Stara Pazova.

Lomen, Kristina. 2021. Tradi¢nd piesfiovd kultiira Slovdkov v Starej Pazove v Srbsku [The
Traditional Song Culture of the Slovaks in Stara Pazova, Serbia]. Bratislava: Ustav
hudobnej vedy SAV.

Lomen, Kristina. 2022. “Ornamented Singing in the Folk Songs of the Slovaks in Stara Pazova,
Serbia.” New Sound: International Journal of Music 60 (2): 106-133.
https://doi.org/10.5937/news02260106L

Mari¢ova, Anna. 2014. “Pohrebné obycaje u Slovakov v Starej Pazove [Funeral Customs of
the Slovaks in Stara Pazova].” In Pazovsky kalenddr 2015, edited by Martin Prebudila,
118-123. Stara Pazova: Gkp Savpo.

Mari¢ova, Anna. 2016. “Povery stvisiace so smrfou v Starej Pazove [Superstitions Around
Death in Stara Pazova].” In Pazovsky kalenddr 2017, edited by Martin Prebudila, 148-151.
Stara Pazova: Gkp Savpo.

Miklovic, Jaroslav. 2002. Stara Pazova 1769-1794. Bratislava and Nadlak: ESA and
Vydavatelstvo Ivan Krasko.

Porter, James. 2001. “Lament.” In: The New Grove Dictionary of Music and Musicians, vol. 14,
edited by Stanley Sadie, 181-184. London and New York: Macmillan.

Siracky, Jan. 1971. Stahovanie Slovdkov na Dolnii zem v 18. a 19. Storo¢i [Migration of Slovaks
to the Lower Land in the Eighteenth and the Nineteenth Centuries]. Martin: Matica
Slovenska.

Sklabinskd, Milina, and Katarina Mosnakova. 2012. Slovdci v Srbsku z aspektu kultiiry [Slovaks
in Serbia from the Aspect of Culture]. Novy Sad: Ustav pre kulturu vojvodinskych
Slovékov.

Selcova, Michaela. 1985. “Placky na Slovensku [Weepers in Slovakia].” In Slovenskd ludovd
ndstrojovd hudba a ludové piesne, edited by Oskar Elschek, 136-161. Bratislava: Veda -
Vydavatelstvo Slovenskej akadémie vied.

Tolbert, Elizabeth. 1990. “Women Wry with the Words: Symbolization of Affect in the
Karelian Lament.” In Yearbook for Traditional Music, edited by Dieter Christensen, 80—
105. New York: International Council for Traditional Music.

Tomas, Pavel, and Pavel Balaz. 1997. Ked'si ja zaspievam... Zbierka slovenskych ludovych piesni
z Kovacice a Padiny [When I Sing to Myself... A Collection of Slovak Folk Songs from
Kovacica and Padina]. Martin: Matica slovenska.


https://slovackizavod.org.rs/kultura-a-sirsia-verejnost/kulturna-mapa/
https://slovackizavod.org.rs/kultura-a-sirsia-verejnost/kulturna-mapa/
https://doi.org/10.5937/newso2260106L

144

MY3UKOAOTHJA / MUSICOLOGY 36 - 2024

Urbancova, Hana. 2008. “Iconography of Funeral Rituals: Lament, Gesture and Ritual Role.”
In Musicologica Istropolitana 7, edited by Marta Hulkova, 51-76. Bratislava: Stimul.

Urbancova, Hana. 2009. “Vokalny $tyl a intona¢né modely pohrebnych placov [The Vocal
Style and Intonation Models of Funeral Laments].” In Lament v hudbe. (=Studia
Ethnomusicologica IV.), edited by Hana Urbancovd, 33-62. Bratislava: Ustav hudobnej

vedy Slovenskej akadémie vied and AEPress.

Urbancova, Hana. 2014. “Laments and Farewell Hymns as Two Traditional Genres of Funeral
Singing.” Slovensky ndrodopis 62 (2): 209-220.

Urbancova, Hana. 2019. “Piesnové zanre zien v tradi¢nej slovenskej kulture [Song Genres
of Women in Traditional Slovak Culture].” In Zena v tradicnej hudbe. (=Studia
Ethnomusicologica V.), edited by Hana Urbancovd, 49-102. Bratislava: Ustav hudobnej
vedy Slovenskej akadémie vied and AEPress.

Ustav pre kultiru vojvodinskych Slovakov [Institute for the Culture of the Slovaks of
Vojvodinal]. 2022. Accessed 2 February 2024. https://slovackizavod.org.rs/ustav-pre-
kulturu-vojvodinskych-slovakov/

Velky, Jozef (ed.). 1977. Encyklopédia Slovenska, 1. zvizok. Stihrn poznatkov o minulosti a
pritomnosti Slovenska [Encyclopaedia of Slovakia, volume 1. A Summary of Knowledge
on the Past and Present of Slovakia]. Bratislava: Veda - Vydavatelstvo Slovenskej
akadémie vied.

Zibrt, Cenék. 1894. Seznam povér a zvyklosti pohanskych z VIIL véku : Indiculus superstitionum
et paganiarum [A List of Pagan Superstitions and Customs from the Eighth Period :
Indiculus superstitionum et paganiarum]. Praha: Nékladem Ceské Akademie Cisafe
Frantiska Josefa pro Védy, Slovesnost a Uméni.


https://slovackizavod.org.rs/ustav-pre-kulturu-vojvodinskych-slovakov/
https://slovackizavod.org.rs/ustav-pre-kulturu-vojvodinskych-slovakov/

145

KRISTINA LOMEN
THE FUNERAL LAMENTS (POHREBNE PLACE) OF THE SLOVAK COMMUNITY IN SERBIA

Kructuaa AOMEH

[TOrPEBHE TYXBAAUIE (POHREBNE PLACE)
CAOBAYKE 3AJEAHULIE Yy CPBUJU

(PE3UME)

OBo je mpBa cTyAMja Koja Ipy>ka feTa/baH €THOMY3MKOMIOIIKY YBU, Y TI0-
rpebHe TyxxOanuue (pohrebné place unu pohrebné nariekanie Ha cnoBadkom
jesuky) meby cmoBaukuM craHoBHMIITBOM Y CpeMy (BojBopmna, Perry6nuka
Cpb6uja). HakoH yBofia y TeMy 1 pe3duMupama HOCafalllbUX IpOydaBama,
boKycupanu cMo ce Ha COICTBEHM JOKYMEHTapHU MaTepyjal O MOrpeOHIM
Ty>KOanuuama, npukyisber y Crapoj ITasoBu, jeqHOM Off Tp1jy TOKanuTeTa
y BojBopguHM Ha KojuMa CMO CIIPOBOAVIIM TePEHCKA MCTpaXkiBamba. YKpar-
KO CMO IIPeICTaBM/IM HeKe oOudyaje u pajibe BedaHe 3a CMPT M CaXpaHy Ha
oBoM yokanuTety. [ToToM cMo omycanu norpe6He Ty)x6anuie u geTa/bHO UX
crienn¢uiupanu. ITorpe6Ho Hapunamwe y Crapoj [la3oBu TpaguumoHanaH je
0014aj Koju ce BMIIe He IIPaKkTUKyje. [JaHAac ce TAKBO Hapuljalbe MOXKe 9y TH
CaMoO y BeOMa pPeTKMM CIy4ajeBUMa U UCK/bYIMBO y ayTEHTUYHUM CUTYa-
IMjaMa — Kao Ieo pasnu4nTuX ¢asa norpeOHMxX oOpefa, a U3BOAY ra XKeHCKa
nomnynanuja crapuje reuepauuje. Mehyrum, sehnna crymanana n nssoba-
Ja HUje CBeCHa 4MibeHulle Ja je ped o oppehenom donkmopuom xanpy. Ha
OBOM JIOKa/INTETy OOMYHO Ce KOPUCTe ABa TepMMHA 3a O3HaUaBambe oOmyaja
HapuLamwa Hajl yMpauM: nariekat’ wmu vikladat’. TakBo usBohemwe cmaTpa ce
Cy0jeKTMBHMM M3parkaBameM Tyre 300r rybutka 61mcke ocobe 1 Hajuenrhe
IOBOAM JI0 KONMEeKTUBHOT ocehama 6oma meby npucyrHuma. C HeCTaHKOM
HajcTapuje reHepanmje oBaj obpen takobe maja y sabopas. Cpexme n mmabe
reHepaliyje MMajy OrpaHMYeHO 3Hambe O CaMOM TUITY u3Bohema morpe6Hmx
Tyx6anuia, ma ce BUIIECTPyKa BPETHOCT AOKYMEHTOBAHOI MaTepujaja
noTBphyje 1 y TOM KOHTEKCTY.
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ABSTRACT

Byzantine kratémata, widely known as the terrirem, as part of other,
broader musical works, date approximately back to the eleventh-twelfth
century. A small group of four kratémata are named after birds (Aédhon
- Luscinia megarhynchos, Potamis - Acrocephalus, Anyfantis and
Papadopoula — Parus major). It is reasonable to assume that the singing of
the respective birds inspired composers to set these kratémata to music.
Studying the related compositions, as they have been documented in the
written tradition of the Byzantine and the post-Byzantine manuscripts un-
til their transcription from the pre-1814 old stenographic method notation,
we report certain observations that reinforce the initial hypothesis, as well
as some parallel remarks about the phenomenon of creation, establish-
ment, and spreading of this form.
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ATICTPAKT

BusauTmjcke kpaiiume, UWIMPOKO IO3HATE KAO epupem, MOTUIY IpU-
6mmxHo m3 XI-XII Beka Kao [ieo [pPyrux, OOMMHUjUX MYSUYKUX [efIa.
Mara rpyna o, 4eTUpu Kpaitiume Ha3BaHa je o nrunama (a/idwv — cnaByj,
TOTAUNG — TPCTEHAK, AVLUQAVTNG 1 Ttamadovla — Benuke cenniie). OcHo-
BaHO Ce MOXKe IIPeTIIOCTaBUTI a CY KOMIIO3UTOPY OM/IN HalaXHYTH IIe-
BameM ofpeheHNxX nTuIla Ipy KOMIIOHOBamY HOjeilUHUX kpaitiuma. IIpo-
y4aBajyhu cpopHe KOMIIO3MLiMje JOKYMEHTOBaHe y IMCAHO] TPamULIVjK
BU3AHTVjCKUX U IOCTBM3AHTUjCKIX PYKOIINCA [0 BUXOBE TPAHCKPUIILIVje
U3 cTape cTeHorpadcke HoTanyje, off npe 1814. rogyHe, MSHOCKMO HeKa
3ama)kama Koja MOyNUpYy MOYeTHY XUIIOTe3y, Kao U HeKe IapasesHe Ha-
IoMeHe 0 (heHOMEHY CTBapama, yTBphuBama U MMperha OBOr XaHpa.

KAYYHE PEYM: OTUIIE [IeBAYNIle, BU3AHTMjCKA MY3UKa, epupem, Kpamuma.

THE TERM KRATEMATA

The kratémata are a special form of Byzantine music. They are also known
as terirem, teretismoi, nenanismoi, etc, and their most obvious characteristic
is that they are not speech set to music. Since the ancient times and in the
Byzantine dictionaries, the term teretismos has referred to the imitation of a
melody without lyrics, performed either by instruments or by animals such as
cicada, grasshopper, cricket and various birds, and it has survived to this day
in folk songs (Apostolopoulos 2024, 177-183).

The music of kratémata is produced vocally, yet it is applied to meaningless
syllables like terirem, tiriti, tototo, nenena and so on, by cantors who chant
following the aesthetic rules of the Psaltikeé.

Etymologically, the word kratéma means “prolongation, long note, long
melody” (Anastasiou 2005, 68) and relates to the need to extend the duration
of religious rituals by using long-lasting melodies. The kratémata were formed
and established roughly in the eleventh-twelfth century as parts of greater
works, with the famous castrati (Byzantine eunuchs) playing a particular role
in their establishment (Anastasiou 2005, 97; Spyrakou 2008, 502-515). In their
first historical appearance, they are found as intervening melodies which define
the transition from one part to the other within the extended melismatic mu-
sical compositions. It is noteworthy that the form of terrenum has appeared in
the Persian tradition, in approximately the same period (Kalaitzidis 2013, 448).
Gradually they came to constitute autonomous compositions and their number
increased. The kratémata are integrated into the so-called kalophonia, that is, the
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melismatic, artistic, eponymous and learned version of the Byzantine music, and
they are considered one of the genres of the most eminent artistic value. Notably,
according to some, they were “genuine and pure music” (Stathis 1979, 116).

From a practical point of view, the kratémata serve to musically fill the
gaps during a ceremony, while the priests are occupied with rituals exclusively
performed by them, such as the preparation of the Sacred Gifts for the mys-
tery of the Divine Liturgy, the Holy Communion of the priests, or during
long vigils. From a morphological point of view, their placement within large
compositions served to clearly distinguish among different parts and highlight
the transitions.

However, ever since they first appeared, they have been raising theolog-
ical questions about the compatibility of their use in worship. In Orthodox
worship, the logos dominates, i.e. it is the highest function of a man, through
which he addresses God with praises, supplications or other prays. The
Byzantine music dubs the poetic speech which constitutes the hymnography.
The text should be heard at all times. According to the rules of Typikon, in wor-
ship, even when the kratémata are complete and entire works lasting even up
to twenty minutes, they never have their own place in the ceremonies; instead,
they always function as accompaniments to other musical texts intended to
be sung at celebrations. They lengthen the duration of these chanted texts,
and by artful melodic treatment, they apparently make them more pleasant to
the ears. The absence of speech in the kratémata, in the sense of a linguistic
message, and the presence of meaningless syllables (terire, nenena, etc.) raised
a debate centring on their compatibility with the Orthodox tradition.

The absence of speech in the kratémata gave the composer a greater de-
gree of freedom to use melodic phrases with elements of secular music. In oth-
er words, it was an open door to secular melodies which many people in the
Church were not willing to accept. There have been some who supported the
use of kratémata, including Saint Theophylactos Achridos (eleventh century),
who supported the teretistae, Saint Ioannis Koukouzelis (fourteenth century),
who composed 89 kratémata, and Nikolaos Malaxos (sixteenth century). Others
did not approve of them, such as the interpreter of the Sacred Canons Theodore
Valsamon, who disapproved of the teretismata (twelfth century), and Saint
Nicodemus of Athos (eighteenth century), who considered them “recent, unnecessary
pieces” and suggested that they should be replaced by repetitions of the text of
the Troparia, etc. (Anastasiou 2005, 105-119; Spyrakou, 2008, 514).

In an attempt to bridge this opposition, given that the absence of words
was in conflict with practical use, various theological and symbolic interpre-
tations were proposed, mainly arguing that the kratémata are associated with
certain symbolism. According to some of these interpretations, the terirem



150

MY3UKOAOTHJA / MUSICOLOGY 36 - 2024

stem from prayer words, such as the Latin words te regem [you, the king], or
the Greek térei roon [keep the flow], or even a mixture of Latin and Greek:
terei regem [keep the king]. Similarly, the Anane nenena etc., may originate
from the Greek Anax anes [king, forgive], from which comes the apéchéma
Ananes of the Byzantine musical parallaghi - solfege; the Tinini from ti tini
[what suits whom]; the Koum from Hebrew koum [get up], etc. (Vamvoudakis
1933, 353-361; Anastasiou 2005, 98-111).

Other interpretations invoke the symbolism of the “unspoken words”
heard by Apostle Paul or the language of the angels, which does not corre-
spond to any human language. Some still invoked David’s Psalms, in particu-
lar, the last three Psalms - 148, 149, and 150, called Ainoi [Praises] — where all
creation is asked to praise God. Thus, a language with meaningless syllables
can accurately express both the angels and the people, animals, and celes-
tial objects (sun, moon, and stars). In the latter case, the ancient Pythagorean
meets Platonic teachings on cosmogony and the “harmony of the heavenly
spheres,” the planets, and the stars. According to this theory, one can discov-
er mathematical and musical relationships in the movements of the planets,
however, there, one does not encounter human speech.

The establishment and extensive use of the kratémata happened during
the time (fourteenth century) when the movement of “hesychasm” flourished.
Silence and prayer with the “intentional speech” are a sign of spiritual per-
fection. The kratémata with the meaningless syllables can be considered a
reflection of the so-called “apophatic” theology in musical art (Peno 2006,
241-245). The value of inner communication with God is emphasized and si-
lence is elevated to the level of “mystery,” so the melodies do not need words
to be considered a prayer. The kratémata express the state in which the believer
experiences a new world in which the “unspoken verbs” are a new transcend-
ent reality (Peno 2018, 251).

Finally, in quite a charming interpretation of the origin of kratémata, it
is mentioned that they represented exactly those meaningless melodies with
which Virgin Mary lulled the Christ Child (Anastasiou 2005, 119).

Of course, the simplest interpretation of their origin is that terirem, ne-
nena, etc., are merely an imitation of the sounds of instruments, when one
vocally renders a melody without using words. It is noteworthy that one can
encounter dozens of such phonemes in every language (e.g. in Greek, there
are over 60 of them, see: Apostolopoulos 2024, 182), and unconsciously use
them in an attempt, for example, to reproduce the sound of a chord, using
the consonants t, r, n and I, which are closer to describing these sounds. The
corresponding technique in the Persian form, terenum, uses sequences such as
terela, yalele, tanini tanatiri and the like (Kalaitzidis 2012, 242). From this set
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of phonemes, the Psaltiki has adopted a small subset (see terirem, toto tororo
nenena tenterirem, etc.), in which the attempt to imitate a known sound from
the natural or man-made environment can sometimes be very obvious.

In any case, the kratémata were accepted and established in the Orthodox
worship tradition. Already in the fifteenth century, a book called Kratematarion
appeared, which included a collection of the kratémata (Anastasiou 2005, 198).
The kratémata that are anthologized in the kratémataria as autonomous com-
positions, that is, without including the kratémata that are placed in between
the parts of larger compositions as separators. From the fourteenth to the nine-
teenth century, they amounted to 465 — a number that could be increased with
the discovery of other unknown manuscripts (Anastasiou 2005, 392).

Apart from the kratémata named after the composer, the onymous tradi-
tion includes approximately seventy cases which are named in a special way,
after various sources of inspiration. Among others, there are about fifteen of
them named after musical instruments, e.g. Viola by Nikiforos Ethikos and
Koukouzelés, as well as Kinnyra, Psaltira, Simantiri, Sourlas by various com-
posers (Anastasiou 2005, 393-407).

Although the Orthodox tradition is strictly vocal and does not use instru-
ments, the connection with the Psalms of David is also evident here, since the
Praises in the Psalms are said to have been performed with drums and danc-
ing, with cymbals, trumpets, psalteries, guitars, strings, generally with instru-
ments, while the invitation ‘to all peoples’ to praise also justifies geographical
or national indications (persicon, frangicon, atzemicon, ismaeliticon, etc.). Of
course, names deriving from purely technical musical terms are also present
(e.g. Trochos, Kalofonikon, Pestrefi, Phthoricon, etc.), as well as references to
unnamed persons (Vasileos, Pimikiriou), or even names of vague reference
(Margaritis, Rodakinaton, Polemikon). This was a common Byzantine practice
which goes back to at least the mid-fourteenth century.

KRATEMATA AND ORNITHOMUSICOLOGY

A rather small group consisting of ten “named” kratémata bear bird
names. The aforementioned theological context of the Ainoi in relation to mu-
sical instruments, here acquires special weight for feathered animals. Song-
birds, however, have the added advantage of being gifted with the extraordi-
nary natural ability to produce certain sounds reminiscent of music and song.

The songbirds have always been a cross-cultural source of inspiration and
a primordial musical model provided by nature itself. There are about 8,700
species of birds and about half of them are classified as ‘songbirds.” Of these,
200-300 have the ability to produce a variety of acoustic signals which could be
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characterized as ‘song’ (Méche, 1983). Some of the most common and popular
songbirds, at least in Greek literature and musical tradition, are listed below:

Blackbird (in Greek: kotsifas, Turdus merula)

Ghalandra lark (in Greek: ghaliantra, Melanocorypha calandra)

Canary (in Greek: kanarini, Serinus canaria)

Common chaffinch (in Greek: spinos, Fringilla coelebs)

Cuckoo (in Greek: koukos, Cuculus canorus)

Eurasian collared dove (in Greek: dhekaochoura, Streptopelia decaocto)
European reed warbler (in Greek: potamidha, Acrocephalus scirpaceus)
European scops owl (in Greek: gionis, Otus scops)

Goldfinch (in Greek: kardherina, Carduelis carduelis)

Great tit (in Greek: papaditsa or kalogheros, Parus major)

Hoopoe (in Greek: tsalapetinos, Upupa epops)

Mistle thrush, throstle (in Greek: tsichla, Turdus philomelos)

Nightingale (in Greek: aédhoni, Luscinia megarhynchos)

Oriole (in Greek: floros, Carduelis chloris)

Owl (in Greek: koukouvaghia, Athene noctua)

Robin redbreast (in Greek: kokkinolemis or kaloghianos, Erithacus rubecula)
Rock partridge (in Greek: petroperdhika, Alectoris graeca)

Skylark (in Greek: korydhallos, Alauda arvensis)

Swallow, red-rumped swallow (in Greek: chelidhoni, miltochelidhono
Hirundo daurica)

Turtledove (in Greek: tryghoni, Streptopelia turtur)

Wagtail (in Greek: sousouradha, leukosoysouradha, Motacilla alba)
Starling (in Greek: psaroni or karaveli, sturnus vulgaris)

European serin (in Greek: ska(r)thi, Serinus serinus)

Jay bird (in Greek: kissa, Garrulus glandarius)

Woodpecker (in Greek: dhryokolaptis, tsiglitara, Picus major or Dendrocopos
medius)

Common linnet (in Greek: faneto, Carduelis cannabina)

Corn crake (in Greek: ortyki, Crex crex)

Eurasian golden oriole (in Greek: sykofaghos, Oriolus oriolus)

Since the topic is connected to music, the following questions have been
raised: How are the sound and musical phrases of birds being produced? How did
this emerge from the evolutionary standpoint? What is the biological role of bird
song? If it is a language, does their song contain a coded message? Do birds know
music? Did the birdsong influence humans to create music? How did the humans
imitate the song of birds with musical instruments in specific musical works?

The birdsong has been the object of study in many scientific fields, in-
cluding musicology. Its more specialized branches, such as biomusicology,
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zoomusicology, and ornithomusicology, as well as broader branches, such
as music acoustics, or even cognitive neuroscience, evolutionary neurology,
almost all the branches of linguistics (phonetics, phonology, morphology,
syntax, semantics), informatics, etc., can demonstrate a substantial amount of
relevant research on the subject.

Songbirds have been a beloved theme in poetry and musical composi-
tion since ancient Greece. In Aristophanes’s chorica (i.e. the musical parts
of the comedy), we encounter verses that refer to imitations of bird voices.
In learned texts, anonymous folk songs, as well as numerous, more recent
popular or artistic songs, we find literary references, images, similes, meta-
phors and sometimes melodic imitations of specific birds and their song. In
Psaltic hymnography, a special treatment is observed in the musical setting
of words that refer to birds, in accordance with the technique of ‘composing
after meaning.’

There are a few dozen musical compositions named after birds (e.g. La
symphonie des oiseaux) in many pieces of either learned or anonymous pop-
ular traditional music. Sometimes musical instruments, such as the violin,
can imitate the chirping of birds. The similes of someone singing or chant-
ing ‘like a nightingale,” or having a voice like a ‘sweet canary, are very com-
mon in many traditions. There is also a Greek school song, which mentions
a child asking the chaffinch (a songbird), which is his teacher, to teach him
the Psaltic solemnization D(h)I, G(h)A, VOU, PA! Even in ecclesiastical tra-
dition, we know of the adjective kallikelados used for a certain Saint Ménas
who was apparently a chanter. In David’s Psalms, there is a verse that ex-
horts all beings to praise the Creator, including the birds, “Praise him [...]
feathered birds.”

The case of the kratémata named after birds is another striking element
that connects birdsong with the art of musical composition and the attempt to
record the melodic phrases of certain birds.

THE NAMES OF THE KRATEMATA AND THE BIRDS

At least three birds have given their names to the ten kratémata. A plau-
sible interpretation would be that the songs of particular birds and the imita-
tions of their twitter inspired the composers to set the corresponding kratéma
to music, as we assume that a similar thing happened with the special sounds
of certain musical instruments.

By studying the relevant compositions that were preserved in the written
tradition of the Byzantine and post-Byzantine manuscripts until their exégesis
(transcription with analysis) using the old stenographic notation method, one
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can make certain observations that amplify the original hypothesis, as well as
some relevant observations regarding the whole phenomenon of the creation,
establishment and dissemination of this form.

The kratémata named after birds include: The Aédhon or the Aédhonaton,
the Potamis, the Anyfantis and the Papadopoula or the Papadopoulon.

The name Aédhon makes an instant reference to the nightingale, the queen
of the songbirds, and there are at least six compositions named Aédhon or
Aédhonaton, signed by:

1. To. Koukouzelis (fourteenth century), Echos A’ Plagal (Anastasiou 2005, 270).

2. Xenos Koronis (fourteenth century), Echos B’ (Anastasiou 2005, 283).

3. Xenos Koronis (fourteenth century), Echos A’ Plagal (Anastasiou 2005, 288).

4. Xenos Koronis (fourteenth century), Echos A’ Plagal (other kratéma,
Anastasiou 2005, 288 see Figures 1a and 1b).

5. Manouél. Chrysafis (fifteenth century), Echos D’ Plagal (Anastasiou 2005, 327).

6. Benediktos Episkopoulos (sixteenth century), Echos B’ (Anastasiou 205, 336).

Three kratémata bear the name Potamis. Their composers are:

7. lo. Lascaris (fourteenth century), Echos B’ (Anastasiou 2005, 312, see Figure 2).
8.D. Ntamias (seventeenth century), Echos B’ (Anastasiou 2005, 341).
9. Kosmas Varanis (seventeenth century), Echos B’ (Anastasiou 2005, 348).

Potamis was a translation for the term Suzinak, chosen by Keltzanidis
(1881, 164), citing a reference to Filoxenis (1868, 16). As a Macam, Suzinac
belongs to the D Plagal Echos, however, the Phthora of Echos B’ connects it
strongly to the Byzantine kratéma in Echos B’. Following S. Karas, Lascaris’s
Potamis implies the nightingale, since potamis is the name for this bird in
Crete, one of the places where Ioannis Lascaris used to live (Karas 1992, 61).

Finally, Anyfantis is the tenth kratéma by Koukouzelis (fourteenth centu-
ry, Echos B’ Plagal; Anastasiou 2005, 272; see Figure 3). The name Anyfantis
could refer to the rhythmic sound made by a big wooden loom while weav-
ing. Nonetheless, in Greek bird-fauna, one finds a songbird from the Parides
family (Parus major) known as anyfantou (female weaver), a name probably
stemming from the interpretation of its song, as this particular bird family
does not weave nests. It is far likelier that a recursive song pattern resembled
the sound made by the loom.

To our knowledge, so far, the kratéma Papadopoula by loannis Koukouzelis
(fourteenth century), Echos D’ Plagal, has never been connected to birds.
In manuscripts it is also found as to Papadopoulon or to Papadopoulo
(Anastasiou 2005, 523; see Figure 4). The first connection to make would be to
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the surname Papadopoulos, under which the composer Ioannis Papadopoulos
or Koukouzelis is known. Nevertheless, the distance between this and the term
Papadopoula, a female noun indeed, or even the neuter noun Papadopoulon
(in the Byzantine era, a young priest who usually rings the bells) forces us
to seek another interpretation. The association with the name of a large and
widespread songbird family, the papaditses or kalogeri or kalogeraki [monks],
which belong to Parus major, like the mentioned anyfantou, is a hypothesis
with a considerable possibility of being verified, therefore, the Papadopoula
will be included as the eleventh kratéma named after a bird.

THE SET-TO-MUSIC MEANINGLESS SYLLABLES

After the names, at the next stage of the process of connecting the
kratéemata to birds, what can serve as a source of information is the set-to-
music meaningless syllables. Terirem, nenena, etc., are syllables that primarily
imitate the sound of musical instruments, as it would be the case if one was
asked to sing a melody without using any words - they would probably use
syllables like nananana tam tarararara. The dominance of the consonants ¢,
n and r indicates the exact same source that gave us the famous terirems. By
writing down the syllables used for the kratémata, one ascertains that some of
them reflect the sound made by specific objects. For instance, one finds sylla-
bles like tin tin ento ten etc. in kratémata called Kambana [bell], or toto tororo
in kratémata named Troumpeta [trumpet]. A very common version in several
kratémata are the syllable sequences tiriri, ti ti ti, te te te and erire. All of them
match birdsong sounds - especially those made by the papaditsa (Parus major,
Parus ater, etc.) - and remind us of onomatopoetic names of these bird species.
The sound titi, ti tsi, ti ti tsi etc. is often used to depict their twitter. In English,
the papaditsa is known as the tit.

The verb nimifilw [to twitter], and the voices tio tio and tititi are found in
Aristophanes’ comedy Aves [Birds]: “Oca 1’ €v Aokt Oapda POAoV dp@LTiTTL-
BiCed” DSe Aemtov dopéva wva [...] ToToToTIoTIOTIOTIOTIO [birds, you who
tweet around the lumps of the earth with a thin sweet voice [...] tiotio tiotio
tiotio tiotioo]” (2024, 234); also: “Tt tu tt T Tt Tt Tt [...] Tivae Adyov [...] [what [...]
what [...] what [...] words?]” (2024, 314-315). This is a sound imitation of the
word ti [what]. The verb titizo/iti{w [to tweet] is found in Aristonicos (first
century BC): “Katd @vowv yap ¢Beyyopevol ot veooooi TitiCovowy [by nature,
when chicks vocalize, they tweet]” (2014, 2.314.3). Eustathios (twelfth century)
also notes: “Znueiwoat 8¢ 611 €k Tod TITiCerv TiTI KT ATAov Aloviotov (206
at. w.X.), ppaxv opviBiov [noted that from the chirping ti ti ti, according to
Aelius Dionysius, a small bird has the name titis]” (2024, 1.349.6).
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In modern Greek, two local names for papaditsa: tetetzia and tetentis, in-
clude the crucial syllable sequence te-te. In addition to titi, the sound currr is
also close to terrr of the terirems. In Macedonia and in the region of Edessa,
the name for papaditsa combines both sounds: tsitsigarka.

A final observation would be that, among the syllables in many kratémata
names other than those that bear a bird name, one also notices the syllables
kum kum kum and ke ke ke. It is of particular interest that, especially in older
manuscripts (before the seventeenth century), the kum syllables are written as
ku ku ku and ke ke ke (see Figure 5). Presumably, there is yet another interpre-
tation, but the similarity to the voices of the cuckoo or galliform birds is too
great to be overlooked.

TRACKING OF MELODIC PATTERNS

In kratémata that bear a characteristic name, it is expected that one
can detect the patterns which have inspired the naming. Among the known
kratemata with bird names, one observes the dominance of B” or B’ Plagal
Echos, as only three are in A’ Plagal and one in D’ Plagal, which easily alter-
nates with the B’ Echos (cf. Potamis — Suzinak makam). The central melodic
pattern of Echos B’ as either Kyrios or Mesos or sometimes Plagal is Neanes,
an apéchéma with a range of a minor soft diatonic third.

In Lascaris’s Potamis (Karakatsanis 2000, A 250) in B’ Mesos Echos, the
thirds D(h)I - VOU, D(h)I - ZO’ are dominant, while the limited range of the
work restricts movements with great leaps.

In Anyfantis by Koukouzelis and in the transcription by Chourmouzios,
the downward leap of the two voices with the sign elaphron appears to be
impressively frequent, with 104 appearances on 10 pages of the printed edition
(Karakatsanis 2007, B 43). Many of these movements are in minor thirds of
B’ Plagal, as, for example, VOU - NE, PA - ZO, KE - G(h)A (Eb - C,D - H,
a — F#). Moreover, the pentachord below the Basis PA (D) is used extensively.
One comes across thirds many times in bird tweets and songs, as, for instance,
in the well-known Koukos [cuckoo], as D(h)I - VOU, D(h)I - VOU (G - E), as
well as in several variations of the almost forty phrases of Papaditsa, as VOU
- DM)I (E - G), as NE - KE (c - A), etc.

In Papadopoula in D’ Plagal by Koukouzelis (Karakatsanis 2007, B 346),
what is outstanding are the frequent leaps in wide ranges, thirds, fourths, fifths,
octaves, together with extensive use of the tetrachord below the basis NE (see
Figures 6 and 7). These phrases simulate birdsong patterns which are more com-
plex than the easily recognisable thirds. Such patterns are primarily detected
in the songs of the prototypical songbirds (nightingales, canaries, goldfinches),
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however, papaditses also demonstrate a substantial variety of phrases. The most
striking fact that provides conclusive evidence for our hypothesis, which is also
portrayed visually via the notation of the Psaltiké, are the repetitions of short
patterns of two or three notes not as upward or downward pallilogies, but as
movements around the same root note, which would otherwise, especially for a
modal music system such as Psaltiké, seem too monotonous.

These patterns constitute only the core of the music phrase, the initial idea
of composition. The composer, after having apposed them as many times as nec-
essary, elaborates the composition with variations and analyses. Although the
notation of the manuscripts is stenographic, while the so-called exégesis has ana-
lysed the patterns of the Old Notation, it takes little effort to see the correspond-
ence. Even the non-analysed - explained version is a self-evident sound event
for the Byzantines as well, via a mechanism called metrophonia. The similarity
to sounds made by certain birds that, in particular, belong to the Parides family
is striking and significant, and, since the Byzantine parasemantike is actually a
neumatic notation with description of the movements, sometimes the musical
text looks like a frequency graph (Slater 2000, 49-65; see Figure 8).

The extensive use of such a pattern, especially in the beginning of the krate-
ma by Koukouzelis called Monopnous [the one who chants with one breath],
again in B’ Plagal (Karakatsanis 2007, B104), makes us wonder whether this
name belongs to some unknown bird whose twitter is not interrupted by pauses
so that it would sound like a stop to take a breath. This allows the addition of
one more as the twelfth kratéma named after birds in the relevant list.

EPILOGUE

To locate the first recording of bird sounds in notation in Western European
music sources, one has to go back to the seventeenth century. With the excep-
tion of a sample from the thirteenth century, where in an English song called
Sumer Is Icumen In, there is a short imitation of the cuckoo in notation
(Wikipedia 2024; see Jensen 1985, 50), many maintain that the first transcription of
musical phrases of birds was made by Athanasius Kircher in the first volume
of his Musurgia Universalis (1650, 30-31). A famous relevant image (Figure 9)
displays a rooster, a chicken, a cuckoo, and a quail singing melodies that he then
paints in a pentagram, while a parrot says chaire in Greek [cheers, hail].

However, three centuries earlier, the Byzantine composers emerged as pi-
oneers, as they not only imitated musical phrases of some of the most char-
acteristic birds, but also named the entire compositions after certain birds.

Based on what has been noted earlier about kratémata named after instru-
ments, it does not come as a surprise that the birdsongs function as a special,
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natural (in the sense that it is not constructed by humans) musical instrument.
The small group of ten or twelve kratémata named after birds is therefore
naturally connected to the respective group of the kratémata named after in-
struments. The songbirds on the level of symbolic use in the church music
are a popular source of inspiration for another reason. They remind us of the
angels, the other ‘winged’ creatures, assigned the task of chanting to God. The
new branch of ornithomusicology should delve into the ancient Greek texts
and the Byzantine dictionaries to discover the first attempts at depicting the
voices of various birds and animals phonetically in writing. Apart from these,
the Byzantine fourteenth-century psaltic kratémata probably include the older
document with extended written music phrases sung by birds.
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Figure 1a. The Aédhon of Koronis. Ms. Iviron 1080, f 23v.

Figure 1b. The Aédhonaton of Koronis (Ms. Iviron 1080, f 74r).
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Figure 2. The Potamis of Laskaris (Ms. Iviron 1288, f 52v).

Figure 3. The Anyfantis of Koukouzelis (NLG 2406, { 372r).
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Figure 4. The Papadopoula (NLG 2458, f 192r; NLG 2406,
£ 306r; Ms. Iviron 1288, f 7v).
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Figure 5. The syllables ku ku in kratémata (NLG 2458 f 192v,
NLG 2406 f 306r and Iviron 1080 f 74v).

Figures 6 and 7. Leaps in the fourths and the fifths.
Selection of frasses by the author.
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Figure 8. The monotonous monopnous (Ms. Iviron 1288 f 45v;
Slater 2000, 49; Karakatsanis 2007, B104).

Figure 9. Five songbirds (Kircher 1650: 30-31).
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TomMAC ATTOCTOAOITYAOC

IITULE MEBAYUILIE KAO HNHCIIMPALTUJA
3A BUBAHTUJCKE KPATHUME

(PE3UME)

Kpaiiume cy noce6ban o6/MK BU3aHTUjCKe MY3MKe y KOjeM je Me/opuja
pasBMjaHa IpeMa TeKCTy 3aCHOBAHOM Ha C/IOroBuMa 6e3 3Hauema. JolI off BU-
3aHTMjCKe epe T03HATe Cy Kpaliume Koje Cy Ha3BaHe 1o ofipehennm Bpcrama
nTuia. Y pagy HoaasyMo Off XUIIOTe3e fla Cy KOMIIO3UTOPY OM/IM HaJaXHYTU
neBameM ofpeheHNX nTuIa Ipy KOMIIOHOBAWY IIOjeiINHNX Kpaiiuma. To je
Oula MHOBATMBHA TeXHMKA KOja je IONpIHeNIa O3ty yIIela BU3aHTHjCKe
mysuke paHor XIV Beka.

Pap ce 6aBu kpailiumama Ha OCHOBY BU3AHTUjCKMX MY3MYKIUX PYKOIMCA
U IbVIXOBYX TPAHCKPUIILINja — ,TyMademha y aHATUTUIKOM HEYMCKOM IIVCMY.
Vpentuduxyjy ce o6paciy Kojyu OfroBapajy cBOjeBpCHUM ,My3UYKUM Qpa-
3aMa IITUYjer NeBama. AHaIM3MPaAHO je JeceT KpaTuMa HalleBa. Y pajly ce Ha-
BOJM fia OV KpaTuMy ,Be/uKy cenuny” [Parus major], a Mmoryhe u ,,MOHOTOHY
weBy” [Mirafra passerina] Tpe6ano HpUK/BYYNTY O3HATOj MUCTYU KpaTuMa
KOje MMMUTHPAjy NTUYjK 110j. AHa/MM3a JOIPUHOCU HOBOj 00/IaCTU OPHUTOMY-
3MKOJIOTHje, KOja HY/IM MHOBATWBAH IIOIVIE], Ha BU3AHTUjCKY MY3UKY, POKYCH-
pajyhm ce Ha HajcTapuje mo3HaTe MysMuKe KOMIIO3UIIyje, HAjIIpe Ha OHe Koje
VMUTHPAjy NITUYje TeBakbe.
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and secular music was postponed indefinitely. This was significantly contrib-
uted to by the activities of the Council for the Implementation of Decisions
on the Holy Liturgy, professional church musicians, and their interaction.
Insights into the process of preparation, Council’s decision-making, and
implementation of the decisions in practice justified the need for an inter-
disciplinary approach in examining church music.

KEeyworbps: Second Vatican Council, Roman Catholic church music, Consil-
ium ad exsequendam Constitutionem de Sacra Liturgia, interdisciplinarity.

ATICTPAKT

Crynnja ucTpakyje UCTOPUjCKM, OPYUITBEHU, KYJATYPHU U aHTPOIIONO-
IIKJ aCIEeKT PUMOKATONMIYKe 6orocmyxb6eHe MysuKe TOKoM JIpyror BaTn-
KaHcKor KoHumma. ITo sarBapamwy Koniuna, yrephusame rpanuie nsmehy
CaKpajlHe I CeKy/TapHe My3JKe OfITIOXeHO je Ha Heonpeheno Bpeme. OBoMe
je 3Ha4ajHO JonpuHesna fenatHocT KoHsunujyma 3a cuposobeme ofmyka
o Ceroj muTypruju, npodecnoHaTHNX I[PKBEHNX MY3U4apa, Kao U mbi-
xoBa MebhycoOHa nHTepakuMja. YBUAK y IIpoLeC KOjU Ce OBMja0 TOKOM
IpUIIpeMe, JOHOLIEHha KOHIMICKMX OAIyKa, ¥ BUXOBOT ClipoBobhema y
IIPAKCH, ONPaBJaIy Cy MOTPeOy MHTepAUCIUIUIMHAPHOT IPUCTYIIA Y pa-
3MaTpamby LPKBEHE MYy3HKe.

Kany4uHE PEYM: JIpyry BaTMKAaHCKM KOHIWII, PUMOKATO/NMNYKa 6orociy-
OeHa My3VKa, KOH3UINjYM, NHTEePAVCIVUIIINHAPHOCT.

YBOA

Buurecnojua ¢pyHKIIMja My3uKe Y pUMOKATOMNYKOj 0OpeHOj IIPaKcu U pa-
37IMYNTA TyMadera BbeHOT CMUCIIA, AejCTBA, Y/Iore, Kao 1 (He)IOoJoOHNX >KaH-
POBa, BpPCTa KOMIIO3M1IMja, HAYMHA VIHTepIIpeTalyja ¥ I'PaHNIA CTBAPAIAuKOr
ZiejcTBa KOMIIO3UTOpA 1 M3Bohava, 6uie cy TeMe Koje Cy MHUIMPaie HEKOMUKe
TaTcKe eHIMK/IVKe U Y Be3) ca KOjuMa Cy ce pacIpaBe BOAU/IE Y OKBUPY /iBa
KpynHa porabaja y samagHoxpuirhanckoj ucropuju: Tpupgentckor' u Ipyror

1 Tpupenrtcku cabop je, ¢ IpeKUaANMa, TPajao OCAMHAECT TOAMHA, TauHuje o 1545. no 1563.
ropyHe. Y cKjIomy 3acefamd y TpUeHTy, Ha KojiMa Cy JiBe ITJaBHe TeMe Ojle IIojaBa IpoTe-
CTaHTM3Ma 1 0OHOBA Bepe, pasMaTpaHu Cy U Tafia aKTYeJIHU IUTYprujckn mpobiemu. ITokper
pedopmaryje ¥ OIIITe HETIOBO/bHE OKOTHOCTY (He0OPa30BaHOCT U CyjeBepje Y HeKMM PefloBIMA
PMMOKATO/IMYKOT K/IMPA, IbUX0BA IOIIOKHOCT YIUIMBYIMA JTIOKa/THUX TpajiuLyja v obudaja u ap.)
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BECHA CAPAIIEHO, CAIbA CTEBAHOBUR
CTATYC PUMOKATOAMYKE EOTOCAY>XXBEHE MY3HKE
YIIPOLIECY APYT'OI' BATUKAHCKOI' KOHLIMAA

BaTMKAaHCKOT KoHIMMA.> bynyhu ma cy 6unm casBanHu ¢ umbeM pasMaTpama
Taga aKTYeTHUX NOTMATCKUX, €K/IVICMOTOIIKNX 1 }I]/ITYPFI/IjCKI/IX HpO6HeMa, Kao
1 MeXaHM3aMa y IPUMeHN OfIyKa Y CaMoj IIPaKCH, OBV KOHIIM/IN CY IPUMapHO,
KaKO y IPOILIIOCTH, TaKO U JJAHAC, Y/IasWIN Y 0030p PasIMINTUAX TEOTOUIKIX
aHa/nM3a U JUCKypca.

CarnefjaBame €HIIMKINjCKUX U KOHIMICKUX pelllerha, a HapounuTo JIpy-
ror BarukaHnyMa, JOIPUHOCH yjelHO KOMIIETHjO] My3MKOJIOUIKOj BU3YypU
craTyca Mysuke y mupe cxsahenom xpuurhaHCcKoM KOHTEKCTY U, KOHKPETHO,
TEeHJIeHI[MjaMa y IeHOM Pa3Bojy, OJHOCHO MOKYIIajuMa pedpopMe y HOBMjeM
no6y. VMako 6u ce onpaBZaHO MOIJIO IPETIIOCTABUTY Jja CY MHTEPAUCLIN-
IUIMHAPHY MY3MKOJIOUIKO-TUTYPrujcky yBuan Beh obesbehenu y HayuHOj
JIUTEpPATypHU, CUTYyalllja je 3alpaBo cacBuM Apyrauuja. IIpouec y xojem cy
ce Kpempase KOHIIMICKe OJJTyKe Y Be3u ¢ 0OpeTHOM MY3MKOM OCTao je He-
TPAHCIIAPEHTHO NPeJICTaB/beH, a KOHKpeTHM jorabaju y atMmocdepn Hamero-
CTM, KOjM Cy IPAaTU/IN BUXOBO CIPOBODHeme HEMOCPETHO Ipef| 3aK/byuerhe
Opyror Barukanyma, jaBHOCTM HUCY HM IpeJOYeHM; YIPAaBO CYIpPOTHO,
6unu cy obasujenn hyramem. llIType napopmanmje o Tome Kako Cy Te-
KJIe IVMCKycHje Y Be3u ¢ pepopMOM OOTOCTYKemha U My3UKOM Koja Y HbeMy
uma ofpebheny ynory npys>kanu cy IoHajBuIle HOBUHCKM M3BEIITAj, JOK CY
CTpy4He pacIIpaBe O CIIOPHUM IUTABMMa OCTaje CKpajHyTe U3 BULOKPYTa
3anHTepecoBaHux (Proietti 2023, 4).

IPOBOLVIPasie Cy TeKIbY Ka YHI(DHUKOBambY 60rocmys>kbeHor o6pefa, Koja ce KOHKPETHO MCIIO/bH-
na y ¢opmu KoHUMICKe ofpende. OTyna, HajsHAYajHMjU pe3ynTaT TPUIEHTCKOT KOHINIA Y Be3)
¢ 60roc/Iy)x6€HOM IIPaKCOM U MY3UKOM Y Fb€HOM CKJIOITy 610 je T3B. TPUAEHTCKM MICall, TO3HAT
u nop HazuBoM Mucai ITuja V [Misaale Romanum ex decreto ss. Consilii Tridentini restitutum,
Pii V. Pont. Mac. iussu editum], xoju je ycranos/beH u o3Bannder 1570. rogyue. IIporucy Tpn-
IEHTCKOT MUcaja OWIn Cy AeTa/bHI, M3HNMKIN U3 INTYPIUjCKUX M € TUUKMX [MTaba Koja Cy 3ay-
3MMaJia LIeHTPaJHO MeCTO y KOHLWICKMM paclipaBaMa 1 CTporo cy oppehusanu kako ce obpen
Tpeba BPIINTH, LITO je TeK CeKyHIAapHO YTHUIATIO Ha CTBAPHY My3MUKY Ipakcy. OBakaB KOpak y
mpasiy (opMarypama pUMOKATOMYKe 0OpefjHe Ipakce YIpaBo je 610 mpeTxopHuia JIpyror
Barukanyma, Ha kojeM he pehopma 6orocmyxema, a ¢ bOM U CTATyC My3UKe, IIOCTATH jefiHa Off
LIEHTpa/IHYX TeMa. Vmak, BaxHo je ucTahnu a moHomemwe TpypeHTCKOr Mucana Huje 6110 mc-
K/bY4MBO ¥ ONHOCY Ha Apyre obpefie mpakxce, Te Aa je TpIIeHTCKI KOHIINI YBaXKIO U OHe MICasie
KOjU Cy MMajIM I0Ka3aH KOHTMHYMTET y Tpajarby Off iBeCTa M BUIle rofuHa. Bumm y: Buckley
1851, 148; Jungmann 1951, 135-137; Adam 1993, 97; Bertoglio 2017, 382; Rostirolla 2013.

2 Ilpunpema2l.yHusy KOHIWIA IPBM ITy T HajaB/beHa je 1959. ronuHe, Kaja je y KA Ty/IapHoj
caimu MaHacTupa Csetor Ilasa mamna Josan Ilasne XXIII momenyo ¢ HEKOMMIIMHOM ITPUCY THUX
KapfiMHa/Ia HaMepy O casyBamby ABOCTPYKOr cnabba: Cunopa 3a [lujenesy Puma n Exymenckor
KOHILIWIA 3a YHuBep3anny npky (Ioannes Pp. XXIII. 1959a, 69; Proietti 2023, 86). Hexomiko
Mecell KacHMje PMMCKM IIOHTH]eKC 06paTmo ce XpumhaHCKOj jaBHOCTM IyTeM pPafiyio-
-yK/bydemba, mo3uBajyhn je a yMHOXHU cBoje MonuTBe Boropopui 3a mpepcrojehyt KoHIm
CBpPXY HeroBor casuBama (loannes Pp. XXIII 1959b, 315-316). Konuu je y 1enmuu Tpajao Tpu
ropuHe, of 1962. o 1965. 1 meros rmaBHK b 61171a je pedopma 6orocmyxera.
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OBa cTyfuja oTya nMa 3a CBpXy IOCTaB/balbe OCHOBA C Kojer 6u Oymyha
yHnopejHa IpoydyaBalka TeHAEHIMja U I0jaBa Yy HOBMjUM IpaBOC/TaBHUM
HOjayKMM TpajuliMjaMa I, C ApyTe CTPaHe, PUMOKATOMNYKe My3UKe y Le/INHI,
MOT/Ia TIOKa3aTy HUXOBE Pas3/nKe ¥ CIMIHOCTI, KA0 ¥ CIenUIHOCTY UCTO-
PUjCKUX, OPYIITBEHNX, Ky/ITyPHUX U aHTPOIONOIIKMX aclleKaTa y lIUXOBOM
pasBojy. Kao momasHa Tauka mociy»uo je Mocaefbu Y HU3y KOHIIUII Y KOjeM
CY Y USBECHOM CTeIIeHY IIOMEHYTe IePCIeKTUBe O1Ie TIOf MaXKbOM PUMCKIX
npenara. OCBPTOM Ha IpBe HaroBelITaje ¥ MOKyIIaje peopMe pUMOKATOMN-
YKOT 6OTOCITy>Kema, LITO je YjeHO IO pasyMeBalo ¥ PeBU3MOHNCTIYKA Ha-
CTojama y JOMeHYy oOpefiHe My3UKe, aHa/I13a IPETIPUIIPEMHE U IPUIIPEMHe
¢ase [Ipyror BarukaHyma U 1eroBux KOHKPETHUX pe3yaTara, npyxnhe ysup
Yy TO Ha KOjJ Ha4MH Cy PasHONMKM MEHTAJIUTETN § OKBUPY PUMOKATONINYKE
3ajeflHMIe OMVDKe OfpefVIN U MO3UIMOHMPAIN 3BYK KOjJ IIPaTH MOTUTBEHA
cabpama WbeHUX YIaHOBaA.

HOKYIJ_IA_]I/I AUTYPIUJCKE 1 MY3HUYKE PEOOPME
ITPE APYI'OI’ BATHMKAHCKOTI KOHITMAA

Cratyc cakpanHe My3uke y nepuopy JJpyror Batukanyma 6uo je, npe-
Ma pedynMa MOjeVHUX UTATNjaHCKUX CTPYUbaKa, yTeMe/beH y JTUTYPrujcKoj
00HOBU Koja je ormouena jour y XIX cronehy.” Taga ce, HauMe, y OKBUPY
HeOIleIM/IMjAHCKOT IoKpeTa Y PpaHIIYCKOj, KOjU je IPeABOANO OeHeANKTI-
Hay u3 onaruje Conem [Solesmes], IIpocmep I'epanske [Prosper Guéranger]

3 Osa undopmanuja norekna je o Anbepra MemoHuja, eMIHEHTHOT CTPydibaKa y 061acTu
JIpyror BaTMKaHCKOT KOHIWIA, ¢ KojuM je Cama CreBaHoBuh Bopmia pasrosop 10. HoBeM6pa
2023. ropute. ITpeMa WeroBuM pednma, MUTYPrujcka 06HOBaA ce Y JOMEHY caKpaaHe My3MKe
MCIIO/bYIA KAO HOBpAaTaK APEBHUM HaIleBYMa IPEropMjaHCKoOr Kopaia, 36or dera 6u peopmy
CaKpasHe My3HKe Y KOHTeKCTY TUTyprujcke o6HoBe u JIpyror Barukanyma tpebao carmefatn
y Besu ¢ ocHOBHMM upejama IIpocnepa Tepankea n (Heo)LeluujaHCKor MoKpera. Bumm u y:
Melloni 2004. 13 oricexxue 6uorpaduje mpodecopa MenoHuja 13gBajaMo HEKOIMKO MOATAKA:
yjaH je Accademia Nazionale dei Lincei, peoBuu ipogecop Ha Katenpu 3a ucropujy xpuurhas-
CTBa Ha YHMBep3ureTy y Mopenn, cekperap ®onganuje Jopan XXIII 3a penurujcke crynmje ¢
6ubMIoTeKaMa ¥ CTPaXMBAYKUM IieHTpuMa y bonomu, ITamepmy i Beneruju, rmaBHI HayIHN
caBeTHUK EBporcke komucuje. O6apba GyHKIN)jY Ha YHECKOBOj KaTef[py 3a PeIUIMjCKU IITy-
panusam u Mup Ha YHuBep3uteTy y Pumy, Koopaunarop je EBporcke ncrpakupauke nudpa-
cTpykrype 3a penurnjcke crypuje RESILIENCE. OcuuBad je equimja ,,Politics and Holy See in
the 20th Century” (Il Mulino, Bologna), ,,Christianity and History” (Lit, Miinster), ,Christianity
in History” (Brill). [enao je m xao IaBHM ypeSHUK HETOTOMHe ITybmmkanmje ,Storia del
Concilio Vaticano II”, koopauHmpao n3gama MMYHNX SHeBHMKa mane Jopana XXIII, npupenno
IBOTOMHO m3patbe ,Cristiani d’Italia”. TpeHYTHO je IIABHM Ype[HMK KPUTUYKOT M3Hama [O-
KyMeHaTa BelMKUX LIPKBeHux cabopa y cepuju ,Conciliorum oecumenicorum generaliumque
decreta”.
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(1805-1875), ucnopuna moTpeba 3a peBUTANTN30BAKEM IPErOPHjAHCKOT KOopa-
7, y CKJIOIy mupe peopMaTopcke akijuje Koja je IpONCTeK/Ia U3 HadelHe
ujeje MoBpaTKa JIUTYPTUjCKMM U3BOPUMA U CXBaTamby LPKBE Kao caspuierol
gpywiniea [societas perfecta]. Tpebaio je ja 06HOBa OKaXxe ,y HMBEP3ATHOCT
U ,4MCTOTY PUMCKe JIUTYPrUjcKe TPaayILyje y LeMHMN, Te Aa KOJ CBUX IIPU-
HaJHIKA PYMOKATONNYKE BePONUCIIOBECTI OCBECTY HIUXOB 3aje[[HUYKY NEH-
TUTET. Y JoMeHy 6orocnyxkb6eHe MysuKe, Iak, pedopma je 6uma MHULIMPaHA
yBepemeM Jia Cy yIIpaBO MY3UYKM eleMeHTH y Hajsehoj Mepu monpuHenn Ha-
pyllaBamy, TauyHMje TYyOUTKY MONUTBEHe aTMOCcdepe Y IeHTPaTHUM 00peay-
ma: JIutypruju yacoBa — yacocnoy [Liturgia horarum - Officium Divinum]
u pumckoj mucu (O’Malley 2018, 74). Vickazann cTaB 610 je yTeMe/beH Ha
YMEBeHNIN fIa Cy T0jefiTHe IOKATHe My3U4Ke TpajuIije, Y3 N3BOPHE I'Pero-
PMjaHCKe HalleBe, TOKOM JIy>KeT MCTOPUjCKOT KOHTMHYYMa JIalaHO OCBajajie
IIPOCTOP XPaMOBa, Te fIa Cy 3a001JIe paBHOIIPABHY U JIETUTUMHY NO3ULIN]Y
y 60rocimy>xemrMa, IOCTABIIN HIIXOB UHTEIPATHA Jeo. [epaHiKe je, CXOTHO
3aTe4eHOM CTalby, IIOKPEHYO CTYAVjCKM IOAYXBAT y 00/1aCTV I'PeropujaHCKOT
nojama y uyey nypuduxanuje Mysndkux opmu of npodaHux yruuaja.’
Vpeje norekse u3 ,My3ndKe pagnonuie” MaHactupa CoseM Ipeysenu cy
1 Hocyony (Heo)LeUVIMjaHCKOT IIOKpeTa Ha IPOCTOpy jaHamme Vrannje,’
KOji Cy CBOje aKTMBHOCTH YCMEPUIN IPeBACXOHO Ha OOHaB/batbe ayTeHTM-
YHOT TPEropMjaHCKOT Kopasa U Cy3bMjame OIepCcKuX edekara, CBOjCTBEHUX
MajCTOpMMa PUMCKe LIKOJIe, Y BoKa/nHoj nonudonuju (Monti 2011).

4 VI3 cympoTCTap/bama TEKHIU ePYAUTCKOT THIIA KA OTKPUBAY JTOKATHUX JINTYPIVjCKIUX
Tpaguumja, Koje cy ce mojasuie jomr tokom XVI m XVII Beka, [epamxke ce samoxmo 3a
nonucrosehnBame TepMuHa ,,muTypruja’ ¢ xpuuthanckum 6orocmysxemem (Proietti 2023, 22).
InaBuu lepamkeoBy capagHNUIM, BaKHI ydecHNI pedopMe LpkBeHe MysuKe y OpaHIIyCcKoj,
6wmnu cy muryprudap XKosed Iortje [Joseph Pothier] (1835-1923) u mysukonor AHgpe Mokepo
[André Mocquereau] (1849-1930), a BUXOB 3ajeHNYKN PaJ Pe3yITOBAO je OCHMBamEM Sc-
hola Cantorum y Tlapusy 1896. ropuHe, 4uMe Cy IOCTAaB/bEHU TeMe/bM 3a Jja/be ILIMpPEHe
neryjackor nokpera (Milanovi¢ 1969, 45). Buiue o IepaH)XeoBOj aKTMBHOCTU y OKBUPY
TUTYprujcKor mokpera supety y: O’Malley 2018; Schilson 1991; Moulinet 2017.

5 Kipyuna ¢urypa (Heo)ueumnamjanckor nokpera y Mranuju 6mo je JlopeHuo Ileposu
[Lorenzo Perosi] (1872-1956), uTanMjaHCKM KOMIIOSUTOP C TUTYIOM ,JJO)KMBOTHOT
xoposobe” y npksu Cseror Ilerpa y Pumy. Ha oBo MecTo mocraBuo ra je mama Ilnjo X, a
IIPUBPXKEHOCT pMUMCKOr TNoHTHU(deKkca IleposujeBOM My3MYKOM MMIbEY HajjacHHUje ce
ucnospuia 1903. roguie, 06jaBoM fOKyMeHTa ,Medu brigama [Tra le sollecitudini]”, xojum he
ufieje LeLInjaHCKOr ITOKpeTa OUTU 3HaYajHO pacmpocTpamere y Mrammju. Ilnon capejcta
nelynjanana npegsobennx Ileposujem u mame ITuja X 6mo je ocHuBame ,Visoke papinske
skole za crkvenu glazbu” 1911. roanHe, koja he HakoH fiBe feLeHMje 6UTH ITpeVIMEHOBaHa ¥ ,,Pa-
pinski institut za crkvenu glazbu [Pontificium Institutum Musicae Sacrae]” (Milanovi¢ 1969,
45). VIHCTUTYT faHAC OpefCcTaB/ba [eHTPATHy HHCTUTYLH]Y 3a IpOydIaBabe [[pKBeHe My3IKe
KOja ce Ha/la3y I10J] HeIOCPEeNHMM ITOKPOBUTE/LCTBOM PUMCKOT naine. Buiue o Ileposujy Bupn
y: Milanovi¢ 1967.
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JleBeTHaecCTOBEKOBHU IOAyXBaTy (Heo)uenuaujanana y OpaHuyckoj u
Vrtanuju 6unm ¢y caMo HacTaBaK BUIIEBEKOBHUX IMOKYIIaja pedopme puMo-
KaTonMm4Ke 60rocayxbeHe Mysuke.® Jol Cy y AaneKoj HpOLIIOCTH, y TIEPUOAY
usmebhy XIII u XVI croneha, pasnuunute Tpaguiyje yMeTHUYKe TYXOBHE MY-
31IKe VIHTeTPUCAHe y PUMOKATONNYKY OOpeHY IIPAKCy 1 TO MPEBACXOHO Ha
Teputopuju faHammwe Opaniycke, Enrnecke, Xomanpauje u Vranuje (Adam
1993, 96). TokoM HaTOT MCTOPUJCKOT pa3fobba, CIOXKEHe KOMIIO3ULMje Hoge
ymeitnoctu [Ars Noval, kao 1 Kpajie ynpouheHy HapOLHM HalleBU Ha 06-
pelHe TeKCTOBe, HUCY YBEeK OATOBapasIy MPEeTIIOCTaB/bEHOM AyXy 6Orocmy-
XKema. 300T Tora cy My3udapuMa HepeTKO IPOINCUBaHe 3abpaHe U IpeTbe
CaHKLVjaMa, Y LMy cy30Mjama npodaHusanyje 1 TpuBMjanusanmje Mysu-
YKOT M3pa3a Koju je IIefiUpao Ha U3a3uBambe Y3BUIIEHNX M0O0KHNX ocehama.
HaMerame jeHOITaCHUX HaIleBa IPerOPMjaHCKOT 110jatba Off CTpaHe PUMOKa-
TONMYKE jepapXije UMAJIo je 3a CBPXY O4yBarbe IPBEHCTBEHO YHUBEP3aIN-
CTMYKe JOKTPMHE KOjy Cy ¥ CaMI 3acTyIany, ITUTehn ayTopuTer puMcKor
noutudexca. Ha nomndonunjy u HapogHe Menopnje y o6pefHoj Ipakcu Huje
ce yBeK IJIelajio ¢ ofobpaBameM 1 300T TOra LITO je MY3MYKM U3pa3 OBUX
’KaHpPOBa HeIBOCMMIC/IEHO M3paXkaBao JTMYHe JyXOBHe I YMETHUYKe IIOpUBe
Mysuyapa M CaMMX BEpHMKaA KOj/ Ceé YeCTO HUCY yK/alaay y HaMeTHyTe 1
IPOK/IAMOBaHe TUTYPTHUjCKe ¥ eCTeTCKe OKBUpe.

C jenHe cTpaHe, 3a0paHe yBolema HOBUX 00/IMKa My3U4Ke IIpaTe Ha 60-
TOCIIyXXehJMa, Melbalha pUTMIKE, MEJIOAUjCKMX OPHAMEeHTHCaha U APYIUX
CaMOBOJ/bHMX Makbe /I BUIlIe MHBEHTUMBHUX MY3MUYKNX pellema, I, C ApyTe
CTpaHe, CAHKLMOHMCahe HEeYIIPa)KbaBamba JPEeBHIX I'PErOpUjaHCKIX HAIeBa,
HacTaB/beHU Cy y ofiTykaMa TpupeHTcKor cabopa kojuM je omoryhen pmamu
pasBoj pedopmu y obmactu cakpanne mysuke (Buckley 1851, 147-149).” Ilpema

6 VYcren yowbMBOT IPUCYCTBA HOMMGOHNje Ha HAPOJHOM je3UKY Y PUMOKATOINIKOj IPaKCH
tokoM Cpenmer Beka, mana Josan XXII o6jasno je 1324. ropuue Oyny non HasusoM ,Iloyke
ceetnx Orana [Docta Sanctorum Patrum]” Y momMeHyTOM [ieKpeTy eKCIUIMIIMTHO je HasHa-
YEeHO JIa, HACYIIPOT IPErOPUjaHCKOM Kopairy, momioHnja Kao Mysndka Gpopma He TOfCTHUYe
MOOOXKHOCT BepHMKa, Beh ux ,,JyXOBHO 3aMapa, MCIymbaBa Apckourhy U yBOAM y pacKaja-
mwHoct” (Pope John XXII. n. d., 1). Hagasee, Tokom X VI Beka, puMcKyt HOHTUEKCH TPENY3UMau
Cy KOHKpeTHe pe)OPMICTUUKE aKIije y OKBUPY T3B. ,IAICKMUX KaIesa’, ¢ IybeM ofspaharma
IPKBEHMX My3ndapa off 3BoDhema CeKyTapHuX KOMIO3MIVja, Te HaMeTamba CONCTBEHMX BY-
31ja o cakpanHoj mysuun (Bertoglio 2017, 396).

7 Tlopen 3abpamyBara TaCLMBHIX, Pas3y3gaHIX, HEUNCTHX eleMeHaTa y CaKpaHUM MeJIo-
IujaMa, Kao u ynorpebe noadoHuje y >KeHCKIM CaMOCTaHUMa, ofpende TpugeHTCKor KOHIN-
J1a IOCTaBMJIe Cy Pa3yM/BMBOCT U YPABHOTEKEHOCT TeKCTa 3a jefMHI IMapaMeTap KOjiM Cy ce
IIPKBEHM My3U4apy MOrIu pykosopauTy. OBaj IIpaBall HajBUIIe je TeKWUIa MCIpaTuTy PuMcka
mkorna npegsobena IManecrpunom [Giovanni Pierluigi da Palestrina] (1525/1526-1594), ¢op-
Mupajyhu cnenpuduyan HpKBeHOMY3WYKI CTII HadBaH cTporu [stylus gravis], koju he og XVII
BeKa M3HOBA OMTU IMPOXKeT KapaKTepUCTUKaMa I e/leMeHTIMa CBETOBHE MY3UKe Kao LITO Cy
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I0je[UHVM CTPYYHUM yBUAuMa, forahaj TpumenTckor koHIuIa ce, Mmehyrum,
II0Ka3a0 HEYCIEIIHNM Ha IIJIaHy PeBU3Nje OHJIAlIIbET CTarba. YumbeHnna jja je
oBaj gorabhaj ymamno ynory mysuxe, mponucyjyhu npBeHCTBEHO pasHe BpcTe
IeKpeTa, 63 KOHKPETHUX IIPeIIopyKa Be3aHMX 32 O4eKMBAHN CTVUJI CaKpaHe
MY3MKe, II0Ka3yje Jja je pUMOKATONMYKUM IIEPUTYCUMa HEJOCTAjao YBUL, Y TO
Aa MY3JKa, My3/M9KO CTBapalTalliTBO " I/ISBObaIHTBO MOry ycrnemrHo I[ejCTBO—
BaT! y JloMeHy nsrpabhuBama moboxxnoctu n naeHtutera. C pyre cTpaHe,
yIIpaBO OBAaKBO HACTOjabe TOJATHO je IPOBOLMPAIO aKiuje peopMaTopCKe
crpyje (Bertoglio 2017, 382).

Kao Hu KOHIIMIT'Y TpI/I,T_[eHTy, TaKO HI IIOTOIbA, a IPETXOAHO IIOMEHYTA
pedopma (reo)uennmnujanana y XIX cronehy Huje umana tpajauje edexre.
['maBHU passor je 610 Taj IITO HUje OMIIO KMBe MY3UUKe TPafULMje — YCMEHOT
Ipefama y MHTEPIPeTallj/i TPErOPMUjaHCKUX MeIOAMja M3BaH ManoOpojHe
ckynuHe [epaHxeoBux ciefoennka. JJogaTHM, HUIITA Mabe 3HAYajHY Pas/ior
Tpeba BUsieTH y yOOKO yBPEeXKEHOM MY3MUYKOM YKYCY KOju je, Ha ymTpO cBe-
TEeHOT 3ByKa IPErOpMjaHCKOT KOpasa, IPeIHOCT JaBao IOMII€3HOM MY3U4YKOM
CTUITY Y KOjeM ce orjiefiaza 0cobuTa cuMOMo3a TeaTpaaHOT M PelTUTHjCKOT
nyxa (O’Malley 2018, 77; Monti 2011, 598).%

ITokymraju fa puMOKAaTONMYKY BEPHNULY aKTHUBHIje yY4eCTBYjy Ha 60ro-
CITy>KemJIMa OM/IN Cy CacTaBHMU €0 NMPOCBETUTEe/bCKUX TeH/IEHIIMja M Ha I10-
4yeTKy XX BeKa, Kajla ce IOopefl OCHOBHOT ONMCMehaBatba IacTBe, YIOPELO0
pajguiIo 1 Ha BUXOBOM, YCIIOBHO PEYEHO, €JIEMEHTAPHOM JIMTYPIUjCKOM Ba-
CIINMTAaEy U TO YIPABO MOCPEICTBOM MY3MKe KOja je y JaTOM TPeHyTKy Omma
O/n1CKa BUXOBOM YXY.’

MHAMBUAYaIHA 0ceNajHOCT y TyMadery TeKCTa ¥ KOHI[EPTAHTHY CTI/I M yIeCTOBOBabe BIILE
XOpOBa y MHTepIpeTaIuju gaTe obpenne kommnosuuyje (Adam 1993, 97). Tpeba umaru y Bugy,
taxobe, ma TpupeHTCKM cabop HUje MMao 3a Kpajibu Lb pedOpMUcabe CaKpaaHe My3UKe,
Beh pedopmy cxBarama ncrte yHyTap 1pKkBeHe pedopmariuje. CrefCcTBEHO TOMe, KOHIIMICKA
MaKma Huje 611a ycMepeHa Ka eCTeTCKUM, CTYICKUM VTN IIPAKTUYHUM JleTa/byMa, 300r Jera
Ce YOWBMBMU JUCKOHTMHYNUTETY Ha KOMIIO3MIMOHO-TEXHNYKOM IUIaHY, n3Mehy npenTpuieHt-
CKIIX J IOCTTPUAEHTCKIX IIPKBEHNX KOMIIO3MIIVja, He MOTY FUPEKTHO I VICK/bYINBO IIPUIIICA-
TV KOHLMICKMM akuujama (Bertoglio 2017, 388).

8 (Heo)ueuunujaHipy cy, mpemMa yBUANMA CTPYUaKa, IPEeBUAEMN YNHEHNLY [a je K/bYY 3a
yCIenrHocT peopme MOpao MofpasyMeBaTy OCIYIIKMBabe CBEYKYITHIX My3MYKIX CKYCTaBa,
JlaKJIe, He MICK/bYYMBO I[PKBEHOMY3IMYKe IIpaKce (Monti 2011, 601). O LeI/IjaHCKOM ITIOKPeTy
BuzieT Buie y: Monti, Ruini 2004; Bombi 2013.

9 JemHa of meHTpamHuX QUIypa IMPOCBETUTE/BCKOT Tamaca 6110 je moH Hosanm Menxuope
Bocko [Giovanni Melchiorre Bosco] (1815-1888), puMOKaTONMYKM CBEIITEHMK IOCBeheH
o6pasoBarmy MIaJMX 4ija ce Mefaroruja ofjIMKoBama usBecHoM ocobenomurhy. Fberosu ydennim
Ounn cy BehMHOM CMpOMAIIHM MJIafM JbYAM, MOMJIOKHY MOPOIMMA, 33 KOje je OH OCHOBAO
BEPCKO-00Pa30BHO APYLITBO, HasBaHO 1o Ppamu CanemikoM. Y OKBUPY OBe OpraHmsalyje,
koja he ce xacHuje mpeobpasuTyu y canesmjaHcka 6paTcTBa, My3uKa je 61/a jefaH O OCHOB-
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O6HOBa cakpa/He My3lUKe, a C ’OM U IJeIOKYITHOT PUMOKATONNYKOT 60ro-
CIyXema, Jo0ua je HOBM 3aMax 06jaBOM JJOKyMeHTa ,Medu brigama [Tra le
sollecitudini]” ITuja X, xoju je jaBHOCTY IIpeOYeH CUMOOINYHO, 22. HOBeMOpa
1903. roguHe, Kafia ce y pUMOKATOIMYKOM IIPKBEHOM KajleH#apy obernexaBa
ciomen Cpete MyueHniie leunnuje, 3alITUTHNIE PUMOKATONMMYKIUX IIPKBe-
Hux mysudapa (Pijo X 1903)."° IMako y #aToM TpeHYTKy HU OBaj JJOKYMEHT
HUje 1Mao Ay6/ber yTuiaja Ha 60rocnyX6eHOMY3UUKy IIPaKCy, NIAK je [O-
IPUHEO Ja Ce IPUHIVIIN TUTYPIujcKe 0OHOBE MpOIINpe M3BaH OKBUpPA Maje
1 offabpaHe TpyIie NPUCTaINIIA HeOeIMIMjaHCKUX pedopMaTopa.

V3 akTye/nHe mepcleKTUBe, TOKyMeHT ,,1ra le sollecitudini” mokasyje ce
IIPBMM IIPaBUM IIPOTPAMOM JIMTYPTHjCKOT IIOKpeTa KOjUM jé jaBHO IIPOMO-
BICaHO aKTUBHO y4eCTBOBame naoca y oopeguum puryanuma (Proietti 2023,
23). bypyhu ma ce xpumhascku 1yx moxe crehm jeguHo y muTyprujckom
y4ecTBOBambYy, PENOpPOJ; CAaKpaaHe MY3MKe OBUM JIOKYMEHTOM YBPCTO je
NIOBE3aH Ca CAMMM JIMTYPIUjCKUM 4MHOM." Y NpBOM 4Y/IaHy OBOT IAaICKOT
aKTa yKasyje ce Ha TO Jia je CaKpa/Ha My3JKa CaCTaBHU JieO CBeYaHe IUTYP-
ruje y Kojoj ce mpocnapba bor u ocsehyjy BepHuiu, Te, caMuM TUM, OHa
Mopa OUTH, ¥ y CBOjOj CYIITVHM U Y CBUM IIOjaBHUM popMaMa, cakpanHa.'>

HMX 1 HeOIIXOFHUX 00pasoBHUX Menuja. Pykosopehnu ce umejom maBama cmobope Mmagnma
y3 IOCTaB/babe jefHOT YC/I0Ba — fia He rpelle, oH Bocko cMaTpao je fa ce MoCpefcTBOM ca-
KpaslHe MysuKe nmpeHocu Bepa. OTyza je 3a Myaje foH bockoBe muTomie Mysuka 6mma jieo
IbJIXOBE CBAKOJHEBNIIE, IITO je MOfipasyMeBaso ja moMe Oyne obyxsahena u cdepa ceToBHE
mysuke. CIeICTBEHO pedeHOM, cajlesMjaHCKa JPYIITBA HEroBana Cy M ,Mysuduke GeHpose”
cacTaB/beHe Off IMMeHNX yBada I [IEPKyCHja, KOjit CY CBOjY Y/IOTY UCIYEaBasliL U Y CyCpeTHMa
C pUMOKaTOMMYKuM mornasapom (Monti 2011, 599-600).

10 ToxymeHT ,,Ira le Sollecitudini” HacTao je kao pesyaTaT MHTEpPBEHIMje MATICKOT Marucre-
pujyma n3 XIX Beka. IInje X je IIOMEHYTMM JOKYMEHTOM yKa3ao Ha IOTPeby OXXMB/baBamba
[IOCTOjaHCTBA M BPEJHOCTM JTUTYPIUjCKOT CTaB/ba, Kao M Ha MOTpebhy 3a 0OHOBOM IpKBeHe
MY3UKe ¥ TPerop1jaHCKor mojama. ,1ra le Sollecitudini” Hajasuo je n cxBarame JIutypruje Kao
IPBOT 1 HY>KHOT BpeJia 13 Kojer BepHULIM Tpeba fa LipIie mpaBy XxpumhaHcKu AyX, a Koje he
Koncturynuja o CakpaaHOj TUTYPruju y OKBUPY Jpyror BaTMKAaHCKOT KOHIM/IA TIOTBPANTI
cojuM 14. wiaHom (Pasqualetti 2012, 856; Konstitucija 1963).

11 Doista vruce zelimo, da pravi krs¢anski duh u svakom pogledu nanovo procvate i u srcima
se vjernika uzdrzi; zato je od potrebe, te se nada sve brinemo za svetinju i dostojanstvo crkve
Bozje, u kojoj se vjernici upravo i sastaju, da crpe spomenuti duh iz njegova najodli¢nijega vrela,
naime iz uéestvovanja kod svetih tajna te javnih i sve¢anih molitava Crkve” (Pijo X 1903).

12 Yjan 2 ,Tra le sollecitudini” excrumuurHo cyrepuiue: ,Zato je potrebno da sveta glazba
imade ista svojstva, $to ih ima i sama liturgija, to jest u prvom redu svetost i prikladnost umjet-
nickog oblika, a otale izvire i treca vlastitost: opcenitost crkvene glazbe. Bududi da sveta glazba
treba da bude sveta, valja od nje udaljiti ne samo sve ono, $to je god profano samo po sebi, nego
i sve, §to je profano po nacinu, kojim je izvode glazbenici. Sveta glazba treba da k tomu bude
prava umjetnost, jer inace ne bi mogla da u onoj mjeri utje¢e na duh onih, koji je slusaju, u
kojoj to mjeri zeli Crkva da se zbiva, kad je dozvolila da umjetnost zvukova sudjeluje u liturgiji.
No ujedno treba da crkvena glazba bude i opcenita. Dopusteno je doduse svakom pojedinom



175

BECHA CAPAIIEHO, CAIbA CTEBAHOBUR
CTATYC PUMOKATOAMYKE EOTOCAY>XXBEHE MY3HKE
YIIPOLIECY APYT'OI' BATUKAHCKOI' KOHLIMAA

IleHTpamHMM MY3MYKMM >KaHPOM VIMEHOBAHO je I'PeropujaHCcKo Iojambe, Kao
OHO KOjé jelIMHO MMa Be3y ca CTApOPMMCKIM LI PKBEHOIIOjauKM IpefameM."?
Bynyhu na je yauBep3anaH u ,4UCT” MY3SUYKU MeAVj, TPErOPMUjaHCKO MOjabe
O3HAYEHO je Kao MOfel IIpeMa KojeM 611 Tpebaso fa ce yrpasbajy CBe OCTaje
ILyXOBHe KoMmosunuje."

Byayhu fma ¢y mojMoBM yHMBEP3aTHOCTHU U YUCTOTE POpMe Y CIIpesu ¢
nenuM u pobpum, ,,Ira le sollecitudini” morsppno je u ecreTcky QyHKIUjy
nonudoHuje,” Kao ¥ MpUBP>KEHOCT 3BYKY OPry/ba U APYTMX MHCTPYMeHaTa y
6orocmyxemy. [TokasaHa je, Takobhe, 1 OTBOPEHOCT 3a IPUCYCTBO MOJIEPHUjET
3ByKa HaIleBMMa KOju 0Opej] IIpaTe y3 HeIBOCMICIIEHN CTaB Jia je ,[I030PUIIHA
MY3MYKJ TUII aIllCOlyTHO HeajfieKBaTaH 3a Jyx muce.'s

OcHoBHa 06enexja cakpanHe My3uKe IPOK/TaMOBaHa Y OKBUPY IOMEHYTe
ypen6e name Iluja X, morBphena cy u y 3BaHMYHUM TOKYMEHTMMa KOjI Cy
VICIIYHWIN TIEPUOJ, 10 OTHoYMIbama JIpyror Batukanyma. BaxkxHocT pasMa-
Tpama KapaKTepICTHUKA CAKpaTHe My3UKe Y KOHTEKCTY IbeHe HeIloCpeHe 10-
Be3aHOCTM C IMTYPTUjCKMM MUTabUMa IIPEIOo3HaTa je M y allOCTONCKOj KOH-
CTUTYLVjU O IUTYPIUjU U TUTYPIUjCKOM IleBamwy ,,Bozanskog kulta [Divini

narodu da u crkvenim kompozicijama primjenjuje one posebne glazbene oblike, koji oznacuju
naro¢itu znacajku njegovog glazbenog shvacanja. Ali sve to valja da u toj mjeri bude podredeno
opéenitim vlastitostima svete glazbe, te nijedan pripadnik drugih naroda, kad to ¢uje, ne bude
neugodno dirnut” (Pijo X 1903, 4. 2).

13 Tpe6a umary y BUAy fa yIPKOC HACTOjarby fja C€ IPErOpyjaHCKI KOPaT HAMETHe Kao OIIIITe-
Bakeha IpKBeHOMOjauKa TpaAuIMja, MOHOMUTHA My3MdKa IIPAKCa y PUMOKATOMINYKO] eKyMEHH
HIKaJla Hifje II0CTOjasIa, HUTH je MOI/Ia OUTI OCTBapeHa, 6yayhu fa Hu puMcKu o6per, Kao Takas,
HIje IIPeICTaB/bao jeAyHN 6OroCTy>KOeHN 06pel y OKBUPY PYMOKATONIMYKE 3ajefHIULIE.

14 Cpojum Tpehum uraHoMm fokymeHT o6jaBbyje: ,,Stoga je oduvijek gregorijansko pjevanje
bilo smatrano kao najvisi uzor svete glazbe, te se prema tomu moze s pravom postaviti opce
pravilo da je neka glazbena kompozicija [una composizione per chiesa], koja sluzi Crkvi, to
vide sveta i liturgijska, $to se vi$e svojim duhom, shva¢anjem i inspiracijom [nellandamento,
nella ispirazione e nel sapore] priblizuje gregorijanskom napjevu; nasuprot je to manje dostojna
BozZjega hrama, $to se viSe udaljuje od ovog najviseg uzora” (Pijo X 1903, us. 3).

15 'Y puMOKAaTOMMYKMM LPKBEHNM JOKyMEHTHMaA TepMUH ,polifonia classica” ogHocu ce Ha
o oHe KOMIIO3MIIje BOKATHOT TUIIA, HACTAJIe IO OKPM/beM T3B. PIMCKe IIKOJIe Y IepHOay
oxt kacHor XV g0 panor XVII Beka (Swain 2012, 120). C TiM y Be3l, y ZOKYMEHTY ce IT0ceOHO
UCTUYe Jia ce MOfienl MpeanHe momidoHuje Moxxe nmponahy y Pumckoj mxomu koja je y XVI
BEKy IIOCTMIZIA BPXYHAIl CaBpILICHCTBA y fmenmmMa Hosanuja Iljepnyubuja ma ITamectpune.
JJoxymeHT Hanmaxe fia ce KnacuyHa nomudonnuja [polifonia classica] Tpeba yrBpmury Ha
CBEYaHOCTNMA, TOCEOHO Y HajsHa4YajHUjUM 6asuInKaMa, KaTefpaIHUM L[PKBaMa, [pKBaMa y
OKBIPY CeMIHApHja I UHCTYTYTa, TAMO IJje OOMYHO He HeTOCTajy IOTpeOHa My3uyKa CpefcTBa
(Pijo X 1903, ur. 4).

16 TlenTpanHu npobIeM JOUMpPaH je Y CUMOMO3Y IPOQAHOT U CaKpaIHOL, a yC/Ief, Tora u3pa-
31TO je yMambeHa IPUCYTHOCT COMIO AE€OHMIA, T3B. ,TEHOPM3Ma ', y XOpcknM fieonunama (Pijo X
1903, um. 5, 6, 12).
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Cultus]” us 1928, u y enyuknnnu ,,O cakpanHoj my3uuu [Musicae Sacrae]”
n3 1955. ropune. IToMeHnyTa JOKyMEHTa, KaKO je Y lbJMMa Ha3HA4€HO, HICY JI0-
Hesa ofpefi0e yCMepeHe Ha YCIIOCTaB/balbe eCTETCKUX M TEXHNYKIX NTPaBIUIa,
Beh caMo OHe Koje ce TMYy O4yBaka JOCTOjaHCTBa cakpanHe Mysuke (Pijo XI
1928, us. 3; Pius XII 1955, ui. 21).

[IpeMa anmocToncKoj KOHCTUTYLUjK ,,Divini Cultus” cmucao pedopme ca-
KpaJ/iHe MY3JKe je Y HOCTVU3amby 3ajeJHNYKOT YIeCTBOBaba CBUX OKYI/bEHUX
Ha 6orociyxemy, jep cy 3ajesHudke monmutse (,Opus Dei” wnn ,,Officium
divinum”) cBakogueBHa gyxHocT xpuiurhana (Pijo XI 1928, 4. 2). Kako 6u
ce TUTypruja ouyBaia y cBUM mweHuM cermeHTMa (Pijo XI 1928, 4. 3; Pius
XII 1955, uin. 42), Konrperanuja sa obpeme je 1958. rogune u3gana ONCexxXxHy
UHCTPYKIUjY ,O cakpanHoj My3uuu u cseroj nutypruju [De Musica Sacra et
sacra liturgia]”, 06e36enuBIIN TaKo OMIITa YIYTCTBA ¥ peanusalyju faTux
3axTeBa. VIHCTpyK1Mja je HOHYAWIA eUHUIIN]e, IIOjalllbeba I CMepHUIle
y cupoBobemy opnmyka manckor Marucrepujyma. Y CKJIOIy TOra, HaBeleHU
Cy MY3UYKM >KaHPOBU KOjMa ce ofoOpaBa puMeHa y 60rocnyxemny: ,Pod
imenom ’sveta glazba’ - Musica sacra’, ovdje se podrazumijevaju: a. Gr-
gurovsko pjevanje; b. Sveta polifonija; c. Suvremena sveta glazba;'” d. Sveta
glazba za orgulje; e. Pobozno pucko pjevanje; f. Pobozna glazba” (De musica
sacra 1958, I).

Opcryname o OCHOBHUX IIOCTY/IaTa TUTYPrujcke OOHOBE Y IOITIEHY Of0-
OpaBama pasIMYNTIX TUIIOBA MY3UKe MOICTAKHYTO je cTaBoBMMa mare [Tuja
XII, xoju je y eHIMKINKY ,Musicae Sacrae” IpernosHao BpeJHOCT pasInunTix
3aMaiHNX MY3WYKUX TPAfININja, IONYT aMOPO3UjaHCKOT, Ta/IMKAaHCKOT, MO3a-
PAIICKOT M JPYTMX BPCTa IIeBamba, IPeIopydyjyhn faa ce oHe cauyBajy 1 Hajja/be
Heryjy (Pius XII 1955, u. 50-51). IIpowemeHo je ga cy nonmudoHe JyXOBHE KOM-
Ho3uIMje BpeMeHOM npouninheHe off IpodaHuX eleMeHara, Te fia 3a BbIX0BO
UICK/byulBabe 13 OOrociyxerma HeMa onpaspamwa (Vcro, un. 54-55). [Tosutus-
HY pelLleNiyujy IpUBYKJIe CY ¥ KOMIO3UIIMje 32 OPry/be U IpyTe MHCTPYMEHTE.
[IpMBp>KEHOCT BOKaTHOMHCTPYMEHTATHUM JIe/IMIMA I0jalllibaBajla Ce BhIIXOBUM
monpuHOCcoM ,,dostojanstvu, veliCanstvenosti i neverovatnom bogatstvu” ca-
KpaJIHOM MYy3M4YKOM pereproapy yomre (Vicro, wr. 15-16).

Penurujcke XxuMHe Ha HapOJIHOM je3VKY Takobe Cy IpenosHare Kao Mefiyj
KOjI IOZICTIYe AaKTUBHMje Cy/ielioBabe BepHMKa y MomuTBama. O6yxsahene Ha-
3UBOM ,,pobozno pucko pjevanje”, oHe cy Kao ofpa3 crielupuIHNX MEHTAINTETA

17" TIpema o6jaumeny us VIHCTpyKIMje, caBpeMeHa CBeTa My3uKa je ,,glazba, koja se sastoji iz
vise glasova, ne isklju¢ujudi ni glazbala, a skladana je u novije vrijeme prema napretku muzicke
umjetnosti. Buduc¢i da je odredena za neposrednu liturgijsku upotrebu, mora se odlikovati po-
boznoscu i vjerskim osjecajima, pa je pod tim uvjetom i primljena u sluzbu liturgije” (De musica
sacra 1958, I).
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U TeMIlepaMeHara MojelNHAYHIX HAl[MOHATHUX TPyIIa PUMOKATOMNYKIX Bep-
HIKQ, YK/by4eHe y T3B. ,,[IeBaHI , /1M He 1 Y ,CBeYaHN TUII MICe, Y KOjeM Cy ce
Mmorie Hahu camo y3 ofo6peme marne (Pius XII 1955, 4. 62, 64-66).

Enuuknuka ,Musicae Sacrae” ITuja XII ycrocraBuna je jacHo pasnu-
KoBame usMebhy semaspa y KojuMa je pUMOKaTONINYKO BepoucnoBefiame Beh
6o yTBpheHo, o OHMX y KOjuMa je IOMEHYTO TeK Tpebano fa ycneny. Hau-
Me, Y HapofiMMa Koji Cy OM/IN II0f; IIPOjeKTOM MICHje IPelopydeHo je aa ce
yBa)k!l BMXOBA aKTye/THa My3M4Ka IIpaKca, a 6110 je moTpebHO fa ce OHa
IpeycMept U IpeobInKyje y CKIagy ¢ pPUMOKATOMMYKIM BepOUCIIOBEIabeM.
Op camyux MMUCHOHApa 3aXTeBasIo ce fla IIOKaXKy pasyMeBambe U HaK/IOHOCT 32
TaKo OO/IMKOBaHY II0jaBy PeIUTHUjCKe My3MKe KOjy Heryjy OBepeHY UM Jby[iN,
a Koja je y VIHCTpyK1yju MMeHOBaHa Kao ,pobozna glazba”.

IIOAA3HE IPEMUCE U PE3YATATH MY3UYKE PEOOPME
Y OKBUPY APYI'OI‘ BATHUKAHCKOT KOHITMAA

Ca 0BaKBOM IIPEJVICTOPYjOM Y IIOIJIEAy CTaTyca oOpeHe My3MKe OTIIO-
4esia je 3BaHMYHa npuinpemMa JIpyror BaTMKaHCKOT KOHIM/IA, CpeguHOoM 1959.
roguHe. YcTaHOB/beHa je Hajpe IIpernpunpemua komucuja [Commisione
Antepraeparatoria] 1 610 je moTpe6HO a oHa cabepe u fedUHMIIE CBE TeMe
kojuMa he ce yuecHunu [Ipyror Barukanyma 6aButu. Ha ueny ¢ kapannantom
Homennxom Tappunujem [Domenico Tardini], oBy komucujy unanmm cy nsa-
6pannu mpemnatu PuMcke Kypuje, a meHO hopMupame MPeNCTaB/balo je YBOT,
y cacTaB/balbe HM3a aKaTa U ycraBa Koju he mpomsahm us cnpoBefeHnx nc-
TpaXKMBama, ajI U U3 OC/TYLIKMBamba I/Iaca ,CBUX 3eMa/bCKUX je3nka [tutte le
lingue della terra]” (Ioannes PP. XXIII 1959c¢, 420).

C o6jaBoM foKyMeHTa ,boxjoM HaTHpupozHOM Bo/bOM [Superno Dei
nutu]” u3 1960. roguHe, y HacTaBKy cy popMupaHe crienyjaIucTUIKe HaMeHe
IpuIpeMHe KOMICHje, Y 4MjeM CY ce cacTaBy, Hopef, unaHosa Kypuje, kapan-
HaJIa, OMCKYyIIa M APYIUX KJIePUKaTHUX CTY)XKOeHMKa, HAllJIM 1 CABeTHULIN U3
pasnumunTux npodecuja, IpUIATHULIN PA3ININTUX HAPOJA.

[IpunpemHa komucuja 3a cakpanny nuryprujy [Commissione liturgica
preparatoria]'® 6aBuia ce KOHKpeTHO aHA/IM30M U J1a/bUM pa3MaTpameM Beh
3arodere MUTyprujcke pepopme. IIpsa cecnja oBor Tena, mraHupaHa 3a 12.

18 @opmanmja u pap IlpunpemMHe KoMuCHje 3a CaKpanHy TUTYPIUjy MpeAcTaB/ba KIbYIHY U
omryuyjyhy Tauky 3a 6yayhu mepuon. ¥ Boj Cy TeCTMpaHM MeXaHU3MM pajia Ha XeTepOreHoj
TPy CAuMIbEHOj Off OMCKYIIa 1 CTPYUbaKa 13 Pas3INuNTUX 3eMasba. AHnbane Bymwnau [Anni-
bale Bugnini] (1912-1982), cexperap IIpunpemHe xomucuje, passno je pax IIpeTnpunpemse
JIUTYPIUjCKe KOMMCHjE€ Ha METOAM KOjOM Ce HACTOjajla OCUTYPATy Ih€Ha IeIOTBOPHOCT Y
MTOCTKOHIIMIICKO]j a3 (Proietti 2023, 315).
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HoBeMOap 1960. ropnHe, HajaB/beHa je MICMOM I'eHepalHOT CeKpeTapa CBUX
IpUIpeMHUX Komucuja Aunbana BywuHnja, Koju je OBMM IyTeM IIPeouno
K/by4He IpobyeMe Koju Cy 61am y cpefuiuTy naxxme BehuHe yranosa Ko-
yuaa. Kako ce 13 IOMeHyTOT IMCMa MOXKe BUZETH, I3HOBA Ce, HAKOH CBUX
IPeTXO/{HO OMEHYTHX ITOKYIIIaja KaHOHM3aIje 6orocay>x6eHor perneproapa,
J)KaHPOBa U MY3UYKUX CTUJIOBA, IIOCTABMUJIO NIUTAaKE KOja je BPCTa CaKpaliHe
MYy3MKe 3allpaBo MMoA0OHA IIPOCTOPY XpaMa U LITa 6u y wy Tpebano 6utn
unTterpucano (AFSCIRE, FBrg 6). [IoHOBO je HOCTaB/beH 3aXTeB 3a OUyBabEM
ayTeHTUYHOCTY TPETOPMjaHCKOT HAIleBa, y3 OUUIVIEAHY ITOTPeby Aa ce UCTU
MIPpUIATOAM HOCTojehMM OKOJIHOCTMMA Y MaIbUM IApOoXyjaMa, Ijje HeMa efly-
KOBaHMX IT10jalia. HamMeTHYO ce omeT nmpencnmuTuBame ONpaBJaHOCTY MHMN-
IyjaTuBe Jja ce 13 6orocmyxOeHe Mmpakce y MOTIIYHOCTU M30CTaBy IondoHa
mysuka. Hamocnerky, mehy mpepmosnma koju ¢y ce HaluIu Ipes YIaHOBUMA
KoMmucuje, HamIao ce 1 OHaj KOju Ceé TUIA0 OIPaHMYaBaHa HAPOJHUX Pesu-
TMjCKMX HaIleBa, Ha IMTYPrUjCKe, Kao M Ha MapaquTyprujcke TeKCTose. Pas-
MaTpaHO je U TO Jja /I je OBa BPCTa Me/IOCa M HJUXOBUX MHTEpIpeTanyja y
CKJIaJly ca 3BaHMYHUM JUTYPTUjCKUM IMPOIUCUMA, Te fla 1M UX je YOIIIITe
OIIPaBJAHO MOJBECTY IO LIeIMHY CaKpalHe My3UKe.

Iako cy wraHoBu KoMucuje 3a cakpasiHy TUTYpPIrijy MofpoOHO aHAIU3K-
panu HaBefeHe TeMe,'" OMIM Cy cBecHU Aa he penennuja BUXOBUX JUCKYCHUja

19 Y nsBemrajy ca cegunia Kommcuje sa CakpanHy nuTyprujy npubenesxeHa je n pe6ara
Bohena usmeby murypruvapa Eme-Kopxa Maprumopa [Aimé-Georges Martimort] n mysnu-
konora Vxuuuja Aurneca [Higinio Anglés] o TepmmHOMOrMju ynoTpe6/beHoj y MpeioKeHoj
meUMHULIMjM TPEropujaHCKOTr Iojama: ,, Grgurovsko pjevanje, koje se ima upotrebljavati u
liturgijskim ¢inima, jest sveto pjevanje rimske Crkve, koje je po staroj i ¢asnoj predaji, sveto
i vjerno usavr$eno i uredeno, ili u novija vremena prema uzorima stare predaje uskladeno,
predano na liturgijsku upotrebu u odgovaraju¢im knjigama, koje je odobrila Sv. Stolica. Narav
grgurovskog pjevanja ne zahtijeva, da se izvodi uz pratnju orgulja ili kojega drugoga glazbala”
(De musica sacra 1958). 3a Maptumopa nonyhena nepununuja 611a je HeafjeKBaTHa, C ap-
XeoNomKNM Hpu3ByKoM. Kako ce y mpemamckoj mpakcyu JIaTMHCKe IIPKBe MOTa0 YOUUTH
[IOCTEIIeHN PasBoj MeNOAMja ¥ CKIARY C aKTYelHUM IUTYPIUjCKUM HOTpebaMa M pasBojeM
MYSHYKOT CTUIA, OTYHA Cy Ce M CTape M HOBe KoMmosuuuje (koje je Pumokaromidka IjpKBa
opo6puia Kao ofrosapajyhe) Morie MMeHOBATU TPETOPUjAHCKMM II0jarbeM. 360T Tora, IpemMa
MapTtumopy, feduHUIIMja IPETOPIjAHCKOT II0jarba He MOXKe 00YXBaTaTH jef[YIHO JpeBHE Halle-
Be. AHIVIECOB CTaB 0 0BOj mpuMenou 610 je apyraduju. Vimajyhu sa monasumire ,,akageMcka’
Hadesla, CMaTpao je HeomxopHuM fAa Ilpksa mpyxu jgeduHuIMje Koje MOry HapyupaTi Hay-
YHIM ¥ IPAKTUYHMM HOTpebaMa, Koje IIPUTOM OATOBapajy CaBPeMEHOM CTalby MY3UKOJIOTHje.
IIpeMa HBeroBOM MIIUBbEHY, ITPETOPUjAHCKO MOjarbe He MOXKe OOYXBaTUTH HOBe jeJHOITIACHEe
MeJIofiyje y AyXy CTapuX IPerOpMjaHCKMX HalleBa, Beh HOBUTET MOTy OMTM caMoO TEKCTOBM
IIpeMa KojiIMa Cy YK/IOIUbeHe ayTeHTIYHe, IPeBHe TPeropujaHcKe Melofuje. Y Be3u C JaToM
13jaBOM, CAaTOBOPHUIIM CY IIOACE TN AHIJIeca fia je jeiHa off 60rocmyx6eHo ynoTpeb/paBaHuxX
muca noTexna us nepa Koseda Ilotjea [Joseph Pothier] xoju je sajenHo ¢ HeonermujaHIMa
XIX n XX Beka pajiio Ha peKOHCTPYKIIUj/ TperopyujaHcKux Hamnesa. Kaja je ped o monudgonoj
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TOKOM KOHIMJICKMX 3acelaba OMTY HeM3BeCHa, O YeMy CBeJloue M3BOAU U3
3alMCHMKA ca cefHUIaA: ,OBO Cy Hay4Ha NuUTawma. Mu pacnpaspamo, a Oun
Cabopa - mra he yunnantn? [...] [Ipobrmemn o Kojuma roBOpuMo €y MHOT06poj-
HY ¥ 3HA4ajHU, aay Ko he MX off KOHIM/ICKMX OTalla y HOTIHYHOCTY cariefa-
n?” (AFSCIRE, FBrg 43).

HeonTumnucruyna HpeHBI/IbaH:a IIO0Ka3ajia Cy C€ Ta4YHUM. HpBI/IM y HU3y
06jaB/peHNX JJOKyMeHaTa JIpyror BaTMKaHCKOT KOHIMIa — KoHcTUTYyI[MjoM
o cseToj muTypruju [Sacrosanctum Concilium], dopmanno je, Beh kpajem
1963. rofguHe, 3a0Kpy>KeH paJ| Ha TUTYPIUjCcKOj OOHOBU U MO3UIMOHUPAILY
cakpanne mysuke (Konstitucija 1963).° Tpe6a umaru y BUjy fa je oBaj akT
CTaB/beH y IPUMEHY IIpe BEeroBOI O3BaHMYEHha KaKo 61 ce y ImpaKc IoKasa-
J1a OIIPABJAHOCT, OfIHOCHO HEOIIPABJAHOCT Y HbeMy IIPOK/IAMOBAHIX Hayera.
OBako OCMMII/bEH €KCIIEPUMEHT, 3a KOjy ce O4eKMBao aa he memosaru kao
CIIOHTAHU IIPOLeC, HAMETHYJIE Cy IPUIMKE Yy KOjUMa Ce Off II0YeTKa OfBMjao
Hpyru Batukanym.

Haume, pasnuunte ¢ppakumje u CynpoTHa ITIeANIITA y Be3N C TUTYP-
TUjCKOM peOpMOM, Y KOjoj je 6110 HEOIIXOHO O/V>Ke OpefUTU 3HAYaj U
bYHKLM)Y TUTYPIUjcKe My31Ke, UCTIO/beHe Cy Beh y nununmjanuoj dpasu. Oue
Cy yIIpaBo U3HyAWIe Io4eTKoM 1964. ropnHe, nopep nocrojehe Konrperanuje
3a oOpefie - MHCTUTYIMOHATHOT opraHa PumMcke kypuje [Congregatio de Cul-
tu Divino], ocuuBame 3ace6Hor tena — Konsmnujyma 3a cnposobemwe Koncru-
tynuje o CakpanHoj mutypruju [Consilium ad exsequendam Constitutionem
de Sacra Liturgia].* ITpumapHu 3afaTak OBOr Tela OMJIO je OCMMII/baBarba
Mepa Ha OCHOBY Kojux he ce Ha HOBMM OCHOBaMa peajn3oBaTV OOHOBa

Mysuny, Ha cacraHuyuMa Komucuje mckpucranucana ce morpefa fa BUINEITIACHM HAIeB
Sanctus-a [Csjat], 6yne yckmaheH ¢ o0cHOBHOM HamepoM JIMTYprujcke pedopme — aa ce Mof-
cTakHe akTUBHO ydeurhe BepHuxa y mucu. [Tonudona mysnuka popma mprusHara je Kao usy-
3€THA, a/lM Cy IPMU3HATU U HEHU HEeJOCTALM OJIMYeHN Y YMBeHNUIN [a Y IPOLUIOCTY BePHM
HapoJl Ha MICM HMje MOTao IeBaTH, Kao 1 Jia je IpOKJIaMoBambe Boxje pedn O6UI0 OTeXaHo,
6ymyhm ma cy ce rmacosy menrann. Ilojepyay ywraHoBu KoMucuje ipefraram ¢y mpapary KOjuM
OU 1Ie/TOKyIIHA Pa3HOPOHA [IPKBEHOMY3IMYKa TpajyulLinja 1 Ja/be ocTana y npumenn. OTypa je
CMaTpaHo fa 6u Tpebaso ga v KOHIT IpUXBaTy M HAPOFHO MeBabe KA0 Ae0 INTYPIIjCKOT IIe-
Balba, /1M Y3 OUyBakbe IPErOPMjaHCKOT JTATIHCKOT HAIleBa, YIIPaBO Y LI/bY 60/ber pasyMeBamba
MOJIUTBEHNUX TeKCTOBa U yuelnha Hapopa y neBawy (AFSCIRE, FBrg 43; FBrg 45).

20 Nowomemem KoHCTUTYIMje 3aBpIIIa ce MpBa U OTIIOYEIA IPYTa eTala y Tpajamy KoHumma.
21 Pap Konsunmjyma o3BaHMYEH je 06jaB/byBambeM TOKyMeHTa ,,CakpamHa muTypruja [Sacram
Liturgiam]” (Proietti 2023, 316-317). Cama KoHrperanuja 6mia je 3amykeHa 3a ofobperse,
OJJHOCHO Heofiobpeme mpepora KonsunnjyMa, ¢ TiM Ja je omnydyjyhy 1 KOHaqHy ped MMao
pumckn nana. KoHswujym je, Takobe, nMao 3ajjaTak /ja OCMUCIVY HAYMH KOjUM OM ce CBe KOH-
LWICKe OfIyKe CIIpOBesie y Ipakcu. Y pany oBe opMalyje HajrocIejHIje ce MOXe IIPaTUTH
pelenimja cabOpCKUX OfIyKa, yje[IHO M aHTUIMUIIALIMja TOCTKOHIV/IjapHe IPYMeHe JOHeTHUX
3axpydaka (Vicro, 10-11).
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JIUTYPIUjCKOT )KMBOTA Y PUMOKATOIMYKOM cBeTy. Tpebao je na Konsunujym
HOCITY>KM Ka0 CBOjeBPCHM ,,0ajmac” n3meby cBux ydyecHuka Konunma u ns-
BPIIHOT OpraHa KOHIVJICKUX OflyKa — PUMcKe Kypuje, Ha 4ely ¢ pUMCKIM
nanoM. Yranosn KoHsunujyma npeHocunn Cy KJaepuKaaHOM BPXy Meje 1
MHTEHIMje Koje Cy PMMOKATOMNYKM OMCKYIM U3 IieloTa CBeTa 3aCTYIaJ,
ykasyjyhu u Ha atmMocdepy y Kojoj cy auckycuje Bohene. OHM cy yjemHO
Ipe/ICTAaBHUI[VIMA JIOKQ/IHUX LPKBEHMX 3aje[fHNUIIA 13aBanu Hajaore Kypuje,
yxpyuyjyhn ux y peannsanujy npegsuhennx mepa pepopme.”
Vmnnementupamwe onpenaba Koncrurynuje o CakpanHoj TUTypruju
Tpajajio je HeKOJIMKO TOfiMiHa, TauHMje, cBe Ko 1969. rogune, kKana je Konsu-
nujyMm fepuHUTUBHO crojeH ¢ KoHrperanmjom 3a obpefe 1 Kaja je KOHaYHO
o6jaB/pen HoBu nmopepak muce [Novus Ordo Missae] (Paul VI 1969).” Ho,
IITA je I0BE/IO JIO O/IaTama IIPMMeHe OBOT 3BAaHMYHOT aKTa, IOJ| KAKBUM je
IPUTHUCIVIMA OH YOO/INYEeH U [ja /TN je ’bUMe 3aiCTa MOCTUTHYTA IUTYPrujcKa
o6HoBa Ha xpumhanckoM 3anany? [la mu je, mpe cBera, Koncturynuja fonena
0110 KaKBY HOBUHY y TyMadeky CaKpajlHe My3VKe U lbeHe 0OpefjHe yaore?
YKasyBameM HajlIpe Ha 3Ha4aj MENIOAMjCKOT IIPOM3HOIIEHha MONUTABA,
0 uyemy rosopy CBeTO INMCMO M CBETOOTAYKO Ipeflame, y IPBUM YIaHOBU-
Ma moriasspa ,O cakpanaHoj Mysunu’~ yHyTap KoHcTutynumje ucrakuyro je
ma ,bogosluzni ¢in poprima plemenitiji oblik kad se sluzbe Bozje sve¢ano
slave pjevanjem uz prisutnost svetih sluzitelja i naroda koji u njima djelatno
sudjeluje” (Konstitucija 1963, un. 113). MebyTtum, cam npouec pedopme y
IoMeHy 6orocimyx0eHe MysHKe je, KaKO Ce U3 HelOCPEeHOT HacTaBKa JaTor
IOKYMeHTa MOXKe BufeTy, BpaheH Ha monasHe nosuinuje. Vaxo je Ha mo4eTKy
MCTAKHYTO Jia je Ba)KHO jaCHO MPOUINCATH OHO LITO YMHY CBEYaHM ,,MY-
3UYKM JieKOp~ OOTOCTyXKema, 1jeja O MOMIApUTeTy CaKpalTHUX M IMpodaHuX
MY3UYKMX eJleMeHaTa MPOK/IaMOBAHUM OfipefibaMa eBUIEHTHO je 0c/ab/beHa.
Haume, Hacynpor 3anaramyuma 4wianosa [Ipunpemte komucuje (13 MHA-
nujanae ¢ase Ipyror Batukanyma) fa ce nmpenusnupajy ocoOuHe My3UuKux
JKaHpOBa Koje MX KBaIUPUKYjy 3a 60rocnyxbeHy IpMUMeHY, O TOra Huje
pouno. PopMaiHO jecTe MOHOB/bEH 3BAHMYHU CTaB IIpeMa KOjeM Ce Ipero-
pMjaHCKO Tojare cMaTpa ,vlastitim rimskoj liturgiji”, 36or 4era oHo 3ajgpxasa

22 Buro je nmpeasubeHo fa rmaBuy maprHepy KoHswuinjyma 6yny T3B. OMCKyIICKe KOHpepeH-
11je, y3 HeOIXOMHO YK/bydnBare OpAnHapujata (JIoKanHe LpkBeHe BracTu oppebhene 6ucky-
myje), 0 4eMy CBefode IIPBY 3aMMCHULY C KOHLIWICKYX 3acefjaiba, Kao 1 JokyMeHTa MebyHa-
ponHe nutyprujcke paguonnte (Proietti 2023, 316).

23 Tlopemak Muce IpeMa PUMCKOj 60rocIy>K6eHoj Tpaauiji Halasu ce y PrMckoM Mucamy
- 6orocmyx6eHoj KibM3HU Koja je IIPBEHCTBEHO HaMelbeHa CIyXuTeby, oynyhu fa je y moj
meduHMCaH pefoCIes TUTYPIUjCKIX PAfby, Y3 Cafipykaj MIPOIMCaHMX TEKCTOBA 3a MICE TOKOM
Iiesie TUTYPIUjCKe TOfIHe.
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I7IaBHO MECTO y OOTOCTy>KewIMa, ajlu je, ca Apyre CTpaHe, Taj UCTU HAIleB
U3jefHaYeH ca CBMM OCTalMM BUJOBMMa OOpefHe MY3UKe Koja je y CBOjOj
Pa3sHOMMKOCTU HeoCcIOopHO Beh mocrana Tpaguumonanya. [IputoM, Hu oBor
HyTa HI/ICY npegu3pann KpI/ITepI/ijMI/I hITa pa3anvdnTe >XaHpoBe YMHU Of-
roBapajyhuM y mocrenmmBamwy MonuTBeHe arMocdepe: ,Druge vrste sakralne
glazbe, osobito polifonija, nikako se ne iskljucuju iz bogosluznih slavlja, ako
odgovaraju duhu liturgijskoga ¢ina [...] Neka se mudro njeguje pucko vjersko
pjevanje tako da glasovi vjernika mogu odzvanjati u poboznim i svetim
vjezbama te u samim liturgijskim ¢inima” (Vcro, un. 116, 118). PaBHonpaBHU
CTaTyC [OJe/beH je U JIOKATHUM MY3MUYKMM TpajuliujaMa, ¢ Beh mosHarum
objalImerneM J1a je IPOLEHEHO I Ce IBUXOBUM IMOCPENCTBOM MOYXEe OCTBApH-
T epukacHMja Bepcka Mucuja: ,Kako se, pak, u nekim krajevima, osobito u
misijskima, nalaze narodi koji imaju svoju vlastitu glazbenu predaju koja ima
veliko znacenje za njihov vjerski i drustveni zivot, neka se i prema toj glazbi
ima duzno postovanje te joj se dade odgovarajuce mjesto, kako u oblikovanju
njihova vjerskoga osjecaja tako i u bogostovlju prilagodenom njihovu duhu”
(Mcto, un. 119). Hu HajMamy MCKOpaK HUje yUYMibeH HU Y IPUMEHY MHCTPY-
MeHTanHe Mysuke: ,Orgulje [...] sa sviralama kao tradicionalno glazbalo ¢iji
zvuk moze crkvenim ceremonijama dodati divan sjaj, a srca snazno uzdici
k Bogu i k uzviSenim stvarima” n3HoBa cy noTBpheHM Kao NpuxBaT/bUB Ha-
4yH fyxoBHOT uarpahusamwa Bepuuka (Vcro, wi. 120). [Tox usBecHy npego-
CTPOXKHOCT CTaB/beHa je yIoTpeba Apyrux MHCTPYMEHATA, TO jeCT 3a HBUXOBY
IpuMeHy Tpebaso je 06e30euTy carlacCHOCTY Hajl/Ie)KHe BIacTy ofpehene
TeputopujanHe 6uckynuje. Ha KOHIIY, IOACTNUIIAj CTBapanadykoj KOMIO3M-
TOPCKOj aKTUBHOCTHU y chepu 0OpeSHOT 3ByKa HOJATHO je JoOYO Ha 3Havajy:
»Skladatelji, prozeti kris¢anskim duhom, osjecaju [se, prim.] pozvanima njego-
vati sakralnu glazbu te povecavati njezino blago” (Vcro, 4. 121).
[TogpxaBameM pa3Boja My3MUYKOr 0OpasoBaimba, Kako y pefoBuma 0Oy-
nyhux 4jmaHOBa KIupa, TaKo ¥ BepHUKaA, mocebHo Miuahux renepanyja, uc-
II0/bEHA je TeXHa Ka YKUAamwy cTpore rpanuie nsMeby npodecrnonantor n
JaNYKOT MapTUIMNNpama y usBohemwy 6orocmyxbeHe mysnke. Y Ty CBpPXy
Koncrurynujom je mponucaHo fa ce ,cijeni poucavanje i prakticiranje glazbe
u bogoslovijama, redovnickim novicijatima obaju spolova,* u studijskim

24 TIpemopyka fia y 06peffHO My3I4YKO 06pa3oBambe yK/byde, Hopef] MyLIKapala, i IpUIIaJHILe
YKEHCKOT 1071, KaKO 01 yJecTBOBasle Y 60roC/Iy>kx0eHOM IeBaby, IPEfiCTaB/ba HOBUHY Y OTHOCY
Ha [JOTa/jallliba 3BaHNYHA ycMeperba. VI3yses onpenbe TpuaeHTCKOT KOHIMIA KOjOM Ce, KaKo
je Beh momenyTo, 3abpamnBana HOMMpOHMjA ¥ KEHCKMM CAMOCTAHNMA, JOKYMEHT ,,Divini
Cultus” onipeano je ko Moke M3BOZUTU NONUQOHe KoMIosuuuje y 6oroctysxkemny: ,Zelimo
svima, na koje to spada, preporuciti pjevacke zborove [Capelas musicorum], koji su u neku ruku
nasljednici starih $kola, te u ve¢im bazilikama imadu poglavito svrhu, da se bave polifonijskom
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kucéama te u ostalim katolickim zavodima i $kolama; a da bi se ta izobrazba
postigla, neka se brizljivo $koluju ucitelji koji ¢e voditi nastavu sakralne
glazbe. [...] Preporucuje se da se prema prilikama osnivaju i visi zavodi za
sakralnu glazbu. Glazbenicima, pak, i pjevac¢ima, a osobito djeci, neka se
pruzi ispravna liturgijska poduka” (Konstitucija 1963, un. 115). Cumbuosa
My3M4yKe U KaTMXeTCKe efyKal[Mje Hajlaklle je MOI/NA Ja ce CIIpOBefe
YHYTap MeIIOBUTHUX XOPOBa, Kako Behnx, Tako 1 MamMX BOKATHUX CacTaBa.
Ha muxoBoMm peneproapy Tpebano je ga ce mpeBacxopgHo Haby HameBu
qyje MeNojujcKe KapaKTepUCTUKe HUCY OIM>Ke OIMCaHe, OCUM ILITO je Y
KoHcTuTynmju Ha3HayeHo Jja TeKCTYaTHY HpefI/IONIIY MOpajy OUTH y CKIafgy
C PUMOKATONNYKOM HaykoM. ITopey pedeHOr, cM1cao aKTUBUpamba BepHUKA
Ka0 XOPCKVX IIeBaya 610 je y ToMe Ja ce IIOCTUI'HE BUXOBO JiellaTHO ydelrhe
Ha MMUCM M OpYyruM obpepuma, LITO je, Kako je Bume nyTa Beh pedeHo,
610 jemaH O ITITaBHMX LV/beBa CBEYKyIIHe NUTyprujcke obuose (Vcro,
4. 114). [la je morpeba 3a cyaenoBameM IAacTBe Y OOTOCTYKeky 3auCTa
BubeHa Kao yc/oB moBpaTKa Ha IpefamCKe JUTYPrUjcke U3BOpe jacHO je
u3 uysnaHa KoHcTuTynmje y KojeM ce HaBOJAM Jia ce Y LIU/bY IIpUcCaje/iibermha
NOTeHIIVjaTHUX ,00paheHnka” Mopa MOLITOBATY KBUXOBA TPAAVUIIVIOHATHA
My3UKa, YUjUM Ce IOCPeACTBOM OO/MMKyje Ke/beHU Bepcku ocehaj. Y Ty
CBPXY IIPe/I0U€HO je fa ce CIIpaM JOKATHUX MY3UUYKIX IPAKCU efyKYjy caMu
pumokaronnuky mucronapu (Konstitucija 1963, 4. 119).

Omnucanum ogpenbama Koncrurynuje nperxopuie ¢y 6pojHe pacrpase
KOje Cy ce OfiBMjajie Ha BUIIIE HUBOA, @ Y 4MjeM Cy CPeAMIUTY O1/Ia jBa K/byYHA
npobnema: yderrhe Hapozia y TUTyprijcKoM IeBamwy 1 je3auK Ha KojeM he ce
neBaHa OOrociyskewa npousHocuTy. Tpeba pehu u To #a je HemocpegHO MO
ocHuBamwy KoHsnnmjyma o6jaBbena VIHCTpyKIMja 0 IPUMEHN TUTY PIUjCKUX
opnyka [Inter Oecumenici] (Consilium 1964, 4. 4), y ckony koje je, usmeby
OCTAJIOT, IIOCTAB/beH 3aXTeB 3a I10jauKO-TEKCTYa/IHUM jeAMHCTBOM y 0Open-
HOj mpakcn.” VIHCHCTUpame Ha MPOAKTVBHOM YZeNy Y MICH CBaKOT YIaHa

glazbom. Budu¢i da sveta polifonija s pravom zauzima drugo mjesto iza gregorijanskoga
pjevanja, Mi vrlo zelimo, da se takvi pjevacki zborovi, koji su bili u cvatu od XIV. do XVTI. vijeka,
i danas obnove, osobito tamo, gdje Cesto i opsirno bogosluzje trazi veci broj i izbor pjevaca. Neka
se podignu djecacki zborovi ne samo u ve¢im crkvama i katedralama, nego i u manjim i Zupnim
crkvama. Djecake neka u pravilnom pjevanju poucavaju uditelji tako, da se njihovi glasovi, po
starom obicaju Crkve, sjedine sa zborovima muskaraca, narocito onda, kada treba, kao nekada,
da ih se upotrebi za najvisi glas u polifonickoj glazbi, koji je prozvan cantus. Iz njihova je kruga,
osobito u XVTI. vijeku, proizasao mnogi vjesti polifonijski glazbenik, kako je poznato, a izmedu
njih je prvi Ivan Petar Alojzije Palestrina” (Pijo XI 1928, . 5).

25 Tlojauko-TeKCTyalHa cMMOMO3a OFYBEK Ce CMaTpaja MeasoM CaKpalHe My3UKe KOji ce,
MebyTiM, pasInuuTO MHTEPIPETUPAO Y OFHOCY Ha aTe APYLITBEHE U UCTOPUjCKE OKOTTHOCTHL.
Y ToM cMuCTy 61 TOHOBHO MCTHUIIak-e¢ OBOT IPMHIINIIA, Y OFHOCY Ha HOTAJallbl perepToap
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JTUTYPrUjCKe 3ajefHuLe, M3MECTUIO je CBe IIPBOOKUTHO M3HETE JJieje O TOMe
KaKBa CaKpajHa My3MKa Tpeba ma Oyfie Kako OM Ha HajaJieKBaTHUjU HAuYMH
»yKpalraBana am6ujenT xpama’. YnaHosn Konsummjyma n Konrperamnuje pum-
CKe KYPI/Ije, I1a 1 caM I1ana, KOpUCTU/IN Cy CBaKy IPpUINKY [a, y IINCAaHOM MIN
ycMeHoM obOpahamy jaBHOCTY, Harlace BayKHY QYHKLM)Y 3ajeJHMYKOT IleBamba
y 6orocmyxemy.

JlaTa Mepa je yjefHO y CpeAuIITe Makibe IOCTaByIa ONPaBAaHOCT Be-
KOBMMa YTBpPDHEHOTr JaTMHCKOT je3Ka Kao ,,CnyXOeHor” jesmka JTaTMHCKOT
6orocmyxema. Haume, peBnsuja y npaBijy yMamema MacHBHE yJIOTe JankKa
je, Kpo3 MHCUCTUpalbe Ha HAPOJIHMM OATOBOPMMA Ha CBELITeHNYKe Ipo3be,
Kao U MeBaby XMMHU U TOjeINHUX feoBa u3 Miucana Ha HApOJHOM je3UKYy,
OTBOpM/IAa IIYT Ka HOBUM nojgeMmuKama. Ie,T_[I/IHCTBeHI/I NIOEHTUTET CBEYKYITHE
PMMOKATONMNYKE 3ajefiHNIIE je HAKOH M3Pa>keHNX pro et contra CTaBoBa y Be3n
C OBMM INTambUMa Je(UHUTUBHO CBeleH Y VKU IUIaH — Y IOojeflUHaYHe HapOoJ-
He ¥ KyNTypHe upeHTntere. JlaTy mojaBy, Koja je moce6HO y KpyroBuMa KOH-
3epBaTVBHO HACTPOjeHNX YiaHoBa KoHIM/Ia M3a3Baa HErofoBama, MPATUIIO
je ymopezo ¥ He3al0BO/bCTBO IeBava eYKOBAHMX y CHeI[MjaTHIM IIKOTaMa
IYXOBHE BOKa/He yMeTHOCTH [schola cantorum].

»-CyZap cBeToBa” IOKa3ao ce y MyHOM MHTEH3UTETY Kajja Cy ce MOBO-
AOM IIOMEHYTHUX T€Ma y paclipaBe YK/bYy4NIN HpO(l)eCI/IOHa}'IHI/I My3n4dapu, n
caMM aKTMBHU y4ecHMIM y obpenuma. Behnna je sacrynama rneguire f1a je
JIUTYPIUjCKO MY3MIMpPalbe CBOjeBPCHU JJeKOP PUTYasa, Te Aa IPeBacXOgHO
ynas3u y foMeH yMeTHoCcTH. CaMMUM TUM CMaTpanu Cy fja u360p MeIofujcKor
pernepToapa 1 HauMHA MHTEpIpeTalMje IOTIA/a TI07, OATOBOPHOCT HAMEHCKM

cakpaJIHe My3JKe, Tpe6aio padyMeTH y KOHTEKCTY MOTYhHOCTI Mematba IapajiurMe, y OKBUPY
KOje Ce Cajia Ha IpyTa4Mji/HOB Ha4MH TyMauu IIpKBeHa MysuKa. Hanme, naxo je KonseppaTuBHa
IIPKBEHA CTPyja ¥ Jja/be CMaTpaja My3MKY 3a ,IIOHM3HY CTyIIKUbY JInTypruje”, 3Hadajan 6poj
KOHILWJICKMX NIEPUTYCA Pa3MUIIBAO je Ha APYTadmjy HA4MH. JeflaH Off BIX, IUTyprudap Josed
ITamrep [Joseph Pascher], oTBopeHo ce CympoOTCTaB/BaO IPEIOry U3jeAHAUYaBaba CaKpaTHe
MYy3HKe ca ,,caylKumboM JIntypruje’, cMaTpajyhm fa u Mysuka unau camy Jlutyprujy. Crora je,
TIpeMa HbeTOBUM PedlMa, U3PasUTO BaXKHO HETOBAaTH CBAKOJHEBHY MMACTUPCKY — MUCUOHAPCKY
cimy»xO6y, Koja HEIIOCPeIHO yTIde Ha TUTYPIUjcKo NeBame. Ha 0BOj MUMHUjM MULIJbeRba, IpeMa
KOjeM ce caKpajiHa My3MKa JOXWB/baBa Kao cama JIUTypruja, HalUIoO ce 1 yBepeme (parpa
Kunpujana Barahunuja [Cipriano Vagagginil: ,,Meby ommTum npuHnmummma Mopa ce moTBp-
AUTHU HeOIXONHOCT IOABPraBama, TauHNje IpuIarohaBama cakpaaHe MysuKe )KUBOM ydenrhy
BepHuKa [y JIntypruju]” (AFSCIRE, FBrg 43).

26 KOoHCTHUTYyLMja je OCTaBWIA IIPOCTOp 3a IpeBofie ofpeheHMx 6orocmyx6eHnx TeKcToBa
(peBacXoHO MTYPIUjCKIX CAcTaBa MICAJIA, A/l V1 APYTHX BPCTA T3B. ,,dTeHNMja’, MOTUTABA, 1A
U TIeBAHNUX XVIMHIU), C TUM Jia je TIPaBO OJ/IyYMBamba MO OBUM MMUTAKMMA HPUIIA/IO HAMJIEKHO]
TeputopujamHoj 6uckynckoj snacty (Konstitucija 1963, 4. 36). Tpeba umary y BUAy fia je oBaKBa
TeHZIeHLIMja Y PUMOKATOMIYKOj TUTYPIHUjCKOj IPAKCH OYBEK MpefiCTaB/basa Jean Koju, Meby-
THM, 13 HI3a Pa3jiora TOKOM JyTre UCTopuje Huje 6uo Moryhe Hu 13671132 peami3oBaTi.
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00yd4eHMX MajcTopa IeBayKe BeLITMHe. 3a JUTypruyape u ManobpojHuje
IIpKBeHe My314ape, KOjii Cy OTBOPEHO IOKa3MBaayu OCET/bUBOCT 3a MaCTUP-
CKY erseresy, My3MKa je 3ajpykasa CBOjy IpuMapHO QyHKIIOHAHY Y/IOTY
u3pakapama TajHe Koja ce mpocnaspa (Bugnini 1990, 885). Mako Hucy po-
BOJIV/IN TIO] CyMIby 3HA4aj CTBApa/JaukKorl U MHTEPIPETATOPCKOT yAeNa IPo-
(decnoHaTHUX NeBavya ¥ MHCTPYMEHTA/INCTA, PYUMOKATONMYKY JTUTYprudapu
MHCUCTUPA/IN Cy Ha IUXOBOM CaJiejCTBY Ca JIAOCOM Yy JTUTYPIUjCKOM UYMHY.
3aroBapainu cy Tesy fia My3u4apy HeMajy IPeJHOCT Y OfIHOCY Ha 610 Kor
OPYTOT 4Y/laHa 3ajefHMIlEe, KaO HM 3ajef[HUIe y LeINHY, T€ 1a I OHU CaMMU
3ajelHO C My3MYKM Malbe 00pasoBaHUM VN IIOCBe HEOOPa30BaHMM Y/IAHO-
BJMa 4MHe 1a0c.”’

JMaxo cy KOHKpeTHa pellleiba Y 3BYYHO] peannsannju 60rocnyxema ouma
IpenyLITeHa IOKaJIHUM OMCKyNMjaMa, a KaCHMje U MOjeAMHaYHIM JKyIlaMa,
y KOHLIMJICKMM 3acefamuMa obenofjambeHe TeHAeHIIje ¥ IPOK/IaMOBaHa Ha-
Jesla 0OIMKOBAHM CY UM CIIpaM peakijyja BehMHCKUX IpUIIagHNUKA ,PUMCKOT
eKJIMCHjaTHOT aMbMjeHTa”, KOjJi Cy OCTa/lM YIIOPHM 3aTOBOPHUIIY OYyBamba
MY3MYKOYMeTHIMYKOT Hacneha kao moce6He BpeZHOCTM PUMOKATONMYKE
Tpagunuje. Y nepuony y KojeM ofnyke us KoHcTuTynuje jom yBek HUCY
IolLle Ha pef 3a cripoBobeme, yacomnuc ,,llenunujanckn 6unren [Bolletino
Ceciliano]” o6jaBuo je Texct kamen-majcropa CUKCTUHCKe Karnene [JoMeHnKa
Bapronyunja [Domenico Bartolucci] (1917-2013) mop MpOHMYHO MHTOHU-
paHMM HaCcJIOBOM ,,3a cBe cy KpuBu Mysudapu! [La colpa e tutta dei musici-
sti!]”. ToBopehu o HoBaTopyMMa Koju yHMIITaBajy CIOMEHVK CaKpaaTHe My3M-
Ke, bapromyun je TBpAuo na ynpaBo IIpKBeH) My3udapy Hajoosbe pasyMmejy
JIETIOTY M CHAry IeBama Hapojja y 6orocmyxemy. 3a ocuname 6poja BepHMKa
C MIICe Kao IIaBHY KPUBLM Cy O3HA4eHVM HOCUOLM JIUTYpPIrujcke pedopme,
jep Cy OHU yTULa/IM Ha eTMMUHKCambe [lalecTpMHMHMX [lesia U3 mpakce, Koja
cy, npema bapronyunujeBoM yBepemby, JOIPUHOCUIA CBEYAHOM KapaKTepy
LIEHTPa/IHOT PMMOKATONNYKOT obpena.?* CBOjUM MMCMOM OBaj KAaHTOP IMOJ-
CEeTHO je YNTaolle fia je Aylla IIpKBe Y MY3UIM, Kao U [ja je YUTaBY UCTOPHjY
PUMOKATONMNYKOT APYLITBA 00€IeKNO UCIpeNIeTaHN Pa3Boj YMETHUYKE 1
IpKBeHe MY3UKe.

27 'V Besu ¢ M3HETUM CTaBOM, My3udap Apmanpo Perun [Armando Renzi] (1915-1985) Bugeo
je Texxspy ma ce OpanHapujyM (HermpomMeH/bUBM fenoBy y Mucy) u Ilcanmopuja (6orocmyx6enn
IICaZIMHU) U3[BOje M3 HAJIOKHOCTM My3uUdapa, Te [ja Ce TPafULMOHATHO PUMOKATOINYKO
borocmyxerme Hapyu yBohemeM MPOTECTAHTCKOI KOpala M CTPAHMX MY3MUYKUX OOJIMKa,
c4HuX puMokaromndkoj npakcu (AFSCIRE, FL 43).

28 Hucy mysnuapu yhyrkamu napos. Hapop cy yhyrkanyu "HoBatopy’ Tor BpeMeHa, 67mcKy
pobauu ganammux 'HoBaTopa. Huko 6ome of Mysuuapa He pasyme HyOOKY JIETIOTY M CHAry
HapofiHe IecMe KaJia je oBa 3alCTa JOCTOjHA M KaJja ce YK/bY4M y H0j ofrosapajyhy ymory!”
(AFSCIRE, FL 42).
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HesamoBos/bcTBO 360T 13y31Mamba IIKOIOBAaHNX My3/4apa 13 IpoIieca Jio-
HOIIeHba KOHIVJICKVX IIPeI/IoTa U OAIyKa O MY3UIIM Y 60TOCTYXKeby 13pasyio
je M MaecTpo-yImpaBuTe/b jefHOT Off 1Bajy IIaBHUX XO0poBa 6asmnuke CeTor
ITerpa y Barukany - xopa ,,Bynuja [Giulia]” - Apmango Penun. OTBOpeHo
IICMO TIOJ] HaCJIOBOM ,,XoheMo /i, MaKap jeflaHITyT, UTPATV Ca OTBOPEHUM
kapTama? [Vogliamo giocare, una buona volta, a carte scoperte?]”, unpky-
NINCANIo je Kao maMdeT TOKOM KOHIM/ICKUX CeIHUIIA Y HAMePH Jia IPUByYe
Ia>XKby OMCKyTIa Ha HEOIIXOJJHOCT YK/by4era 6ap offabpaHnx, peHOMUHAPHUX
My3N4yapa pUMCKOT OKpYyTa y caBeTofaBHO Teno Konsunnjyma y Besu ca pas-
MarpameM nuTama obpenHe mysuke (AFSCIRE, FL 43).

JaBHMM MCTynMMa My3u4apy Cy IIOKa3aay BUCOKM CTeNeH cnoboe u
CIIPeMHOCT Ja 6eCKOMIIPOMICHO 0O3HaHe CBe mociennie npehyTknupama u
HepelraBama IIpobieMa ¢ Kojuma cy, pedopmom y mporecy Jpyror Barnxka-
HyMa, 611u cyodeHn. VI3Bpummim cy 3HaTaH NPUTHCAK Ha KIepPUKa/lHe BJIa-
ctu, anenyjyhu fja ce mpefy3aMy HeolxojiHe Mepe Kako 61 ce ypyIIeHM CTaTyc
IBIIXOBOT eCHada 1 MMYHNUX ersucTeHIuja nonpasuo. HapounTtu exo npomns-
BOZIV/IV Cy TJIACOBM My3)M4apa IpY BaTMKAHCKMM Kalenama, Koju cy, 6ympyhu
Ia Cy IpUIafIHNLM UTa/NIMjaHCKe 3ajeHMIIe, BACIUTAHY Ha BEKOBMMA CTapoj,
YjeoHO M aKTyelIHOj PUMCKOj IIPKBEHOYMETHUYKO]j Tpagunuju. Ibuxosa gpa-
MaTy4Ha arojoruja nonmudoHor My3n4Kor mpefama 6una je yjeHo n ogdpaHa
MMYHUX YMETHWYKMX adMHNTETa U YKyca CIIpaM KOjuX HapopHe ympomrheHe
MeIofiMje HICY MOIJIe HUKAaKo Hanmhy Ha ofo6paBame.” YIIpKOC YMbeHNIN Ja
je KoHcTuTynMja y CymTnHM HacTaBWUIA [a IPAaTH Ofpefde 13 3BaHNYHUX JIO-
KyMeHaTa Koji Cy joj mpeTxofun, pasi CUKCTMHCKe Karene OUIo je IoTpe6HO
Off6paHNTM U CTOBOM Ha MAINpY:

Munbema Koja ce JaHac IIMpe IIyTeM NMCaHNUX allesia M yIOPHUX 3aX-
TeBa 3a IMTYPIUjcKuM pedopMama, NCKasMBasa Cy U MCKa3yjy OTBO-

29 C mpoHMYHMM HpuU3BYKOM, JJomeHuko Bapronyum msjaBuo je: ,Jaman csetu Ipuropuje
Bemuxn! CBe mTO je OH ypajuo OM/IO je IITETHO: 3aIpaBO, CaB JIONI YYMHAK JIUTYpIruje
IIPOM3/Ia3M Y3 TOra IITO je OH OCHOBao M ycTpojuo IIkomy cTpydmaka 3a IeBarwe, Ha IITETy
Hapoma! Jagum Ilamectpmua! CBa meroBa MysWKa, INpeBMINE apUCTOKPATCKa, IIPEBUIIE
y3BMIlIEHa, HAIIMCaHa 3a KBa/M(pUKOBaHe My3MUKe Kalle/lulle, M3pakaBaja je CBe Pyro, caMo
He offaHoCT JIutypruju! UnTas KMBOT OBOT yMETHMKA 61O je HeyCIIeX, jep je 3710 Koje je HaHeo
HapoJy HapenuBLIM My fa hyTu, 6110 TOMMKO Bemko fa 6u 60/pe 6110 1 ce Huje Hu popuo!
Crora hemo oBe Benuke MysuJape CTaBUTH Ha CyJ, U y Me "Hapopa (Te BelMKe GacIiHAHTHE
peun) ux ocynutu 3a Benuky nsnajy!” (AFSCIRE, FL 42). Apmanpo PeHI je y cIm4HOM TOHY
IIPUMETHO: ,,]eHOT laHa he ce casHaTu ja ce y jeTHOM HEOOMYHOM TPEHYTKY Kpu3e, Kajia Cy
ce mpobjeMy IoYenu pasoTKPUBATH, HEKO YCYAMO fa KPUBM UCTOPH)Y LpKBeHe MY3UKe je
CBe IITO CY IbeHe IIPICTaNNIe CTBapale KPo3 BeKOBe ITOCBeNeHOCTH IIPKBIL, Kao 11 fia Ce I71ac
HajBa)KHMjer KallelI-MajcToOpa Ha CBeTy IIOUIao IpoTUB ofpeheHmx GecMucmnia u To 6e3
ycrpyuaBama’ (AFSCIRE, FL 43).
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peHy of100jHOCT IpeMa cBeMy OHOMe IITO je [ToHTnduKamHa My3ndka
KaIlesa JbyOOMOPHO U Kao CBeTO 4yBasa; 1 Beh HeKo BpeMe Cy ycmepe-
Ha 1 yrBpheHa [...] mporus cBera mro Mysnuka Kamesa IpefcTaB/ba,
IITO Ce [I0 Cajia CMAaTPajo JOCTOjHMM OO>KaHCTBEHOT oOpefa 1 IITO
je caunmapao HajysBUILEHNje IT0jatbe PMOKaTonuke jpKBe: Tpero-
pujaHcko 1 nonudoHo Hacrehe (Bugnini 1990, 886).%°

ook

Ha ocHOBY omnmcaHux HeTpPIe/bMBOCTY M pacIpaBa Koje Cy IIpaTuie paj
Konsunujyma n Pumcke xypuje, mocraje jacuuje 3amro je KoHcTuTynumja
Yy CYWTVMHNM HOHYAM/JIa HNU3 KOMIIpPOMMCHHUX YIIYTCTaBa, 663 KOHKpPETHUX
Hojalllberha KPUTEpUjyMa Y BUXOBOM U300py. JINTYprujckyu NpUpyIHUK —
»IlojemHocTaB/BeHN Tpagyan [Graduale Simplex]” HacTaBuo je mpoMoBUCame
My3u4Ke paguonuiie maHactupa ComneM, ok je ViHcTpykuuja ,,Musicam Sac-
ram” (Uputa 1967) apupmucaia cBe IPeTXOSHO O3BaHNIEHE MY3UUKe KaHPO-
Be y Mycu.” Meby muma, rperopujaHcKo mojarme 3agpKano je camo GpopManHo
IPMMAT, a1 ¥ IPAKCU TaKBY BPCTY IPETHOCTY U ajbe HUje NMAIO.

Ha HemsBecHO BpeMe OJIIOKEHO je YCIIOCTaB/bake [yTo TpajkeHe Ipa-
Hune usMeby cakpanHe u cekymapHe My3JKe Koja je jolI Y JaBHUM BpeMe-
HIUMa Halll/la IPYMEeHY Y PUMOKATOIMYIKOM 6orocmyxemy. OBaKBOM HC-
xofy je sacurypHo pomnpuneo Konsmunujym sa cuposobeme KoncTurynuje
o CBeToj TUTYPruju, OKpPEeHYT Ka capajmbu U YIoZo6/baBamby KOHIMICKUX
pellleha pasnNIUTUM MHTepecuMa 1 motpebama mnojefuHaIHIX OUCKymnja,
anm Cy JONPVMHENIN Y YIeCHUIIN JIATUHCKOT 60TOCTyXemba — IpodecnoHamHn

30 Jla omoHeHTHa fejcTBa MPOQECHHATHUX IIeBaya HUCY OCTAaBWIA PAaBHONYIIHUM WIAHOBE
Konswmmjyma norsphyje ofroBop Ha n3HeTe ONTY>X6e UMjy je IIOTIMCHUK 610 TTTABHU CeKpe-
Tap OBOT Tena, KapuHan AHn6an Bymunn. Y peanmHocTy Ipunpeme u foHouewma KoHcTuTy-
I[1je Hije TI0CTOjaslo, KaKo je OH TBPAMO, HUKAKBO HENPHjaTe/bCTBO MpeMa Mysndapuma Cuk-
cTUHCKe Karesie. KoH31mnjyMm je HacTojao fa mojacHu fa KoncturynujoM He ykuja Tpagunujy,
U yIIpaBO CYIPOTHO, OXpabpyje meHO Jja/be Heropame. V3 JIerMTMHIX MacTUPCKMX pasjiora
IpYy>XeH je, MehyTVM, IpOCTOp HAPOJHOM PENTUTMO3HOM IeBamwy y 06penHoj npakcu. ITpema
YTHUCKY Koju Cy 4raHOBY KoH3MImjyMa CTeK/Iu yBUOM y HOBMHCKE YIAHKe VI aMdrreTe n3a
KOjMX CY CTajay mpodecHOoHaHI My3/u4apy, 3pHO pasfopa cy 6ar oy mocejann, HacTojehn
Ja Ha CBAKM Ha4YMH CIIpede aKTMBHO ydelrhe meBama Hapofma y 6orocmyxewy. IlogBomehu
peaxiyje My3udapa IIofi 0CO6eHOCTU BIXOBOT PUMCKOT MEHTA/TUTETa, HETOJIEPAHTHOT ITpeMa
6110 KaKBOj BPCTY HOBVHA, KaIpuHaI ByBUHM cyM1pao je fia je 6MI0 0UeKMBAHO Jja MUTOMIIN
PuMcKe 1eBauke IIKOJe He JJO3BOJIE Jia OFf HUX Oy Ofy3eTu ¥ NpenyLITeHN HapOfy Je/IOBU
Muice koje cy oHu Tpaguonanso mesanu (Bugnini 1990, 885-890).

31 O HeyjegHAaYeHNM CTABOBMMA L[PKBEHIX My314apa, ACTUPCKU YCMePeHNX IUTYprudapa 1
KOH3epBaTMBHO HacTpojeHe KoHrperanuje puMcKe Kypuje CBEIoYM JaK IeBET Bep3uja Koje Cy
IpeTXoAnIe KOHauHOj MHCTpYKuuju (Bugnini 1990, 898-911).
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My3HU4apy, KOju Cy KaKo Ha CaKpaJHy MY3UKY IOnu(OHOTr TUIa, TAKO 1 Ha
cebe caMe CKpeHYIM IMO30PHOCT Knupa U mupe jaBHOCTU. [loTennupajyhu
IJIEUIITE [1a jé My3MKa Y CBMM CBOjUM I10jaBHOCTUMA UIEHTUTETCKU MEJIV]
KOj! MMa 3HaydajaH Y[eo Y Kpeupamwy U yIIpaB/balby OflHOCKMA Ha Pasandn-
TUM HMBOMMA YHYTap PUMOKATONMYKE 3ajeHNIE, OHU Cy 3allpaBO HajBlU-
uie JOIIPMHENN [la Ce Ha IOJ/by LiPKBEHE My3MKe HaKOH J[pyror BaTMKaHCKOT
KOHIIM/Ia HUMIITA CYIITUHCKM He mpoMmeHu. IloTucHyTe cy njeje Boguibe us
3BAaHMYHUX JOKYMEHaTa HacTaaux y paHoj ¢asu KoHumma, a KOHKpeTHU
npo06IeMH, KOjU CY Y IIPaKCy YCIeRMUIN MPYMEHOM CIOKEHVX Jie/la YMeTHU-
YKe TYXOBHe MY3MKe, ca CrelMbUIHIM UHTePIPeTaTUBHUM 3aXTeBMMa Koje
Cy My3M4apy HY>XHO MOpPa/yu UCIOIITOBATH, OCTa/IN CY U la/be PelIeBaHTHMN.
OmnpasgaHo nHCKUCTHpame Jpyror BaTukanyMa Ha HEOIIXOJHOCTY aKTVMBHOT
y4eCcTBOBamba BEpHUKA y OOTOC/Iy)Xewy HIje Y LeIOCTH 3a)KUBeNo, 6all Kao
IITO HU OOpefiHa MY3HUKa Y JIelle3M pa3HOBPCHUX BPCTa, CTU/IOBA U OCOOEHUX
TpajuIlMja HIje IIOCTala K/byYHY NapaMeTap y ofpebhemy yHuBep3amHor pu-
MOKAaTOINYKOT UeHTUTETA.

C yBuzmoM y mpoiiec Koju ce Ha IJIaHy IyXOBHE MY3UKe OfIBIjao y OKBUPY
IIpUIIpeMe U JOHOLIEWka OfiIyKa [Ipyror KoHIuiIa, yjefHO U IBbUXOBOI CIPO-
Bohema y mpakcy, noTpeba MHTEPAMCLUIUINHAPHOT IPUCTYIIA Y pa3MaTpamy
IIeBaHOT OOTOC/TyXKemwa IIOCTa/Ia je IOCBe M3BeCHa 1 OIpaBAaHa. Y Hepuoay
o]l jeflHe JelieHMje, KONMUKO je KoHIMI Tpajao, MCTOPUjCKM 3HAYaj M YMeT-
HIYKa BPeHOCT IPErOPUjaHCKOT T0jarba MOTBpheHN Cy y JOMeHY HayIYHUX U
IpaKTUYHMX HperHyha Koja cy 6ua ycMepeHa Ka 1berOBOM PeBUTa/TN30BaY.
Kpajem XX Beka mokasana ce notpeba 3a IpOIINpPemheM YCTa/beHIX MY3UKO-
JIOIIKMX METOJOJIOTHKja, Koje Cy 4O Taja IpeBacXofHO o0yxBaTase cariefia-
Bame VICTOPUjCKOT KOHTMHYYMA Y Pa3Bojy IperopujaHcKe My3lKe, TyMademe
IAPpeBHMX 3aIlNCca, Ha OCHOBY yTBpheHMX IpUHIMIIAa My3u4Ke maneorpaduje,
aHa/nM3e 1 TpaHcKpumnuuje Menoca. CTuiame HOBUX Ca3HAMA O [PYLITBEHOM,
KYJITYPHOM U, IIOCEOHO, aHTPOIIOJIOIIKOM aCIIeKTy IIeBaHe MOIUTBE MHUIIPA-
710 je YyCIIoCTaB/bakbe LIMpe UCTPaXKMBauke maatdopme, CBOjCTBEHe €THOMY3H-
KOJIOLIIKOM THUITy IIPOy4YaBama.*

Ha oBako Ha3Ha4eH oIicer ¥ 3HaYaj 0OpeHe My3MKe MHANPEKTHO Cy yKa-
3aJIM Y TICKXOJIO3Y U COLIVIONIO3M 3a0KYII/beHY MUTakbeM PUTYaTHOT KOHGIMKTA

32, To je pacKpCHMIIA ITie Ce eTHOMY3MKOJIOTHja M MICTOPHja eBPOIICKe My3MUYKe YMETHOCTHU MOTY
“cycpecti’.” Haume, jeffHO Off OMTHVIX IUTakba 3a KOje je 3aiHTepecoBaHa My3VMKOJIOTja — IIMTambe
YCMEHOT 1 IJCAHOT I[PKBEHOMY3IYKOT TIpefjamba — He MOXe, TpeMa Iledepjy, 6utu npoyyaBano
OffBOjEHO Off OCTaTKa My3Wdke Tpapuiuje. 36or tora 6u Tpebamo, mpemnoxuo je Lledepn,
[la TIpoydYaBarbe IPErOPMjAHCKOr Iojarba M3abe M3 JocamalIbuX MCTPAOXMBAUKMX OKBUPA, Te
Ja YK/by4M Hay4YHa pasMaTparma IOTeKIa M U3 APYIMX OOacTy IONYT eTHOMY3MKOJIOTHje,
JIMTYPIVIKe, LIPKBEHE MCTOpuje, Kao 1 Mysudke Korauuyje (Jeffery 1995, 1-5).
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Koju je n3asBana pegopma Prumckor mucana. Op 1971. ma cBe go 2007. roguHe
KOMIIJIeTHa PMMOKATONYKA jepapxuja Ouna je y obasesu ma ciegu pedop-
mucany mucy. Hosu nopepax, o6jaspen 3. anpuaa 1969. ronnte, OTBpAKO je
IUTypanu3aM y pasyMeBamy QYHKIMje My3UKe Y O0TOCTY>KembY U MEJIOAVjCKOM
peneproapy. IIpuxBatame pedopmMmucane Muce n3asBaio je HOBe Mofese Ha
pasIMuNTUM HUBOMMA Mely mpumagHnIMMa Kaupa, anyu ¥ KOHTUHYMPAHO
ocumame 6poja BepHMKa ¢ 6orocmyxema. ClpoBefieHe IICUXOJIOIIKE aHA/IN3e
Ha Y30PKY Ipylanuje puMoKaronuka Ha Teputopuju CjenumeHux Amepny-
kux JIp>xaBa, KOju Cy oCTajy Be3aHM 3a cTapuju Tuil Miucana, IoKasane cy fa
cy ucru obonenu ox nopemehaja T3B. ,,KOTHUTUBHE AVICOHAHIIE , Te Jja Cy 360T
VI3HEHAJTHOT CyoYera C HOBIMHaMa y JOMeHYy 60TocimyKema, ¢ KojuMa ce VH-
TUMHO HUCY C/Iaraai, MOA/IerIN pasIuIuTIUM BUJOBYIMa aHKCUO3HUX CTambha
u Kpusy muuHe penuruosnoctu (Dinges 1987, 139-140). Ca craHOBMIITA CO-
IVI0JIOTUje, Y3 ITI00a/THU TPeH[ CBe MHTEH3NBHIje CeKylapusaluje, pasgopu
y pefioBuMa KIMpHUKa U BepHMKA HaKOH JIpyror BaTMKaHCKOT KOHIJM/IA IIO-
TBPAWIN Cy crnab/beme n n1dys3njy pMMOKaTOMNYKOT UIEHTUTETa Y IUTypa-
NMMCTUYKOM KYITYPHOM MUJBbEY, TyOMTaK IOBepema y ayTOPUTeT jepapxuje,
Kao U I10jaBy OCHa)XVBamba ,,HOBE KJlace 3Hama YHYTap pPUMOKATOTMYKUX
MHCTUTYLVOHATHMX cTpyKTypa (Dinges 1987, 140). Borocnys>x6eHa mysnka y
CKJIOIY OIMCaHUX TeHJieHIMja feMHNTUBHO Huje uMana nuHTerpuimyhy moh,
Oynyhm na HVM WeHM HOCMOILM HUCY JieNV/IN jefMHCTBEHA YBepema, HUTH Cy
CIIpaM aKTye/lHe [[yXOBHe KpU3e 3acTyla/lM MCTa Hadena U MeTOfIE.
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BECHA CAPAIIEHO, CAIbA CTEBAHOBUR
CTATYC PUMOKATOAMYKE EOTOCAY>XXBEHE MY3HKE
YIIPOLIECY APYT'OI' BATUKAHCKOI' KOHLIMAA

VESNA SARA PENO AND SANJA STEVANOVIC

THE STATUS OF CATHOLIC LITURGICAL MUSIC
DURING THE SECOND VATICAN COUNCIL

(SumMMARY)

The study explores the historical, social, cultural, and anthropological as-
pects of Roman Catholic liturgical music during the Second Vatican Council.
The process of making Council decisions regarding liturgical music remained
non-transparent, and the specific events that happened in the tense atmosphere
surrounding their implementation immediately before the conclusion of the Sec-
ond Vatican Council were not disclosed to the public. Therefore, the purpose of
this study is to lay the groundwork for future comparative studies of trends and
phenomena in recent Orthodox chant traditions and Roman Catholic music as
a whole that could demonstrate their differences and similarities.

After the Council, the establishment of the boundary between sacred and
secular music was postponed indefinitely. The guiding ideas from official doc-
uments produced in the early stages of the Council were suppressed, and the
ensuing practical problems regarding the implementation of complex works of
art spiritual music, with specific interpretive requirements that the musicians
had to meet, remained relevant.

This was significantly influenced by the activities of the Council for the
Implementation of Decisions on the Holy Liturgy, professional church musi-
cians, and their interaction. Emphasizing the view that music in all its man-
ifestations is an identity medium that plays a significant role in creating and
managing relationships at various levels within the Roman Catholic communi-
ty, they actually contributed the most to ensuring that nothing has fundamen-
tally changed in the field of church music after the Second Vatican Council.

Insights into the process of preparation, Council’s decision-making, and
implementation of decisions in practice justified the need for an interdiscipli-
nary approach to the study of church music.
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ABSTRACT
This paper presents the rich archival collection of sound recordings of the
Serbian church music, kept at the Phonoarchive of the Institute of Musi-
cology SASA. The study focuses on the sound recordings of the traditional
Serbian church chant, from the end of the 1960s to the mid-1980s, made
in churches and monasteries in Serbia, Croatia, Bosnia and Herzegovina
and Hungary, during musicological field research by dr Dimitrije Stefanovi¢
and dr Danica Petrovi¢. These unique sources, which have been previously
unknown to the wider public, are the authentic testimony of the heritage of
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the liturgical musical practice of the Serbian Orthodox Church, as well as of
the research field of church chant in the period after the WWIL. Particular
examples of sound recordings from the archival collection are presented as
illustrations of this practice and as the hint of many different perspectives
for further research and perception of this period of the Serbian church mu-
sic history.

Keyworps: traditional Serbian church chant, Serbian monasteries, oral tra-
dition, sound recordings, field research.

ATICTPAKT

Y pany je nmpepcTaB/beHa 6orara 301pka apXMBCKMUX 3BYYHNUX CHUMaKa
CPIICKe IIpKBEHE MY3UKe, cauyBaHa y PoHOapxuBy MysuKOIOIIKOT MH-
cruryta CAHY. Y dokycy ncrpakxupama Cy CHUMIU TPagUIMIOHATHOT
CPIICKOT LIPKBEHOT II0jatba, CAuMbeH!) Y CPIICKMM MaHACTUpUMa U I[pKBa-
Ma Ha nnpocropy ®pyuike rope u nenrpante Cpbuje, [lanmaunje, Bocue n
XepuerosuHe n Mabapcke, y mepruony of mesfeceTnx 10 CpeiyHe 0caM-
meceTux ropuHa XX BeKa, Y OKBUPY TEPEHCKMX MY3MKONOIIKIX VICTPaXkul-
Bama Ap Jumurpuja Credanosuha u gp Jauune Ilerposuh. Osa jenun-
CTBEHa, jaBHOCTM JIO CaJja HeIO3HaTa 3By4YHa rpaba, ayTeHTNYHO je cBe-
IOYaHCTBO O HeroBamwy Haclebha 6orocnyxbeHe Mmysuuke mpakce Cpricke
IIpaBOC/IaBHE IJPKBE, Ka0 M O HaIlOpMMa Ha I0/by IpOy4YaBama LPKBEHOT
nojama y nepnuogy HakoH [Ipyror ceerckor para. IlojenuHauynu npumepn
3BYYHMX 3aIlyica U3 0OMMHOT KOpITyca apXuBcKe rpahe nsnBojenn cy kao
WIyCTpalyje MIOMEHYyTe IIPaKce M HaTOBELITaj MHOLITBA IEPCIEKTMBA 32
HOBa carjleflaBama OBOT CETMEHTa MCTOPHje CPIICKe IIPKBEHE MY3MKe.

KAoy9HE PEYM: TPAaJUIMOHAIHO CPIICKO IIPKBEHO II0jarbe, CPIICKM MaHa-
CTUPHU, YCMEHO IIpefjaibe, 3BYYHU CHUMIU, TEPEHCKA UCTPa KMBaba.

VYBoA. DOPMUPAIGE 3BUPKE CHUMAKA IIPKBEHE MY3UKE
vV MY3UKOAOIIIKOM MHCTUTYTY CAHY

Kapa je 1947. ropune y okBupy CpIicke akajieMyje Hayka OCHOBaH My3n-
KOJIOIIKY MHCTUTYT, HeroB IpBU AupeKTop, Komnosnutop Ilerap Komosuh,
Kao IpMMapHU LMk pajia HOBE MHCTUTYLMje BUEO je MCTpakMBatbe CPIICKe
TpafinllYIOHa/IHEe HApOJHe, CBeTOBHe U IIpkBeHe My3uKe. CaKkyI/barbe HOTHE I
3By4He rpahe y oBum obmactuma 6110 je Mehy ocHOBHMM 3ajaljuMa Ha MObY
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TepeHCKUX (eTHO)MY3UKONIOWKNX uctpaxuamwa (I[lerposuh 2010a; JIajuh
Muxajnosuh n Jopanosuh 2014; Vesi¢ i Laji¢ Mihajlovi¢ 2018; Munanosuh
2018; Ileno 2023a). ToxoM IpBUX AelieHuja pafa VIHCTUTYTa, yIO3HaBame
UCTOPUjCKMX TOKOBa CPIICKe IIPKBEHE MY3MKe, KaO M IpPKBEHOMY3MYKUX
Ipakcy APyTUX Tpafullyja, TEeK/IO je Kpo3 MCTpakKuBamba MCTOPUjCKUX
M3BOPA, paji Ha cabMpamby 1 yIIO3HaBalby TOKYMEHTaPHUX CBEJOYaHCTaBa O
IPOLIIOCTH, T€ KPO3 MICTPaKMBatba TaJallllbe aKTye/THe paKce TUTYPrujcKe
mysuke (ITerposuh 2010a).

Y MHCTUTYTCKOM apXMBY OTIOYEIO je U cabypame 3BYYHMX CHMMAKa Lp-
kBeHe My3uke. Hakon mro je ITerap Komosuh 1950. ronnHe HabaB1O HajcTa-
pujy 3ByuHY 30MpKy HalleBa TPaAVIMOHATHOT CPIICKOT I0jamba,’ U3flatbe IO
HasuBoM PacagHnuk cpiickol fipasocnasHoi ypkeenoi tiojara (1933/1935), na
rpaMoOHCKMM I/Io4aMa Ha 78 obpraja (Marjanovi¢ 2024), MHCTUTYTCKA KO-
NeK1IMja IOCTEMEHO je JoNyhaBaHa CHUMIIMMA IPKBEHE MY3UKe Pa3Iu4nTor
nopeksa u capgpxxaja (Jlajuh Muxajnosnh u Jopanosuh 2014).

Hajsehn neo marepujana yurao je y oBaj donp sacnyrom gp Jumurpuja
Credanosuha (1929-2020), gyroroguurmer capagauka (of 1958), TokoM nBe

I O nojexuHayHUM OfpeHMIIAMA CUHTArMe ,,TPAfVULMOHATHO CPICKO HAPOJHO LPKBEHO

Tojarbe” KPUTUYKM je AeTa/bHO mucaHo (Bupetn: Ileno 2016). Y oBOM pajiy TepMUH ,,TPaiuLNO-
HAJTHO” KOPUCTHMMO C YHOPUIITEM y TEOPUjCKMM TyMaderbyMa IpeMa KojuMa [ojaM Tpajulije y
OCHOBI JIMa KOHLIEIIT IIPEHOLIEHa I3 MIPOLIOCTH Y CafalllibOCT, a TPAAULIVIOHATHO Ce OTHOCK Ha
OHO IIITO je ,IIPEHeTO M IIPEHOIIeHO, CTBOPEHO 1 M3BODEHO Y MPOILIIOCTH, Be3aHo 3a ofjpehern
kBa/mreT U3 npountocty” (Shils 1981). VI3 mepcrekTiBe BpeMEHCKOT KOHTUHYYMA, TPaJULVjy
pasyMeMo Kao ,,JJaHall MHTepIpeTalyja, H13 Bapyjalyja’, OTHOCHO Kao ,,JMHaMI4aH (peHOMeH, ¢
063upoM Ha MopuVKaIje PasIMIUTIX BPCTA U CTEIIeHa KPO3 HI3 aKTUBHOCTH IIyTeM KOjIX ce
MIIUbelbe 1 MMAarNHALja IpeHoce 13 jenHe reHepaunje y cnenehy” (Ilytunos 2003), Takohe kao
»aMaJjITaM OIICTa/IMX e/leMeHaTa IIPOLUIOCTH ¥ IIPOMeHa Koje IOCTajy [ieo e’ — IPYTUM pedlMa,
Kao ITIABHY €/IeMEHTH TPaJULMOHANHOr y ofpeleHoj mpakcu cariefaHu Cy yIpaBoO OHM KOjU
,»OCTajy IPENO3HAT/bMBY YIIPKOC IIPOMEHaMa TOKOM IpoToka BpeMmeHa” (Jlajuh Muxajnosuh,
Bopbesuh Bbemnh 2019: 231). Y obnykoBamwy Tpagunuje Kao pelleBaHTHM HMPENo3HaTy Cy (ak-
TOPM Pas3IUIUTUX IPODIIA, OF FPYIITBEHOT KOHTEKCTa, MICTOPMCKIX, eKOHOMCKIIX OKOTTHOCTIA,
IO IIpOMeHa CaMUX IojefjiHalla Kao Hocumana Tpaguiyje (Jlajiuh Muxajmosuh 2007: 137). Kao
K/bydHe OfpefHIIIe TI0jMa, Oopef, KOHLeNTa KOHTUHYUTeTa 1 (pe)Kperpama CToje ¥ KOHIETITI
KOJIEKTMIBHOCTY Y HPOLIeCY IPEHOIIeHha U Ay TeHTUYHOCT elleMeHTa KOjy IIpeTpajaBa Kpos3 re-
Hepanuje (Ceribasi¢ 2009). C 0631poM Ha TO Aa ce TPaANIMjoM HasyMBa U CAM HU3 IIPEHOIIeHNX
BapHjaHaTa IPETXOXHOr/HaceheHOr, TepMIH Hipaguluja TPeTUPAH je M KaO CMHOHVM TepMIHA
Hacnebe/6amuna (Ceribasi¢ 2013; Gavrilovi¢ 2010). ITop ofpegHNIIOM ,, TPagUIIMOHATHO CPIICKO
HapOJHO LIPKBEHO I0jarbe” (Wiji Cy CMHOHMMHY Ha3MBU U ,,CPIICKO HAPOJHO I0jambe’, ,Kap/io-
BaYKO’, ,,CTAPO KAP/IOBAYKO', TI0jatbe ,II0 KAPIOBAYKOM HauyMHY ) TIOAPasyMeBaMo JTUTYPIUjCKO
I0jarbe 13 HOBUje MCTOpUje CPIICKe IIpKBeHe Mysuke, popmupano kpajem XVIII Beka Ha mof-
py4jy Kapnosauke murponormje u Herosano TokoM XIX Bexa Mehy Cp6uma y Xa636yprukoj Mo-
Hapxuju u Knexxesunn/Kpamesunn Cpouju, xao 1 y OTOMaHCKOj MMIIepuju, Te Kpo3 JelleHuje
XX Beka y pasIu4uTUM APYLITBEHOIOMUTIIKIM U [P>KaBHUM IIPMINKAMa, O fAHAC BUTAJIHO ¥
JIUTYPrujcKoj mpaxcy CpIicKe IPaBOC/IaBHE LIPKBe.
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menieHuje u gupexkropa VHcTuryTa (1979-2000), pegaHor My3MKOTOUIKAM
UCTpaKMBambUMa IIPKBeHe MY3UKe ¥ aKTVBHOM IIPaKTUYHOM ydeuhy y 60-
rOC/Ty>XO€HOM, My3MYKOM >KMBOTY LIpkBe. 3ByuHU CHMMIM KOjuMa je CHab-
meo apxuB VIHCTUTYyTa 0fpa3 Cy HeroBUX NMpoQeCcHOHaTHUX MHTEPeCcoBamba
1 MHOTOOPOjHUX HAyYHOMCTPAKMBAYKUX U M3Bohaukmx nmopgyxsara. [Topep
PasHOBPCHMX 3BYYHUX M3[Jama, TPaMO(OHCKMX IIOYA ¥ KOMIAKT-IMCKOBA
IYXOBHE MY3MKe, 32 UCTPakBambe Cy Off II0CeOHOT 3Havaja HeobjaB/beH! ap-
XVMBCKY CHMMIM 13 OBOT oHza.?

I'pynu apxuBCKMX CHMMaKa IpUIIa/iajy pasHOPOLHM 3BYYHM 3aIlIUCHU LIP-
KkBeHe My3uke. CHUMIIM XOpCKOT M3Bohemwa CpIICKe, KaO U IYXOBHE MY3MKe
OPYTMX TPajulfja, CBeJOYAHCTBA Cy O IO/bMMa UCTPaXKMBamba U O aKTVBHO-
cTrMa aHcambana kojuma je np Jumurpuje Crepanosuh pyxosoamo. Meby
HajcTapujuMa u3[Bajajy ce samucu 6orocnyxbeHor mojamwa [TaHueBaukor
CPIICKOT IIPKBEHOT IIeBAYKOT JPYILITBA Ha BEIMKOIOCHUM ciyxbama 1961.
rOiMHe, Kao 1 ofabpaHy HacTynu xopa beorpajickyu Maipuraanucty, KojuMm je
IBUPUTOBao y nepuony 1961-1964. roguue. 3By4HO Cy 3abeneskeHa n3Bohemwa
Crynujckor xopa Mysukonomkor nacturyra CAHY, aHcam6ba ¢ kojum je
Kao OCHMBa4 U JUPUTEHT HETOBAO LIMPOK pelepToap AYXOBHE MY3UKe pa-
3MMYUTUX Tpaguuuja. VICTOPUjcKu Cy BaXKHU CHUMIM CAaYMEeHN TOKOM IIO-
ClIepaTHNX HayYHUX MY3MKOJIOMIKMX CKYTIOBA, IPBUX NMPOdeCHOHaTHUX CY-
cpeTa MCTpakuMBaya 13 Tajallme 3anagHe u Vicroune Espone. Ha konrpecy
Musica Antiqua Europae Orientalis y buprouhy (ITo/bcka), y okBUpY Kojer je
napasie/iHo opranusosaH u OecTusan crape JyxoBHe Mysuke VicToka u 3amna-
Ia, buse cy M3BeJeHe U jeHOIIaCHe KOMIIO3MIIVje TPOjulie CPIICKUX ayTopa
u3 XV Beka, Ha ocHOBY CredanoBnheBux TpaHCKpUIINja HEYMCKUX 3aIlnca
(Marjanovi¢ 2018).

K/byuHn fieo oBe YHUKAaTHe MHCTUTYTCKe 30MpKe IYXOBHE MY3MKe YMHe
3BYYHM CHMMIM IPaBOC/IaBHOT IJPKBEHOT II0jalba, OCTBAPEHM Y OKBUPY Te-
PEHCKIX MY3MKOJIOIIKIX MICTpaXKMBamwa Koje je np Credanosuh cpoopuo
TOKOM TpU IocneAme feteHnje XX Beka. ¥ (poKycy OBOr UCTpaKMBama jecte
HajoOMMHM)jU €0 TOT 3By4YHOT (POH/IA, HACTAO Y IPABOC/IABHIM MaHACTUPUMA
u gpksama mypom COP Jyrocnasuje u mehy Cpbuma y Mabapckoj, y nepu-
ony usmeby 1961. u 1989. roguHe, a Koju caip>)kyi CHUMKE TPaAMIIMIOHATHOT
CPIICKOT LIPKBEHOT Iojama.’

2 Cob63upoM Ha peaBubeHn 061M 0BOT pajia, 36MpKa 06jaB/beHIX U3[atba LIPKBEHe My31Ke
y ®onoapxuBy VHcTutyra Hehe 6utn pasmaTpaHa.

3 Tlo 0OCHOBHOM MY3MYKOM CafipXkajy, TOj TPYIIU CHMMaKa IpUIaja 1 MaTepyjaj ca 3ammucuma
6orocimyxbeHor mojara y MaHactupuma Pasammia m Jlemok (TeroBo, manamma CeBepHa
Makefionnja), 3abeneXxeHnM IIOpef;, KOHLIEPTHOT 1M3Bolema JyXoBHe Mysuke Ha [IBaHaecTOM
MmehyHapogHOM KoHTpecy BusaHTonora y Oxpumy 1961. rogume (ym. Jlajuh MuxajmoBuh n
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ITomeHyTa TepeHCKa CHUMamba HajBehuM JenoM BpIleHa cy MarHetTodo-
HOM, a [Ie0 CHIMaKa 13 OCaMJIeCeTVX TOiMHa HaulibeH je KaceTooHoM (YIL.
JTajuh Muxajnosuh n Jopanosuh 2014; Jymuuh n Jakosmesuh 2014). Marse-
TOo(OHCKe TpaKe Cy IO 3aBPIIETKY CHMMAamba MoXpameHe y apxnBy Mysuko-
JIOIIKOT MHCTUTYTA, IOK Cy CHUMIM Ha ay[uo-KaceTaMa OCTaJIN y NMYHOM
noceny ap Credanosuha. ¥ okBupy npojexra Kaiianoiusayuja u peciiaypa-
yuja gonoipagcxe konexyuje Mysuxonowxoi uncimuiiyiia CAHY (3anogetor
2006), opep, pafa Ha TeXHWYKOj 0Opafy M IONMCUBAaKy MHOIITBA PasHO-
BpcHe 3ByuHe rpabe koja je y poHoapxmBy VHCTUTYTa cauyBaHa Ha MarHe-
TO(OHCKUM TpakaMa, 06aB/beH je ¥ 00MMaH I10CA0 IPeHOIlIekha TEPEHCKNX
CHMMaKa LPKBEHOT Iojama y gurutaauu popmart. Vspaben je gururanum
KaTaJIor ¢ OCHOBHMM MHoOpMalyjaMa 0 cafipykajy NojefVHaYHMUX Tpaka (Ko-
KYMEHT CaZipyXI IIOflaTKe O HyMepalyj/ TpaKa 1 IPeCHUMAKa, O JIOKAJIUTETy
CHUMama U UCTPaKMBAYY KOji je 00aBIO TEPEHCKM paji, TOKALMjU CHIMAKa y
My3HKOIONIKOM MHCTUTYTY, a y HOjEAMHUM CIy4ajeBMa IofaTe Cy HallOMeHe
O 3Hayaja 3a IpeTpakuBakwe U aHa/Iu3y oBe My3uuke rpabe).! CHumIu Koju
Cy IPBOOMTHO CauMIbeHY Ha ay[uo-KaceTaMa JUTUTATN30BaHY Cy Y OKBUPY
npojexra Juinitianuzavyuja 3eyure ipahe Mysukonouwikoi unciuitiyiia CAHY
TokoM 2023. roguse.’

JoBanosuh 2014), xoju je MiacTuTyTy noxnonuna Jlopa Kpejron Bonton [Laura Crayton Boul-
ton], erHomysukosnor. Mysukonomkom uactutyTy CAHY nokyomeHa je Konuja CHUMAKa, Ynji je
OpUIMHAT cadyBaH y 6ub/moTery YuuBepsutera Xapsapy (CAJL). Ha cuumuMa c 60rocmyxerna
u3 MaHacTypa PaBannia Takobhe je sabenexxeH rac ucrpaxmsada, Ap Jumurpuja Credanosuha.
Donp apXMBCKUX TEPEHCKNMX CHMMAKa KOje je TOKOM IMOCTeNmuX Aelenyja XX Beka CaulMHMIO
np Credanosuh cagpxyu 1 3By4YHe 3aIyice IPABOCTABHE MOjadyke TPAMIINje Y CBETOTOPCKIM
MaHaCTUPMMA, a HocebHO y MaHacTupy Xunangap (Bugeru ®onoapxus MV CAHY, ,Katanor
MarHeTohoHCKUX Tpaka”). Taj bonp cBakako 3aBpebyje ga Oyae TeMa 3acebHe cTyauje.

4 TIpojektoM je pykosomwia mpod. np Jannma Ilerposuh, a gurnranusanujy um Karauo-
rusanyjy oBor Aena rpahe caBecHo cy obaBumie capajHmIle Ha IIpojeKTy (Tasa Mcp) Mapuja
Oymunh 1 Mumna O6pazosuh (8. Iymunh n Jakosmesnh 2014: 19). Ox yxynHor 6poja Taga
IMTUTANIN30BAaHMX 3BYYHNX JOKyMeHara (846), 3ammcu CpIicKor LipKBEHOT 110jaiba Hajla3e ce Ha
6apem meznecet. O3Hake 6pojeBa AUTUTAIN30BAHNX TPaKa KOPUIIHEHNX TOKOM OBOT MCTPaXKi-
Bamba JlaTe Cy Ha OCHOBY ,,KaTamora MarHeToQOHCKUX TpaKa’, HACTA/IOT § OKBUPY IIOMEHYTOT
npojekTa. (Y 0OBOM TPeHYTKy He HAaBOJMMO HpeI3aH Opoj OpUIMHAIHUX MarHeTo(OHCKIX
3amMca, Kao HY IIPeCHMMaKa Ca CHMMIIMMA TI0jarba, ¢ 063MPOM Ha UMIbEHNUILY f1a TOKOM pajia
Ha cpehuBamy saocTaBmTHHE akagemuka [Iumvurtpuja Credanosuha u gabe IpoHATA3UMO
I0jefMHaYHe CHIMKe KOji he HaKHaLHO OUTH IPUAPYXKEHNU IPYIIN FUTHUTATN30BAHNX 3aIINCa;
Takobe, youaBaMo Ja ce IOHEKN 3BYUHI 3aIMC LIPKBEHOT I0jakba MOXKe IpoHahit U y OKBUPY
IPYIUX ,HyMepa” IIOMEHYTOT KaTauora).

5 JIBaHaecT aygmo-KaceTa ca CHMMIMMA IIOjaka M3 OBYAPCKO-KabIapCKOT MaHACTMpPA
BaBepewse u ManacTupa barosemreme (PypHmuxo) axagmemuk Oummurpuje Credanosnh
mokoHuo je Ap Haramu Mapjanosuh, HaydHoM capagauky Mysuxonomkor uactutyta CAHY
2018. rogune. Taj MaTepujan JUTUTANN30BaH je y OKBUPY NpojekTa Juiuiianuzayuja 36y4He
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OBo ucTpakupame CIIPOBEJEHO je Ha OCHOBY JUTUTAIM30BAHUX BEp3nja
CHMMaKa ¢ MarHeTopOHCKMX TpaKa i OPUTMHATHUX, IIOTOM U JUTUTAIN30-
BaHMX CHMMaKa ca ayjyno-Kacera.’

TEPEHCKH CHHMMIHM — J)KMBH 3BYK BOTOCAYJKEIbA Y
OOKYCY MY3HMKOAOIIKMX MCTPACKHMBAIHA

Haxkon [Ipyror cBeTckor para, y CUCTeMY COLMja/IMCTUYKE p>KaBe CTaTyC
CPIICKOT IIPKBEHOT MY3MYKOT Hacieha 6110 je MMHMMaNM30BaH y MMPOj jaB-
Hoctu. Vifeonomku usrpahen HeratuBau ofHoc npema Ipksu, 6orocnyxemny,
THMe U IIpeMa IPKBEHOj YMEeTHOCTH, JOBEO je TOTOBO JI0 3aMUpamba TpafinLin-
OHaJIHe TUTyprujcke Mysuuke npakce (ITerposuh 2000; Ileno 2023a). Y xomy-
HICTUYKOM JIPYHITBY KOj€ je TeXMJI0 UCK/bYyYMBOM OTK/IOHY Off TPaJiUI[MOHAI-
HUX BPEJHOCTH, TYXOBHA XOPCKA MY3MKa Kao 3Ha4YajaH CeTMEHT KY/ITYpPHOT
UJIeHTUTeTa IPaBOCIABHOT CPIICKOT HApOfa TaKobe je OfIyYyHO YKIOmeHa U3
mysuuke japHocty (Milin 2006, 2015, 2023; Dokovi¢ 2020b; Peno 2023b).

TpaauunoHaaIHO CPIICKO IIPKBEHO II0jambe, MM Kap/IoBayKo Iojame, Beh
je HaxoH IIpBor cBeTCKOT paTa M3ryomio JpymTBEHO-KYATYPHM CTATYC KOjI
je MMaso y IpeTXOZHOM MCTOPUjCKOM NepHOAy. YKUIame L PKBEHOT Iojamba
Kao npeziMeTa y rpahaHcKuM IIKomaMa JOBesO je o cMamera 6poja 3Hamana
nojawa Meby yunremuma, kao u meby maunmma, a mocnefuie TUX TPUIK-
Ka ofipakaBajie Cy ce M Ha perepToap 1 OfjIMKe CTU/IA CaMe I10jaykKe IIpak-
ce (ITerposuh 2000; ITeno 2016). Y mpyroj monosuau XX Beka, CpasMepHO
OTeXa/lMM TOKOBVMMA jaBHUX aKTUBHOCTHU I[pkBe, Kao 1 cBe MameM 6pojy
BepHIUKA CIPEMHUX Jia OYAy IUTYPIUjCKU aKTUBHY, I1a M IPUCYTHU Ha 60-
roc/y>Kemw1Ma, Takohe ce cMamuBao 1 6poj 3Hanala IPKBEHOT Hojama. ITo
OJI/IACKY HajCTapUjUX reHepalnja, Koje Cy MojadKe BEeIITHUHE CTULAJIE Y CTa-
PMM IIKOTaMa Of CBEIITEHNKA Y YYMTesba, OCTajanu Cy nojefsuHny Mebhy emm-
CKOIIMIMAa, CBEIITEHCTBOM, MOHACMMa, Kao 1 JIauIiMa KojuMa je 6mo 6nmsax
CBeT XMMHOTPaCKMX TEKCTOBA M TPAAVIIVOHATHUX I[PKBEHNX Hamesa (yII.

ipahe Mysuxonowxoi unciiuiiyiia CAHY. IIpojexToM je pykoBommna ap Mapuja Jymunh
BunorujeBuh, a pagoM Ha guruTanM3anuju CHMMaka 6aBwm cy ce np Mmmom Bpanosuh n
mcp Credan Casuh. ITpeficToju paj Ha leTa/BHOM IOIINCY M KaTajorusanuju ose rpabe koja
je mpuppy>xeHa ¢poHoapxusckoj 36upun (Ponoapxus MV CAHY, JInyna apxusa [JuMutpuja
Crecdanosnha, y o6papn).

6 Ha ocHOBy cerMeHTa apXmBcKe 3By4He rpabe Koja je y dokycy oBe crymuje nmpupebeno
je sByuHo (mp3) mspamwe Ciacu Iociogu mygu Tsoja — Cpilcko ypkeeHo iojare — U3 mava-
ciiupckux tesHuya, gpyia uonosuxa 20. eexa (2023), y okBupy emuumje 36yuHa pusHuua
Mysuxonouikoi uncimuiiyiia CAHY, IokpeHyTe ¢ LubeM 06jaB/biBaba TePEHCKNX CHIMAKa
TpafuIOHaIHe My31Ke 13 pormoBa nHCTUTYTCKOT POHOAPXUBA.
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I[Terposuh 2000; Hokosuh 2007; Pucronh 2013). O 6orocnyx6eHoj Mysnuimu
YUMIIO Cce caMO Y 60TOCTIOBCKMM LIKOJIAMa, @ Y PEeIOBHOj, CBAKOJIHEBHOj /-
TYPIHUjCcKOj JMHAMIIIY II0jatbe je HeroBaHO MCK/by4MBO Y MaHacTupuma (Ileno
2006; Ietposuh 2000; 2024).

Tex y HOBMje BpeMe OCBeT/beHa Cy CBEJOYaHCTBA O HAIlOPMMAa M TelIKoha-
Ma Koje Cy Y TOM CIelMpIYHOM NepUOAY JOHOCUIA UCTPakuBama mocseheHa
npkBeHoj Mysuny. [Ipurtucak Bragajyhe aTencruyke upeonoruje yrumao je Ha
n360p TeMa M HauMH pajja, I1a X Ha HAyYHY METOHO/IOTH)y y 00/MacTu Mysu-
KOJIOMIKMX MICTPa)kMBama. [IpeoBnagaBano je 3aTBOpeHO KabMHETCKO MpPOy-
JaBame ,CTape My3MKe , lbeHe HOTallMje M CTPYKTYype HalleBa, y3 OTKJIOH Off
caMor cajp>xaja 60rocmyx6eHnx rnecama; GyHKIMja IPKBeHe MY3WKe Y OKBUPY
JINTYPrUjCKe ITpaKce U TEOMOIIKY CMICA0 XMMHOrpadumje Hucy 6umm meby rmas-
HUM TeéMaMa IIPOy4YaBamba, a )XBa I0jadyka IIPaKca YITTAaBHOM jeé M30CTaB/baHa
u3 ¢oxyca ncrpaxxusama (Petrovi¢ 2009; Kyrommxkuena 2009; ITeno 2023a).

Y Mysukonomkom nactutyty CAHY ncrpaxmsaun $okycrpanm Ha 1p-
KBeHY MysuKy, ip JJumutpuje Credanosuh u merosa Taja Maajia capajHuIiA Ip
Hannna IMerposuh 6unn cy nocseheHn mpoyyaBamy CpIICKOT IIPKBEHOT MY3U-
yKor Hac/eha U Kao aKTUBHM YYECHUIM ¥ OOTOCTY>KO€HOj MY3UUKOj IIPaKCH y
K0jOj je TI0jare IMPEeHOILEeHO C TeHepaluje Ha TeHepauyjy. Paji Ha npukymbamwy n
TyMadery QyH/jAMeHTaTHIX U3BOPA, 13 KOjer CY ITOCTEIeHO MPOVCTHIIA/Ie HayYHe
crypuje n objaBbeHa rpaha o HoBujeM cprickoM nojamy (B. Credanosuh 2010;
I[Terposuh 20106), momasuiTe je ¥Mao y caMoM 3BYKY 1 (YHKLIUjU IUTYPIUjcKe
MY3JKe Y 1beHOM ayTEHTMYHOM OKpy>Kery. Hayuny mpucTyn ucrpaxmpamuma
IIPKBEHOT II0jakba MOfIpasyMeBao je IMO3HaBame MICTOPMjCKUX, JPYIITBEHUX U
KyITYPHUX IIPU/INKa, CTapuje ¥ HoBUje ucrtopuje CpIicke IpaBoC/IaBHe IIPKBe, Te
pasyMeBame CTPYKType U cafipXkaja caBpeMeHor 6orocmyxema. I[Ipakcy Tpagnu-
IIVIOHA/THOT CPIICKOT nojara [Jumurpuje Credanosuh yrosHasao je o mepuopa
paHor JIeTCTBa Y ponHoM [TaHueBy, a yuno je motom u ox JIasapa Jlepe (1885-
1966), BpcHOT MOjIIa 11 yuuTe/ba KOju je cTacaBao y3 (GpyIIKOroOpcKe Hojiie U y4u-
te/be KaproBauke 60rocioBuje u ruMHasuje, Kao 1 Yautesbcke 1kose y Combopy,
MaTMlie Heroama cpIickor nojama y XIX Bexy (Credanosnh 1968; Aunpejeuh
2006; Mapjanosuh 2021a). PegoBHO pucycTBO Ha 6OTOCTy>KembIMa U HeIoCpeaH
KOHTAKT C HOCYOLVIMA TPaMI[VIOHA/IHe II0jauKe Ipakce MeDy cBelITeHnumuma, Mo-
HacuMa, 60rocI0BUMa, Y4UTEbMMA TI0jarba U TI0jatby BUYHUM JIAUIMA, 6um cy
TIOZICTMIIAj 32 HAIIPEJOBakbe Y BELITHHY LIPKBEHOT My314apa, MMITYJIC IPOAy6/be-
HOM JI0>KMBJbajy TOT jeAMHCTBEHOT MOJba CPIICKe KY/ITYpe ¥ YMETHOCTH.

M3 oBakBe mepcHeKTUBe — HayYHMKA, ICTpa)kKBaya, ajii ¥ IPaKTUYHOT
HOCMoLa IpKBeHOMYy31uKor Haceba, ip Credanosuh npucrymnao je n ncrpa-
JKMBaWbMMa TPA/IMLMOHAIHOT CPIICKOT T0jama. TepeHcKa UCTpakuBama To-
KOM KOjux je, y capanmu ¢ ip Ilerposuh, 3By4HO 3a6e1ex1o TpagninoHaIHO
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CPIICKO TI0jalbe y CPIICKUM IIPKBaMa U MaHACTMPUMA Ha IOAPYYjy Tafallbe
COP Jyrocnasuje u Mahapcke cBpcTaBajy ce Mely nmpBe nogyxsare TepeHCKOT
3BYYHOT OeJIe)kera CPIICKOT LIPKBEHOT My3MYKOT Hacnebha y ckiiony Hay4HuX,
MY3UKOMOWKNX UCTpakuBama (yi. Jlajuh Muxajmosuh u Josanosuh 2014;
ITomos 2022; ITeno 2023a).

3By4YHM MaTepujaj IPUKYIUbAH je, y OKBUPY BUAIICTOAVIIBIX eTama pajia,’
Yy BUIIIE Off YeTpfieceT MaHACTMPA, Ka0 1 y L[pPKBaMa IPafICKMX U CEOCKMX Cpe-
Ha, Y MHOroOpojHIM erapxujama CpIicKe IIpaBoc/IaBHe IpKBe (BupeTn Tabery
1 y mpunory paza).® Ilojame je CHUMAaHO IPETEXHO TOKOM OOTOCTY>Kemba, Kao
U Y CycpeTMMa C KasuBa4lMa, 3a oTpebe UCTpakyBamba. TOKOM M/INM HAaKOH
IPBUX eTala y pajy Ha CaMOM TePeHY, UCTPaXKUBA4M Cy Oe/exX N Tojean-
He MeTaIlofjaTKe 0 CHIM/beHOM MaTepujany.” CBOjeBPCHO OCBeT/berbe IIpolie-
ca CIIPOBEJIEHOT TePEHCKOT paja MPOHAIA3MMO U Y pparMeHTMMa CauyBaHUX

7 O TepeHCKUM ITyTOBambUMa i CHUMambJMa LIPKBEHOT ojamwa Ap Credanosuh u ap Iletpo-
BY IIOJHOIIIEHN Cy Ca)KeTV MICKA3W Y OKBUPY TOAMIIILIX M3BEITaja, OFHOCHO I/IAHOBA O Pajly
capaganka Mysuxomomkor naHctTuTyTa CAH/CAHY. JloKyMeHTa Koja cMO MMasy Ha pacro-
Jaramy AaTnpajy y pactony nameby 1963. u 1990. rogmHe, TOK ce U3 HOjeAVHAYHUX PYKOIIN-
cuux 6enexxaka gp Credanosuha (Apxus MV CAHY, 3aocraBiuTuna akageMuxa JuMutpuja
Crecdanosuha, y 06paznn), BUAu fa Cy CHMMarba BpIleHa U paHuje (HIIp. y MaHacTUPY Bucoxn
Jledann 1961. ropune). Y HajseheM 6pojy ciydajeBa, y M3BelITajuMa je 3abe/lexkeHO Ha KOjuM je
JIoKallujaMa CHYMAHO y ofipeleHoj TofMH, 10K je y ITaHOBMMa HaBODEHO Jla CIeiy HacTaBaK
paja Ha CHUMamy y HacTymajyhem mepuony. CHuMame ce OffBMjaio y OKBUPY MHCTUTYTCKOT
IOTIIPOjeKTa HOJ HasuBOM Jiciiopuja my3uxe, duju je pykoBopmmar 61o ap [I. Credanosuh,
Kao M y OKBUPY IojesuHux npojektHux akrusHoctn CAHY, xojuma je Takohe pykosopmmo.
Hauwme, y nsBernrajuma ap JI. Credanosnha, HacTamuM TOKOM 0CaMAeCeTUX TOMMHA, eBUJCH-
THMPAHO je [ia Cy CHIMamwa 06aB/baHa ¥ y OKBUPY Ipojekra Ofie/berba MTMKOBHUX U My3MYKIX
ymetHocTu CAHY, @-103, CHumarve tiojarwa (Apxus MU CAHY, 36upka: Apxusa M1 CAH/
CAHY, peructpu 4, 14, 43, 89, 90, 134).

8  Cuumama cy oprauusosana n y Pymynuju, y manacrupy Ilyrna (1974, 1977). C 06supom Ha
IbIIXOB OCHOBHM CafipKaj, T cHUMIM 3aBpebyjy ma 6yay mpemMet 3acebHe cTyfuje, Te y OBOM
pany HKCY pasMaTpaHu. HamoMumeMo 1 Jia mojefiuHe MofaTKe CAONIITaBaMO CaMO Ha OCHOBY
Generxaka MCTpaXKMBada O MeCTUMA CHUMama, JOK HAM CaMJ 3BYYHM CHVMI TOKOM OBOT JIC-
TPaKMBarba HUCY OWIM JOCTYIIHY, HIIP. CHUMIM U3 MaHacTupa Bucoxn [Jevyann, Jazak, Mecnh,
JIntbe (Apxus MV CAHY, 3aocraBurtuna akagemuka Jumutpuja Credanosuha, y obpagu).

9 BubmmoTeyku KapTOHM Cafip>Kajii Cy IIOfjaTaK O TOMe I7ie je CHUMAHO, KO je CHUMAO, KO IIeBa,
IOfIaTaK O BPCTH IIeCMe U IJie je TeKCT mtamnan (Bupet: Apxus MU CAHY, 36mpka: Apxusa
MU CAH/CAHY, Perucrap 43, VsBewTaj o pany np Hauune ITerposuh 3a 1976. roguuy; Ap-
xus MV CARY, Jaunuua ITerposuh, V3BemTaj o pany Ha o6pabusamy MarHeTo(OHCKMX Tpaka
CHMM/bEHMX Y MAaHACTUPUMA U CeuMa Ha Tepuropuju Jyrocnasuje (IIpojexar 103/80), beorpap,
22. XII 1980). ¥V mporec jeTa/bHOr IpecayliaBamba CHUMAaKa ¥ eBUJIEHTUPaba MeTarojiaTaka
0 TIOjI¥IMa, MaHACTMPVMA/I[PKBaMa y KOjUMa je CHUMambe 006aB/baHo, O OOTOCITYKemY, BPCTa-
Ma XVMHU ¥ MHIUIINTYMA, ca O/IVDKMM YITyTHULIAMa O CaMMM HalleBuMa, 6uia je 1999. rogune
yxpydeHa n BecHa IleHo, manac Hayynu caBeTHUK Mysukononikor nactutyTa CAHY. [lanac je y
Apxusy MV CAHY cauyBaH feo 616/IM0TeUKIX KAPTOHA KOjI OTOBAPajy IOMEHYTIM OIVCHMA
u3 usBemntaja J. Ilerpouh, a ogHOCe ce Ha YeTpHAECT MarHETO(MOHCKIX TPAKa.
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JICIICA U3 TEPEHCKUX Oe/Ie)KHNIIA UCTPaXKMBaYa, Y KOjiiMa Ce MEeCTUMIYHO Ha-
na3e fofiaTHe MHOpMalyje O CerMEHTIIMa CHUM/bEHOT MY3MYKOI MaTepujaa,
JIOKaLMjJi CHUMAakba, PENepToapy, >XaHPOBCKOj IIPUITAIHOCTY NOjeMHNX T1eca-
Ma, MMEHUMA CTY>Kalll9MX U Tojalia, TOHeKaJ ¥ YTUCIY CaMMX MCTpak/Bada
0 BEIITUHM I0jaba M MAHUPY M3HOIIeha CHUM/bEHUX LIPKBEHUX Meyoamja.'”

VcTpakuBauko IpeciyllaBambe M3Y3eTHO OOMMHOI 3BYYHOT y30pKa
rpabe, xoje je mpeTxoxNIO MMCawy OBOr pajia (HefeceT AUIUTANIN30BAHUX
Tpaka U JiBaHaeCT ayAMo-KaceTa, YKYIIHO BUIIIe Off IIeCT CTOTMHA CaT! Ma-
Tepyjaja) MOApa3yMeBao je cariefjaBambe CBEYKYIIHOT Cafip>Kaja, CeleKIujy
CHUMaKa IpeMa KBalTNTETUMA U3Bohema 1 criennpuIHOCTIMA pernepToapa,
TyMademe pasIMuNTHUX CIojeBa Meramogaraka.'! Behu peo pururanusosa-
HOT' MaTepujana 0o je y TEXHUYKMU COMMUIHOM CTamy 3a MHPOPMATUBHO U
aHAJIMTUYKO CIyIIame, TOK je MamMu IpoleHar rpabe, Haxanoct, 610 Hey-
noTpe6/puB (y clydajeBrMa pa3MarHeTycaHe VM Ha JPyTy HauuH ourtehexe
OpUTVMHAJIHe TpaKe Mun KaceTe). [leo CHUMaKa Of/INKYjy c/1ab KBalIuTeT 3BYKA,
MeCTVMUYHY NPeKN/IM VIV HeOBOJ/bHA jaylHa, Te HefOCTaTaK IoYeTKa VN
Kpaja ogpebennx mecama. Ypkoc ToMe, JOMUHAHTAH YTUCAK 3ByYHOT CaJp-
’Kaja OCTaB/bajy HeroBa OCHOBHA, BICOKA MIYCTPAaTUBHOCT 1 MOTEHIMjalT 3a
UCTPaKMBamba ayTeHTUYHe, XMBe IpaKce TPAAUIMOHATHOT CPIICKOT II0jamba
y IelileHujaMa fpyre nmonoBnHe XX Beka.

3BYYHA CAHUKA AUTYPTH]JCKE IIOJAYKE IIPAKCE Y CPIICKOJ
IIPABOCAABHO]J LIPKBU CEAAMAECETHUX I OCAMAECETHUX TOAWHA
XX BEKA

JIBa cy OCHOBHa TUIIa CHMMaKa y OKBUpY LenuHe 36upke. Hajsehu 6poj
3amyca 3ByYHO OC/IMKaBa MaHACTUPCKa GOrOCIyKemwa: OfjeHIja, Bedepma 1
jyTpema, JIutypruje, moMeHe npeMnHyux (mapacroce/omnena), obpese pesarma

10 TTomenyTe 6erelixe, Koje OUMITIERHO HIUCY IIO HACTAHKY OVBajle ayTOMATCKY MIPUAPYIKeHe
caMyM MarHeTO(OHCKIM TPaKaMa, IPOHAIIIM CMO TOKOM paja Ha cpehuBarmy 1 MONncuBamy
u3y3eTHO obuMHe 3aocTaBlITHHE aKageMuKa [Iumutpuja Credanosuha (oBuM mocnom 6ase ce
capaguuiy Mysukornowkor nHctutyta CAHY, np Haramra Mapjanosuh u mcp Credan Casuh).
11 QOpabpaHe pesyaTaTe BMINCTOAMINIET pajia Ha IIPeCIylIaBamwy ¥ aHATUTUIKOM
caryefiaBamy rpabe ayTopka OBOT TEKCTa IIpeACTaBMIa je Y OKBUPY Hay4HuX ckynosa (Church
Music and Topography: City, Village, and Monastery, Ninth International Conference on Ortho-
dox Church Music, The International Society for Orthodox Church Music, Joensuu, Finland,
7-11 June 2021; Closing the Gap for a New Generation of Sound and Audiovisual Archives, Inter-
national Association of Sound and Audiovisual Archives (IASA), 27-30 September 2021; Sound
Heritage in Ethnomusicology: Approaches and Perspectives, International Scientific Conference
to Celebrate the World Day for Audiovisual Heritage, Institute of Musicology SASA, Belgrade,
27 October 2021) 1 objaB/beHnx pagosa: Marjanovi¢ 2021b; 2022.
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CMaBCKor Konmaya. Ha ocHOBY ykymHOr oHfIa mpeciyllaHe ¥ aHaIu3UpaHe
apxmBcke rpabe yousnse cy ogpehene koHcTaHTe, Ka0 U BapUjaHTHOCTU Y
caMUM IIOAyXBaTMMa CHUMAama, OGHOCHO Y CHUM/BEHOM Cajip>kajy. borocmy-
JKemwa Cy IOoHeKa[, Oe/leskeHa y Le/MHN, YKby4dyjyhn cBemTeHnuke nposbe u
Ipyre cerMeHTe cny)0e y KojuMma ce 4nTa, JOK je y BeheM 6pojy cnydajeBa
BplIIeH ofjabup oppeheHnx mecama mm rpyma necama. Ha Bedepmwoj cimysx6m
yoO14ajeHo Cy CHUMaHe CTUXMpe ,Ha [ocroan Bo3Bax , JOIMAaTUK, CTUXMPE
»Ha CTUXOBHE , Ha jyTpemy IPasHNYHM TPOIAPH, IPOKNMEHY, aHTU(DOHY,
HIONIMjesiej, BeMMYaHnja, CTUXUPE ,,Ha XBanure”, Bennko craBocioBbe U TpoO-
Iap 1o C/IaBOCNOB/bY, Ha JIutypruju Ilpsa u JIpyra cmasa, braxena, Xepy-
BIMCKa ItecMa, KaHOH eBXapucTiuje, mpuyacHa mecma, nTh. CHuMama Cy 4ecTo
6ua obaB/baHa Y OKBUPY CBEYaHVX IPasSHIUYHMX CIY>XOU, HOCeOHO Be3aHUX
3a MaHaCTMPCKe CIaBe, Kajia je Makia 6maa fomarHo nocsehena mecmama
KOje IPOM3HOCH eNMCKOIl MM Koje cy My nocseheHne, Ha 6peHmjuMa u Apxnje-
pejckum nmuryprujama (,IIpugure”, ,[ocnopnu, ciacu 6marovectusuja’, ,Vic
TI071a eTH JecrioTa’). Y Ie/IMHY CHMMAaKa ¢ 60rocmyskema TOMIUHNPAjy yTBphe-
He mecMe OcmornacHuka, Onmrer u ITpurogHor mojamwa, Kao 1 MpasHUYHA
Tponapy unu ctuxupe ns Muneja, Tpuoga un IlenTukocrapa. YneyaT/busu
Cy IpuMepu Hefie/ba HAKOH Backpca, y KomOuHamuju ca cny>k6ama gpyrux
BeMMKMX npasHuka (Hup. Henepa >xena muponocuna u Cs. Teopruje unu
npasHNUK brarosecTu), Koje mpema IpKBEHOM IPaBUIY (TUINKY) OfIIVIKYje
CTIO>KEHM)jY XMMHOTPaCKIU CafpKaj, OFHOCHO NpeIINTalbe ecaMa 13 JBejy
VLU BUIIE CTYXO1m."

Ipyru Tun cHUMaka cafip>Ky HM30Be 3aceOHUX IecaMa, 3abeleXxeHX
IpeMa IleBamy offabpaHNX NOjefMHALA, IIpU 4eMy U300p perepToapa ofipa-
)KaBa MCTpakMBauka MHTepecoBama Ap Jumurpuja Credpanosnha mmm kat-
Kajja COICTBeHM n360p Kasupada. CHMMIM yoOM4YajeHO OTIIOUYMIbY HajaBaMa,
IpefcTaB/bambeM MeCTa I IaTyMa CHIMAama, MIMEH)MA T10jalja 11 PerepToapoM
koju cnepgy. Hajuenrhe cy sabenesxenn Tpomapu — BackpcHu 13 OcMOITIacHN-
Ka, IpasHuuHU 13 MuHeja, Tproga u IlenTukocTapa, Tponap xpama y MaHa-
CTUPY Y KOjeM je CHUMAHO, IIPasHUYHe CTUXMpPe, KapaKTePUCTUIHE IIpIYacHe
necMe, Je/IOBY IIOMeHa IpeMUHYIuX."

12 Opabpanu npuMepy CHUMAKa ¢ 60rOCTyXema, 13 MaHacTipa brarosemrere, PaBannia,
Kwrqa, BpaheBmnniia n BaBegeme, 06jaBbeHn €y y HOMeHyTOM 3By4HOM usgawy (Ciacu
Tociiogu wygu Teoja 2023), y omerpLyMa oA, peRHuM 6pojeuma: IV, VI, IX/2, XI, XV.

13 Opabpann npumepn cHmMmaka u3 MmaHactupa Kpymenon, Bobann, Kosws, Manacuja,
IMoxajuuiia, Topmwak, Knua, Crypnennna, Hukome, Cpereme, JoBame, Benyhe, Haymapa, Cs.
ITerxa, Cetn ITokpos Boropoaniie, hemje, Conohanu, [leBud, 06jaB/beHn Cy y IOMEHYTOM
3ByuHOM usgamwy (Cracu Tociiogu wygu Tsoja 2023), y ogerpumma 6p. L, 11, 111, V, VII, VIIL, IX/1,
X, XII, XIII, XIV, XVI, XVII, XVIII, XIX, XX, XXI, XXII.
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CHuMIM cBeflode O MaHMpPUMa u3Bohema, MHTepIpeTauyjaMa CPOTHNIX
WINM BapMpaHMUX Bep3Mja MCTUX HAIIEBA, Y 3aBUCHOCTHU Of, Pa3NM4MTUX JIOKa-
JIMTETA VWV IPUIMKA Y KOjuMa ce Iojaso. MHOIITBO je mpuMepa Koje je Mo-
ryhe u3gBojuTY IIpeMa KOHKpeTHUM cIeluUIHOCTIMA, a IpeMa MoryhHo-
CTMMa y OKBMPY OBOT T€KCTa HaBOAVIMO IIojefuHe. 3abeneskeHo ppyImKorop-
CKO II0jalbe KapaKTepPUCTUYHO je, n3Meby ocrasor, mo npuMepuma Heropama
CTapuX, T3B. ,BEIUKUX , M3PA3UTO MENMU3MATUYHNUX U CIOPO M3BOheHMX Harle-
Ba, IOy T CTaPVMHCKOT BEJIUKOT , AJIVITyja” MM MpMOCa ,, AHTell Bonyjaie” ca
3aBPIIETKOM IO BeIMIKOM HAIeBy, IIpeMa 1ojamy o. [JamackuHa (ITerposnha,
1913-2005) y Kpymenony,'* wnn Benukor Hamesa ,,Cracu HI, 3a IEBHULIOM
y I'prerery.”” 3a ananuTn4ka carjefaBama Takohe cy 3aHUM/bUBe BapujaHTe
y TOHaJTHOM OKBMPY Menopuja (,,Bjeunaja mamjar” u cyryba jekrenuja y Mos-
CKOj Bep3uju, y usBohemwy cecrapa manactupa Benyhe u I[Tokpos Boropomu-
1e, ko DyHuca), wim pasamdnre goKaaHe CrenuUIHOCTY IecaMa Kao IITO
cy: »Csjatuj Boxke” 10 ,MaKe[JOHCKOM™ HaIIeBY,'® IIpeMa I10jarby MOHAXWIbEe
AnonuHapuje us Manactupa Cs. Joakuma OcOroBcKoOI, IPeTXOJHO U3 Ma-
HacTupa Jlemka — ganac y CeBepHoj MakenoHuju;'” mecMe KapaKTepUCTUIHE
3a noppydyje CeHTaHapeje, mpema nojamwy Jlazapa Tepauna, Vrmara YobaHa
u Crojana Byjuunha;'® nosnare menonuje 60xnhHux fyxoBHnx necama ,,Bcu
jasupn” u ,CrnaBa BO BUIIBUX Bory”, ¢ yne4ar/suBUM Bep3ujaMa TeKCTa U
MaHMpa usBobhema, IpeMa IeBamwy y4eHnka 6orocnosnje y MaHactupy Kpka
y Hanmanujn.”

Hesenyku, any MCTOPMjCKY 3HaYajaH OPOj TEPEHCKMX CHMMAaKa CBeJ0un
0 IoTpebu 3a 1ojarkeM Ha TOBOPHOM CPIICKOM je3MKY Y Apyroj momoBuan XX
Beka. TakaB IpuMep je KOHJAK Ha braroBecTy, Koju Ha OCHOBY Iipenesa by-
numupa Credpanosuha® noje apxumanaput Jamackus y MaHacTupy Kpyue-
pon.*' CpopHu npuMepu 3abenexxenu cy u 'y maHactupy Kpka y Janmanuju.
Meby cauyBanum cHuMuyMa n3pBaja ce Moneban [Ipecseroj boropogunu mno

14 Caacu Iociiogu wygu Teoja 2023,1/2, 6p. 8, 11.

15 JurnrammsoBaHa MarHetodoHcKa Tpaka, Qomoapxms MNV CAHY, ,Karamor
MarHeToOHCKMX Tpaka’, Tp_536.

16 Tlojam ,MakemOHCKM” TIpey3eT je 13 came apxuBcKe rpabe, kako je 6uo meduHMCaH Of
Kas1Bava, OLHOCHO 3a6e/IeKeH Y 3aMICy ICTPAXKMBAYA HA TePEHY.

17" Caacu Ioctiogu mygu Tsoja 2023,1/2, 6p. 6, XV1/2, 6p. 2, XIX, 6p. 4.

18 ®onoapxus MV CAHY, ,,Karanor maraeTopoHckux Tpaka’, Tp_519, 525, 527, 528.

19 ®onoapxus MV CAHY, ,Karanor marseroporckux Tpaka’, Tp_516, 517.

20 Hekagausu mtoMar borocnosuje y Cpemcknm Kapnosrma (1931-1937) u cryznent bo-
rocnoBckor dakynrera y Beorpagy, samocieH kao capagHuk Vicropujckor apxuBa Bojpopuse y
Cpemckum KaprmoBunma, moce6HO ce 6aB1o IIpoydIaBambeM I IIperieBaBambeM [IPKBEHOCTOBEH-
CKMX 6OTOCTY>KOEHUX TeKCTOBA Ha CABPEMEHM CPIICKY je3NK.

21 Caacu Iociiogu mygu Tsoja 2023,1/2, 6p. 7.
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JIOKaJIHOM TPafiIIMOHATHOM HaneBy u3 [IpHula, a mpeMa Kas3yBawby KHMH-
CKOT I1apoxa, mpotoHamecHuka CreBana Mphana.?

AyTeHTHMYHM 6OTOCTYXOEHVM CHMMIM KPO3 XMBU 3BYK [04YapaBajy U
nojame nojegHNX enuckona CpIicke IpKBe. 3abenesxeHe cy cryxbe Kojuma
cy Haua/icTBoBa/m 6auky envckon Hukanop (Mmmanh, 1906-1986) — Beorpap,
1970; apxumanpput Jomentujan (ITapnosuh, 1911-1983), moTomu enmuckomn
Bpawcky (CrymeHuuna 1973), emyckon 6paHndeBcky XpusocrtoMm (Bojuo-
Buh, 1911-1989) - MaHacuja 1974; BnafgyuKa paiiko-IpU3PeHCKN, IOTOMbU
natpujapx cpuckn [Tapne (Crojuenh, 1914-2009) — Bpmar 1980; urymanm;j-
cku emvckon Caa (Byxosuh, 1930-2001) — Brarosemreme Pygumuko 1980,
1984; marpumjapx cpncku 'epman (Hopuh, 1899-1991) — Bpahepurauia 1984.%
CHuMIM ApxujepejcKux IUTyprHuja cajipkKe U 3aluce Mmojaka Xopa CBelITe-
Hrka Enapxuje mymanmjcke (brarosemreme 1980) n Xopa cBemrennka Emap-
xuje xxnuke (Bpahepurauma 1984).** 3pyunn sanucu u3 maHactupa Cryge-
HIIA UCTOPUjCKU Cy JparoleHe WiIycTpanuje mojama CTyIeHMYKOr UTyMaHa,
apxuManzpurta Jynujana (Kuesxesuha, 1918-2001), caumiy n3 Bpahesmnure
xmukor apxuMangpura locureja (Mapjanosuha, 1929-1993), n3 JKuue cHum-
1y urymanuje Jycrune (Mummnh, 1926-1992), n3 Cperemwa matu OeBpoHnuje.”

Kao mMarepujamuy Tpar Mysuuke Tpaguluje felieHrjaMa HeroBaHe IpBeH-
CTBEHO KPO3 yCMEHO Ipefiaibe, oBa 6oraTa 3By4yHa rpabha ceegoun o mpeHo-
ey Hacleha kpo3 reHepanyje — HOCPeCTBOM XIBOT 3ByKa CaMOT II0jamba,
Kao ¥ pasroBopa BoheHMX ca CHUMAaHMM NojiuMa. VI3 apxMBCKOr MaTepujaia
TO3HajeMO TIOje[JMHOCTY O Be3aMa y4HuTe/ba M yUYEeHMKa IPUIMKOM CTULamba
N0jayKMX 3Hama M BEIITHHA y PAasINIUTUM cpenuHaMa. [loMmumy ce dpy-
mkoropcku Manactupu u Cpemckn Kapnosun, IIpenapanpnja y Combopy,
Kao ¥ MOHAIKa IIKoia y Bucokum Heyannma. O MeTofaMa yuema Iojama
BoDeHO je, HAXXA/IOCT, Mabe PasroBOpa NMPMINKOM TEPEHCKMX CHUMAamba y
MaHacTupuma.” IlocpesHe mofaTKe O yuemy II0jarkba y MOHAIIKOj IIKOMN

22 Victu Monme6aH CHUM/bEH je U y Bep3ujyl Ha L[PKBEHOCTIOBEHCKOM je3uKy (Bupeti: GoHo-
apxus M1 CAHY, ,Karanor maraerodoHckux mroda’, Tp_516). O crenuduaHocTuMa 0BUX
Hanesa [lumurpuje Credanosuh micao je y cryamju ,Moneban boropopmyiu 1 iwerosa fanma-
TUHCKa My3u4ka Bapujanra” (1970).

23 Caacu Tociiogu mygu Teoja 2023, 1V/2,1V/4, X1/1, X1/2; ®onoapxus MU CAHY, , Karanor
MarHeToOHCKMX Tpaka', Tp_ 514, 536.

24 Caacu Tociiogu mygu Tsoja 2023, 1V/2, X1/2.

25 Caacu Iociiogu mygu Tsoja 2023, IX, X, XI, XIIL

26 Ha mojesyHMM MarHeTo(pOHCKMM TpaKaMa CHUM/bEHM Cy 1 PasroBopy BoheHn y mpocro-
pujamMa MysMKOJIONIKOT MHCTUTYTA, KOjMa je JOIybeH (OHJ| CBeloYaHCTaBa O MCTOPHjCKIM,
Kao0 ¥ 0 CaBpeMeHNM KapaKTepUCTIKaMa II0jadKe IIpaKce J ZOIPIHOCY aKTUBHIX II0jeAMHaIa
Meby mojuuma y CpIickoj IIpKBY cefaMAeceTUX TOAMHA IPOLIIOT BeKa. JefflaH Of TAKBUX CHI-
Maka HacTao je 1972. roguHe, a cappxxu pasrosop dumutpuja Credanosuha ca yautemeM y
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y MaHactupy Bucokm Jleyann derppeceTux ropguna XX BeKa HallJIM CMO Y
3aocraBmTuHM Jlasapa Jlepe. MoHacu u y4yeHULM II0jadyKe HIKOJIE Y OBOM
MaHAaCTUpPy HabaBMIM Cy M Tafa aKTMBHO KOPUCTUIM IPaMOQOHCKe IIode
Pacagnux tipasocnaenoi cpiickoi ypxkeeHoi iiojared, a MOCTOjU ¥ HEKOJIMKO
CBEJJOYAHCTaBa O TOME Jla Cy UCTO M3/laibe, YIIPAaBO OCMUIL/BEHO C UJIEjOM Jia
Oyzme AMAKTIYKO, HIOMONHO CPECTBO y CaBlIaflaBalby perepToapa CpICKOT
nojama, Mornmu kopuctutu un 'y XKnumy, kao n y cpnckum npksama y Mabhapckoj
y uctom nepuony (Marjanovi¢ 2024).”

Papma Crankosuh, nojan y Cenrangpeju (Mabapcka), cBemouno je ma je
nojame yuno ox Jlazapa TepsuHa, HeKajalmber 6yAMMCKOT HIKOJICKOT Ha30p-
HIKa, a notoM y Kpymegnony on o. [Jamacknna. Jocun T'opjanan ns Moxaua,
4ije je mojare cHUM/beHO Ha Jlutypruju y Jlunosu (1979), usHeo je mopmatax
#a je y nojamy 6mo hak urymana I'eopruja (bojanmnha) y manactupy I'prerer,
Ja ce IIOTOM yCaBpUIaBao y Pajopaliauuy 1 y MOHALIKOj KON KOja je U3
Pakosuue npememtena y Bucoke [ledane. Ba>kHa cy 1 merosa Kasupama 0O
noTomuM opnacuuma y Cpemcke Kapnosie moBofgoM BeMMKUX IpasHUKA,
Kajia je meBao brakeHa ¢ marpujapxom BapuaBom (Pocuhem, 1880-1937).2
Mounaxuma Mapuja y Xonoy (1972) yunnia je nojame jour y haukom fo6y, y
ocHOBHOj 11Konu y Cpb6obpaHy, y K0joj cy mpesaBanu yunresy us [Ipemapan-
nuje y Combopy.”

Bynyhu akTuBaH y mojaykoj MMTYprujckoj mpakcy, Kao mro je Beh peyeno,
yuenuk Jlasapa Jlepe, np Jumnrpuje Credpanosuh je Ha cHUMaHUM 60rOCITy-
JKEIbJIMa HEPETKO yYeCTBOBAO M KAO IOjall U YTell, Te IOjefIHI CHUMIMN JJ0-
HOCe U 3aIllice ’BeroBor rnaca. IIpumepn momnyT aHTU(OHOT 10jama ¢ BIagy-
koM CaBoM HIyMajMjcKuM, YuTamka u3 Kwure nocrama unu llecroncanmuja

nensuju Cserozapom MunyposuheM (11985), HekapaumuM yuennkoMm Henama Bapadxor y
combopckoj ITpemapanpguju. duka ITseja” (kaxo je 6uo Hagmmak Mumyposuhy) onmcao je Taga
1 KAKO je U3ITIEflaTIO Yuerbe Y3 IPOTY bapaukor, Kafa cy 3a CBaKu IPAasHUK U IPUIMKY YI€HUIIN-
Ma IpUIIpeMaHe HOTe, yMHOXKaBaHe moMohy manuporpada; cBakit yu4eHIK je HOTHM MaTepujar
MIMao IIpefi CO60M, Te CY 3aje[fHO MOIIY IeBaTH 1 IecMe BEIMKOT II0jarba — I0ja/li Cy BeuKe
upmoce 3a YCKpc, JlyxoBe, a Hapof je ¢ MaXKmboM cryinao. [loMeHy T CHUMAK IpefiCTaB/ba Be-
POBATHO jefjaH Ofi PeTKMX 3BYYHNX CHMMaKa rOBOPA U M0jarba OBOT BPCHOT I10jI1a, TPyAOeHMKa
Ha [10/bY OYyBarba Hacea CpIICKOr mmojarba y HaToM Ieprofy. Y HOBUje BpeMe objaB/beHa je 1
Cnyscda Ipecseiiioj Boiopoguuu, y uacii u ciiomer uygoiisopHe uxoxe Benuxopemeiticke (mpup.
Humutpuje Credpanosuh, maHacTup Bemuka Pemera, 2010) kojy je, mpema xumHorpagckom
TEKCTY XMIaHaPCKOT jepoMoHaxa orra XpusocroMa (Cronuha), MOTOMET YKUYKOT eIICKOIIA, a
II0 TPaJMIIMIOHATTHOM CPIICKOM Hojamy 3abenexyo CeTosap Munyposuh, BeKu caTpygHNIK
MaHactupa Benmuka Pemera.

27 O ToMe cBefode ImUCMa cadyBaHa y 3aocTaBlITHHK Jlasapa Jlepe (meTabHuje BupeTn:
Mapjanosuh 2021a; Marjanovi¢ 2024).

28 @onoapxnus M CAHY, ,,Karanor maraeTodoHckmx Tpaka’, Tp_530.

29 @onoapxus MM CAHY, , Karanor maraeTodoHCKMX Tpaka’, Tp_124.
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(BnaroBeruTerwe), ayTEHTUYHO NPUKa3yjy HO3ULMjy MCTpaKuBada Koju je
yje[HO ¥ Hac/lIeHMK, OJTHOCHO HOCMJIAL] II0jauKor Hac/leha CHMMAHOT Y OKBU-
PY TepeHCKOT IpuKyIUbama rpabhe.’

ITopepn nsBohemwa nojeiHaYHO CHUMAHMX II0jalla — CHUMAHMX ,,II0 3a-
XTeBy , Koja LJpKBEeHe MeJIOfi/ije JOHOCE Y UI3BOPHOM, je[JHOITIACHOM OOJINKY,
3HauajaH OpOj TEPEHCKMUX 3alca MoKasyje fa je TPajUIMOHATHY HAIeB y
6orocmy>k6eHoj MpaKcy HEroBaH ¥ KPO3 pasanyuTe oO/IMKe BUIIETIacja — Off
CIIOHTQHOT HapOJHOT IBOITIACA, BODeweM ITTaBHe Me/Iofiuje Y3 IpaTby MICOHa
WIN y TepliaMa, 0 AMHAMUYHYje, yTBpheHe IpaTme APYTOT I71aca, 1Ma U 10
IpUMepa TPOIVIACHOT IeBama. Y TOM CMICITY HOCeOHO ce M3J|Bajajy mpuMepu
XOPCKOT MaHAaCTMPCKOT 10jarba, KOje je OJIMKOBAJIO 110jadyKy MPAKCy HEKOMN-
Kux MaHacTupa — y lllymannju, nentpantoj u sanagHoj Cp6uju, oB4apcko-Ka-
6mapckoj obmacTu.

ITo 60raTcTBY 3BYKa ¥ BULIECTPYKMUM KBaJIMTETMMa XOPCKe MHTEepIIpeTa-
Luje u3aBajajy ce cHUMIM U3 MaHacTupa PaBanuna, brarosemreme Pynnn-
4Ko, a moce6Ho 13 MaHactupa Hukome n Basenemwe.”! OcampaeceTux rogusa
OBYapCKO-Kab/mapcke MaHacTupe pefoBHO je nmocehnsao nmpodecop, ZUpUreHT
u kommnosurtop Bojucnas VMnuh (1911-1999). Ha Monby MoHaxuma, ¢ BIUMa
je yuuo u yBexx6aBao He caMO IleBame 13 HOTA HEero U BUIIET/IACHO XOPCKO
nojame.” [TocBeTNO MM je HU3 TPOITIACHMX apaH>KMaHa TPaJUI[MIOHATHOT Ha-
TeBa, Kao I APYTUX, ayTOPCKUX XopcKux Kommosunyuja (Crankosnh 2012).2 Y
CBOM IIeIaTOLIKOM pajy, y IIpoliecuMa IoAy4YaBama I[PKBEeHOM Iojamy, Vmh
je HacTojao /ja y4eHMKe HajIpe yro3Ha ¢ ocHoBaMa condeha n ocnocobu 3a
IIPUMapHO UIIYNTaBalbe TOHOBA I[PKBEHOT HameBa aberefoM. O ToMe cBefode
ICTPaKMBamba O HeroBOM NPUCTYIy CTyieHTNMa borocnmosckor dakynrera
y beorpany usmeby nBajy parosa (ym. Hokosuh 2016). Crora Huje HeOOUIHO
HJI LIITO 3BYYHY IIPUMEPU U3 IIOMEHYTHUX MAaHACTUPA WIYCTPYjy BIUCOK HUBO
yBe>K6aHOF MY3M4YKOI' 13pa3a, N3HOLICHhAa I PKBEHNMX Hall€Ba Y IIPELM3HO
medUHNCAHOM M CUTYpHO BoheHoM Tpormacy. VimycTpatuBan mpumMep oBe
jemuHCTBeHe mpakce, Mehy cHumiuma 13 Manactupa Huxorpe, jecte mojame
BeJIMKOT Halesa ,JlocTojHO jecT”, mpeMa koMmmnosunuju Kopuennja Cranko-
Buha (1864), a yneyar/pMBo je ¥ TPOIJIACHO M3BOheme MHOTUX JPYIMX Ileca-
Mma Omuurer nojama, nonyr ,,Bosbpanoj Bojesopje”, ,,Ilpupnure”, unu Kanona
eBxapucrtuje.**

30 Caacu Tociiogu wygu Tsoja 2023, IV/4, 6p. 1.

31 Ciacu Toctiogu wygu Teoja 2023, 1V, VI, XII, XV.

32 I3 ycmeHor KasuBama ap [Januue ITerposuh.

33 3By4HO CBE[OYAHCTBO O II0jalby MOHAXNIbA OBOT MAHACTIPA 3a0€/IeXXEHO je y M3gambuMa:
Huxomcxko iojarwe (1974) u Huxomcku Yexpe (1976).

34 Caacu Toctiogu wygu Tsoja, XII, 6p. 10-18.
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CemampieceTnx 1 ocaMyieceTUX OAHA MTPOIIIIOT BeKa, KaKo MoTBphyjy ap-
XMBCKY CHUMIM, PeNepToap TPagULMOHATHOT CPIICKOT I0jamba, HEPETKO U Y
BUIIIET/IACHOM M3Bohemy (IBOITIACY MM TPOITIACY), HETOBAH je M Y MaHACTUPY
JKnua, y xojeM je moyes of; mocnesise fietieHnje XX BeKa 3a’KMBerIa Ipakca Ta-
KO3BaHOT BU3aHTMjCKOT M/IJ IIPefiatbCKOT I0jama.”” HoBuja anTpomonomka yc-
TpakuBamba QOKyCHpaHa Ha carjieflaBarbe pasININTUX YTUIAja UCTOPUjCKUX,
HOMUTUYKUX, APYIITBEHMX U KY/ITYPHUX TOKOBA Ha MOHAIIKY KMBOT U IIPKBe-
HY YMETHOCT, TO jeCT Ha 60roC/Iy>K0eHO IeBatbe y OBOM MaHACTUPY, OCBETINIA
Cy ¥ IUTama 0 MY3MIKOM 00pa3oBamy MOHAXMIba M HETOBAIY pereproapa
PasIMYNTHX I0jauyKMX TpajuIMja TOKkoM apyre nonosrHe XX Beka (braroje-
Buh 2019). Kapia je pe4 0 cBefoOYaHCTBUMA O TPAJUIVIjU CPIICKOT TI0jarba, 3Ha-
YajHM Cy HOJlaly O MOoflyKaMa Koje Cy MOHaXWbe ITpUMajle TPUeceTux ToiMHa
IPOILIOT BeKa, Hajiipe y MaHactupy Bpahepuranna on hakona (?) Mepaxosuha
u3 beorpapa. ITo gonacky y JKuuy yunrne cy og Cnobogana benbapesnha, gu-
purenTa us IIpuspena, morom op nmpore Mupka IlaBnosuha, cBemrennka un
KoMIo3utopa Munusoja LlpByannna, 3atum, Takobhe, y3 Bojucnasa Vnuha,
Kao 1 jepeja Butanuja TapacjeBa us Pycke nipkse y beorpany (brarojesnh 2019,
444-445). CaMe cecTpe cBefjouMIe Cy fia Cy Y MAHACTUPY y4uIe HOTe 1 Ja Cy y
JIMTYPrUjcKoj Mpakcu Hajuernhe kopucTute HoTHe 3amyce CreBaHa MokpamIia
u Henana Bapaukor (Bbiarojesuh 2019, 444-445). BuieracHu MaHacTUPCKU
xop Bopmna je matu Peponnja (Yejkanosuh), umja cy kasupamwa obyxsahena
U TepeHCKUM cHuMIuMa gp Jumurpuja Credanosuha.*

TpagnuMoHamHO CPICKO MOjarme OMIo je, KAKO CHUMIIM CBeJode, 3a-
CTYIUbEHO M Yy MaHacTupuma y baukoj: bohanuma, n y manacrupy Kosnss,
Koju he feBefjeceTMX rofMHa IOCTATY jefaH Off Haj3HAYajHUjUX pacaTHUKA
BU3aHTMjCKOT Nojama (yim. brarojesuh 2020). Kapakrepuctnunu cy cHUM-
U UryMaHa MaHactupa bobann, o. Makcumunnmjana (1970), ogmanena o6y-
YaBaHOT y nojamy y popHoj Kynu, y3 nmpory Cay JJamjaHOBa Koju je 6mo
mobap 3Hamal TaKO3BaHOTL ,Kap/IOBaYKOI  Iojarma. MoHax Makcumunujau
IIOCBEJIOYMO je Jia je 3HaOo ¥ HalleBe BEeJIMKOT I10jakba U IeBa0 MX je O Belu-
KJM IIpasHUIVIMA 1 Kaja 61 y 1pksu 6uno MHoro BepHuka.” Y bobanuma je

35 Co63upoM Ha IJIaBHY TeMY OBe CTy/iije, Kao 11 Ha ibeH IpenBubhenn o6um, y 0BOM TPEHYTKY
HeheMo feTa/bHIje pasMaTpary (PeHOMEHe IpaKCe BU3AHTH]CKOT, TO jeCT IpejatbCKOT Nojamba.
O nomenytum temama Bugetn: Ileno 2015; 2016; [TaBuhesnh 2020.

36 Tlo pomacky Ha ympasy urymanuje Jenexe (Jlazosuh), roguse 1993, cecTpuHCTBO je CTyIn-
JI0 Y KOHTaKT ¢ KoMII03uTopoM Bragumupom JoBanosuheM (1956-2016) 1 >KeHCKUM XOpOM
»CBeTn JoBaH JJaMacKuH’, KOju je y HoceTama MaHaCTUPY CBe yuecTanuje 1ojao Ha JIutypruja-
ma (Brarojesuh 2019, 448).

37 Caacu Iocitogu wygu Tsoja 2023, 11; ®onoapxus MV CAHY, ,Karamor marsetopoHCKux
Tpaka’, Tp_511.
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JICTOM IIPVM/IMIKOM CHMMJbEHO U Tojambe UcKymeHnnka Yegommpa Yannha, xoju
je 3aBpmmo borocnosujy y manactupy Kpka. /13 manactupa Kosusm (1972)
IparoleHa Cy KasyBama UTyMaHa JIeoHNa, y T0jalby yUYeHMKa KOBU/bCKUX
MOHaxa, o. J/laBpeHTuja n apxumangpura Ilnarona.*

VMako ux HeMa y BeMKOM Opojy, 60rocny x0eHy CHUMIM OfjpakaBajy u
IPUCYCTBO CerMeHaTa perepToapa pycke (Xopcke) LipKBeHe My31Ke Y CPIICKOj
nojauykoj npakcu. Ilopen xopckmux xommnosunuja JImurpuja boprmanckor
(Ovurpuit CrennanoBud boprHsaHckuit 1751-1825) iy pyckmux apaH>XMaHa
TUTYPIUjCKUX MlecaMa y n3Bohemy xopoBa cBemTennka (13 JKuuke, ogHOCHO
[MIymazujcke emapxuje), Hajyne4yaT/bUBUjI CYy IIPUMepPU HeroBaba XepyBUM-
CKe IlecMe IIpeMa ,CTApOCMMOHOBCKOM HalleBy (IIpuMepu MaHacTupa Base-
meme 1982, 1985) u Beyepmwe monutse Csjeilie fUxXUj y XOPCKOM apaHXMaHy
ViBana Crenanosuya JIBopenkor (VBan Crenanosny JIBopernkuii 1835-1886;
y brnarosemremy Pyguudkom, 1975). Monaxume MaHactupa MaHacuja Hero-
BaJIe Cy ¥ LIMPY XOPCKU perepToap Io ,KujeBckoMm™ Hamesy (1974).%

IIpucycTBO JYyXOBHUX, OOTOMO/bAUKIX TI€CaMa y OKBUPY JTUTYPIUjCKOT U
IV per MaHACTVMPCKOT MOjadyKoT perepToapa Takohe je eBUeHTNPaHO y CHUM-
[uMa ¢ 60rocnysxema, Kao U IPUINKOM ,,HAMEHCKUX CHUMamba OfabpaHux
Kas3yBaya Ha TepeHy. OUMITIEAHO je yAeo OBOT >KaHpa 01O 3Ha4YajaH y OKBU-
pyMa MHade pa3HOBPCHOT pelepToapa NpUYacHMX Necama Ha JInTypruju, kao
U y IeBamby BaH caMe cmyx6e. [lopen TMIKOM NponncaHuX mecaMa, yodana
ce /1a Cy y JaTOM IepPUOAY Y XKUBOj MUTYPrUjCKOj IPAKCU OMIN MPUCYTHU U
CTapMju HalleBU T3B. ,CAMOIIPOM3BO/BHUX IPUYACHUX IlecaMa IpeMa IIca-
JTAMCKMM CTUXOBUMa, nonyt Jnec na Cunajciiijej iopu, t. 5 (yi. Ileno 2004),
KaTKafia mpasHnyHe cTuxupe (Hmp. I[lacxamue cTuxmpa, I71. 5, y HefierbaMa
nocne Backpca),” a Hajuemthe mapanuryprujcke, cBeTOBHe IlecMe JYXOBHOT
Kapakrepa. PenepToap necama Ha ctuxose Bnaguke Hukonaja Bemumnposuha
CHUMJ/bEH je y MaHacTupuma henuje n brarosenitere, a Herosad je u 'y JKnuun
u ipyruM MaHacTupyMa. CHa>kaH yTUCAK KOjM Ha CIylIaola ¥ aHaIUTHYapa
OCTaB/ba N3BOhee OBe BpPCTe IecaMa yiyhyje Ha HepacKuauBe 1 JyOoKe Bese
usMeby m3gaHaka cpIcke CBeTOBHe U I[pKBeHe My3UuKe Tpajuiuje, Hacineba
mecamMa CpOJHUX IPEBACXOJHO II0 MENOAUJCKOj VI MENOAUjCKO-PUTMU-
4YK0j, POPMaIHOj CTPYKTYpPH, 10 JIATEHTHOj XapMOHCKOj O3aJMHM, OF{HOCHO
IpaTHI OCHOBHE HapOJHe Me/lofMje, Kao U 10 MaHupy usohema (ym. Pako-
genh 2002; Amkosuh 2006, 2010; Hoxosnh 2020a). ITopexn mecama koje cy 1o
[aHaC CTeKJIe BeMMKY nomynapHoct (,Tebu, camo Tebu”, ,,Hebecka Cpbuja’,

38 donoapxus MV CAHY, , Karanor marHeTopoHCKuX Tpaka’, Tp_124.

39 Caacu Ioctiogu wygu Tsoja 2023,1V/2, 6p. 6,7;IV/3, 6p. 6, 7; V, 6p. 5; X1/2, 6p. 2; XV/4, 6p.
6; Ponoapxus MV CAHY, ,Karanor marHetodoHckux Tpaka’, Tp_521.

40 Caacu Iociiogu mygu Tsoja 2023, 1V/3, 6p. 9; XV/4, 6p. 7.
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»boxxuh, boxuh”, ,,Jbynu, nukyjre” n cn.), Mehy apXuBCKMM CHMMIVIMA JO-
CTYIHU Cy M 3allICY Makbe I03HATKX, IIONYT necMe ,CKIMHU ¢ MeHe bpure
mHore” (Manacnuja 1968), ,Vicyce, pagoctu Moja” (brarosemreme 1984) munn
jeIHCTBEHOT IpuMepa mecMe ,,Y camohu jeflaH MOHaXx , KOjy je ucIeBaia
MaTu Beponuka u3 manactupa Ilokpos Ilpecsere boroponuie kox hHyruca
(1975) y ctuny rpapckux necama n3 XIX u mogerka XX Beka.*!

Y3 0CHOBHM U HajsHAYajHUjU, MY3UYKY, CHUMIM JOHOCE U APYyre Aparo-
LIeHE C/I0jeBe CaJipyKaja KOju MOTy IIOCTAaTI OCHOB 3a Pa3HOBPCHA flajba UCTPa-
kuBamwa. Heperko cy, moce6Ho y 3anucuma HacTanuM Ban Cpbuje, ocum Me-
Tarofaraka O CHUM/beHIM IIlecMaMa, Oejle)keH) MOfIaly Off 3Havaja 3a LIpu,
KYITYPHOUCTOPUjCKM KOHTEKCT JATOT MOAPYyYja U TPeHYTKa — O UCTOpUjU
LPKB€, MaHACTMpPa UM Kpaja y KOjeM je CHUMAaHO, O LIPKBEHOj U IPYIITBEHO)]
3ajegHUIY, 00MYajiMa, O IOPEKITy U 00pa3oBamwy MOjefVHNUX Iojala.

MecTUMMYHO Cy HOTHpPaHe I0jeAMHOCTY Koje O y MNMPUM OKBMpPUMA
Morle OMTH 3Ha4YajHe 3a KYITYPHY UCTOPU)Y ¥ )KMBOT MaHACTHPA, IOCPEHO
U 32 OCBeT/baBambe HBIIXOBOT JJOIIPMHOCA OYyBaby CPIICKOT I[PKBEHOT I0jama y
HelleHUjaMa fpyre monoByHe XX BeKa: HIIP. PErUCTPOBAHO je OpOjIaHo CTame
MOHAIIITBA Y MTOjefUHUM TOAMHaMa CHUMama (rofuue 1973. 3abenexxeHo je fa
je y Knunu 6opaBuio yerpmecer MoHaxMma, y CTy[leHNLIM JileceT MOHaxa, y
maHacTupy CpeTeme NeTHaecT, a y Benyhy cemamuaecT cectapa), 0 - MXOBOM
IIOpeK/Ty 1 00pa3oBamy, IpeaciyiMa U3 jeflHOT y IPYTY MaHACTHP, ¥ CTTMYHO.
3ByuHe OeJlelIKe MONYT OHMX U3 MaHacTpa [ommonnua y bocan u Xepuero-
BMHM, 13 JlenmaBuHe y XpBarcKoj, unu u3 MmaHactupa Kpka y [lanmanuju morse
OV OCTTYXXUTY ¥ KaO Ba>KHM M3BOPY 32 I0/be €THOJIOMIKO-aHTPOIIOIOMKIX,
I1a ¥ €THOMY3MKOJIOIIKNX UCTPa)KMBabha O )KMBOTY CPIICKOT HapOJa y Pas/in-
YMTUM T€OKY/ITYypPHUM HOApYYjuMa.*

41 Caacu Tociiogu mygu Teoja 2023, XX/2; XIX, 6p. 9; Ponoapxus MV CAHY, ,Karamor
MarHeTo(OHCKUX Tpaka’, Tp_522.

42 Meby cukoBUTIM IIpUMepUMa je TOHCKM 3aIIIC CIIy>KOe your XpaMOBHe C/laBe Y MaHACTH-
py Kpka (1972), ca ganmatnsckum ermuckorioM Credarnom (Maneruhem); meby npezcraspeHnm
CBEIITEHNUIIMA KOjU Cy CIY>KIIN 1 TojimMa uspBojeH je Crimpupon Canpuh, npkBeHn mojar y
[n6ennky. CHUM/bEHN CYy CETMEHTY Pa3roBopa ca CBeITeHnkoM Mumanom Tuijom, mapoxom
y Bp6uuky (xon Kuuna), Hekapaummum mromieM borocnosuje C. Case y beorpapy, koju je
rOBOPMO O CTy>KOOBakby Ha IIOCTAB/LEHOM MeCTY, 00HaB/balby IIPKBe 1 0 paay borocnosuje. Y
pasroBopuMa Koje je MICTOM IIPUIMKOM BOZINO ca ydeHunuma borocnosuje manactupa Kpka, np
Iumurpuje CredanoBuh MoTHBIMCAO je MyTasie 60r0CIOBe J1a FOBOPe O CBOM IOpeKiy (JlepBeH-
ta, HeBecume, Mpkomwih, Jajie, Tysna), 0 0ZHOCY IpeMa IIPKBEHOj MY3UIIM U y4ekY M0jamba,
TOBOPMO MM O CBOjuM ToceTaMa CBeToj TOpM U MCTPAXXMBABIMA y MaHACTUpY XumaHgap. 3a
€THOJIOIIKA 1 eTHOMY3MKOJ/IONIKA UCTPAKMBAKa, /M M 3a OMIUTY CIUMKY My3MYKOT Hacmeba
u mpodua CIyXaldux u mojana y Kpku, gparomeHn cy CHUMIM IIOIYT IycIama 6e3 mecMe,
TpupecerTporopuiber csemrenuka Vamje Jlermha mn3 Dnamoua (1974), mpema mopykama
CBOTa JIeBeJleCETOTOAVIIIbET fiefie. VcTu aymo-samnmc caip>ku pasroBop 0 BpcTaMa IeBarmba 1
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ITo MHOrOCTPYKUM CI0jeBMMa 3Ha4aja U 3Hauera 13/Bajajy ce ¥ CHUMII
u3 Mabapcke. To cy 3By4yHe c/uke mojauke, Kao ¥ BUILIEITIACHE NTeBavKe IPaK-
ce, Kao MCTaKHYTOT efleMeHaTa HallYIOHa/THOT U [yXOBHOT, PeIUTUjCKOT UJeH-
TUTETA CPIICKOT HAPOJia Ha IIPOCTOPY HeKaJjalllibe jy>KHe YrapcKe, HETOBAHOT
u oxp>kaHor y Koutunyurtery of X VIII Beka u kpo3 HapenHa croneha. I[Topen
3aImica IIPKBEHOT II0jama I IeBalba CBeTOBHMX IlecaMa IIpeMa Kasupamwy Jla-
3apa Tepsuna (81 rognna, Cenranzpeja 1969), Mrmara Yo6ana (1910-1993)
u Crojana Byjuumha (1933-2002), cHUM/beHa Cy U pa3nu4muTa M3Bohema
MYIIKOT I[PKBEHOT X0pa 1oy pykoBosicTBoM Vrmara YobaHa, ¢ peneproapom
IIPKBEHNX, KA0 J CBeTOBHVX HApOJHMX, IATPMOTCKNUX IlecaMa,* off 3Hauaja 3a
jeIVMHCTBEHM BUJ, YIIO3HaBalba, KPO3 3BYYHU OfijeK, KYJATYPHOT ¥ MY3UYIKOT
xuBora 3ajeguuiie Cpba y Mahapckoj y XX Bexy (ym. IIpenuh 2008; JTactuh
u Papgojuanh 2013).

DoHp oBuX 3amyca Takobhe cafip>ky eTHOrpadCKM BaXKHe IIOfaTKe 3a CIIN-
Ky Ky/ITypHOT 1 1yXoBHOT XuBoTa Cpba y Mabapckoj. Bohenu cy pasrosopu
o nopopnyHoM Hacyeby, obpaszoBamy 1 npodecujama mnojeguHana y CpICKOj
sajegHuuy y Centanpgpeju, Jerpu, Ilomasy, Moxauy, J/lospu n Pan-Anmamry, o
IIPKBEHUM U IIOPOAVYHUM 06MYajuMa npocinasbama boxuha, kpcHe n xpa-
MOBHe CTIaBe, CTaTyCy My3MKe Y IOPOAMYHOM XMBOTY U Y )KMBOTY 3ajefHUILIE.
Y manactupy I'paboBal; cHUM/BEHO je mojame 0. PajoBana CrenmaHoBa, Kao
1 Pa3roBOpP O O6OTOCTY)XEeY ¥ TPaJUIIVIOHATHOM OKYI/balby Y MaHACTUPCKO]
IpKBM Ha npasHuk Cs. anmocrona Ilerpa u [laBna — mpema 0BOM CBeLOYEHY,
Ha JIUTyprujy, Kao 1 Ha IONOJHEBHO Bedepibe I pe3ame CIaBCKOT KoJjlaya,
momasuau cy no obudajy Cpou us nene Mahapcke, na u n3 Jyrocnasuje; cma-
BUJIO Ce ,Kao IITO je HeKajia 6MsI0”, Urpajo ce Kono, [leTpoBraH je cMaTpan
»CTABOM 4MTaBOT Kpaja’, Te Cy I'a ¥ MHOBEPHY IPOCIAB/ba/Il Ka0 CBOjy C/IaBY,
,0y4ay” (ym. Tepsun 1987).

IpHIeBaBama y KOy, Ipude o ob61dajuMa U IeBamby CBETOBHUX CIABCKUX IlecaMa, CHIMKE 1
CBeloUeH»a O Ja/JIMATIMHCKOM CBeTOBHOM HapOJHOM IeBaby U T3B. IPOKIHAY, KAO U O HaIMa-
trHCKOM 6¢ehapiyy; @onoapxus MV CAHY, ,Karanor marHetodoHckux Tpaka’, Tp_516, 517.
43 @onoapxus MU CAHY, , Karanor maraerodoHckmx Tpaka’, Tp_519, 527, 528.

44 Toxom 6opasaka y Mabapckoj, aip Iumnrpuje Credanosuh 3abenexxno je u mojeanHOCTH
0 3a0CTABIITMHU emyckona leopruja 3y6kosuha, Ha CEHTaHAPEjCKOM IpoO/bY MIIYNTABAO
je sammce ca CIIOMEHMKA, NOMMEIYRM MMeHa ¥ Ipes3uMeHa IIPeMUHYINX, IOBe3yjyhnu
uHdpopmaiyje o cpogHniyMa, Mehy npkxsenuMm nojuuma (yn. Cranosurh m Credanosuh,
2012). Y pasroBopy ¢ MelITaHMMa pa3MaTpaHa Cy NNUTama O je3MKy, AUjaleKTuMa Kojuma
ce roBopuao y CeHTaH[peju ¥ OKOJIHIM MamUM MecTuMa monyT bymakamasa wam CaHTOBa;
®onoapxus MV CAHY, , Karanor marnetopoHCKMX Tpaka’, Tp_526, 528.
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TPATOM APXMBCKHUX CHUMAKA AO HOBHX HMCTPAJKMBAIbA

Y HOBMjMM HayYHMM MCTpaKMBambUMa CBe M3pakeHMja adpupmalnuja
IIpoy4aBama Juckorpaguje, OGHOCHO 3ByKa Kao IIPYMAapHOT MY3UKOJIOLIKOT
u3BOpa, nonasuira ,ponomysukonoruje” (Leech-Wilkinson 2009; Cottrell
2010; Ceribasi¢ 2021; Jlajuh Muxajnosuh 2022) cyrepuiie u 1nobe HOBUX
BM3ypa Y U3y4YaBamy TPAaSULMOHAIHOL CPIICKOT IIPKBEHOT ojama. VI3 aHa-
JTUTUYKe, TEOPUjCKe MepCIeKTUBe, 00jaB/blBabe CHIMAaKa [[PKBEHOT 110jakba
PasIMUYNTHUX TPaANIINja TOKOM IIPETXONHMX IefieCeTaK TOfIMHA IIOCMATPaHO
je ¢ pokycom Ha penmanuju usMely 3ByYHNX 3ammca 1 >KUBOT JTUTYPIUjCKOT
pereproapa. YoueHO je Aa CHUMIY, C jejHe CTPaHe, MOT'Y ,peKOHCTpyncartu’”
C/IMKY O 60TOCTY>KOEHOM MY3M4YKOM TOKY je[JHOT BpeMeHa, ajlu ¥ IOCTa-
TH Y30p 32 ayTEHTUYHY IPe3eHTAI[Ujy MUTYPIUjcKe My3MKe Yy PasmuInTUM
KOHTEKCTMMa. 3aK/by4YeHO je a OKMB/baBalbe CTape My3UKe IyTeM ayAuo-
-3ammca, Kao 1 TOKOM CaMOT IIpolieca CHUMamba, IOCPEeSHO yTude I Ha ca-
BpeMeHy, Moryhe u 6ynyhy ussobauky npakcy (Brunner 1982; Weber 1991,
2012; Akesson 2017).

Moro 61 ce, ¢ 063upoM Ha OBa IJleAuIITa, pehn fja 3By4Ha CBeJjOYaH-
CTBa O CPICKOM mojamwy Beh moues of Tpupecetux rognua XX Beka UMajy
HOTEeHIIVjasl [ja TIOCTaHy ,K/byd pasyMeBama UCTOPUjCKM MHPOPMUCAHOT
n3BODhalITBa, a/IM U IIMper Ipero3HaBama ¥ HeroBama TPAJUIMOHATHIX
BPEHOCTY Y MAaHMPY U3HOIIeHa U IepUNUNNpabha OBJie MPeACTaBbeHOr MY-
snukor Hacneha (ym. Weber 2015).*° Tlojenuun npumMepu u3 ob6mspa mpukasa-
HOT' TEpEHCKOT MaTepujana IIPMKa3yjy BUCOK HMBO yMeha M My3MKalTHOCTU
nojarna, ocBeheHocT O6PUIK/BMBOM OFHOCY IIpeMa IIOCTYIIKY ,Kpojema’ Lp-
KBEHIX HalleBa Ha OCHOBY pasyMeBamba I N3HOIIEeHha XMMHOTPadCKOT TEKCTa.
LlennHa CHMMaKa CBEJOYAHCTBO je >KMBOT TPEHYTKa M0jarba Y yTeMe/beHOCTH
Y KOHKPETHOj MY3UYKOj TPAJAUIjIL.

[Tpupebusame n objaBpruBame u3bopa u3 GoHAA APXUBCKUX CHUMAKA, KA
jemaH ofj pe3y/ITaTa focajlalliibel UCTPa)kKMBamba OBJie IpefcTaB/beHe rpabe y
CKJIay je C HU/beBUMaA OUyBakbha I HeTOBama CPIICKOT II0jara Kao jefMHCTBe-
HOT KY/ITypHOT 1 fyxoBHOr Hacneha cprckor Hapopa (ym. Credanosuh 1992;

45 Y jemHoM op m3BemwTaja o pany, Ap CredanoBuh HOTHPAO je fa je CaKyIUbeHM 3BYYHM
MaTepHjajl ¢ TepeHa 6M0 3HayajaH M3BOP Y NpUIpeMamy paja ,DeHOMeH ycMeHe Tpajuliyje
y IIpeHOIIeY IPaBOCIABHOT IMTYPIHjCKOT II0jakba’; KOjH je Ha eHITIECKOM je3VKY IIPeiCTaBIO
Ha MebyHapogHOM HayuHOM cKymy Cantus planus y oxsupy MebhyHapomgHor Mysmkomonikor
npywrBa (Ilewyj, Mabapcka), pasmarpajyhu mmrama ycMeHe Tpajmije y JIUTYPIUjCKOM
nojawy CpIIcKe I[pKBe 1 OTBapajyhu HU3 mnTama 3a faka UcTpaxusama (Apxus M CAHY,
36mpka: Apxuea MV CAH/CAHY, M3Bemraj 1. Credanosuha o pagy 1990. rogune, Perucrap
6p. 134; Crecpanosuh 1992).



Dumni¢ Vilotijevi¢ 2019; Mapjanosuh n bpyjuh 2018; Marjanovi¢ 2022).%¢
3BYYHM JIC€4aK MUHYJIOT BpEMeHa CPIICKe MCTOpHMje MOTrao 611 6UTY HOBYU IyT
3a YIIO3HABale U Pa3yMeBarbe jeJHOT CETMEHTa MY3MYKe IPOLITIOCTH, IO -
CTUIIAj )KMBOj M0jayKOj TPAAMIMju, TIa ¥ OyyhuM yHopeaHUM MCTpa>KuBamby-
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Ma CTapuX CHMMAaKa J caBpeMeHe II0jauke IpaKce.

Tab6ena 1. IIperey moKanuja 1 faTyMa TEPEHCKMX CHMMamba I[PKBEHOT
ojama KojuMa je pykosopuo ap Jumutpuje Credanosuh.

Enapxmuja Cprcke

IPABOCTABHE IPKEE Mamnactup Tomuna caumama
Kpymenon 1970, 1974, 1986, 1989.
Xonoso 1972.
Denex 1972.

Cpemcka etiapxuja Iprerer 1980.

Benuka Pemera

1983, 1984, 1989.

Jasak 1984, 1989.

beounn 1989.
Bauka ediapxuja Bobann 1970.

Kosusb 1972.

Bpurary 1980.
banamcka eilapxuja

Mecuh 1983.
Biaozpagcxo—xapnosaum Beorpar 1981,
efiapxuja

B{f ATOBEMITERE | 1975 1980, 1982, 1984, 1985, 1989.
Illymagujcka eitapxuja (Pynrmiko)

Panerunari 1981.

46 Vinejy o M3HoLIewy M300pa CHMMAKa y jaBHOCT, Y OKBMPY IPOjeKTa ApXUSCKU CHUMUU
cpiickol uypkeenoi tiojarea y Ponoapxusy Mysuxonowkol uncimuiyima CAHY - ussopu 3a
ucimipaxcusare u ouysare mpaguyuje (pykosomgwiai: ap Haraura Mapjanosuh, capagHunm:
npod. 3opan Jepkosuh, Mmcp Credan Casuh) nmoppxano je MUHUCTapCcTBO KynType 1 nHGOp-
mucama PC, Ha KOHKYpCY 3a JUTMTaNIu3alnjy apxuBcke rpabe. 3BydHn cafpkaj IOMeHyTOr
uspawa Ciacu lociiogu wygu Tsoja (Beorpan 2023) mocTymaH je u Ha Be6G-cajTy IpojeKta

APPMES (2024) Mysuxonomxkor nacruryta CAHY.
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Mamnacuja 1968.
Papanuia 1968, 1973, 1974, 1975, 1981.
Bpanuuescka eiiapxuja INokajauna 1970.
Topmak 1973.
INoxxapesary 1989.
Kunga 1973, 1975.
Crypenuia 1973, 1986.
Bpahesuruniia 1984.
Kuuka ediapxuja
Hukorpe 1973.
(Osuapcxo-xadnapcku Cpertetbe 1973.
mauacmupu)
JoBame 1982.
BaBegemwe 1975, 1983, 1984, 1985.
bnarosemreme 1989.
Benyhe 1973, 1975.
Kpywesauxa etiapxuja Haynapa 1973.
Cs. IleTka 1973.
IIoxpos
Huwxa eilapxuja Hpecsere 1975.
boroponuie
(Bynuc)
Bamwescka etiapxuja Renuje 1968, 1982.
Bucoknu Jlevanu 1961.
P{_ZWKO_.M puspencra Conohaun 1968.
etiapxuja
HeBna 1968.
Tomuonnia 1974.
Baranyuka eiiapxuja
JInmbe 1975.
Munewescka efiapxuja Munemesa 1963.
H_axpattlxo-czmgo;-lcm Maxpat 1989,
etiapxuja
Hfzuaeu.rtmo-ceeepuncxa Nemasua 1978,
efapxuja
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Hanmamuncka etiapxuja | Kpka 1970, 1972, 1974.
IJpHoiopcro-iipumopcka [TpackBuue 1963, 1979.
euapxuja PexxeBrthn 1963.

Ipabosarg 1979.

Cenranppeja 1969, 1975, 1977, 1978, 1979, 1981.

TTomas 1979, 1981.
bygumcka etiapxuja Pai- Anvan 1979.

Jerpa 1979.

JloBpa 1979.

JIumoBa 1979.

Moxau 1979.
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SASA.” Applied Musicology and Ethnomusicology in Serbia: Making a Difference in
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NATASA MARJANOVIC

ARcCHIVAL SOUND RECORDINGS OF THE SERBIAN CHURCH CHANT
IN THE INSTITUTE OF MUSICOLOGY SASA: SOUNDS OF LIVE TRADITION AS
SOURCES FOR RESEARCH

(SumMARY)

The study presents the rich collection of sound recordings of church music
at the Phonoarchive of the Institute of Musicology SASA. The recordings of the
traditional Serbian church chant, made by dr Dimitrije Stefanovi¢ and dr Danica
Petrovi¢ during their field research in the period from the end of the 1960s to
the mid-1980s are of unique importance. That was the period after the WWII,
unfavorable for both cultivation and study of church traditions. Several hun-
dreds of hours of audio recordings from church services and direct encounters
with chanters in churches and monasteries throughout the SFR Yugoslavia, as
well as Hungary, remain material evidence of the vitality of the Serbian church
chant during those times. The recordings were made with a magnetophon and
a more modern cassette-tape recorder. They have been digitised as part of the
project to digitise the Institute’s early sound archive, but the entire sound mate-
rial has remained unknown to the general public to this day.

Many recordings were made directly during the services (vespers and matins,
festal vigil services, liturgies, memorial services, and the blessings of the Slava
bread). The second type of the recordings includes groups of individual hymns,
sung by exceptional chanters selected among the monks and nuns in various mon-
asteries. The rich contents of the collection, as an authentic testimony, a cut-out
of a bygone era, open new lines of sight for the study of the period in which the
recordings were made, as well as for the understanding of the dynamics of the
development of the traditional Serbian church chant, preserved to this day in the
practice of the Serbian Church across different regions. Various metadata about
the recorded sound material figure as historical sources for further research in the
fields of cultural history, anthropology, ethnology and ethnomusicology.


https://appmes.rs/index.php/archive/sound-archive/
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It has already become customary to introduce applied musicology and ethno-
musicology as musicology and ethnomusicology practiced beyond the strict
confines of academia. The circumstances of the contemporary scientific world
which depends on precarious funds and projects and is therefore suffocat-
ed by the “publish-or-perish” narrative just to survive, have brought about
the ideas of broader applicability of these disciplines’” expertise in the “real
world.” Addressing these conditions in contemporary humanities would be
much too serious of a task for this occasion, but they should be noted in order
to underline the gravity of the situation and give context to the publication
we have before us. The need for justification of the role of ethno/musicology
today, however coercively, also reminds us of the versatility and the potential
that are innate to our jobs, which are exactly what we are faced with in the
comprehensive new collection of papers, The Routledge Companion to Applied
Musicology, edited by musicologist Chris Dromey, Associate Professor of Music
at Middlesex University. Likewise, especially given that in the collection, there
are no contributions of authors from Serbia or the former Yugoslav sphere,
publications like these also give us an opportunity to reexamine the work of
musicologists and ethnomusicologists — academic, public, or otherwise - in
the local context, and compare the structure and responsibilities of our jobs
throughout the history of the discipline and especially today.

Although, due to the increasing interest in the last decade or so, it may
seem that applied musicology is a “new and trending topic,” it is, in fact, true
that the idea of the application of knowledge of music has been at the forefront
of this discipline since its foundation. Combined with the persisting difficulty
in pinpointing the definition of musicology, this misapprehension was the
motivation behind Dromey’s engagement in production of this publication
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- to demystify “the m-word” and “to acknowledge what musicology has al-
ready accomplished and to consider what it might go on to achieve” (p. 1).
As the collection’s contributors and their themes show, “what musicologists
themselves conceive as ‘application’ will vary, as will [...] their priorities and
methods” (p. 2).

The collection contains 27 chapters divided into five parts: “Defining and
Theorising Applied Musicology,” “Public Engagement,” “New Approaches and
Research Methods,” “Representation and Inclusion,” and “Musicology in/for
Performance.”

As it seems, there have always been different perspectives on the musi-
cology’s nature, and these rifts and different perspectives are embedded in
the very core of the discipline. This is demonstrated in the article written by
musicologist Malik Sharif, who dealt with early scholars of musicology in
the nineteenth century (Philipp Spitta, Hermann Kretzchmar, Guido Adler,
and Charles Seeger) during its conception. Moreover, authors such as Milo§
Zapletal and Chris Dromey recognize the applicative roots of musicology al-
ready in the eighteenth century, as well as the practice of musealization and
historiography of music instruments and various musical texts. They claim
that during its establishment in the next century, musicology was already
functioning based on the previously determined connections between schol-
arship, music-making, and the collecting, preserving, exhibiting, researching,
etc., of music sources. In the next chapter, Natasha Loges discusses the
concert-programming strategies of the Austro-German performers (Clara
Schumann and Julius Stockhausen in particular) as a form of public musicological
action, emphasizing the fact that before the pianist and conductor Charles
Hallé, who performed complete Beethoven sonata opus in 1861/62, the concert
programs were not intended or arranged to showcase a genre or an individual
composer’s works. In a similar vein, Bruno Bower explores “applied before
musicology,” or a very particular case of music lexicography, criticism, and
concert programming that preceded musicology’s foundation, in the domain
of George Grove’s program notes for concerts that gradually became what is
today widely known as Dictionary of Music and Musicians, whose first edition
was published in 1879. Here, Bower draws one highly significant conclusion
that underlines the importance of audience education and familiarity with
reading about music and musicians as one of the requirements for musicology
to succeed institutionally. Moving closer to our time, Nancy November writes
about the mutual benefits of the intersections between phenomenology (that
strives to recognize a group’s shared experience) and practice-led research
(which gives insight into the individual and introduces self-awareness) of var-
ious musical practices. Similarly, in the following chapter, Alastair Williams

» <«
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argues that critical musicology and performance studies could benefit from
productive collaboration in exploring musical meaning and subjectivity.

The second part of the collection raises several important ethical concerns
when working as a public musicologist. Leah Broad advocates for a model of
public musicology where the dissemination of knowledge beyond academic
institutions must be entrenched in reflectivity and responsibility towards the
community. Thus, in order to engage with the public in a manner that is nei-
ther elitist nor pretentious, one must develop skills to find a target audience
and shape the dissemination narrative according to the audience’s needs,
capacities and interest. Furthermore, by expanding on their two collaborative
ethnomusicological projects (Soundscape Rostock: An Ethnomusicological View
of City Sound and Nimitaau | Let’s Dance: Fiddle-Dancing through Scots and
Eeyou Cultures), Frances Wilkins, Barbara Alge, and the Aanischaaukamikw
Cree Cultural Institute show how working across cultures, languages, and
disciplines must be executed carefully and with special sensitivity towards
learning and unlearning the harmful patterns. The next two chapters deal
with the issue of public engagement in concerts. The first one, by Helen Julia
Minors, is dedicated to unveiling of the processes of curation and public mu-
sicology through the artist-audience interactions, with a goal of promoting
women-centered art at the Club Inégales in London. The second one, penned
by Constanze Wimmer and Chris Dromey, introduces a discussion on cul-
tural and artistic citizenship in classical music with a historical overview
and reframing the concert audience engagement through conversations and
concert notes. Toby Young’s preoccupation was the issue of knowledge ex-
change in a non-traditional way; the author also offers a manifesto of “Sharing
Music(ologic)al Knowledge,” which should encourage further reflections on
knowledge exchange outside of academia. This part of the collection concludes
with Rachel Johnson’s contribution dedicated to the public music lectures of
Edward Taylor (1784-1863), who was innovative for his time, not only in the
sense of the huge popularity of his talks but also for his need to encourage
the audience, and especially women, to understand and test his observations.

Going beyond the context of traditional art concerts, concert lectures,
workshops, and knowledge exchange geared towards the public outside of aca-
demia, in the third part of the collection, the authors introduce new research
frontiers and methods. One that is gaining steadfast traction is ecomusicology,
which was of interest to Aaron S. Allen, Taylor Leapaldt, Mark Pedelty, and
Jeft Todd Titon. Focusing on the concept of sound commons - sound as a
resource that may be shared but not owned - the authors trace musicology’s
path to the ecological commons and give insight into three projects that ven-
ture into soundscape and the impact of organology and music technology on
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the environment. On the other hand, Michael Thorpe dove into the research
of melodic symmetry, and more specifically, retrogression, to demonstrate
how both musicology and cognitive psychology can benefit from finding new
methodologies for studying music perception. Joe Attard researched audience
responses to the idea of “opera cinema,” intending to question whether “opera
virgins” perceive this kind of remediation of opera as authentic enough. As the
author underlined, what differs here from the usual musicological research is
the inclusion of audience-centered methods. Inquiring about a closer bond and
possible tighter collaboration between musicology and music therapy, Colin
Andrew Lee and Chris Dromey propose a concept of “aesthetic music therapy”
in which atonal improvisation, as well as contemporary music (namely, mini-
malism), can have a more critical role. Further, Paul Fleet questions the value
and authenticity of music education and music degrees today, with attempts
to present music skills and knowledge through the lens of the “Tomorrow’s
Graduate Skills” (WEF) formula.

The fourth part of the publication is introduced by Karen Cyrus’ chapter
on strategies to integrate Pan-African Music into the Canadian educational
system via projects such as workshops for choosing and incorporating appro-
priate repertoire and material, reviving a steel band program, and investigat-
ing teaching strategies in this regard. Xabier Etxeberria Adrien and Henry
Stobart examine the historically significant figures and events of the indig-
enismo movement in Bolivia and Ecuador, with a cautionary conclusion for
active researchers of marginalized and indigenous communities not to delude
themselves that their “(ethno)musicological efforts are free of flaws [...] or that
[they] can easily jettison the baggage of coloniality.” Going from care for the
communities that are the subject of research to the (self-)care of the research-
ers themselves, Klisala Harrison proposes a type of “reparative musicology”
(a term mentioned at the very end of the chapter) that champions a more
ambitious framework of care for researchers that face various types of risk at
work (phycological, emotional, physical, etc.). Presenting several cases of “rap
at court,” Lily E. Hirsch argued that forensic musicology - i.e. expert witnesses
working in the domain of public musicology - could aid in distinguishing be-
tween morality and the law, particularly when it comes to genres such as rap,
which is prejudiced as criminal and otherwise problematic. Adam Ockelford’s
chapter discusses examples of “applied musicology in action” based on the
“zygonic” theory (already mentioned in Thorpe’s text), specifically concerning
musical development, neurodiversity, and musical cognition. According to
the author, this approach has the potential to overcome the issues of previous
metacognition research methodologies based on reflection on musical experi-
ence through language.
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At the beginning of the exciting fifth part of the collection, Ties van de
Werft, Imogen Eve, and Veerle Spronck wrote about their project “Mahler
am Tisch,” which strived to experiment with playing classical music for non-
traditional audiences in unusual venues. Therefore, the music of Gustav Mahler
was arranged to be performed in an intimate jazz café and a bar as a unadver-
tised pop-up event, with the idea to put the musicians in a non-traditional space
and investigate different types of reactions from the present audience. Rachael
Durkin and Darryl Martin expanded on the notion that organology can be seen
as an intradisciplinary space, in which both performance studies and applied
musicology have had important roles throughout history. Neil Heyde brings
about the issue of musicians’ and composers’ relationship with existing music
recordings and, with the help of a case study that deals with six cello pieces by
Richard Beaudoin, proposes ways to stimulate critical and analytical approaches
and engagement with music stored in digital memory. The penultimate chapter
of the collection, written by Sarah-Jane Gibson and Lee Higgins, covers the role
of applied musicology and knowledge on social issues in the life of community
choirs in Northern Ireland. The choirs that were researched have shown that
the communities, although not musically educated, have a desire to engage in
collaborative musicking, demonstrating numerous acts of inclusive practice
and democratizing musical experience. Finally, in their chapter, Neil T. Smith
and Peter Peters deepened the discussion on music and architecture, that is,
the buildings in which music is performed, and especially those that were built
exclusively for that purpose — such as Richard Wagner’s Festspielhaus, Pierre
Boulez’s IRCAM, and many other historical and contemporary examples of
buildings for music. The authors concluded by highlighting the necessity of mu-
sicological studying and involvement in music and its buildings in order to be
“more sensitive to the wider arenas of which music is part.”

As shown in this short review, this volume gathers an astounding amount
of vibrant and up-to-date scholarship that addresses historically, substantively,
ethically, and otherwise essential issues, thus demonstrating the breadth of
the possibilities and demand for musicology outside academic contexts. At
the same time, it shows that musicologists and ethnomusicologists have been
preoccupied with their role and impact in society since (and even before) the
official establishment of their disciplines, and that the current precarious situ-
ation on the job market in humanities and in general, only prompted them to
market their work as valuable to a broader audience. This type of work should
also involve a strong sense of responsibility — towards the people subjected to
the research, as well as towards the researcher’s self and wellbeing — inherited
from experiences of the social disciplines previously involved in research of
different communities.
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Finally, this culturally rich publication invites a self-reflection about our
locally applied ethno/musicological practices. For public musicology and many
other types of applied work have not only been present in the Serbian and
Yugoslav context for decades, but it is also the case that these jobs and social
interventions were and still are often done by the people working in academia,
in collaboration with colleagues working in the realms such as radio, tele-
vision, music criticism, concert and exhibition programming, marginalized
community research, etc. Considering all the above while also taking into
account the choice of traditional musicological media to present all of this
vibrant research, we can finally add (another) question about the musicology’s
nature and definition - is it possible to completely distinguish applied from
academic musicology, or are they (as they have always been) just two faces of
the same coin? It seems to me that the second option is more plausible and
logical.

Bojana Radovanovié



CHEXXAHA HUKOAAJEBUR U BPAHKA PAAOBUR

AAEKCAHAAP BYJUR OA A AO III:
KOMIIO3UTOP, AUPUTEHT, IINJAHUCTA...

Beorpapn: Kamepuu opxkecrap ,,Cumeponnjera’”, 2023.
ISBN 978-86-901126-3-0

buorpadcka/monorpadcka muTeparypa o CpICcKUM My3udapyuMa HIje
06MIHO 3acTyIbeHa. Beh y ToM cMucny Kmura o Ko0joj je oie ped 5o6po-
JOIIIA je.

Csecrpana nmuuHocT Anekcanppa C. Byjuha (1945-2017), octaBunia je
3HAYajHOT Tpara Ha CBMM IO/bMIMa Ha KojuMa ce ornesana. ITo obpasoBamy n
IOTOM0]j Ie/IATHOCTH IMjAHNUCTA, JUPUTEHT U KOMIIO3UTOp, Byjuh je usa cebe
OCTaBMO Bpe[jHa OCTBapema 1 pe3ynrare Koje ¢y gfomaha n nHocTpana my-
3MYKa ITy6/IMKa M KPUTHKA IIpero3Hale joIll 3a mberoBor xusorta. Hasegennm
no/bMMa Tpeba IofIaT! HeroB MeJarolKy paj AyTrorofuIlmber mpodecopa Ha
daxynreTy Mysudke yMeTHOCTM y beorpasy, Kao 1 opraHmusaloHe aKTMBHO-
CTM y cpepy MY3MUYKOT KMBOTA.

Mysukonosu gp CHexxana Hukomnajesuh, gyrorogumma ypeguuna y Pe-
maknuju 3a 036mpHy My3uky Pangmo-renesnsuje Cpbuje, pefoBHM podecop
Ha Kateppy 3a Mysuky y menmjuma OumonomKo-yMeTHUYKOT GaKkynTeTa y
Kparyjesuy, y nensuju, u nok. gp bpanka Pagosuh (1949-2023), penoBHU
npodecop ncTopuje Mysuke Ha MICTOM (akynTeTy, 61je Cy BUIIECTPYKO IIpe-
AVCIIOHMPaHe 3a Iucalbe MOHorpaduje o Anekcannpy Byjuhy. Ilpunagunne
IpPaKTUYHO JCTe reHepanuje, ¢ Byjuhem cy nmpodecnonanno capahusane n
Ousle Be3aHe IpPUjaTe/bCTBOM. BIMCKM 1TO3HABAOIY HErOBOT XXMBOTA, Paja,
KOMITO3MTOPCKOT 11 M3Bohaukor omyca, oHe cy O1le U Hajlmo3BaHuje fja Ha-
mumy kwury o Byjuhy. ITomoh y npukynpamy rpabe sa xmury gobune cy
ox apx. Ane Mapuje Kosenn Byjuh, komnosnuropose ynosuie, u ox Mapuje
AglaMOB, MY3MKOJIOTa M MY3MuYKe KPUTHYApKe, My3nuKe ypenHune Pagno
Hosor Capa, y nensujn.

Momnorpa¢uja H1je cTaHZAPAHO KOHIMINpPaHa. YMeCTO 3a yoOu4ajeH,
XPOHOJIOMIKM IIOCTYTIAK, ayTOPKe Cy Ce OIpeane Aa )XMBOT u paj A. Byjuha
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IpeficTaBe KPO3 IIOJMOBHMK CAuMIbeH Off ceflaM/ieceT OfipefHNuIa. Ya3byue-
HII [IOjMOBHIK IIOJpa3yMeBa fia ce U3 OfpeJHNUILe Y OfpeiHNIY HEeMITHOBHO
CMemYjy cafip>kKaju U3 IPUBATHOT XMBOTA Ca OHMMA 13 cepe YMETHUIKOT
pajsia; fa ce Ha 6uorpadcke LenMHe HaZOBE3yjy aHAMMTUYKA pa3MaTpama.
V3 unTamaukor yriaa, opakBa KOHIleNIMja cOO0M HOCU OMACHOCT Of JVC-
KOHTMHYyUTeTa. MehyTum, Ta onacHoct je usbernyra cpehHum pacrnopenom
KOHKPeTHMX cafip>kaja M MEeHIOBUTUM KapaKTepOM IOjeAVHUX OfipefHNUIIa,
ma ynuTanal 6es Hamopa rpaau LenuHy cnuke o Byjuhy xao nmuuynocTy n
YMETHHUKY.

Hapaunja je cpeguinme Hadeno y o6nmkoBamwy oBe Kisyre. OHa JoMuHMpa
y HajeheM Opojy TekcToOBa, a HajyowsMBHja je y 6uorpadckumM mapTujama.
JKusor Anekcanppa Byjuha u merosa IM4HOCT OLpTaHy Cy Y BULIe HaBpaTa.
Byjuh xao mMYHOCT IpencTaB/beH je Ca’keTOM U 3a0KPy>KeHOM Oyorpadujom
(ompenHuna Aznexkcangap); ocBpToM Ha nopoauiy Byjuh, mectuma u sempama
3a Koje je 6110 BesaH ToKoM cBora xuBora (Centa, beorpan, 3emyH, Mabapcka
- Bynumnemra, Hemauka — Munxen, CAJl). [IpukasaH je ik merose Cynpy-
re, KOja MY je IPefICTaB/bajia BeIMKI OCTIOHALL Y XKUBOTY U pajly; UCTAKHYTe Cy
IIpTe HBEroBOT KapaKTepHOT poduIa, berobBa JyXOBHOCT, IPUBPKEHOCT Tpa-
JAMIIVOHA/THUM BPeJHOCTMMA, Bepyu U CPIICKOj IIPaBOCIABHO] IIPKBY, HETOBO
ponomybibe, mweroB KocMmononutusaM. IlpuchHy cnmky Anekcanppa Byjuha
rpajie 1 CTYIIV O X0OujiMa, YNTalby, PASHOBPCHUM MHTEPECOBABIIMA, O TIpe-
macuMa y TpHckuM OpopoBruma. Unranaly je Tako JOOMO IIACTUYHY CIUKY
0 TOKY YMETHMKOBOT XMBOTA, O TMYHOCTY U KapaKTepy.

CBa mosba MY3MUYKOT pajia OCBeT/beHa Cy MOofipo6HO. Y CBOMe NPBOM
KpeaTMBHOM nepuony Anekcanpap Byjuh je 6uo oxpenyt nmujanusmy. ITocne
M3BECHOT BpeMeHa IocBeheHor COMMCTIYKOM KOHIIepTUPaby, a IOf, AejCTBOM
u jefHOT pasroBopa usMehy nujanucrd Esrennja Tumaknna [EBrennit Mu-
xaiinoBny TumakuH] n Banepuja Kamumosa [Bamrepuit KoHcTaHTHHOBMY
Kampimos] y HoBom Capy, oH je yBuzeo ma Tpe6a ga HadYMHM 3a0KpeT Y
u3BODAIITBY, IIa ce IIPBO OKPEHYO KaMepHOj MY3MIIM, & 3aTUM IUPUTOBAIbY.
Byjuh xao gupurent obpabhen je y mruBuma o ancam61mma ¢ Kojuma je pajuo
(Xop ,,bpaha Bapyx®, IIpBo 6eorpazcko meBauko ApyuITBO, [uventus cantat,
IyxoBHa akagemuja y CTymeHMIM), VIM O OHMMA KOje je caM OCHOBao —
Cumgponujeitia beoipag (IpBU MpUBATHY OpKecTap y OMBIIOj JyrocimaBuju) u
Mappurancku xop Pakynrera My3uuke yMETHOCTH.

Y 3penoM meprony Hall Mysudap ce pefao komnonosamy. C. Hukomajesnh
u b. Pagosuh cy Benuky naxxwy nocseruie Byjuhy kao My3udkom cTBapaoity.
Ome cy y kmbu3sy 06jaBuIe MONNC BErOBUX flefa, 3ayCTaBUBILY ce Kofi Byjuhe-
BUX y30pa, npe cBux bene baproka [Béla Bartok], anu u x/pyuHux acrexara/
T1I0jMOBa TIONIYT aBaHTapfe (o7 Koje ra je /ienna, Ha IPBOM MeCTY, Ke/ba fla
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MY3MKOM KOMYHMIMpa ¢ u3Bohauyma 1 my6auKoM), BOKaIHe TupuKe (yOuuB-
IIIY HAKJIOHOCT Ka CY/IAOMYHOCTY y TPeTMaHY BOKA/IHe IEOHUIIE U Pa3BUjeHOCT
K/IaBMPCKOT IIapTa), IOTOM Bep3uja 1 BapujaHara (Byjuh je 6mo mosnar xao
KOMIIO3UTOP KOjit CBOja fena mpepabyje 3a pasnuunte cacrase), ponkopa (koju
je 6uo Byjuhesa TpajHa mHCIMpanyja) 1 Ap. AHATUTUYKY C/I0j HAjIIPUCYTHUjU
je y mpukasuma ofabpaHux, HajsHauajHUjuX fema. Heku of TUX TeKCTOBa Ipey-
3€TI Cy Off MY3SUYKUX KpUTHYapa Koju cy mucamu o mysunu A. Byjuha.

Anexcanpap Byjuh je ocTBapmo capaimwy ¢ 6pojHUM, UCTAKHYTUM MY3U-
YKUM yMeTHUIMMa-usBohaunma. Tako ce mopepn C. Huxonajesuh u b. Pago-
Buh u ayropa mpeyseTux U UUTHUPAHNUX KPUTHUKA, Y KIBU3K Uyjy U IIACOBU
YMeTHMKA U APYTUX JIMYHOCTYU KOju M3HOCe cehama Ha CBOT Kojery, mpodge-
copa 1 Ipujare/ba (orepcka yMeTHUIA JagpaHKa JopaHOBUN, IMTapUCTKIIba
u Komnosuropka Maja Jlepy O6papnosuh, ennckon mabauku JlaBpeHTnje,
BuonoHyenuctu Anekca Acanosuh n Hemamwa Crankosuh, nujanuctu Yku
OsBackanseH u VBan bamnh). Anexcanpap Byjuh xao nemaror — mpodecop
cBUpama napTurypa Ha ®MY, ocset/beH je Takohe kpo3 cehame (Credana 3e-
k1ha, Hac/leHMKa Ha OBOM IIpeMeTY), Kao 1 yKa3)BameM Ha YIOSHUK KOju
je cacraBuo 3a norpebe HacraBe. CHexxana Hukonajesuh n bpanka Pajosuh
Cy 0BaKBOM KOHIIEIIIVjOM AMICKPETHO OKyIIIJIe U NIpefCcTaBuIe I03HaBAOLe I
nomrrosaolie Byjuhesor pazga, ma ce Tako go6uma 1 cuKa o Kpyry Mysmdapa
U MHTEJIEeKTyanala KojeM je OH INpUIIazao.

Hu gpyrn 6utHu acniekTyt popMupama, >KMBOTA 1 pajia HALIeT YMETHMU-
Ka HICY 3aHeMapeH!; ayTOpKe Cy ce OCBPHYJIe Ha HajBaKHUje mpodecope y
ByjuheBoM npodecnonanHoM cTacaBamy, Ha YyCTaHOBe 3a Koje je Be3ao CBOj
paj, Ha Harpajie ¥ MpM3HAKBA U Jp.

%%

Mouorpaduja Cuexxane Huxonajesuh u bpanke Pagosuh npepcrasmpa Be-
OMa YCIIe/IO, CTPYYHO MY3UKOJIOUIKO €0, aly, MCTO TaKO, IPUMep U3y3€THO
YCIIENIOT OCTBapema y JOMEHY IPUMemhEeHe My3UKoaoruje. Vako y mojequuum
CerMeHTMMa KIbUTa II0fipasyMeBa M3BeCHA IIpeJi3Hatba, OHA HIfje 3aMMII/beHa
U HaIlJICaHa TaKo Ja oOecxpabpy 4ymraola Koju je caMo JbyOUTeb My3UKe.
Bepyjemo ga je u uckycrso np Hukonajesnh kao TeneBusmjcke ypegHuie 3a
KITaCMYHY MY3UKY JJOIPMHENIO OBaKBOj GpusmoHoMuju Kmure. I[locturuyra
paBHOTe)Xa m3Mel)y HaBe[leHMX Hadena Jaje joj ABOjaK CTATyC, M OHA 3aTO
IpeficTaB/ba JOIPUHOC KaKO MY3VKOJIOTHjI, TAKO M IIONy/Iapu3aliiji HayKe
0 MY3MIIM ¥ CaBpeMeHe MY3UKe.

Kmura je 60oraTo miycTpoBaHa; OHa Cafp>Ki IefieceT et ¢pororpaduja n3
apxmBe ymoBule u nopopute Byjuh.
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KoHnnusHa u xoMnakTHa, MOHOTpadmja je HalucaHa AelleHTHUM je3VIKOM
Koju y ofipeheHOM cMuCIly 4MHM je[UHCTBO Ca OfiIMEPEHNUM, 00jeKTMBHUM
BpeJHOBamMMa pajia 1 foMeTa Ajnekcanzpa Byjuha kao mysuuapa. OBo je
KIbJUTIa OJAHOCTY KOJIETU U IIpUjaTe/by y KOjoj je eMOLMju JlaTa IIpaBa Mepa; OBO
je aTpaKTMBHO MY3MKOJIONIKO IITHBO KOje Ce YMTa C TAKOhOM 1 y)KIBambeM.

Anexcangap Bacuh
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Konkypc 3a gogeny I'oguwwe naipage ,,Crana hypuh-Knaju” 3a
u3y3eiian goupurnoc my3uxonoiuju 3a 2023. roguHy

Mysukonouiko apyumrso Cpbuje mosuBa CBoje YIaHOBE, aKaJleMCKe UHCTUTYILNje,
u3gaBade M MysudKa yapyxema c teputopuje Cpbuje na no 15. centembpa 2024.
rofMHe focTaBe obpasnoxkeHe mpepyore 3a Ioguwwy naipagy ,Crana Bypuh-
Knaju” 3a usyseiian gouipunoc mysuxonoiuju. Harpana ce mogemyje 3a cBaky of
TpU KaTeropuje:

a) jeHOM ayTOpy MIM I'PYNM ayTOpa 3a OPUTMHATAH SOIPUHOC CPIICKOj MY3UKO-
JIOTMju: 38 MY3MKOMOWKY Myb6nukauujy (cTynujy unin Mmonorpadujy) objaBmeHy y
IITAaMIIAHOM VI/UIK eNeKTPOHCKOM BUAY 2023. rojuHe; OGHOCHO, YPELHUKY UK
TPYIM YpeLHUKA KOJIeKTUBHe MOHOTpaduje, 06jaB/beHe y IITAMIAHOM 1/ e/IeK-
TpoHCKOM BuAy 2023. ropuHe;

6) MICTAaKHYTOM II0jeAMHIy 32 YKYTaH AyTOTOAMIIELY JOTIPUHOC CPIICKOj MY3MKONOTHjIA;

B) 3a ICTAKHyTe pe3y/iTare 13 00/1acTy IpUMebeHe MY3IKOJIOTr1je (3aIITITa CPIICKe
My3HiuKe OalITHHe, MY3MKOIOUIKY IIPUIO3Y KPUTUYKUM U3[jabIMa HOTHUX 1 3BYY-
HIUX 3aII)Ca, My3MKOJIOLIKAa 06pajja HOBOOTKPUBEHOT HOTHOT MM TEKCTYa/THOT Py-
KOIIMCA M OCTaje TEKCTyalHe 3a0CTaBIITUHE ...) 00jaB/beHe TOKOM 2023. roguHe.

3a HOMUHOBame Ipeptora 3a Harpany y kareropujama a u 6, oTpe6HO je fja mpef-
J1arad JOCTaBMU:

* 00pasnoxxeH Hmpeayor (HOMUHALN]Y) AY>KMHe MaKCUManHo fo 500 peun, Koju
yK/bydyje U KoMIITeTHe 6ubnnorpadcke mofaTtke mpejiIoXKeHOT fena;

* mer (5) IITaMIOAaHUX IIpUMepaKa IPeIoKeHor fena 1 jegaH (1) eeKTPOHCKU
IpMMepak.

3a HoMMHOBame mpefora 3a Harpagy y Kareropuju 6, motrpe6Ho je ja mpeparad
JOCTaBU:

* 06pasnoxeH mpemior (HOMMHALM)Y) FY>KMHE MaKCUMaIHO Jo 1500 peurs;
* KOMIUIETHY Oubnnorpadujy KangupaTa.

[penmosu ce ma/by Ha 3BaHUMYHY UMejI afipecy Mysukomnourkor apymrsa Cpouje
smusicologicalsociety@gmail.com, kao u Ha HOIMITAHCKY afpecy: My3MKOIOLIKO
npywro Cpbuje, Mumapcka 12-14, 11000 Beorpag.
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